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Foreword

I
am always amazed at how much there is to the Beatles. In 1968 during 
our meetings when we were setting up Apple Records, I remember the 
four lads talking about the individual roles they would take in the 

launch of this new and exciting enterprise. A phrase kept repeating itself as 
each of them entered the conversation until finally I asked them about 
something I found very amusing in the dialogue. To a man, they never 
referred to the Beatles in the first person but always as if “the Beatles” was a 
separate entity from themselves—almost as if they were a band from another 
planet. When I questioned them about this, they explained that the whole 
phenomenon had gone beyond them and had actually become more than 
they could comprehend as a group of guys who made really good music. To 
look back now on this meeting that took place over forty years ago, it is 
mind-boggling how they had in essence looked into the future and realized 
how complex and incredibly astounding what they had created would 
become.

Because I was in that simple place with them, a place where we thought 
we were just making music and having a good time, I am astounded to this 
day by just how much there is and was to them. Fab Four FAQ 2.0: The Beatles’ 
Solo Years, 1970–1980 expands on how intriguing this band, the greatest 
event in musical history, is, and continues to offer more details of its depths 
in a very accessible and enjoyable way. It is put together so you can read for 
minutes or hours and be satisfied.

If you are a newcomer and are looking to learn more about aspects of 
their individual paths, then you will be amazed how much there was to it all. 
If you have been researching their story for decades and are such an old-
timer when it comes to the Beatles that you feel you know everything about 
them and their music, I challenge you to dig in. You will find things you 
never knew and also gain deeper insight into the things you did know about. 

I am not a fact person. I am a feel person. That is why I find this book 
important. Robert has done the painstaking work and research to bring so 
many interesting facts to our attention so that people like me can simply 
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enjoy the music and the memories without doing our homework. That fact 
makes me feel good and adds to the wonder of it all.

He has worked it out. . . . 
Ken Mansfield,

Former U.S. Manager of Apple Records and  
author of The Beatles, the Bible, and Bodega Bay; 

The White Book ; and Between Wyomings



Introduction

I Hope You’re Having Fun

W
elcome back, Beatle people! 

On a late-summer Saturday in 2009, a suburban Chicago 
neighborhood commemorated the end of the season with a 

block party. It was an astonishingly diverse gathering; excited children, 
some with infant siblings, played in an inflated bouncy house under the 
warm gaze of some residents old enough to have witnessed World War II, all 
within the afternoon shadows of multimillion-dollar McMansions coexisting 
alongside teardowns on borrowed time. It was a happy celebration, made 
all the more convivial by the sonic ambience: Beatles 1 blasting through a 
high-wattage system set up in the street. Without giving the matter a second 
thought, someone had supplied exactly the right touch for connecting the 
generations.

I realized a lifelong dream in 2007 by, with Stuart Shea, producing a 
book on the Beatles, one that I had long hoped somebody would write—but 
no one did. With Fab Four FAQ , we attempted to present a critical history of 
the group, offering every facet of their story in self-contained chapters that 
lent themselves to random exploration. That is, readers were invited to pick 
up and dig in at any point—not necessarily at the beginning—and see where 
the story led them. Taken in its entirety, the book was always intended to 
offer an impressionistic accounting of the Beatles’ career that covered just 
about every aspect that a fan would want to know about. 

From exchanges with readers both in person and via cyberspace, as well 
as reviews, I found that we were successful in our goal. My favorite blurb 
came from one Ari Spool (who is in no way connected to the authors, by 
the way) of the Seattle Stranger, who opined that “any book that can teach 
you this much about something you already know a lot about is a very good 
book.” Mission accomplished (to coin a phrase), right?

Well, not really. Because if you are a true fan, the story hardly ends with 
John, Paul, George, and Ringo clearing out their desks in the spring of 
1970 and marching out of Savile Row laden with cardboard boxes contain-
ing years of accumulated stuff. Reverberations of their former collective 
echoed onward for years, while each man individually attempted to reclaim 
his identity after years of subsuming it to a persona first sketched out in 
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A Hard Day’s Night (and amplified, in America at least, in weekly episodes 
of the Beatles cartoon). 

