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et’s stop and take stock of what an incredto have emerged from the States in their day.”
ible year 1971 was for proto-metal, when
Bang’s self-titled record owes its unique
Led Zeppelin were arguably at their creflavor to synergy; everyone in the band played
ative zenith with Led Zeppelin IV, and Black
a crucial role in putting the record together.
Sabbath cranked out the towering duo of
Drummer Tony Diorio’s quizzical lyrics reflected
Paranoid (originally released in ’70, but held for
the entire spectrum of human existence, which
the U.S. market) and Master of Reality. Meanwhile,
he neatly encapsulates as “life, death, the enviDeep Purple were touring in support of their first
ronment we live in, science fiction and time
two albums and writing and recording the phetravel.” Bassist/vocalist Frank Ferrara and
DBHOF122
nomenal Machine Head. ’71 was also the year that
guitarist Frankie Glicken—childhood friends
the term “heavy metal” first appeared in print,
who remain in the band to this day—had an
Bang
first to describe blues-based bands like Humble
especially keen ear for melodies and towering
CAPITOL
Pie, then heavier and more worthy fare like Sir
riffs, respectively—something that’s monDECEMBER 1971
Lord Baltimore. So, yeah, definitely a golden age
strously evident on tracks like “The Queen” and
Proto-doom explosion
for hard rock right there, capped off in fitting
“Questions,” and the standout opener “Lions,
in the Philadelphia sky
form in December 1971 by one of the ultimate
Christians.” By all accounts, audiences and crit“cult classics”: Bang’s self-titled debut.
ics devoured the album quite eagerly upon its
History hasn’t been as kind to Bang. The Philadelphia-based release; according to Jim Link of the Glendale News, “If hard rock
trio put out a string of releases on Capitol between 1971 and is your cup of custard, you’ll be absolutely blasted by Bang.”
1973—including Mother/Bow to the King and Music—before throwThe story behind the writing and recording of Bang is a testaing in the towel. Death of a Country—a groovy psychedelic con- ment to manic inspiration, performing Herculean feats under
cept album rejected by Capitol that didn’t see an official release impossible time constraints, and marrying youthful bravado
until decades later—is extremely inventive and memorable, and temerity with a chain of unbelievably lucky events. But the
but also very much an artifact of the dying remnants of the band’s overarching narrative is also a cautionary tale of karmic
hippie era. But the band’s debut—recorded in the span of two reversal of fortune, and a reminder of why, even when you’re
weeks during that fall of 1971—definitely deserves to be part seemingly positioned at the right place at the right time, it can
of the conversation. Bang is as brooding, lyrically complex and reveal itself as the wrong place, wrong time. Still, at the time of
expertly arranged as anything produced by the sonic titans of this writing, Bang are basking in the afterglow from a reunion
the early 1970s. Rise Above head honcho Lee Dorrian describes tour supporting Pentagram and gearing up to hit the road again.
it as “a poppier version of Sabbath, but still as heavy and raw as Some bands never get to experience a second act, let alone a
hell, placing Bang as one of the greatest heavy/hard rock bands third. When life hands you lemons, you make custard.

Bang

In the summer of 1971, without a label or a
record to promote, you guys drove from Philly to
Orlando and talked yourselves into an opening
slot for the Faces and Deep Purple. The concert
promoter, Rick Bowen, became the band’s
manager. How influential was he on the early
part of your career?

You skipped over the most incredible
part of our story: how we got to Orlando, and how
the search for rolling papers launched our careers.
There was a club in Kennett Square,
Pennsylvania, that always had great bands
coming through. One night, I was up there and I
heard this bass player say that he was in a band
that had recorded a song called “Spooky.” It was

