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            ONCE THERE WAS A WAY…

         

         I climbed out of a white Rolls Royce limo, walked up a few stairs and opened the door to 3 Savile Row…it was more than 50 years ago. That day I stepped into the wonder and simple magnificence of a magical time, incredible people, and the beginning of cherished memories. When I open the pages of Stefan Granados’s beautiful book, Those Were The Days 2.0, I once again find myself carried back to that same phenomenal place…a place where I once belonged.

         There is a clarity and kindness of intent in Stefan’s writing approach to a vision simply called Apple. I asked Paul McCartney why they named it Apple, and after a pause he answered with a wink, “Have you ever heard anyone say anything bad about an apple?” Because of the way Stefan visits those days and places, I have a sense of reunion to the most monumental time in my life. Within these pages I revisit old friendships with renewed insight. I am brought to a fresh wonder of what went on in both London and L.A. back then and what it was like working with the most exciting and talented four musicians I have ever known.

         The reason I am writing these words is because, for me, this book makes that whole journey personal for a reader. Apple had heart; real people and real stuff going down that was unmatched in its creativity, talent and dedication to purpose!

         The great reward for me in reading Those Were The Days 2.0 is that at Apple there was so much that I was unaware of that was going on around us and within us in the frenzy of it all. Stefan artfully presents the facts, follies, and forevermore essence of an unmatched era that brought joy to so many of our lives.

         I can’t go back, but once again I am able to get back to those days within the pages of this excellent book.

          

         Peace and love,

          

         Ken Mansfield

U.S. Manager of Apple Records, 1968-1969

         
            Ken Mansfield is the author of several books, including his most recent, The Roof, which details his time at Apple and the afternoon he spent as a guest of the Beatles on the roof of 3 Savile Row, watching the Beatles play their final live concert. More information is available at www.kenmansfield.com

         

      

   


   
      
         
            THOSE WERE THE DAYS 2.0:

THE BEATLES AND APPLE

         

         Originally entitled Those Were The Days: The Unauthorized History Of The Beatles’ Apple Organization 1967-2002, the previous edition of this book was published by Cherry Red Publishing in 2002. It was the first-ever comprehensive exploration of both the music and business of Apple from its inception through to its then-current incarnation.

         Much has changed since the original publication of Those Were The Days, particularly in how music is created, marketed, and consumed. The music of the Beatles has not been exempted from the impact of those changes. Since 2002, the Beatles – under the auspices of Apple – finally made the jump to digital music, became a Las Vegas attraction, and faced off in the court room for one final time against the now omnipresent Apple Inc., the technology company that had morphed into a major player in the music industry over the decades that had passed since the Beatles first learned of a small company in California that was trading under the name Apple Computers.

         This expanded edition of Those Were The Days brings the still-evolving Apple saga up to date and adds a significant amount of new information and images to the original work. It hopefully reflects Apple as it was known by its former employees and by the artists who created the music that has endured for so many years. That is the spirit in which it was written.

      

   


   
      
         
            INTRODUCTION

         

         Just a short walk from London’s bustling Piccadilly Circus is Savile Row, a street lined with handsome townhouses that have historically been home to some of England’s finest tailors. Given the select clientele served by these bespoke tailors, for decades there had been only modest activity on the street, except for the small groups of people who regularly gathered in front of number three, to gaze up at the roof and to take pictures on the steps of what appeared to be nothing more than a typical – and sometimes derelict – Georgian building.

         The daily arrival of visitors to number three has never really let up. The numbers may have dwindled slightly with the passing years, but individuals from all walks of life from around the world still make the pilgrimage, despite there being not much to see other than the exterior of a building. But once upon a time long ago, it was an entirely different scene. In the early seventies, busloads of tourists regularly pulled up in front of the building to take photos of the Hare Krishna devotees and long-haired young men who swarmed in and out of the building at all hours of the day. Teenage girls clad in mini-skirts could often be seen huddled at the foot of the stairs in all sorts of weather, straining to hear the muffled sounds of guitars and drums filtering out of the basement. They would remain there for hours, waiting for a chance to see an outlandishly dressed 28-year-old Paul McCartney come breezing out of the front door and to quickly disappear into a waiting car or around the corner up Vigo Street.

         Today (circa 2020), there are once again crowds of young people coming and going at number three, but they now come to shop at Abercrombie and Fitch, the London outpost of an American clothing chain that opened for business at this location in 2013. There had been a spirited protest from an odd coalition of tailors and music fans who believed that a chain store did not belong on Savile Row, particularly in a building whose roof was the site of the last public performance of the Beatles. Abercrombie and Fitch ultimately prevailed, and there is now – outside of a small display of Beatles books and memorabilia – little left to link the building to its past life as the home of the Beatles’ Apple organization, the company that the group established in 1967 to manage their business affairs and which would later evolve into a music publisher and record company. Yet, even in its current manifestation, 3 Savile Row continues to draw a steady flow of Beatles fans from around the world, curious to see if they can discern the slightest spark of magic in the group’s old London haunt of the sixties and, perhaps, even score a bargain from the sale rack of Abercrombie and Fitch.

         Apple still captures the imagination of many who fall under the powerful 10spell of the Beatles, which is not surprising given that the iconic Apple logo is once again featured prominently on all Beatles-related products. Apple is clearly a thriving business, yet, paradoxically, it has historically been regarded as a failure, or as an idealist sixties experiment that went horribly wrong. At best, Apple is remembered – if at all – as the ill-fated venture that the Beatles had hoped would be a corporate manifestation of sixties youth culture. From its hurried, almost haphazard inception in early 1967, Apple evolved quickly and grew to an organization that boasted close to sixty employees by late 1968. The rapid speed at which Apple developed certainly played a role in the company’s ultimate undoing, yet the Beatles’ plans for Apple were ambitious and showed just how quickly the group – at this point in their career – could transform their whims into action. Over the course of the eight years that Apple functioned as a record label – launching the careers of stars like Mary Hopkin, James Taylor, Badfinger, Billy Preston and Hot Chocolate – Apple blossomed, withered, and then slowly faded away, much like the free-spirited sixties pop culture that had sparked its inception. From the jubilant launch in 1968, to the subdued, almost indifferent closing of the record division in 1975, Apple’s collapse symbolized not only the end of the myth of the Beatles, but also the dissolution of the ideals, forward-thinking attitudes, and positive energy of an entire era.

         Yet Apple exists to this day, tucked away on a quiet side street in the heart of London. In fact, Apple never really went away. Apple has long been regarded as the Beatles’ great folly, but the reality of Apple tells a different tale. Through its careful cultivation of the Beatles brand, it takes in millions of pounds a year on behalf of the surviving Beatles and their respective estates. Though Apple’s hallways are no longer filled with young musicians and record executives, there are always several Beatles-related projects to keep Apple’s small staff busy. In many ways, Apple has finally evolved into the streamlined business office that the four Beatles had envisaged when they set up the company all those years ago.

         The story of Apple is a fascinating chapter of the Beatles’ history, but it is a story that is by no means exclusive to the Beatles. Between 1968 and 1972, Apple was a leading independent record label, operating much like any of the other long-defunct independent English record labels of the day such as Pye, Track, or Immediate. The mid-to-late sixties into the early seventies was a time when seven-inch singles still ruled the music scene and a singer or pop group could literally walk into a record company office from off the street with a primitive, home-made demo recording of a song, and emerge a few hours later with a record deal. There were no lawyers, just a handshake, a hastily signed contract and a promise to have the artist booked into a recording studio in a few weeks’ time.

         It was an era when an independent label in England could get a record 11played on the BBC on a Friday afternoon and – if their distribution was sorted – have a national hit by the following week. Success was not attained through focus groups and integrated marketing campaigns but rather through creating good records that were championed by radio disc jockeys with whom record labels worked to cultivate personal relationships. Apart from the fact that Apple was owned by the most successful pop group of the sixties, it was not all that different from the other independent labels of the era and the story of Apple captures much of that special and long-gone time in pop music.

      

   


   
      
         
            ABOUT THIS BOOK

         

         Creating a comprehensive Apple chronicle many decades after the fact inevitably posed significant challenges. At the time of the first edition of Those Were The Days, several key players in the Apple story – including John Lennon, George Harrison, Bernard Brown, Derek Taylor, Pete Ham and Tom Evans of Badfinger, Billy Preston, Mal Evans, Ron Kass, George Alexander of Grapefruit, Wayne Gabriel of Elephant’s Memory, and several others – had already passed away. Since then, they have been joined by Neil Aspinall, Allen Klein, Jackie Lomax, Terry Doran, Mike Gibbins of Badfinger, Paul Tennant of Focal Point, Rick Frank of Elephant’s Memory, and Tom Smith and Guy Masson of Mortimer. Thankfully, many former Apple artists and staff are alive and well and have graciously agreed to be interviewed for this book.