For Beatles fans, the 1970s dawned with the heartache of seeing their 
beloved group in the throes of a bitter, emotional breakup, one frequently 
likened to a four-way divorce. Most of the antagonism pitted Paul, recently 
believed to be dead, against the other three. By taking his former bandmates 
to court, McCartney took the ugly but very necessary step of freeing himself 
from the stranglehold of Allen Klein, a man whose divisive tactics helped 
shatter the fragile relations within the ranks at the very moment when the 
group most needed to stay united. Macca was falsely portrayed as an ego-
driven instigator of the disintegration, when in fact the opposite was true: 
as he repeatedly asserted, by the time of his public declaration, he was the 
only Beatle who hadn’t yet left.

Whatever grief the public felt over this turn of events may have been miti-
gated by the music produced that year. Whereas 1969 saw one new album 
and two singles’ worth of new material issued by the Beatles (plus assorted 
experimental excursions from John and George, leavened by “Give Peace a 
Chance,” “Cold Turkey,” and Live Peace in Toronto), the year the group ended 
saw a bounty of new material: one new album each from John and Paul, two 
from Ringo, and a stunning triple-record set from “the Quiet One,” as well as 
a final Fab Four release, such as it was. Whatever might be said in mourning 
their end as an ensemble, lack of productivity was not a valid complaint. 

Between 1970 and 1980, the four ex-Beatles went on to release thirty 
studio albums, plus one compilation each, two triple live sets, and enough 
non-album single material to fill two more long-players—an astonishing 
amount of music. Naturally, though, as the decade wore on and tastes 
shifted, the critics found new and timely ways to slam the artists for not 
producing work that measured up to their former collective. Such assess-
ments were unfair: times had changed and, Paul McCartney excepted, the 
former Fabs seemed less and less interested in reliving past glories, content 
to express their artistry for its own sake rather than compete with a ghost. 
Still, the burden of high expectations was enormous, and if the former Fabs 
seemed testy about comparisons to their ’60s work, one could hardly blame 
them.

Adding to that weight was the question that dogged them for virtually 
the whole of the decade: “When are the Beatles getting back together?” 
Depending upon of whom and when the query was posed, the response 
could be churlish or sanguine. What seems evident in retrospect is that 
once the musicians’ individuality asserted itself and was validated, and the 
malignancy of the Klein regime was no longer an issue, very little stood in 
their way. True, George had some personal and musical issues with Paul 
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that would surface from time to time, but he could also be quite positive if 
caught in the right mood.

John’s take, as always, was the most complex. His emotional investment 
in the band he had once led and had gone out of his way to shatter ran deep. 
Though he was quoted describing the Beatle years as an ongoing humili-
ation, he clearly took pride in the group’s achievements and was quick to 
defend them against detractors. (He was also a world-class collector of Beatle 
paraphernalia, including bootleg recordings.) 

Clearly John’s feelings were mixed; though he asserted at length in his 
final interviews that re-forming the band would be pointless, boring, and like 
a return to high school, he also swore on record in a court deposition two 
weeks before his death (as part of ongoing litigation against the producers 
of the Broadway show Beatlemania) that the group were in fact planning to 
perform a live reunion concert as a finale to the in-progress documentary 
of their career, then entitled The Long and Winding Road (later to emerge 
as Anthology). Ample evidence suggest that, public persona aside, he was far 
more open to working with Paul again than most people ever knew. 

As for Macca, he began the decade a shattered man, pilloried in public 
as the instrument of the defunct band’s disunity while privately sinking his 
troubles in alcohol before pulling himself together again, finding salvation 
through reinvention. In a way that even his harshest critics had to respect, 
he created a new act—Wings—from scratch and ended the decade lauded 
as history’s most successful composer and performer. (The Guinness orga-
nization awarded him a rhodium disc in 1979 to honor his achievements.)

While often bearish when urged to put his previous act back together 
again (famously declaring “You can’t reheat a soufflé”), Paul also noted 
that working with his former bandmates on a loose basis was not out of the 
question. Ringo, for whom the dissolution of the group was widely believed 
to be a certain return ticket to obscurity, surprised everyone by establishing 
a viable solo career, albeit with more than a little help from his friends. 
Once he began riding high chart-wise, he declared he saw little point in 
reunions. Like the others, his outlook would also shift with prevailing cur-
rents, career-wise. 