TONY DIORIO:

the closest I had ever been to someone that had
ever had a hit single. I went up and talked with
him for a bit after the show, and he told me that
there was a record distributor in Miami that was
looking for bands. So, I went to the bank and
borrowed $1,000. We rented a trailer, packed
up all of our equipment, and took off towards
Miami. On our way down there, we ran out of
pot, so we pulled into Daytona and wandered
around the boardwalk until we found someone
whose hair was as long as ours to sell us some.
But we also didn’t have any rolling papers.
So, we headed into the nearest record store,
a place called Duck Soup, maybe five minutes
before closing time. On the way in, I spotted a
D E C I B E L : 4 9 : A P R I L 2 0 15

concert flyer, but the clerk told us that the show
had already happened and laughed, “Rod Stewart
and Deep Purple are playing in Orlando tomorrow—why don’t you go there instead?” The next
morning, we headed straight to the stadium. We
drove through the parking lot, right into the loading area, and started looking around for someone
to talk to, until we spotted an office door and
knocked on it. This tall, lanky guy opened the
door and we blurted out, “We’re Bang from Philly.
We’re as good as any fuckin’ band in the world,
and we want to play tonight.” That was Rick
Bowen, and I think the whole thing surprised
him, but he must have admired our audacity,
because he put us on the bill that night.
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(l-r) Glicken, Diorio, Ferrara

Records thought it was
promising enough to extend the
band a four-album contract, but
unfit for release. In hindsight,
was this the right move?

We’d rehearsed the
material on Death of a Country so
much that we knocked the whole
thing out in 17 hours. We knew
it forwards and backwards. That
album meant a lot to us; that’s
who we were. None of the songs
on the Bang record were written at that time. We believed in
Death of a Country. We thought
it was a great record. We liked
the theme of it. We were disappointed when Capitol did not
want to release it. Of course, if
they had, there wouldn’t have
been an urgency to making
our actual debut. I wish they
would’ve been a better label to
us and released Death of a Country
later, but that was never on
their radar. They pretty much
viewed it as a series of basement
tapes. But it still meant a lot to us.
DIORIO: We went into the studio with a pair of
brothers named Ron and Howie Albert. The engineer was a guy named Karl Richardson that later
came to prominence by producing the Saturday
Night Fever soundtrack. The key song was the
anthem “Death of a Country.” We nailed it on the
first take. There were very few overdubs with
that record. There’s some neat stuff on Death of
a Country, but it was a concept album and it was
all over the place. Capitol didn’t think it would
sell, so it was definitely the right move to hold
its release. The songs on what became the Bang
S/T are more straightforward, in a rock vein.
Whereas “Death of a Country” is 10+ minutes
long, and there are tons of changes in it.
GLICKEN: I’ve always thought that Death of a
Country should’ve been released first. Capitol
didn’t think that it was a good idea for a band to
do a concept album as a first release, but that’s
where our heart and soul was, you know? It was
not a commercial album—there isn’t a song on
the record that we could’ve released as a single.
But at that time, FM radio was a pretty new
format and they were still playing that kind of
thing. Rick Bowen and I had an extensive conversation about this back in 2008 when I did a
show with him, and he felt that if that album
had been released first, Bang’s history would’ve
been completely transformed, because Death of a
Country was different than any other album
FERRARA:

[Capitol] had this big party for us, and they
were showing porno films, like, vintage stuff
shot in the ’20s. It looked like the Keystone
Cops having sex. They took a very literal
interpretation of the band’s name.

TO N Y DIO R IO
FRANK FERRARA: Rick Bowen was the promoter
for East Coast Concerts, which was a subsidiary
of a company called Concerts West, which was
responsible for booking all of the biggest bands
of that era. Rick’s arm of the company, East
Coast Concerts, operated out of Florida and
handled the East Coast bookings for Concerts
West. The fact that our manager was a promoter
is probably what attracted Capitol to signing
us—they saw a potentially lucrative situation.
In 18 months of practicing in a basement, we
only played out three times, but Rick put us in
front of Steppenwolf, Fleetwood Mac and most
of the happening bands of that era. Without Rick
Bowen, we’d still be riding around Florida in a
station wagon, looking for rolling papers.
FRANKIE GLICKEN: Looking back over the years,
the two most influential people were Tony and
Rick. Tony was 10 years older, and he had a little

bit more going for him at the time—he worked
with his father at the family business, a chain
of five-and-dime stores. He had a bit more business knowledge and savvy than Frank and I had
as 16-year-olds. Tony put the idea in our heads of
going down to Florida together. He was the one
who printed up 1,000 postcards with an image
of a bomb and the caption: “Bang Is in Miami!”
Without Rick Bowen, there would be no Bang as
we know it. I mean, the band would have existed
in some form. But you take Rick out of the picture,
and there’s no Capitol Records deal and no concerts. He was very important to us as a young band.
In August 1971, Bang entered Criteria Studios
in Miami and self-financed the recording of
a concept album, Death of a Country, which
literally begins at the dawn of man and ends
with the eradication of humankind. Capitol
A P R I L 2 0 15 : 5 0 : D E C I B E L
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 Almost Famous