         The passage of time has, not surprisingly, dulled the memories of some of the participants.

         So, while many of the individuals interviewed can still vividly recall the events that distinguished their respective associations with Apple, exact dates and certain details may have slipped beyond the grasp of memory. There were occasions when quotes from previously published interviews given by these people during the sixties and seventies were far more detailed and evocative of the era than the quotes taken from the 1996-2020 interviews conducted by the author. In such cases, decisions were made to use the previously printed material, rather than new quotes that did not do justice to the Apple story.

         A special note of caution must be made about the financial figures quoted in this book. Given that Apple was – and remains – a privately held company, it is not required to disclose its financial records in any significant detail. Compounding the challenge of the limited nature of available published financial records, inflation and the fluctuation of exchange rates over the past half a century makes it difficult (if not impossible) to accurately convert sales figures and royalty rates from the sixties and early seventies into current day pounds or dollars. Because of these factors, financial details are not likely to be exact figures and they are given for illustrative purposes only.

         Ultimately, it is only the Beatles’ accountants who know exactly how much Apple paid for the Savile Row building, or how much Apple artist Doris Troy was given as a weekly wage. The numbers quoted in this book were typically arrived at through comparing several reliable sources and, in general, appear to be reasonable estimates that are probably close to the actual amounts.

         No attempt was made to involve Apple in the creation of the first edition 14of Those Were The Days. Neil Aspinall, the long serving MD of Apple, was notoriously discrete about Apple’s business and inner workings. He rarely granted interviews, and when he did, he typically forbid any efforts to record the conversations. As was the case with the first edition of Those Were The Days, Those Were The Days 2.0 is an “unofficial history” and is not authorized by, or in any way affiliated with Apple Corps Ltd..

         Finally, in the interest of avoiding libel suits (and sullying the memories of people who are no longer around to defend themselves) I have intentionally left out incidents that I considered to be dubious, mean-spirited, or simply not relevant to the central Apple story. I have endeavored to keep my editorial voice and interpretation of events to a minimum, preferring to rely on the testament of those involved to tell the story of Apple. After all, it is their story.

      

   


   
      
         
            CONTENTS:

         

         
            
               
	Title Page

                  	Once There Was A Way… 

                  	Those Were The Days 2.0: The Beatles And Apple 

                  	Introduction 

                  	About This Book 

                  	Part One: The NEMS Years 

                  	1968: Something New Every Day 

                  	1968: The Revolution Begins 

                  	1969: The Pre-Klein Era 

                  	1969: Life After Klein 

                  	1970: And Then There Were Three 

                  	1971: It Don’t Come Easy 

                  	1972: They Seem To Be Getting It Together Really Well 

                  	1973: The Dream Is Over 

                  	1974: Nobody Loves You When You’re Down And Out 

                  	1975: And In The End… 

                  	Apple After Apple 

                  	The Nineties: Apple’s Back 

                  	Rock Of All Ages 

                  	A New Day Dawning 

                  	Apple Records Us Singles Discography 

                  	Apple Records US LP Discography 

                  	End Notes & Bibliography 

                  	Bibliography (Books) 

                  	(Magazines) 

                  	(Liner Notes) 

                  	Acknowledgements 

                  	Other titles available from Cherry Red Books 

                  	About the Publisher

                  	Copyright 

               



         

      

   


   
      
         
            PART ONE: THE NEMS YEARS

         

         For a young person, life in post-war England was a much different proposition than that of their parents’ generation. The country had yet to fully recover from the ravages of the Second World War, yet by the early sixties, the austerity of the war years was fading and there were ample employment opportunities to be had. Those born during and immediately after the war were now teenagers and the English business community had begrudgingly come to the realization that teens now constituted an influential market segment. The entertainment industry in particular found that catering to the youth market could be quite lucrative. Most of the records and films consumed by English teens during this period were imported from America, though by the early sixties, home grown musical acts such as Billy Fury and Cliff Richard and the Shadows were giving the Americans a run for their money.

         American pop culture loomed large in post-war Europe, and for the most part, professional opportunities in the entertainment business were limited for native-born talent. For an aspiring pop group of the era like the Beatles – from Liverpool of all places – a career in music typically promised little more than weekly engagements at local dances and youth clubs, and if they were lucky, perhaps a chance to cut a record that might get one or two spins on Radio Luxembourg or the BBC. Of course, fate held something quite different in store for the Beatles. Less than a year after their debut single, “Love Me Do,” became a minor national hit, the Beatles suddenly found themselves engulfed by a tidal wave of fan hysteria. During the halcyon days of 1963 and 1964, Beatlemania swept unchecked across the world, and in its wake, show business, popular music and arguably the world itself would be changed forever.

         Guiding the Beatles throughout the turbulent years of Beatlemania was their manager, Brian Epstein. From 1962 to 1967, the Beatles were managed exclusively by Epstein. Coming from an affluent Liverpool family, the mild-mannered Epstein bore little resemblance to a typical “pop” manager of the day. Prior to managing the Beatles, Epstein’s music industry experience had been limited to running the record department of his parents’ Liverpool store, NEMS (North End Music Stores). But given that he was one of the few people in Liverpool to have actually conducted business with the London-based record companies, Epstein’s decision to venture into artist management was not as far-fetched as it seemed at the outset. The Beatles were impressed with Epstein’s music industry connections and his genuine enthusiasm for their music, so they eagerly signed the management contract he offered them on 24 January 181962. After Ringo Starr replaced previous drummer Pete Best in August, an updated management agreement was signed on 1 October that would bind the Beatles to Epstein through to the end of September 1967.

         Epstein formed a new company, NEMS Enterprises, to look after the Beatles and any other clients he might later sign. From that point onward, all of the money generated by the Beatles was funnelled directly into NEMS. In exchange, the four Beatles were each given a salary and, later, had their living expenses paid by the company, with any excess funds being deposited in banks or invested on behalf of the group.

         Despite sharing a name, NEMS Enterprises was not associated with the NEMS shops. There was a family connection, however, in that NEMS Enterprises had been partially funded by Brian’s younger brother, Clive, who, like Brian, worked at one of the NEMS stores. Shares of NEMS Enterprises were split between three parties, with Epstein controlling 70% of the company, Clive Epstein controlling 20% and the four Beatles each getting a 2.5% stake in the new venture.

         Initially, Epstein’s management duties focused on securing a recording contract for the group, polishing their professional presentation, and overseeing the group’s live bookings. But once the full force of Beatlemania took hold in 1963, the relationship evolved exponentially and the Beatles became increasingly reliant on Epstein and NEMS to take care of almost every aspect of their personal and professional lives.

         Receiving a 25% share of the Beatles’ gross income (the management deal was tiered so that there would be a 10% commission on earnings up to £400 a week, 20% for earnings up to £800 per week and 25% for earnings in excess of £800), Epstein was certainly very well compensated for his efforts. But to his credit, Epstein served the band with a remarkable sense of care and devotion and it was obvious that he regarded the Beatles as much more than just a once-in-a-lifetime business opportunity. In the early days of Beatlemania, Epstein’s name was synonymous with the Beatles. Due in large part to the remarkable success of the group, Epstein was able to build NEMS into a high-powered management company that would become the dominant force behind the Liverpool music scene.

         Having seen what Epstein had done for the Beatles, artists from every corner of Liverpool and the surrounding region rushed to align themselves with NEMS. From 1963 onward, NEMS managed the careers of Cilla Black, Gerry and the Pacemakers, the Fourmost, and Billy J. Kramer, as well as several lesser-known Liverpool groups.

         Under Epstein’s skillful direction, NEMS developed a diverse and initially highly successful client roster. But it was clear to all of the other NEMS artists that the Beatles were Epstein’s one true passion. Whether charged with finding a house for one of the Beatles, negotiating television appearances, or quietly settling such personal matters as threatened 19paternity suits, Epstein handled his duties in an efficient, dignified manner and all four Beatles considered him to be not only a manager, but a friend. When it came to the Beatles, no matter was too trivial to be given Epstein’s full attention.

         In retrospect, Epstein’s principal shortcoming was his marked lack of business acumen. Still, while much of the Beatles’ success can, and should, be attributed to their immense talent, it was Epstein’s music industry contacts and his careful handling of the group’s image and presentation that transformed the Beatles from a rough, leather-clad rock and roll group from “up North” into a polished, international show business phenomenon.