Seems to Just Follow Me Around

The seeds of this book were sown before Fab Four FAQ was finished. Having 
relived the Beatlemania of my formative years so deeply while writing the 
book, I found it hard to walk away, especially in light of the continuing desire 
to tell what happened next. (Those familiar with the opening scene of Bride 
of Frankenstein have a pretty good idea of what I was feeling.) 
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I became a fan during the ’70s, at a time when nostalgia for the group 
was high and all four of its former members were releasing successful albums 
and singles. It seems an eternity ago: four components of the biggest act of 
the previous decade could be found with regularity on the airwaves (not as 
oldies fodder), on television, on magazine covers; even on the big screen. 
Some folks were even lucky enough to see a real live ex-Beatle in concert, 
passing through town. I was not one of them, at least not during those years. 
Still, I was able to buy my first solo album when it was brand new (Walls and 
Bridges), though frankly it took me years to warm to it, it being a far more 
nuanced record than say, Venus and Mars (my second). 

It was with the intent of bringing those years back for those who lived 
them, as I did, or to contextualize them for readers too young to have expe-
rienced the decade firsthand, that informed this book. As with the previous 
volume, I think that understanding the achievements of John, Paul, George, 
and Ringo apart requires a grasp of their world and how events around them 
influenced their art. Hearing “Jet” on a classic rock station today alongside 
“Misty Mountain Hop” or “Another One Bites the Dust” can’t convey what 
a breath of fresh air this track was when new. 

I also wanted to show what it was like to be a fan during those times. Even 
if it was too late to go out and see the group live, there were other options. 
Midnight screenings of Beatle films were commonplace, while touring mul-
timedia shows like The Beatles: Away with Words offered some semblance of an 
event, shared by an auditorium full of like-minded fans. For that reason, this 
book is populated with images of tickets, 45 sleeves, and magazine covers. 
Each in its own way depicts the talismans that were part of our world—and 
theirs—during those years. 

The period magazines I consulted were invaluable research tools, allow-
ing me a window into the times—who was up; who was down—in view of 
later events. Reading contemporary reports as history unfolded helped strip 
away nostalgia’s clouding haze and show how the ex-Fabs were seen in their 
day, before legend took hold.

This book also contains eleven yearly summaries covering 1970 through 
1980. These sections act as buffers between thematic chapters of data, col-
lecting and laying out the stories contained in a given year that will hopefully 
help put things further into perspective. 

Some Things Take So Long

At the outset of this project, I was seemingly alone in failing to grasp what 
was obvious to everyone else: that I was taking on no less than a quadruple 
biography. (Actually quintuple, if one recognizes the specter of the subjects’ 

Introduction Introduction



xvii

former incarnation hovering over each member for years afterward as its 
own entity.) Though I had hoped to have the book finished for a summer 
2009 publication date, this was not to be. Every path contained further twists 
and turns, and though I had things pretty well mapped out at the start, once 
you fall down the rabbit hole, you simply go where it leads.

Upon what I expected to be the completion of the mission, I was stunned 
to see that I’d produced a manuscript nearly 50 percent larger than Fab Four 
FAQ—and that was a pretty hefty book. So it was in the interest of sparing 
readers a hernia (and my editor apoplexy) that some judicious cuts were 
made. (To anyone who comes away from this book saying, “Why didn’t he 
talk about x, y, and z?”: Hold your fire.) The results before you are meaner 
and leaner, but if they leave you still thirsting for more, fear not; all material 
produced but not appearing in this volume will be made available on the 
book’s website.

Part of the process included listening to every single one of those thirty-
plus albums (as well as singles). What I heard was revelatory, for what I 
recalled as weak tea to my younger ears so long ago is, in several instances, 
pretty damned good—underrated, even. Without a doubt, it was Ringo’s 
output that suffered the most from unfair, even gratuitous abuse. What I 
heard upon re-listening was a surprisingly solid body of work, suffering at 
times from too much slickness and unevenness of material. At no point did 
I find him completely disengaged, though there were certainly moments 
that were a little too cutesy for my taste.

Conversely, I believe at least a couple of his albums—Beaucoups of Blues 
and Ringo’s Rotogravure—stand up better than their lackluster chart perfor-
mances suggest. The opposite phenomenon occurs with some of Wings’ 
output, with best-selling albums provoking thoughts of “what were we think-
ing?” upon review. What’s been said here of Ringo’s lesser works is equally 
true of Paul’s, though at least the latter’s prolific work habits tend to make 
his misfires easier to forget. 