Capitol shows the love
for their next big thing

that was out at the time. I guess Capitol knew
what they were doing by rejecting the album
and asking us to write something in the vein of
Led Zeppelin, Black Sabbath and Grand Funk
Railroad instead. Which, honestly, turned out to
be pretty easy, because we were already a fan of
all of those bands.
Bang’s proper debut was released in December
of 1971, which means that you guys didn’t have a
whole lot of time to work out a new album from
scratch. How quickly did this come together?

When Capitol decided not to release
Death of a Country, they sent a producer named
Michael Sunday down to work with us. He had
just done Blue Cheer’s fourth record. He came
down to our hotel in Florida and said, “Look, you
have two weeks to write a new record.” So, me
and Frankie sat in one room, by the pool, and
Tony was in another room, writing lyrics. We had
a little two-track cassette player, and we recorded
every riff we had and put together the ones we
thought worked the best. Tony was in a writing
groove, and it was easy to write melodies to his
lyrics, which sped up the process considerably.
Two weeks later, Michael Sunday returned, and
we were like, “Here’s the Bang record.” He was
flabbergasted that we were able to write it so
quickly, but the three of us spent so much time
together that it just came naturally. The fact that
we were just able to come up with it like that
was magical. But we also didn’t have much of a
choice—we had to come up with a new record.
GLICKEN: The writing process was a blast. I
went from writing my own chords and doing
35 changes on Death of a Country to streamlining
things. Rick Bowen had put us up in a place
called the Escape Hotel in Fort Lauderdale, a
block from the beach. How can you not be creFERRARA:

ative in that environment? I was sitting in the
hotel room all day with Frank, coming up with
licks, while Tony was in another room, working
on lyrics. Inspiration came in unlikely ways,
too: Tony referenced the hotel in the “escape
your fears” line in “Future Shock,” and the idea
for the lick first came to me while Frank and I
were driving a U-Haul truck coming back from
Tampa, and I heard the rhythm of the wheels on
the road.
DIORIO: Most of my memories are focused on writing lyrics. There’s a line in “Questions” that goes,
“Have you read a book or two, or have books been
reading you?” I thought that it was pretty clever,
and it was just something that popped into my
head that we decided to write around. The rest
of the songs all started with the lyrics or one
of Frankie’s licks. There would be times where
I’d come up with a little line and we’d build a
verse and a chorus and a bridge out of it. It was
exciting writing with those guys, and Frank was
always pretty genius about coming up with melodies. An interesting side note is that when we
did Death of a Country, Frankie was the lead singer.
When we got together to do the Bang S/T, Michael
Sunday turned to Frank and said, “You look like a
lead singer. You’re the new lead singer.”
You guys returned to Criteria Studios to work on
your debut. Criteria seems like it was a pretty
happening place in the ’60s and ’70s—they’d
already hosted Aretha Franklin, James Brown,
and Derek and the Dominos. What do you
remember about the studio and working with
Michael Sunday and the house engineering team
(Karl Richardson and Ron and Howie Albert)?