         Today, Epstein’s significant contributions to launching the Beatles’ career are often overshadowed by the astonishingly poor business deals that he negotiated on behalf of the group. The original recording agreement Epstein signed with EMI in 1962 was a one-year contract that gave EMI the option of extending the Beatles’ contract for three successive years. In return, the group would get one penny of recording royalties for each single sold and precious little more for each album sold in England. For any Beatles recordings licensed to record companies outside of England, the group would receive only half of the English royalty rate.

         In Epstein’s defence, the record deal that he negotiated was not unusual by music industry standards of the day. He would fare far worse with the merchandising deal that he set up on behalf of the group. Epstein’s most celebrated fiasco was the 10% royalty rate that he accepted for the English and later the North American licensing rights to manufacture and sell such seemingly trivial Beatles merchandise as wigs, shampoo, trading cards and the countless other novelty items that flooded variety stores during the peak of Beatlemania. When Epstein entered into these deals in late 1963 and early 1964, the 30-year-old ex-furniture and record salesman from Liverpool was no match for the quick-talking businessmen who appeared to be offering him thousands of pounds in exchange for the simple use of the Beatles’ name on what he perceived to be insignificant teen-oriented products. Due to the limited scope of his business experience, Epstein effectively gave away the rights to the Beatles’ merchandising – a move that would ultimately cost the Beatles millions of dollars of lost revenue.

         The underlying problem was that there was simply no precedent. Few music industry professionals in that era – let alone a novice like Epstein – ever imagined just how much money music merchandising could generate. To Epstein, any revenue from the sale of such ancillary Beatles products was just found money to supplement the Beatles’ live and recording income.

         Never considered to be a great negotiator, Epstein’s true strengths were his well-developed organizational abilities and his conservative, reliable stewardship of the Beatles’ finances. With Epstein overseeing the group’s 20affairs, the four Beatles enjoyed a relatively carefree existence when it came to financial matters. If they wanted any item – be it a car, a house, or items as mundane as new clothes – they simply charged it to NEMS and the bill would be paid with no questions asked.

         Given that NEMS was so thoroughly involved in managing their finances, the four Beatles made few personal investments during the peak years of Beatlemania. The investment activities of the individual Beatles were limited to Ringo Starr’s interest in a high-end but short-lived construction company and Paul McCartney’s decision (unbeknownst to the other three Beatles) to buy additional shares in Northern Songs, the music publishing company that held the rights to the Beatles’ songs.

         Epstein had made sure that the four Beatles held shares in the companies that were set up to handle various aspects of the Beatles’ business. One such entity was Subafilms, the NEMS-run film company that controlled the group’s share of the Beatles’ feature film projects and was also responsible for producing Beatles promotional films (in the days before video) for television.

         The four Beatles also all owned shares of Northern Songs, the company that held the publishing rights to the Beatles’ original compositions.

         Music publisher Dick James had been exceptionally fair to the Beatles (by standards of the day) when he set up Northern Songs in February 1963. Recommended to Brian Epstein by Beatles producer George Martin, James had a tremendous amount of respect for the Beatles and their music. The Beatles may have been little more than a talented group with one minor hit (“Love Me Do”) to their credit when James first met with Brian Epstein in November 1962, but James, a failed pop singer and then-struggling music publisher, knew that the songs of Lennon and McCartney had the potential to become major hits.

         In exchange for the publishing rights to the Beatles’ second single, “Please Please Me,” James leveraged his music industry connections to secure the Beatles a coveted spot on the BBC television program Thank Your Lucky Stars. Impressed by James’ ability to get the Beatles on television, Epstein decided that Lennon and McCartney would sign with Dick James Music.

         But Dick James had other ideas. In a highly unusual move during an era in which songwriters would often sign away their royalties for little or no money, James proposed setting up a subsidiary company, Northern Songs, for the sole purpose of publishing the songs of Lennon and McCartney (George Harrison would also sign to Northern once he started writing songs). Under this deal, the Beatles and NEMS were given shares that represented just under a 50% stake in the company. In the early sixties, a standard publishing deal would typically split royalties 50:50, with half going to the music publisher and the other half to the writer(s). The Beatles 21signed a traditional 50:50 deal with Northern Songs, but the innovative arrangement devised by James allowed both NEMS and the Beatles to profit from the publisher’s share of the royalties in addition to the 50% writer’s share that Lennon and McCartney received as songwriters. James’s reason for essentially entering into a music publishing partnership with the Beatles was not driven by any sense of altruism, but rather, by his interest in ensuring that the Beatles would maintain a long-term relationship with Dick James Music if they had a significant ownership stake in Northern Songs.

         Several years later, Lennon and McCartney would become co-owners (80% was owned by Lennon and McCartney, the remaining 20% by NEMS) of a company formed on 4 February 1965 known as Maclen Music Ltd. Even though Lennon and McCartney were signed to Northern Songs, Maclen “licensed” the rights to publish Lennon and McCartney songs to Northern Songs and collected the writer’s share of the publishing royalties on behalf of Lennon and McCartney from Northern Songs.

         In 1964, Dick James had set up a company known as Maclen Music Inc. to publish the songs of Lennon and McCartney in North America, Mexico, and the Philippines, but unlike Maclen Music Ltd., this company was owned and controlled by Northern Songs.

         Outside of their passive investments in Subafilms and Northern Songs, all four Beatles – initially, at least – seemed to be perfectly willing to let their royalties pile up in their NEMS account and to simply charge any expenses they had to NEMS.

         In the sixties, it was generally accepted that artists were responsible for creating the music and that professional managers took care of the business. Out of all of the English groups who sold millions of records during the “British Invasion,” only Dave Clark of the Dave Clark Five had the foresight, and skill, to take full control of his group’s business affairs. Not only did Clark negotiate a royalty rate with EMI that far exceeded that of the Beatles, but he also retained the rights to all of his band’s master tapes (which he had only licensed to EMI for a set period of time) and music publishing. Clark was shrewd, and he would also later buy the rights to the celebrated English pop music television show Ready Steady Go!, giving him exclusive rights to live TV performances by the Beatles and other top groups of the era.

         By the mid-sixties, both Harrison and McCartney started to take a greater interest in the finances of the Beatles, yet there was actually very little that one or even two Beatles could do to shape the direction of the group’s collective business activities. Since the earliest days of the group, the Beatles made all of their decisions by consensus. Given the success of this democratic system, each Beatle was somewhat reticent to appear too domineering in the eyes of the others. In the interest of preserving 22harmony within the group, it was often simply easier to let Epstein or another outsider handle business matters.

         Compared to many of their contemporaries, the Beatles were unusually democratic for a pop group. The way they conducted their business was largely governed by the strong personal ties between the four members of the band. Having been bound together through the non-stop recording and touring schedule that they maintained for close to five years, by 1967 the Beatles enjoyed a near family-like relationship and were quite accustomed to doing almost everything together.

         Each Beatle had explored individual pursuits after the group ceased touring in 1966. These included such non-Beatles projects as John Lennon’s acting role in the film How I Won The War and Paul McCartney composing the musical score for the film The Family Way. Neither of these projects were regarded as a serious attempt to establish careers outside of the group and none of the side projects seemed to detract from the band’s intense sense of camaraderie. When the Beatles settled back into Abbey Road Studios in late 1966 to begin work on Sgt. Pepper they were still an incredibly tight-knit unit. In the summer of 1967, the Beatles even explored buying a Greek island where they could live and work together. They went as far as to visit Greece and select an island to purchase before they suddenly lost interest and dropped the whole project.

         It was in this spirit that they entered into their next venture, the jointly owned business that would become Apple. Curiously, while each Beatle had at one time or another stated that the Beatles as a group would not go on forever, none of them appeared to envision the possibility that there could ever come a time when they would no longer be on speaking terms, let alone be business partners.

         Since the summer of 1966, the Beatles and their NEMS-appointed financial advisors – principally Harry Pinsker and Stephen Maltz of the accounting firm Bryce, Hanmer and Isherwood – had been exploring options for setting up a new Beatles corporation that would consolidate the groups’ business affairs and enable them to lessen the impact of the notoriously harsh tax system (when Apple was formed, the Beatles’ income was being taxed at a rate of approximately 90%) that existed in Britain at that time. This proposed corporate entity – that would ultimately manifest itself as Apple – was not set up to replace Epstein and NEMS, but rather, to complement the NEMS organization.

         The high-level plan would be to create several Beatles backed business ventures that would generate immediate income and eventually be floated as a public company.