John was musically active for little more than half the decade, and surely 
issued his share of less-than-top-flight material on occasion. That said, given 
this shortfall as compared to his fellow ex-Fabs, it’s remarkable how much 
classic material he did produce, the best of which sounds as though it might 
have been recorded today (“Instant Karma” being one example). Given his 
ascent to martyrdom in the wake of his premature death, it’s easy to forget 
that, like Jim Morrison, he was regarded by some during his lifetime as a 
self-absorbed clown. 

Possibly the highest expectations fell upon George in the year after the 
breakup. Everything about his astonishing debut, All Things Must Pass, was 
mammoth: the scope of the release and its sound; the success of “My Sweet 
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Lord” (which soon turned sour); and the subsequent humanitarian effort 
for Bangladesh, which showcased the album before a live audience. Right 
out of the gate, he set a standard so high that it would have been impossible 
for anyone to live up to it, and a backlash set in soon enough. 

Fab Four FAQ 2.0 attempts to present the story of the Beatles during 
the 1970s—and of the four men who used to be them—with neither blind 
devotion nor gratuitous revisionism. At the end of the day, I—like you—am 
merely a fan. I’m neither an insider nor a peer, and can therefore only tell 
their story as seen through the eyes of someone who has followed their 
career quite closely, has performed many of their songs, has embedded 
their music into his DNA through repeated close listenings, and possesses 
an instinct for what rings true and what rings false. You alone will judge the 
success or failure of what I’ve set out to do. 

Love Is the Answer

A project like this, consuming so many waking hours, engrossing though 
they were, could not have been sustained without the love and support of 
the people surrounding me. My wife has been, as always, the bedrock upon 
which such dreams are realized. She’s offered encouragement when my 
energies flagged, praise when I was in doubt, and called BS when I went off 
the reservation. Given all that’s on her plate, her strength is almost beyond 
belief. Though my love and gratitude are never expressed enough, Kati, 
maybe I’m amazed at the way I really need you

Zane and Zoe have never lived without the music of the Beatles—
together and solo—in their lives. To them, the group in all its myriad 
forms—as themselves, as depicted in the Beatles cartoon, as seen in Yellow 
Submarine—has been around them always and is as familiar as any close rela-
tive. Of late, my seven-year-old son has discovered variations on the theme, 
such as the Lego animations on YouTube, while my three-year-old daughter 
is at the point of distinguishing their individual singing voices. Kids: “All I 
have is yours / All you see is mine / And I’m glad to hold you in my arms / 
I’d have you anytime.” 

To my parents, Richard and Shirley Rodriguez, as well as my immediate 
family —Rick, Russ, Rozanne, Amy, Melissa—there are no joys to be had in 
this life without all of you to share them with. Thanks for being there always. 
The same goes for Bill, Val, Shari, Todd, Amii, Ryan, and Josh, as well as all 
the wee Hoopers and Hostetlers. Love and thanks to Jill, as always. 

Then there are friends who may or may not be aware of what they give 
just by being. I’m sorry if my time is no longer what it was, but that doesn’t 
mean you’re very far from my thoughts. (That means you, Craig and Terry, 
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as well as Lorraine and Barb and far too many more to name.) Thanks to 
Paul Youdelis for making thirty years fall away.

Thanks too to all my Beatle buddies, including Mike Sekulich, Tom 
Repetney, David Gans, John Blaney, Joe Garcia, Pat Korman, Pete Pecoraro, 
Mark Caro, and Bob Purse. Also, big thanks to Mark and Carol Lapidos 
(Jessica and Michelle, too!), as well as Nancy Andrews. Note to Dogbro: It’s 
not 1996 and turning up at the door isn’t the same anymore.

Thanks to Stu for everything, as always. Among the missing (in no 
particular order): Craig Cermak, Pete Wilson, Ron Paquin, Tom Orr, Dave 
Duerkop, Ken Pieper, Paula Day, Tim Davies, Dave Molter, Dan Molter, 
Nick Lewers, Nick Poblador, Josh Siegel, Jeff Paszkiet, Lloyd Hiroaka, Gaby 
Cifuentes, Keith Hedmark, Keith Becker, Sharon Basso-Meyers, Pat Thomas, 
the Bauers, and Mike Cotter. You, too, Jenna Young. Also thanks to the PIL 
gang: Doug Brooks, Dave Hogan, Dave Aretha, Jerry Yamamoto, Jim Slate, 
Dustin Drase, and Chris Hiltz. 