This time around, we were in Studio
C, which was the newer studio. I remember
that it had wall-to-wall carpeting, which really

GLICKEN:
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dampened the sound.
Michael Sunday was an
unbelievable find. He
was involved in every
element of the album.
I’d never played on
a 100-watt Marshall
amp before. I’d always
wanted one, but Death of
a Country was done with a 200-watt amp, which
has a cleaner sound. I remember that it took us a
full day just to perfect the guitar sound initially.
At one point, Michael and Carl Richardson took
my cabinet outside of the studio. They also tried
placing it in the bathroom. Eventually, it ended
up back in the studio.
Working at Criteria was amazing. It was a
premier studio—the piano on “My Window” on
Death of a Country was the same one Derek and the
Dominos used for Layla. One of the coolest things
for me was that a band called Blues Image was
recording there at the same time. Their guitar
player was amazing, but the biggest guy in that
session was Mitch Mitchell. Every morning as they
were finishing up, Mitch was sitting in the lounge
area outside of the studio. We got to hang out with
him quite a bit—that was unbelievable, just talking with a guy who played with Jimi Hendrix.
DIORIO: Basically, all of the songs were completed
by the time when we hit the studio. We’d worked
with Ron and Howie Albert on Death of a Country,
and they’d spent so much time experimenting with effects and getting every little detail
right that we trusted them completely. Michael
Sunday made some changes and tweaks to make
the record tighter, because Death of a Country was
pretty sprawling. We dropped the backwards
hi-hats and phasers and all of that psychedelic
stuff. What Michael Sunday contributed was
the Bang “sound.” He spent one whole day with
Frankie trying to get the right sound for his
guitar. Frankie had gotten some Marshalls, and
Michael kept moving the cabinet around the
studio. That’s how Michael and Frankie got the
guitar sound, which is a big part of Bang.
FERRARA: Michael Sunday got our respect right
away. He taught us a lot about songwriting. He
was a real producer, and he was looking to make
everything sound good. He had a musician’s ear.
The producers we had after that knew how to
find the best session players and where to get
the best blow, but Michael was more about the
music. Obviously, the amount of time they spent
working out Frankie’s guitar sound paid off in
a big way, but I was initially frustrated because
all I wanted to do was start recording. That said,
Criteria had a special kind of magic. It was sort
of hidden away from the main road and you had
to cross a little bridge before you got to the
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 Shoot to Thrill

Bang's memorable gatefold,
coming at you

of art, and it got lost somewhere along the road.
Capitol wouldn’t let us have a gatefold cover on
the album; I’m not even sure why. We all love
the “Bang burst,” though, so much that we later
trademarked it.
Frank and Frankie were both still teenagers
when this album came out; Tony was 10 years
older. What kind of dynamic did this create
within the band?

They were both 16 years old when we
met. Everything started when they placed a classified ad in the newspaper looking for a drummer, and I answered it. I was 26 at this point,
I had three kids, and I was running a discount
store. But we all hit it off immediately. There
was never an age gap. They were just a couple
of kids, but I was probably more like them than
they were like me.
GLICKEN: If anything, it created a good dynamic.
Tony was a father figure/big brother to us. My
father passed away when I was 14, and Frank’s
mom and dad—as Frank did—came over on The
Queen Mary. They didn’t really understand or
relate to music; they were just this Italian couple
from the old country that were all about working
hard, having a garden, making wine and keeping up traditions. Tony taught us a lot of things
about business, and he was really significant
in helping us to mature. Especially me—I was
into my whole hippie scene in Philadelphia. Of
course, I aspired to make records, but I had no
clue of how to do all that. Tony had a vision of
how to take us to the next level.
FERRARA: Tony gave us a place to rehearse and
he had a lot of stability in his life. He gave both
of us jobs so we’d have money to buy cigarettes
or whatever. He became our big brother. Tony
was a steadying influence—an older guy who
had a little bit of money and just let us mature.
We needed that as teenagers. You’re all over
the place at that age. We always knew that we
wanted to be in a band together and make music,
but once Tony came into the picture, we really
committed to it. The concentrated period that we
spent together in the basement writing Death
DIORIO:

studio. If you were driving like 45 miles an hour
as you crossed the bridge, you heard a little bit of
a rhythm. Barry Gibb later said that the sound is
where he got the idea for “Stayin’ Alive.” I don’t
think I realized what a big deal Criteria was
when we were there, but I’m glad we got to go to
that place at that particular time—it’s exactly
what we needed.
This album features a very striking album
design by David O’Hara, including a band logo
that looks like it was heavily influenced by Roy
Lichtenstein and the Pop Art movement. What’s
the story behind the iconic cover?