         The first step towards establishing this business structure was to form a new partnership called Beatles and Co. in April 1967. To all intents and purposes, Beatles and Co. was an updated version of the Beatles’ original 23partnership, Beatles Ltd. Under the new arrangement, each Beatle would own 5% of Beatles and Co. and a new corporation owned collectively by the four Beatles (which would soon be known as Apple) would control the remaining 80% of Beatles and Co. On 4 December 1967, Beatles Ltd. changed its name to Apple Music Ltd., which would later be changed for the final time to Apple Corps. Ltd.

         With the exception of individual songwriting royalties, which would continue to be paid directly to the composer of a particular song, all of the money earned by the Beatles as a group would to go directly to Apple and would thus be taxed at a lower corporate tax rate.

         The timing of the formation of this new Beatles company had been largely driven by EMI being due to pay out approximately £1,000,000 in accumulated royalties to the Beatles in January 1967. Under the new scheme, the Beatles would receive £800,000 from Apple for their shares in Beatles and Co., paid out in two installments. These payments would be taxed as capital gains which was a lower rate than the individual tax rate. The first installment of £400,000 was paid out to the Beatles in April, with the second installment due to be paid out in April 1971, when it was anticipated that Apple would be generating the revenue needed to cover the remaining payment. In the meantime, the remaining funds from the EMI royalty payment – less taxes and NEMS’ 25% commission – would be used to fund the launch of Apple.

         The Beatles appeared to be so anxious to begin reaping the tax rewards offered by this plan that they entered into their new partnership agreement having given little thought to the possible future implications of their actions. John Lennon – who was taking copious amounts of LSD throughout the period that Apple was formed – would later claim that he didn’t remember signing any new partnership agreement at all.

         Peter Brown, a former NEMS shop employee who moved down to London in 1965 to become Brian Epstein’s personal assistant, explains the origins of Apple: “When Apple was formed, which was before Brian died, it wasn’t called Apple, but the structure of the buyout was there. The reason the Beatles sold 80% of themselves to this entity, which would become Apple, and to change Beatles Ltd. to Beatles and Co. was to save taxes. The reason that the 80% sale was triggered was because of the accumulated royalties at EMI that they were due to receive and the fact that if the royalties had been paid to them as individuals, it would have been taxed at 85% or something like that. This structure was set up by Clive Epstein [Brian Epstein’s brother] as a tax structure. At one point it was suggested that this be a real estate company; that was the original idea for lack of anything else. They couldn’t figure out what to do with all this capital. All of this was set up while Brian was alive. After Brian died, my recollection is that they then decided to take this entity and create what they did, which 24was Apple.”

         The formation of this new Beatles business entity happened to coincide with a period of marked turmoil at NEMS. By late 1966, Epstein appeared to be growing weary of running the now sprawling NEMS organization. In January 1967, he appointed Robert Stigwood, an Australian artist manager and booking agent who had been working in England for several years, to be co-Managing Director and to oversee the day-to-day operations of NEMS. Epstein would continue to have sole responsibility for the Beatles and Cilla Black, but Stigwood would be responsible for the remainder of the NEMS roster as well as the artists that he had brought over with him to NEMS, specifically Cream and the Bee Gees.

         Barbara Bennett, who worked for NEMS in the small Stafford Street office that Epstein had set up as a dedicated Beatles office maintains that Stigwood was the perfect person for Epstein to bring into NEMS. “Robert Stigwood was a fabulous man. He brought in Cream, the Bee Gees and, I think, the Paramounts to NEMS. Robert was fantastic and he was gay. The problem with Brian was that he was gay, but he wasn’t comfortable with women. He didn’t have a rapport with women at all. He was comfortable with his secretary, Joanne, who worked from his house at Chapel Street, and I was working for him in the office. He was fine with us two, but nobody else. It was really strange. But Robert was a different sort of man. He always used to say to the girls, ‘I’m doing a reception tonight for the Bee Gees. Would you mind serving the drinks?’ But about a half hour in, he would come up and say, ‘They can get their own drinks now,’ and we could join the party. And the next morning there would be fantastic flowers on your desks to thank us for what we had done. Such a nice man.”

         Due in part to Epstein’s personal problems that sprung from his increasingly complex gay lifestyle and escalating drug use, there had been times throughout 1966 when Epstein seemed to be losing control of his ability to effectively manage NEMS and the Beatles. To Epstein’s dismay, by 1967 the Beatles had become very much aware of how NEMS’ handling of the band’s merchandising had cost the group millions of dollars of income. The Beatles also resented the fact that many lesser groups had secured far more lucrative record contracts than Epstein had secured with EMI for the Beatles.

         Epstein would somewhat rectify matters when it was time to renegotiate the Beatles’ EMI contract in January 1967. In exchange for re-signing to EMI until 1976, the Beatles would receive 10% of the wholesale price of an English album and 17.5% of the wholesale price of each album sold in America. But the new agreement also exposed a darker side of Brian Epstein. Feeling less valued and needed since the Beatles ceased touring in August 1966, Epstein was becoming increasingly preoccupied with the prospect of the Beatles not renewing his management contract, which 25was set to expire at the end of September 1967. Presumably driven by this fear, Epstein inserted into the new EMI contract a clause that stipulated that royalty payments would be channeled through NEMS – who would continue to deduct their 25% commission before passing the remaining funds to the Beatles – for the duration of the nine-year deal. No provision was made to address how payments would be structured if the NEMS management deal was terminated. The Beatles – who had complete trust in Epstein – would not learn about this regrettable clause until several years later.

         Despite their concerns about Epstein’s emotional state and displeasure with some of the business deals that NEMS had brokered early in their career, the Beatles never publicly announced any intention to leave Epstein upon the expiration of his management contract. None of the band’s associates from that time – with the notable exception of Pete Shotton, a life-long friend of John Lennon who would be hired to manage one of Apple’s first business ventures – believe that the Beatles would ever have left Epstein. They would have certainly renegotiated the terms of the management agreement, but once the financial terms had been adjusted to be more favorable to the Beatles, there was no other compelling reason for the group to sever their ties with Epstein and NEMS. The Beatles wanted to have more control over their creative and business activities, but that desire could certainly have been realized within the existing NEMS relationship.

         Setting up Beatles & Co. had been the first step in establishing the proposed corporate structure for the Beatles that would allow the group to have more control over their finances and a significantly lower tax burden. But the next step would be of far greater interest to the group.

         Having set up their new company, they now needed to create an actual business in which to invest their capital if they were going to receive any tax benefit without running afoul of Inland Revenue. Being some of the best-known, most-respected young millionaires in the world, the Beatles felt the need to invest in a business that would simultaneously complement their image and provide a good measure of financial security.

         Given such an ambiguous mandate, the Beatles were decidedly unsure about what form their new business should take. But as 1967 wore on and the Beatles moved into one of the most adventurous stages of their development (both personally and musically) they began to envision their business venture as becoming something more ambitious than a simple tax shelter.

         Much of the energy and idealism that would define the early development of the Beatles’ new company was drawn directly from the flowering youth culture and the exciting art and music scenes that had emerged in London towards the end of 1966. By the summer of 1967 26– the much heralded “Summer Of Love” – London (along with San Francisco in the United States) found itself at the epicentre of a dynamic youth movement. As winter gave way to spring, the youth of Britain (or at least London) were filled with a wonderful sense of optimism and the BBC and offshore pirate radio stations made sure that the entire nation was awash in the remarkable sounds of such colourfully named groups as Pink Floyd and the Jimi Hendrix Experience. The Beatles were quite taken with swinging London, and it was not unusual to find one or more Beatles checking out “happenings” or performances by the one of the many new groups.

         It was not only music that was capturing the imagination of England’s youth and the interest of the world’s media. In almost every corner of London, new boutiques, art galleries, and specialty bookshops were springing up and the best and brightest young minds in England were attempting to reshape a few select London neighbourhoods in their own image. Comprising the first generation of English youth who were too young to feel the full impact of the Second World War, these fashionable teenagers and twenty-somethings felt free to pursue their interest in music, art, and leisure, and they did so with great zest. The introduction of drugs to the scene only served to bolster the generally giddy spirit of the time.

         Poised at the absolute centre of all this activity was Paul McCartney. With his impressive home in the posh St. Johns Wood section of London, a beautiful, sophisticated actress girlfriend, stylish clothes, and immense musical talent, McCartney was among the best-known exponents of swinging London.

         While the other three Beatles languished in the London suburbs with their wives and young children, McCartney would attend beat poetry readings, check out the new bands, go to the theatre, listen to avant-garde composers such as Karl Stockhausen, and even make his own experimental films. McCartney was fully consumed by the wave of creativity that had swept over London, and he genuinely felt that the Beatles could use their wealth and influence to help nurture this exciting new scene.