This journey might not have begun at all if not for the seeds planted 
at Blackhawk Junior High School during our unit on the Beatles, way back 
when. To Marlene Rohlfing, my long overdue thanks.  

To all my radio buddies: a shout-out to Terri Hemmert, Joe Johnson, 
Chris Carter, Rene Young, Tom Frangione, Mancow, Greg Alexander, and 
Gary O’Brien. To Dick Biondi and Bob Stroud: Keep on keepin’ on.

To all my friends in the bookselling business, including Quinn Moore, 
Gayle Townshend, Mary Anne Diehl, and all the folks at the Book Cellar 
(Rebecky included!)—a great big thanks for your hospitality. Let’s do it 
again sometime.

Thanks for the essential contributions to this book from Ken Mansfield 
and designer extraordinaire (and newly minted daddy) Matt Schwarz. You 
guys are the best.

Finally, my thanks and appreciation to all the hardworking folks at 
the Hal Leonard Performing Arts Publishing Group and Backbeat Books, 
including John Cerullo; my editor, Mike Edison; Bernadette Malavarca; Brad 
Smith; Aaron Lefkove; Sarah Gallogly; and Diane Levinson. To anyone I may 
have unwittingly omitted: all I can tell you is, it’s all show biz.  



Echoing the headline trumpeted in the U.K. press back in April, Jazz & Pop magazine 
let Americans know with finality not to expect any new Beatle product anytime soon.
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I Don’t Believe in 
Beatles

1970

I
n the months following the release of Abbey Road in September 1969, 
the four men who had once thought of themselves as the Beatles stayed 
busy, each in his individual pursuits. Not long after assisting John 

Lennon with “Cold Turkey,” a chilling account of kicking his heroin addic-
tion the hard way, Ringo Starr began work on an album of Big Band–era pop 
standards with George Martin at the helm. Could anything have under-
scored the group’s divergent paths more starkly?

On the outs with his bandmates, Paul McCartney holed up at his Scottish 
farm as rumors of his demise spread like wildfire across America. Though 
far from dead, he was brokenhearted, shocked, and dispirited at the loss of 
the only job he had ever known. With the encouragement of his bride, the 
former Linda Eastman, he gradually began anew with his music, initially 
using a new Studer four-track tape console to try out some musical ideas. 
Though he and John had long since stopped collaborating, his work on 
what would become McCartney marked a decided transition into uncharted 
waters, with only Linda to bounce ideas off of. 

The workaholic tendencies Macca was renowned for were also evident 
in George Harrison after the release of their last group effort. George spent 
the waning months of 1969 dividing his time between studio work for others 
(namely Apple signee Doris Troy; ex–Blind Faith bassist Rick Grech; and 
studio sessionist Leon Russell, soon to be a Harrison fixture), and playing 
live dates, starting in December with American gospel/country blues rockers 
Delaney & Bonnie. Their tour took George around England and Denmark; 
upon his return home, he found time to tread the boards with John one last 
time as part of the Plastic Ono Super Group at London’s Lyceum.

Having turned in his resignation in September, John Lennon hadn’t 
engaged in any serious “Beatling” since the Abbey Road sessions, though he 
did take time out to produce a major contribution to the group’s annual 
Christmas message. While he was still writing songs, his music tended to take 
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a backseat to his political and artistic endeavors, the former typified by the 
War Is Over (If You Want It) billboard campaign in December; the latter by 
his set of “erotic lithographs” depicting married life with Yoko Ono, up close 
and personal. As the New Year began, he busied himself setting up a public 
exhibition of Bag One at a London art gallery before vacationing in Denmark 
while his three erstwhile bandmates got together to tie up some loose ends. 

George’s “I Me Mine,” first introduced a year earlier during the “Get 
Back” sessions, was featured in the finished cut of the Let It Be film and 
therefore needed to be on the soundtrack album. Though having long since 
moved on musically, George got together with Paul and Ringo to record a 
take for that purpose. It marked their last official Beatle duties together for 
twenty-four years. In the coming weeks, George and Ringo would separately 
turn up at EMI’s Abbey Road studio to contribute various required overdubs 
to the project once Phil Spector took over, completing their chores by April.