I don’t remember much of what happened after it got sent to Capitol. I’m not sure
if we ever met the original artist in person,
but he was a part of Rick Bowen’s circle in Fort
Lauderdale. The cover for the Bang S/T is actually
what we intended to use for Death of a Country.
The original art was a gatefold cover, and our
images were in the gun barrel. When it went
off to Capitol, they removed us and added the
Bang logo in the barrel. We still have the original
watercolor painting.
FERRARA: The name “Bang” came out of a desire
to pick something short, flashy and to-the-point.
The Capitol art department came up with the
logo, because it fit the label’s impression of our
name and it looked great in the barrel of the gun
on the cover. It is eye-catching—it just jumps out
at you. If you look at the Mother album, the logo
isn’t used—you have to look at the record closely
to see that it’s us. Ultimately, marketing is just
GLICKEN:

We went on tour with
Pentagram recently and I
had several conversations
with Bobby Liebling. He
was singing various guitar
lines from Pentagram
songs and said, “Do you
know that you’re the one
who inspired that?”

F R A NKIE G LICKE N
as important to music as everything else that
you do. If you are building a brand, it’s good to
have something that catches people’s attention.
DIORIO: Well, the band’s name was a lucky
coincidence, too. I was flipping through Rolling
Stone and saw a headline about the explosion of
British bands that read, “English Groups Bang
in U.S.” I pulled that out of there, and proposed
it, and the Franks were like, “Yeah, man. That’s
it.” Originally, there was a caricature of the
three of us in the barrel. What you see now is
identical to the original artist’s work, except for
the “Bang burst.” The original album art was a
gatefold, and the inside was a collage of images
of human existence. It was an incredible piece
A P R I L 2 0 15 : 5 4 : D E C I B E L
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of a Country and playing Black Sabbath covers is
the only reason we were able to waltz into that
Rod Stewart/Deep Purple show and at least act
like we were world-beaters.
The chorus of “Future Shock” makes reference
to “hashish dreams” and “junkie schemes.”
What was the band’s relationship to mindaltering substances at this point?

Of course, I already related the story of
how the search for $15 worth of pot and some
rolling papers delivered us to Rick Bowen’s
doorstep, so drugs were certainly part of the
experience. There were times where we’d be in
rehearsal and we’d smoke a little pot and think
that everything sounded better. Then we’d listen
back to the tapes sober and understand that…
it didn’t. We’d always be straight when we performed; otherwise, the timing gets thrown off,
and we were so serious about the band that we
wanted to be in control.
FERRARA: I guess we had tried acid by then.
Maybe not Tony—he was pretty straight—
although he had probably started smoking some
pot. Frankie dabbled in some other things—he
went through that phase. Yeah, we drank hooch
and we dabbled in drugs a little. Think about it,
though: We were in Florida. All of the great pot
flowed through Florida, and you got coke before
it was stepped on nine times on the way up the
East Coast. We were basically right there when it
came off the boat. Sure, we had some fun experimenting with drugs, but nothing heavy, and we
certainly didn’t get carried away with it.
GLICKEN: I grew up in Philadelphia, and hung
out around Rittenhouse Square and South Street,
which is where the hippies were. After my dad
passed away, I had no supervision and I basically
DIORIO:

got into everything I could. Of course, I started
with pot. Then I got heavily into acid and did
that for quite some time. I also became heavily
involved in crank—meth—back then, as well
as a little bit of heroin and lots of downers. I
was a drugged-out mess as a teenager. Tony and
Frank rescued me. That was one of Tony’s ideas
for going to Florida: getting me out of that whole
scene. We don’t talk about this a lot, but Tony
saved my life. Later on, after Bang, all of the
hard stuff went away and I mostly just did pot.
I’m very proud that I made it through. A lot of
my friends from that era are either dead or in
jail; I feel very fortunate.