         One of the early ideas for the Beatles’ new company had been to set up a chain of record shops across England, the idea being that the Beatles would be able to amass sizable property holdings under the pretext of purchasing shop space. It was an interesting idea, but it never got beyond the initial planning stages. Clive Epstein put forward a suggestion that the Beatles open a chain of shops that only sold greeting cards (no such shops existed at the time), but that idea was dismissed as being too mundane a business for a group like the Beatles. Unable to reach a consensus on establishing a retail business, the Beatles ultimately decided that their first commercial venture would be a music publishing company, which would find and develop promising young songwriters. 27

         Given the relatively low start-up cost and the Beatles’ collective expertise in songwriting, establishing a music publishing company was certainly a logical option to pursue. But first, a name would be needed for their new company. It was Paul McCartney who came up with an ideal name for their venture, “Apple.” Long-serving Apple Managing Director Neil Aspinall recalled: “Paul came up with the idea of calling it Apple, which he got from René Magritte. I don’t know if he was a Belgian or Dutch artist… he drew a lot of green apples or painted a lot of green apples [the painting in question was Magritte’s Le Jeu de Mourre]. I know Paul bought some of his paintings in 1966 or early 1967. I think that’s where Paul got the idea for the name from.” Even though it was initially not clear what form Apple would ultimately take, when the Sergeant Pepper album was released in June 1967, the Beatles had already mysteriously thanked “The Apple” on the back cover of the album.

         The responsibility for setting up Apple Music Publishing was given to Terry Doran, a 28-year-old Liverpool native who was a friend and business associate of Brian Epstein. By 1967, Doran had also befriended the Beatles and he was particularly close to John Lennon. Prior to being tapped to head Apple Publishing, the flamboyant Doran had run a car dealership in London called Brydor Cars that he co-owned with Epstein. Doran was the first to admit that his experience in auto sales was not particularly applicable to music publishing. But to the Beatles of 1967, enthusiasm and a social familiarity were sometimes worth far more than practical experience in a given field.

         Initially, Apple Publishing was closely linked with NEMS, sharing a floor with two of Robert Stigwood’s companies – Abigail Music (who published the Bee Gees) and Dratleaf Music (who published Cream) – at 17 Curzon Street in Mayfair. Stigwood’s companies were managed by a formidable German publishing executive, Rudi Slezak, and the three companies would share support personnel, primarily Jean Griffiths, who had been hired away from Sparta Music Publishing to handle the copyright administration.

         Working out of a small one-room office, Doran spent the summer of 1967 tending to the paperwork and logistics required to launch Apple’s publishing business. Apple was not yet ready to put any songwriters under contract during this early phase of the business, but they did obtain several copyrights, including a song by a group called Sands. Sands were signed to Robert Stigwood’s Reaction label, and the Apple published b-side of their debut single was “Listen To The Sky,” which is now considered to be one of the landmark songs of the psychedelic era.

         The Sands copyright was most likely gifted to Apple by Stigwood, as songwriter Rob Tolchard has no recollection of ever signing a deal with Apple. Presumably trying to generate some goodwill with the Beatles 28and genuinely wanting to help get their new venture off the ground, Stigwood assigned the copyrights to “Listen To The Sky” and Cream’s arrangement of the blues song “Outside Woman Blues” (which would appear on Cream’s Disraeli Gears album in November 1967) to Apple Publishing. Brian Epstein and his American business partner, Nat Weiss, also apparently gifted a copyright to Apple, which was “Words,” a song that was soon to appear as the b-side to the new single by the Cyrkle, an American group managed by Epstein and Weiss.

         Sales of the Sands and Cyrkle singles were negligible, but securing the copyright for a song featured on a Cream album was a great start for Apple Publishing. But the long-term vision that Doran and the Beatles had for Apple Publishing was to develop a stable of songwriters who would write material for their own groups to perform as well as be covered by other artists. Even before Apple Publishing had been formally launched, Doran had already made contact with two aspiring songwriters from Liverpool whom he thought would be perfect for Apple.

         In June 1967, Paul Tennant and Dave Rhodes were visiting London when they decided on a whim to see if they could find Paul McCartney’s house. Upon reaching McCartney’s Cavendish Avenue home, they saw McCartney’s mini exit the driveway and they followed the car to Hyde Park where McCartney got out to walk his dog.

         “We sort of abandoned our car, and Dave and I knew instinctively that we were going to go talk to Paul McCartney about our songs,” explained Tennant. “We followed him into the park, and sure enough we started talking to him. We told him our story, that we had been writing songs, we needed someone to listen to them, and Paul’s answer was, ‘Well, what do you want me to do about it?’ We told him, ‘Well, we’d like you to help us,’ and he replied, ‘But, why should I?’ and that’s the way the conversation went. After about five or so minutes, he must have decided that he had enough of talking to us, so he pulled a piece of paper out of his pocket, wrote a number on the paper and said, ‘Listen, if you take this and phone this guy up and tell him I sent you, he will listen to your songs.’ So I said, ‘OK, thanks Paul, goodbye,’ and off he strutted with the dog and off we went back to our car. On the paper was just a number and a name, Terry Doran. There was no mention of Apple.”

         Once back in Liverpool, Tennant and Rhodes finally managed to get through to Terry Doran. True to his word, McCartney had indeed mentioned meeting Tennant and Rhodes to Doran, and after a brief phone discussion, Doran arranged for the pair to take the overnight bus down to London so that they could play him their songs at Apple’s Curzon Street office. “We went upstairs to the top of the building where there were three small offices,” recalled Paul Tennant. “On one door there was handwritten on a piece of cardboard paper the word “Apple.” We walked in and there 29was Terry Doran sitting there in a lime green suit, happy as can be. So we played him four songs and he said, ‘I really think these songs are good. I’ll tell you what, we’ve got to get these recorded and get an acetate done.’ After we had recorded the demo, Terry asked us if we wanted to come back and stay at his house. We jumped back in Terry’s car and drove out to Esher. On the way down, we still had no idea of what Apple was, so as we’re driving back on the A3 Terry starts telling us the story about Apple, how it was owned by the Beatles and it was going to be the biggest thing in the world. We were gobsmacked when we realized what Apple was.”

         That evening, Doran left Tennant and Rhodes at his home while he went to play the acetate to John Lennon. Upon his return a few hours later, Tennant recalled how Doran told them that “John Lennon is really knocked out by your songs. What we’re going to do now is Brian (Epstein) wants to hear them,” so off Terry goes again somewhere and leaves us at the house. The next morning Terry told us he had seen Brian Epstein the night before and that Brian thought our songs were really good as well. There was one song we did, “Miss Sinclair’s Courtship,” that Brian had thought was going to be a massive hit. But the song that John Lennon had liked had been one called “’Cept Me,” which was a bit more of a psychedelic type thing.”

         Tennant and Rhodes returned to Liverpool only to be summoned back to London a few weeks later to record more demos for Apple. “It was at that stage that Brian Epstein told Terry that he wanted to get involved with us,” remembers Tennant, “so Brian – whom we never met – told Terry that he wanted us to form a band and that he wanted it to be called Focal Point.”

         Epstein – who had been named one of the Directors of Apple Music – had little direct involvement with Apple, although his input certainly helped shape the formation of the company. Whatever tentative plans that the Beatles may have had for Apple, however, were dramatically altered when Brian Epstein was found dead in his London home on Sunday, 27 August 1967. Only thirty-two-years-old at the time of his death, Epstein had apparently overdosed on prescription sleeping pills. The Beatles, who were in Bangor, Wales attending a lecture on transcendental meditation, were devastated by the news. When reached in Bangor, the Beatles appeared before the news cameras to offer a statement, looking shocked and disorientated. John Lennon would later admit that it was at that moment that he first felt that the Beatles were finished.

         Epstein’s death was a pivotal event in the development of Apple. The Beatles collectively felt a sense of loyalty to both NEMS and the Epstein family, but with Brian Epstein now out of the picture, it was obvious that the Beatles’ relationship with NEMS would not continue in the same manner as it had when Epstein was alive. In the weeks following Epstein’s 30death, the Beatles appeared willing to remain affiliated with NEMS, yet they made it clear to all that they were now looking to get more direct control of their destiny and business affairs.

         The most contentious issue that arose between the Beatles and NEMS following Epstein’s death was when the Beatles learned that Robert Stigwood was angling to take control of the company. It transpired that Epstein – unbeknownst to the Beatles – had made a tentative deal to sell NEMS to Stigwood. Prior to Epstein’s death, the Beatles had assumed that Stigwood was simply another NEMS employee, and they were most annoyed that Stigwood felt that he could simply pick up where Epstein left off as manager of the Beatles.