Paul, meanwhile, returned to the group’s former home studio a few 
weeks after the “I Me Mine” session, laying down more tracks for what would 
become his solo debut, including “Maybe I’m Amazed.” The recordings 
had begun at home around Christmas 1969 and continued into the next 
year, eventually moving to London for sessions at Morgan Studios and 
EMI’s Abbey Road facility. Recording in secret, Paul seemed to be making a 
deliberate shift away from the high production values he’d embraced only 
months earlier on the Beatles’ swan song. In his own way, he was fulfilling 
the “as nature intended” theme of the aborted “Get Back” sessions, albeit as 
a one-and-a-half-man band.

John, while not yet ready to tackle a full LP’s worth of tunes just yet, 
awoke on the morning of Tuesday, January 27, with a song in his head, fully 
realized. He decided to record it that evening, while the inspiration still 
energized him, and quickly rounded up a cadre that included George, Billy 
Preston, and Klaus Voormann, as well as Spector to man the board. “Instant 
Karma” became a smash, giving John even more reason to emotionally 
separate himself from the band he’d started over a decade before.

Busy as he was, and frankly uninterested, John wasn’t particularly fol-
lowing his former songwriting partner’s activities. As work on McCartney 
progressed, the public, while accepting of the band’s individual projects, 
was looking forward to the release of the group’s long-promised and much-
delayed theatrical documentary. To satiate fans in the meantime, Allen Klein 
conceived Hey Jude—a compilation of non-LP Capitol/Apple singles issued 
between 1964 and 1969. It was released in America on February 23, the same 
week that Ringo, plugging The Magic Christian, turned up on NBC’s Rowan 
and Martin’s Laugh-In.) “Let It Be,” the single, was issued in March, battled 
John’s latest offering for supremacy, then bested it and soared to #1. 



I Don’t Believe in Beatles 3

That same month, long-simmering tensions between the Fabs reached 
a peak. Having completed his album, Paul was keen on getting it issued, 
along with ending the public charade of staying mum on the Beatles’ status. 
Having at last accepted that another group record wasn’t going to happen, 
he saw little point in pretending otherwise. Still, he met with strong resis-
tance to his plan to release his album at the same time Ringo’s Sentimental 
Journey and Let It Be were due out. Outraged and certain that his former 
bandmates’ obstinacy was motivated by spite, he took out his anger on 
Ringo, who’d showed up on his doorstep to personally smooth things over. 
The band, such as it was, was now officially in a three-against-one war. 

Though Paul’s “I’m doing what you’re doing” call to John received a wel-
come reception, what he did to herald the release did not. McCartney, after 
a compromise that shuffled release dates, was issued in England on April 
17. One week prior, promotional copies contained a soon-to-be infamous 
“self-interview” trumpeting the fact that the Fabs were not getting along 
anymore and that, further, the artist had a better time with his “family,” 
painting the two commitments as mutually exclusive. With this bit of hype, 
the word was trumpeted around the world that “Paul McCartney quit the 
Beatles,” signaling their breakup.

John was furious at what he saw as a self-serving betrayal, mostly because 
it did not serve him. Ringo and George remained sanguine, at least for the 
time being, publicly staying noncommittal on the odds of the group resum-
ing recording as a collective. For the public, it was a moment of universal 
shock. Millions had grown up with Beatles (consider what seven years means 
in the life of an under-twenty-year-old). The prospect of their calling it 
a day, compounded by the now-public animosity, was a deeply troubling 
development. 

Therefore, the release of both the film and soundtrack Let It Be took on 
the air of an all too fitting elegy. Paul’s “The Long and Winding Road” was 
issued as the band’s final single in America: though smothered by strings 
and choirs, the tune’s inherent bittersweetness mirrored the feelings of 
those mourning the end of the group. As for the now ex-Fabs themselves, 
none attended the film’s premiere, as they had each previous opening. 
Underscoring his break from the past, George entered the studio at around 
the same time with Phil Spector—more or less—plus Ringo, Eric Clapton, 
and a platoon of friends and guests in tow, beginning work on a collection 
that would astonish the public as much as his peers. 

Before Paul’s bombshell, John issued an April 1 statement announcing 
that he and Yoko were undergoing a joint sex-change operation. In real-
ity, the couple began undergoing primal scream therapy, first in London 
and later in Los Angeles. Pioneered by California doctor Arthur Janov, in 
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a nutshell, it advocated stripping away accumulated layers of emotional 
defenses going back literally to the womb, allowing patients to deal with 
their ongoing pain after first purging the initial trauma through wordless 
vocal shrieks. Given the damage inflicted upon his psyche going back to his 
earliest years, the treatment resonated with John, although he later acknowl-
edged that the hurt doesn’t go away—at best, it becomes manageable. 