was rising. What happens? Capitol goes through
a political upheaval, and everybody that had
anything to do with the band—from the vice
president who signed us to the producers—left
or got fired. A whole new group of A&R guys
took their place, and they had a bunch of bands
that they were already working. So, at a point
when “Questions” was charting and we were
playing incredible gigs, the label turned its back
on us and stopped promoting the record. As time
went on, there was increased pressure to deliver
singles. After the record came out, Capitol asked
us to write a song in the vein of Helen Reddy’s “I
Am Woman.” They actually asked us to do that.
Capitol pushed us hard to be commercial, and we
regrettably went with it.
FERRARA: They didn’t want to release Death of
a Country because they couldn’t find anything
that was remotely radio-friendly about it. The
style that we had was not conducive to what
was going on in 1971. “Questions” was the single,
but Michael Sunday didn’t want to do it for the
album because it was different in tone than
stuff like “Future Shock” or “The Queen.” It
was more of a shuffle-boogie, straight-ahead
song. We pushed for it, because we had played
it live and gotten a good response with it. It
encapsulated what we were all about—Bang was
a riff-oriented band, and that song had great
riffs. Frankie and I always had a good two-part
harmony, too, so we wanted to do that as much
as possible and make it the band’s signature.
We needed another song for the record anyway,
so they didn’t fight us on it. The problem was
that Capitol didn’t have any follow-through,
so “Questions” peaked at #90 and they stopped
working it entirely. There was a honeymoon
period with Capitol for about six months. After
that, it became a total grind.

“Questions” hit #90 on the Billboard Hot 100
Chart, and was the band’s only charting single.
How much pressure was there to deliver songs
in a radio-friendly format?

Capitol went through a reorganization right after
the record came out, and all of the people who
championed Bang were fired or left the company.
How did this affect promotion of this album?

“Questions” is based on a shuffle beat,
and back then, whenever you would play that
type of rhythm, people would yell, “Boogie!”
Before the Bang album came out, we used to jam
on a song called “Goodbye” at the end of our
set, then we’d break into a couple of meters of
“Questions,” and I’d yell, “Boogie!” It always
got a huge reaction. That’s how “Questions” was
written, with that beat. The “la la” part at the
end of “Questions” was just because we ran out of
lyrics. Michael Sunday felt that it was a throwaway, and he didn’t like it at all. We argued
for its inclusion because it was something that
people who were coming to our shows loved.
DIORIO: “Questions” met with a lot of resistance
from Sunday and the label. They relented after
we insisted that it be included. And, ironically,
that was the single that they started promoting.
“Questions” entered on the Billboard chart, and it

DIORIO:

GLICKEN:
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Capitol hosted something called “Bang
Day” to fete the band when the album came out.
We went to the offices to go talk with the suits,
and when we got into the elevator, they were playing “Future Shock.” They had this big party for us,
and they were showing porno films, like, vintage
stuff shot in the ’20s. It looked like the Keystone
Cops having sex. They took a very literal interpretation of the band’s name and figured that it just
meant “sex.” The night before “Bang Day,” Frank
and I were out on Hollywood and Vine at 2 in the
morning, and we crossed the street and these cops
came and handcuffed us for jaywalking. We spent
the night in jail, and six hours later, we were rubbing elbows at “Bang Day” at Capitol. Our manager
had to come bail us out. This happened when the
label was still hot on us. Our manager even hired
an operator to fly a banner that day that read:
“Capitol, Bang loves you!” There’s a picture of

No. 122

BANG BANG
Years after we broke up,
we placed a call to Capitol
to request permission to
press CDs, but they had
no record that we’d ever
been on the label.

F RA NK F E RRA RA
ferently. There were times where I was playing
different meters than I should’ve been playing.
Decades after its release, this album is
considered to be an early prototype for what
became doom metal. Are you at all surprised
that it has reached across generations and
continues to find an audience?