         As an enticement to join NEMS, Epstein had extended an offer to Stigwood and Stigwood’s business partner, David Shaw, to allow them to purchase controlling interest in NEMS for £500,000. The standing offer was valid until September 1967, and when Epstein unexpectedly died in August, Stigwood and Shaw announced their intention to secure the requisite funding and exercise their option to purchase NEMS. Stigwood’s ambitions were thwarted only after the Beatles informed Stigwood that there was absolutely no way that they would accept him as their manager.

         Stigwood had little interest in NEMS if it did not include the Beatles, and he abandoned his plans to purchase the company. NEMS paid Stigwood £25,000 to extract itself from the deal that Brian had entered into less than a year earlier. By the end of October, Stigwood had fully severed his associations with NEMS and – taking Cream and the Bee Gees with him – started his own company, RSO. Stigwood’s RSO Records would become one of the most successful record labels of the seventies.

         Following Stigwood’s departure, Brian Epstein’s younger brother, Clive, reluctantly assumed control of NEMS. For several months after Epstein’s death, the Beatles’ relationship with NEMS changed very little, with the NEMS office continuing to oversee the Beatles’ day-to-day affairs. There was even a brief period when the Beatles contemplated taking a more active role in NEMS and entertained ideas of using the company as an outlet for discovering and nurturing new artists, which is exactly what they eventually did with Apple.

         “We tried to form Apple with Clive Epstein, but he wouldn’t have it… he didn’t believe in us, I suppose… he didn’t think we could do it,” recalled Ringo Starr several years later. “He thought we were four wild men, and we were going to spend all his money and make him broke. But that was the original idea of Apple – to form it with NEMS… we thought, now Brian’s gone, let’s really amalgamate and get this thing going, let’s make records and get people on our label and things like that. So we formed Apple, and they formed NEMS, which is doing exactly the same thing as we [Apple] are doing. It was a family tie and we thought it would be a 31good idea to keep it in, and then we saw how the land lay and we tried to get out.”

         Peter Brown, the NEMS employee who inherited the lion’s share of the responsibility for looking after the Beatles after Epstein’s death, does not think that the idea of the Beatles using NEMS to discover and develop talent was a likely proposition. “I don’t remember that, and I’m sure that if that was so I would remember because there wouldn’t have been anything like that being discussed without me knowing,” recalls Brown, adding, “It would have been so foreign to Clive Epstein that I don’t think that it would have been workable.”

         Whatever the situation may have been, the Beatles appeared to be willing to stick with NEMS for the time being. But with NEMS struggling to find its footing after the death of Brian Epstein, the Beatles decided to start leveraging their nascent Apple organization to undertake several creative endeavors. Only weeks after Epstein’s death, the first major Apple project was already well under way. Apple’s first venture would be the production of a new Beatles movie called Magical Mystery Tour, which was filmed and edited from September to November 1967. Cooked up by Paul McCartney on a long-haul flight back from America, Magical Mystery Tour was intended to be a spontaneous, arty film that would capture the free-spirited vibe of the summer of 1967.

         Since Apple had yet to develop a formal staff structure, Beatles road manager Neil Aspinall and Paul McCartney assumed most of the responsibility for coordinating the various aspects of the film’s production. The resulting chaos – which ranged from the “Magical Mystery Tour” bus and film crew venturing down small roads in rural England only to encounter a bridge too narrow to accommodate the bus, to not having enough hotel rooms for the entire cast – surely must have made the Beatles miss the brisk efficiency of the NEMS organization.

         For the first few months of Apple’s existence, the company did not even have an office. Prior to Epstein’s death, most Apple business was conducted from the NEMS office, as the small Apple Publishing office on Curzon Street could not accommodate more than a few people at a time. It was only towards the end of June 1967 that Apple finally secured a proper London office, purchasing the freehold of a four-storey building at 94 Baker Street, on the corner of Baker and Paddington, for £76,500. In August, Apple Publishing – along with Robert Stigwood’s Abigail and Dratleaf Publishing companies – moved into the Baker Street building.

         Excited by the novelty of being businessmen and anticipating Apple to develop further business interests, the Beatles appointed Neil Aspinall to be Managing Director of the budding Apple organization. “A lot of people were nominated or put themselves forward to run it… but there didn’t seem to be any unanimous choice,” remembered Aspinall. “So I said 32to them, foolishly I guess, ‘Look, I’ll do it until you find somebody that you want to do it.’”

         Fortunately for the Beatles, Aspinall was not a typical beat group road manager. He turned out to be qualified to do far more than book hotels, load vans, and set up musical instruments on a stage. Prior to becoming a full-time Beatles employee in 1962, Aspinall had contemplated a business career and had been working on a correspondence degree in accounting before his work with the Beatles took him away from his studies. But it was Aspinall’s loyalty to the Beatles, rather than his innate business sense, that made him the natural choice to be Managing Director of Apple. After Brian Epstein died in August 1967, Aspinall and fellow road manager Mal Evans were the only non-Beatles left in the group’s inner circle and the Beatles placed a high premium on trust and loyalty. The individual Beatles had complete trust in Neil Aspinall and were confident that he would be up to the task.

         Mal Evans would not fit as snugly into the Apple concept as Aspinall. Though he would ultimately be given a free hand to scout talent and dabble in record production for Apple, it was agreed that Evans would probably be best suited to remain in his role as a road manager for the Beatles.

         While Neil Aspinall and the Beatles busied themselves with Magical Mystery Tour, Terry Doran officially commenced operations at the Apple Publishing office at Baker Street. “When Brian died, we thought, shit, that’s that,” recalled Paul Tennant. “Terry told us that Brian had died, but that it was not a problem. He said, ‘I still want you to be called Focal Point, but I want to manage you.’ Once we got the band together, all of us signed five-year publishing deals with Apple. This was around the time Apple moved to Baker Street in late August. Terry told us, ‘We’ve got a really good office now, and we’re putting a studio in upstairs.’ We thought that was brilliant. It was suggested to us then that the best thing to do would be for us to all move down to London. This was about September, and Apple got Focal Point a house in Highbury. Apple got us a nice house, we’d get a little retainer off of Apple, and anything we wanted we could just ask for and they would get it for us.”

         Joining Focal Point at Apple would be several other songwriters whom Terry Doran had taken an interest in during the summer of 1967. The Scottish songwriting duo of Benny Gallagher and Graham Lyle had come down to London in 1967 to try to make a career for themselves as songwriters. Unlike Focal Point, they were not music industry novices. They had previously been members of the group James Galt and had written the songs that comprised the two James Galt singles issued by Pye Records in 1966. Upon moving to London, they signed to Polydor Records, who issued their superb single, “Trees,” as Gallagher-Lyle in July. 33But the deal with Polydor was unsatisfactory, and Gallagher and Lyle spent the summer of 1967 looking for new professional opportunities.

         “Benny and I had gone down to London and were living there, just trying to get a break,” remembers Lyle. “While we were there, we were introduced to Terry Doran, who was just starting up Apple publishing when we met him at the Radio London offices in Curzon Street. He was so enthusiastic about how great Apple was going to be, and we were a little skeptical at first, as we had heard stories before about how things were going to be great. But he signed us to Apple. I don’t think he mentioned anything about the Beatles when we met with him. But the press got hold of how the Beatles were starting their own company, so we learned about it through the press. We were both still working straight jobs to make ends meet. They paid us twenty-five pounds a week each, and we’d go in and get cheques signed by Ringo or George every week. We would go in and deliver whatever songs we had written that week. It was great for us.”

         Doran had also come across George Alexander, a twenty-nine-year-old songwriter (coincidentally, also from Scotland) whom he had put under contract to Apple earlier that summer. Alexander’s real name was Alex Young, and he was the eldest brother of a family that included George Young of the Australian band the Easybeats (the Young family had emigrated to Australia in the early sixties) and Malcolm and Angus Young, who would go on to form the rock group AC/DC in the seventies.

         Out of all the writers signed to Apple, it was George Alexander whom Terry Doran thought had the greatest potential. Alexander initially recorded solo demos for Apple, but Doran soon hit upon the idea of forming a group around Alexander to perform his songs. The new group would be comprised of Alexander and three former members of the London-based band Tony Rivers and the Castaways, a harmony pop band styled after American groups like the Four Seasons or the Beach Boys.