The album he released subsequently, John Lennon / Plastic Ono Band, was 
commonly regarded as his “primal” album, although, truth be told, he’d 

Released one month after Paul’s bombshell, “The Long and Winding Road” was the 
Beatles’ last U.S. single issued more or less within the group’s lifetime. Its composer’s 
distaste for Phil Spector’s arrangement didn’t stop it from topping the charts in July.
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been expressing himself through screaming as far back as “Twist and Shout” 
and as recently as “Cold Turkey,” both of which preceded Janov. At the time 
of its December release, the record received terrific reviews, but the public’s 
reaction to the collection of brutally frank vignettes was more restrained; 
Ringo, who played on the album, chalked this up to its lack of “toe-tappers.” 
In other news that summer, Ringo—taking the briefest of time-outs from 
work on George’s debut—flew out to Nashville to record, in the span of 
one week, a countrypolitan collection entitled Beaucoups of Blues. Though 
it yielded no hit singles, it was a fully realized effort, showcasing one of the 
drummer’s strong suits: a feel for authentic country and western music.

George’s work was momentarily suspended in early July when his beloved 
mother Louise succumbed to brain cancer—the same disease that would 
claim him thirty-one years later. Despite the frequent absences of his pur-
ported coproducer, Spector, George soldiered on with sessions for what was 
eventually titled All Things Must Pass. Like Let It Be, its tone of sad acceptance 
could as easily be applied to the disintegration of his band (not to mention 
the loss of his mother) while beautifully fitting the mood of the group’s fans. 
Influences as diverse as Dylan, his Eastern studies, Delaney & Bonnie, and 
his former organization yielded a sprawling diversity that no single album 
could contain.

Lest anyone still be holding out hope that the Fabs would put aside their 
differences and find common ground, Paul put cold water on the notion 
with a note to England’s Melody Maker magazine in August when he declared, 
“In order to put out of its misery the limping dog of a news story. . . my 
answer to the question, ‘Will the Beatles get together again?’ . . . is no.” 
The sentiment was seconded with a vengeance by John twice at the end of 
the year: first on his song “God,” which declared, “The dream is over”; then 
again in an interview given to Rolling Stone magazine, which unloaded both 
barrels on his Beatle past, on being a “working-class hero,” and on what he 
described as the complete humiliation of being a Beatle, underscoring his 
outrage at Paul at every turn.

As usual, George played his cards close to his vest until he was ready, in 
his own time, to unleash his weighty opus upon the public. All Things Must 
Pass was nowhere near as directly frank lyrically as John’s collection released 
three weeks later, but the overall impression held by critics and fans alike 
was: “Where’s this guy been hiding all this time?” The sheer volume of high-
quality original compositions was revelatory, helping the public to begin to 
understand that, with a talent this big alongside two acknowledged geniuses, 
no wonder the group could not remain intact. Though the largely intro-
spective collection, spearheaded by two hit singles (“My Sweet Lord” and 
“What Is Life”), was an unheard-of triple-record set, it became a worldwide 
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smash, putting George’s former bandmates on notice that the Beatles’ high 
standards had been maintained.

This most momentous of years, which saw a birth (Ringo’s daughter, 
Lee), a death, and five individual albums (spread over seven platters) issued, 
ended on an extremely bitter note: on December 31, Paul filed suit in a 
London court against Apple (i.e., John, George, Ringo, and Allen Klein), 
all with the intent of breaking his ties to the label that in no small part had 
been his brainchild. The unfathomably sour turn of events mystified the 
public and angered much of the ex-Fabs’ fan base. Losing the group was 
a bitter enough pill, but this court action and subsequent public airing of 
dirty laundry was too much for most fans to bear. The turmoil felt all around 
was exacerbated in the pages of Rolling Stone, with John’s staggering and 
unremittingly bitter interview given to Jann Wenner in December. (It was 
published in two parts early the next year.) The end of 1970 marked the 
absolute nadir of Beatlemania—the following year would see a continuation 
of the infighting, culminating in a musical hit job on John’s next album. 