No, not at all. The album has eight great
songs on it. Those songs stand alone, and they’re
all quite different from each other. Bang is
Frankie’s guitar, Frank’s vocals and my lyrics.
We told stories. A lot of the stuff we wrote early
on was sing-songy and predictable, so I’d move
rhymes around to challenge Frank to come up
with new melodies. As time goes on, I’ve come to
appreciate what we did with that record. I was
never a musician—I wanted to play music. That
was the driving force for me. I think it came a
bit easier and more naturally for the Franks.
GLICKEN: I know that Tony and Frank don’t like
us being labeled as “doom metal” or “stoner
rock,” but my attitude is that you can call it
whatever you want. Thank you for giving it consideration! I am always surprised when someone
tells us that we were an influence. We went on
tour with Pentagram recently and I had several
conversations with Bobby Liebling, who’s very
knowledgeable about music. He was singing
various guitar lines from Pentagram songs and
said, “Do you know that you’re the one who
inspired that?” To actually be recognized as one
of the icons of that era… I find it hard to accept,
because I just don’t think of myself that way. But
it was amazing to hear feedback from people who
came out to see us our tour. I feel very fortunate
and blessed that something that I was a part of
that many years ago has been rediscovered.
FERRARA: I’m stunned that the record still sounds
fresh. We made it back in 1971, and that was
only seven years after the Beatles played the Ed
Sullivan show. A lot of albums came out back then
that you’ve never heard of, but somehow the Bang
record went on to become a kind of cult classic. We
had a great run on the road with Pentagram, too.
It’s nice to be back in the game again. To get kudos
for something we did that long ago from a bunch
of kids that hadn’t even been born when we made
the record… man, I feel really lucky. Things were
a lot different 44 years ago, young man. A
DIORIO:

the three of us on Capitol’s roof, and you can see it
in the background. The label’s interest in us was
very short-lived, though.
GLICKEN: The two major ones that had an effect
on us were Herb Belkin and Michael Sunday. Herb
Belkin was the vice president of the label and
the guy who signed us, and he was really artistfriendly: He’d come out to shows and support his
bands. That was probably the reason that he was
fired—he was too much into the artists and not
enough into the business end. I don’t know how
things went down with our producer Michael
Sunday but he went over to Epic with Clive Davis.
As part of his deal with Epic, he asked us to go
with him, and the label had no problem with it.
But we were inexperienced and still in awe of
Capitol, because it was the Beatles’ label. In hindsight, we might be having a different conversation today if we went with Michael. Years later,
Frank and I met with someone from the Capitol
A&R department and he told us that they were
told to stop working the record after Herb Belkin
got fired so they could funnel all of their money
into backing Helen Reddy. We wasted a lot of time
trying to figure out how to please Capitol, instead
of sticking to what we knew and did best, so that
was kind of hard to hear.
FERRARA: Everybody at a label is trying to find
the next big thing. They gave us a shot. They
thought that this album would be as big as the
Boston album, and when it didn’t perform like
that, their reaction was, “What can we change
to make things more viable?” But we were who
we were, and the way we were represented and
marketed just didn’t fit. Once Herb Belkin and
Michael Sunday left, we were shuffled off to
the other A&R guys, who had other priorities.
We didn’t have anyone looking out for us. Years
after we broke up, we placed a call to Capitol to

request permission to press CDs, but they had no
record that we’d ever been on the label. Can you
believe that? Around the same time, Frankie’s
brother Bobby, a longtime road tech for Brian
Setzer, found sealed promo copies of all three
Bang records at a flea market in San Francisco.
That’s what finally enabled us to have the
albums transferred to CD. It’s still amazing to me
that Capitol literally had no idea who we were.
In hindsight, is there anything that you would
change about this album?

Because we wrote the record in two
weeks, I didn’t even know the words to the songs
when I was recording vocals. I had a music stand
with the lyrics propped up on it. My biggest
regret is that we didn’t get to test those songs
in front of an audience and tweak them before
recording them. The fact that I hadn’t internalized the lyrics yet always kind of bugged me.
The more you play a song, the more of a feel you
have for it. A few of the songs on the record had
different melodies to start. After we recorded
the album, I went to L.A. with Michael Sunday
and I changed the entire vocal structure of “The
Queen” and a couple of the other songs.
GLICKEN: Maybe I would’ve done a few of the
overdubs differently. I might’ve tried to play
them better. All of these songs remain incredibly fun to play live. I don’t do the overdub for
“Redman” live, though—I only have two hands.
DIORIO: Yeah, I would be a little busier on the
drums on “Future Shock.” I had only been playing
with the Franks for a couple of years, and in that
interval, I was playing on the same stage as some
of the best drummers in the business. I was selfconscious about that. I do think that I was doing
some pretty unique things. Since I wasn’t a great
drummer, I had to think of ways to do things difFERRARA:
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