         “One of the guys in the Castaways – Kenny Rowe – liked to go clubbing, and we’d all hop into his mini and go into town,” recalls John Perry, who was a guitarist and singer in the Castaways. “I was bumping into all these people, and I met Terry Doran one night in the Speakeasy and we just got chatting about this and that. I didn’t know who the hell he was. Then he bought me a drink, and that turned into a conversation. We chatted at the bar, and I said, ‘Well who do you work for?’ and he said, ‘Apple Publishing.’ Well, of course, at the time, Apple Publishing, no one knew what that was, it sounded like a fruit company or something. All the companies at the time sounded like firms of solicitors, like Campbell and Connelly and things like that. But I left it for a couple of months, as a matter of fact, and then I rang him up since nothing else was going on, so I thought, well let’s go see this guy. I went up to see him and played him some of my songs. He didn’t like my songs that much, but he said, ‘Well 34we got this writer, George Alexander,’ and then he played me a few of his songs, and I liked them. Then he was like, ‘Well, we’d like George to join the band.’ I had never met him or anything, but he had already done quite a lot of stuff in Germany, with this group the Big Six. He was a bit further down the road than us. We were all youngsters, or teenagers, and he was clearly not a teenager. I never knew what his birthday was, but I got the impression that he was possibly even five to ten years older than us. He just seemed older (Alexander was, in fact, born in 1938 and was twenty-nine years old when he signed to Apple). He didn’t look like pop star material to me, but Terry seemed quite keen on it.”

         It was agreed that John Perry and several other members of the Castaways – drummer Geoff Swettenham and his brother, Pete, who played rhythm guitar – would meet at Apple to discuss forming a band with George Alexander. Geoff remembers: “Towards the end of November, John took us up to Apple to meet Terry Doran. We went upstairs at 94 Baker Street, and we sat there outside in the reception room waiting because Terry was late. Then, all of a sudden, there was this scrambling up the stairs. They were rickety old stairs, it wasn’t like a modern flash building, then the door flies open, and Terry came through the door in mid-air and landed on his knees, with this huge afro haircut. He was apologizing for being so late and was being like Terry always was, which was energetic and happy. Eccentric, I suppose, in a really nice way. The amazing thing was that within a week of meeting Terry that day, we were in the studio doing things.” The initial meeting was followed by several rehearsal sessions, after which the quartet decided that they would continue working together as a band.

         Doran appointed himself manager of Apple’s latest “discovery,” and Apple even took it upon themselves to find a suitable name for the group. After considering and quickly discarding “The Rights Of Man” as a potential name, it was John Lennon who dubbed the quartet “Grapefruit,” a name that was shared by a small book of poetry he was reading, written by a Japanese-American artist named Yoko Ono.

         No expense was spared on Grapefruit. “Apple paid for our house and gave us a retainer every week,” explains Geoff Swettenham. “They kept us alive, basically. They got us a great flat just off of Baker Street, except for George, who got his own flat because he was married with a kid, but the three of us lived there, and Apple paid for everything.”

         John Perry agrees with Swettenham, adding that, “NEMS basically put us on a retainer and also gave us a car and accounts in various restaurants and clubs, so we could just sign for stuff. It was help yourself, really. It was kind of wacky, but we didn’t abuse that. We were very naive, to be honest. We were told to go to Martin Wesson at NEMS – who was the accountant – and we were told to go tell him how much we wanted. NEMS also paid for our flats. George was married and had one or two kids, and he 35lived near to Baker Street on Marylebone Road. The rest of us lived on the other side of Baker Street in Montagu Mews North. Lennon lived in Montagu Mews. I actually rang him up once while I was on an acid trip, and I asked him, ‘John, what happens? What do I do? It’s freaking me out,’ and he said, ‘Meditate, man, mediate.’”

         Apple Publishing effectively became a production company for the group, financing all of Grapefruit’s recording sessions, which Apple would then license to a record label. Since Apple had yet to launch a record division, they signed a deal for Grapefruit with RCA Records in England and to American producer Terry Melcher’s Equinox label in America. Terry Doran had recently concluded a deal with Melcher for Melcher to be Apple Publishing’s sub-publisher in North America, so signing Grapefruit to Melcher’s label made perfect sense.

         Grapefruit were sent into a studio with Melcher on 24 November 1967 to record their debut single. John Perry remembers: “Our very first session was in the basement of IBC studios in Portland Place. Terry Melcher was in the box, we were all set up in this huge studio space, and on the right-hand side the stairs came down into the studio. And on one side of the studio there was Paul McCartney and John Lennon and Mal Evans, just this plethora of pop legends hanging out and smoking Woodbines, expecting something from us!”

         Perry remembers that all four members of the group were extremely nervous to be performing for two of the Beatles, but they managed to get some music down on tape. The resulting single, “Dear Delilah,” was a fine, if somewhat ominous, piece of psychedelic-tinged pop that was quite accomplished for a group that had been together for only a few weeks.

         Released in January 1968, “Dear Delilah” would be the first record by an Apple-backed group to be issued in England. To mark the occasion, Apple sponsored a reception to introduce the group to the press on 18 January 1968. “It was at the Hanover Grand Hotel, in Hanover Street off of Regents Street,” recalls John Perry, “and I have an indelible image of my mum looking up and shaking hands with John Lennon. Talk about when two worlds collide!” Apple would also pay for press advertisements that showed a photo taken at the event of Grapefruit seated at a table, surrounded by three Beatles (Lennon, McCartney, and Starr), Rolling Stone Brian Jones, Donovan, and Cilla Black. Given the catchy nature of the song and the generous publicity that the group received for being “the Beatles’ first discovery” (much to the chagrin of Focal Point), “Dear Delilah” became a minor hit, eventually reaching number 21 in the UK charts in February 1968.

         Even though Terry Doran would later proclaim that he “wasn’t much good at music publishing,” he did manage to sign some excellent songwriters to Apple Publishing in the space of only a few months. But 36securing hits and cover versions of Apple copyrights would prove to be more difficult than anticipated, and Doran determined that he needed to find qualified help if he was going to make Apple Publishing a success.

         To that end, twenty-seven-year-old Mike Berry – previously with Sparta Music Publishing – was hired to help scout new talent and ostensibly work to secure cover versions of Apple copyrights, although once hired Berry seemed to focus his efforts almost exclusively on finding new writers. “I joined Apple just before Christmas 1967,” remembers Berry, “and I was there until about June or July 1968. It was Paul McCartney who hired me. McCartney asked Jean Griffiths – who had worked at Sparta Music before she became copyright manager at Apple – if she knew of anyone who might want to come work for Apple, and Jean rung me up and asked if I would like to talk to Paul, and I said why not.” Berry – who had worked in music publishing for close to five years – was energetic and hard-working, and his presence at Apple helped make the publishing division a far more professional operation than it had previously been.

         Berry remembers that, outside of Jean Griffiths and Wayne Bardell, no one at Apple knew much about the publishing business. “Paul (McCartney) came in one day, and he said, ‘What’s publishing?’” recalls Berry. “He didn’t really know anything about anything. I just said, ‘Have you got a couple of hours?’ and he did. He sat with me all afternoon with his dog there, of course. He just sat there, and we went through things. In those days, it was 50:50, 50% to the publisher, 50% to the artist, and I told him I thought that was absolutely disgraceful, because things were changing at that time and that was the old school way of doing things, but McCartney said, ‘No, that sounds good to me.’ He was quite intrigued by it all.”

         Seemingly lost amongst all this activity was Focal Point. With Grapefruit now deemed to be the Apple group with the most commercial potential, Focal Point found it increasingly difficult to keep Apple focused on their career. “Around Christmas, Terry Doran came and told us he had offers for recording contracts with Liberty, MGM, EMI or Decca and that he was trying to get Terry Melcher to produce us,” recalled Paul Tennant. “He also mentioned Wayne Bickerton, who was a house producer at Decca on the Deram label. Because Wayne Bickerton was another Liverpudlian, we thought, ‘Well, let’s go with Decca.’ We recorded four tracks at Decca. The two that came out were the ones we didn’t want. We thought they would be the b-sides, if anything. The track that we wanted was a track called “Never Never,” which was a really psychedelic type thing. So we did the Decca recordings, then went back and signed an agency deal with NEMS. We were hanging around Apple, in and out of the shop, helping ourselves to things in the shop. They also took us and kitted us out on Kings Road. Vidal Sassoon did our hair, and the world was our oyster. We were mixing with people like Keith Moon at that Speakeasy, who told us how good 37he thought we were, and Gary Walker told us we were the best band that Apple had got.

         “This was about the time that Grapefruit came along. We knew something was amiss, that something was happening. What happened then was something political happened, and everybody just seemed to lose interest in Focal Point and all the interest went to Grapefruit. We couldn’t understand why. There was no animosity between us and Grapefruit, we were all friends. But there was something that was not quite right. When our debut single – “Love You Forever” – was released, there was a big reception when the record came out (on 20 May 1968), but Terry never came to this and we couldn’t understand why. We saw him later, and he told us that something came up. I think there were a lot of political things going on with the Beatles at the time, because Yoko Ono had shown up and she was hanging around, and Paul McCartney took a listen to our record and I know he was hemming and hawing whether he thought it was right, and there was a bit of talk going on about it and then it just fizzled out.”

         Immersed in creating their own music, the Beatles ultimately took only a passing interest in the songwriters signed to their new publishing company, and Terry Doran was able to run Apple Publishing with little interference from either Neil Aspinall or the Beatles. Aspinall’s primary concern at the time was to try to sort out the Beatles’ tangled business affairs, a task that had taken on additional urgency in the wake of the death of Brian Epstein.

         Setting up a Beatles business office proved to be a bigger challenge than anyone had imagined possible. “We didn’t have a single piece of paper. No contracts. The lawyer, the accountants and Brian, whoever, had that,” recalled Aspinall. “Maybe the Beatles had been given copies of various contracts, I don’t know. I know that when Apple started I didn’t have a single piece of paper. I didn’t know what the contract was with EMI, or with the film people or the publishers or anything at all. So it was a case of building up the filing system, finding out what was going on while we were trying to continue doing something.”

         Aspinall’s job was certainly not made any easier by the Beatles’ lack of a unified vision for Apple. A tangible structure for Apple had only just barely been established when the Beatles started to initiate projects designed to follow through on their vague aspiration to champion new talent in such diverse fields as music, film, television, and electronics.

         Since September, the Beatles had lavished a great deal of attention and money on a venture that would ultimately evolve into Apple Electronics. Yannis Alexis Mardas (dubbed “Magic Alex” by John Lennon) was a young Greek television repairman who had somehow managed to capture the Beatles’ fancy with his ability to be a highly entertaining companion and 38his crude prototypes of clever electronic gadgets (despite them having no real practical value).

         Mardas had been introduced to the Beatles in the summer of 1967 by mutual friend John Dunbar, the owner of the Indica, a small, hip London bookstore and art gallery. Fascinated by Mardas’s electronic “toys,” the Beatles decided to go into business with him, financing a company called Fiftyshapes Ltd. Later, when the Beatles decided to make Apple a multifaceted entertainment organization, Fiftyshapes Ltd. morphed into Apple Electronics and was brought into the Apple fold.

         Apple Electronics had briefly set up a temporary office in the Baker Street building, but in September, Apple purchased a nondescript building at 34 Boston Place for £15,750 that would serve as the laboratory of Apple Electronics as well as storage for the Beatles now mothballed touring equipment. Mardas started work on the Apple Electronics lab in October, but the facility would not be fully functional until February 1968.

         The opening of a retail store on the ground floor of the Baker Street building had been another idea that had captured the fancy of several of the Beatles. Setting up retail businesses had actually been what Stephen Maltz and Harry Pinsker had envisioned when they had proposed the tax scheme that they planned to lead to the eventual creation of a publicly held Beatles company.

         Ultimately known as the “Apple Boutique,” the Beatles’ store was envisaged to be a prototype for a chain of stores to be opened across the world. The fact that Baker Street was not a well-known shopping area did not deter the Beatles from using their property as a platform for diving headfirst into retail sales.

         The Beatles held lofty aspirations for their boutique, envisaging the shop as a place for “beautiful people to buy beautiful things.” The reality was that the Apple Boutique was basically a “head shop,” selling psychedelic trinkets and clothes, records, inflatable plastic furniture, books, and jewellery. The boutique did manage to attract a regular flow of tourists, lunchtime browsers, and shoplifters, but it proved much harder to lure paying customers into the store.

         The task of managing the Apple Boutique had been given to John Lennon’s childhood friend Pete Shotton. Like Terry Doran at Apple Publishing, Shotton was not an obvious choice to be put in charge of a new, high-profile Apple business. Prior to coming to London to run the Apple Boutique, Shotton had been successfully running a supermarket that John Lennon had bought for him to manage in 1965. Shotton may have had no experience with running a clothing boutique, but the fact that he had run some sort of store, combined with the fact that Lennon, Harrison, and McCartney had known Shotton since they were teenagers, made the amiable Shotton the right person for the job as far as the Beatles 39were concerned.

         The hiring of individuals such as Terry Doran and Pete Shotton illustrated how the Beatles hoped that the open-minded business structure at Apple would provide an opportunity for young – though not necessarily traditional – businessmen to distinguish themselves in the world of commerce. Excited by the novelty of having their own company, the Beatles wanted to give friends from the same working-class Liverpool background as themselves a chance to show the world that business was not necessarily the exclusive domain of the upper classes of British society.

         With great fanfare, Apple announced to the press that the Apple Boutique would open for business in November 1967. Predictably, due to several unforeseen delays, it was not until the evening of 5 December 1967 that the Apple Boutique finally opened its doors. To celebrate, Apple staged a gala grand opening where George Harrison and John Lennon mingled with invited guests who were feted with apple juice and green Granny Smith apples.

         The Apple Boutique officially opened for business several days later on 7 December, and the general public seemed to be genuinely fascinated by the Beatles’ new shop. Even in a sophisticated city like London, never before had such a strange collection of merchandise been collected under one roof.

         A significant portion of the shop’s stock was comprised of colourful psychedelic outfits and posters created by a trio of Dutch designers – and their British manager, Barry Finch – who called themselves the Fool. The boutique was also intended to serve as a retail outlet for the gadgets created by Apple Electronics. These creations were to have included a transistor radio that could be used to broadcast music directly from a record player and a small box with randomly blinking lights that was dubbed “The Nothing Box.” Tellingly, by the time the boutique opened, the only contribution that Apple Electronics had made to the boutique was to install the lighting in the shop.

         The Fool had come to the Beatles’ attention through the design work they had done for the Saville Theatre, a London performance venue under the wing of Brian Epstein. Greatly impressed with the Fool’s vibrant psychedelic style, the Beatles hired the group to work on a variety of projects, which included painting a piano and a gypsy caravan for John Lennon, decorating the interior of George Harrison’s bungalow, and creating the outfit that Ringo Starr wore in the Our World broadcast performance of “All You Need Is Love.”

         When the Beatles decided to open the Apple Boutique, the Fool were naturally asked to become the shop’s in-house designers. In addition to conjuring up an unusually fanciful line of clothes, they were given the task of decorating both the interior and the exterior of the boutique. With an 40unrestricted budget and a brief to make the Beatles’ boutique stand out on the relatively staid street of shops and offices, the Fool designed a massive three-story psychedelic mural to grace the side of the building.

         The resulting mural – a brightly coloured, Indian-styled goddess that took up the entire side of the building – was nothing if not striking. The Beatles were quite pleased with the painting, but other businesses in the area were less-than-enamoured by the Fool’s creation. Even though they were no longer owners of the property, the Portman Estate (94 Baker Street had been purchased at auction in October 1952 by Suburban Industrial Properties Ltd., who in turn sold the building to Apple in 1967) objected to what the Beatles had done to the 16th century building, and they enforced a 1953 covenant that restricted public advertisement. The mural was found to constitute a form of advertising for the shop, and Apple was soon forced to paint the wall white with a simple “Apple” scripted in the middle.

         But being compelled to paint over the Fool’s mural would be the least of Apple’s problems. There was often a healthy crowd of curious tourists and students browsing in the shop, but the Apple Boutique made little money. The bespoke nature of the outfits created by the Fool and the expensive raw materials used to manufacture the clothes ensured that the creations were both expensive to purchase and that those that sold had little or no margin. Even the boutique stock not created by the Fool was not as enticing to the public as Pete Shotton and the Beatles had anticipated. Outfits like designer Harold Tillman’s see-through chiffon tuxedo that had seemed very hip in the psychedelic summer of 1967 looked quite out of place on the cold streets of London during the winter of 1967-68 and, for the most part, remained unsold.

         Peter Brown remembers the Apple Boutique as a very unusual place of business. “Customers seemed to be there only to shoplift or to stare at Jenny Boyd [George Harrison’s sister-in-law], who was working there as a salesperson along with a self-styled mystic named Caleb. Caleb slept underneath a showcase on one of his many breaks. The store was also sometimes tended by a fat lady who dressed in authentic gypsy costumes.”

         Reflecting further, Peter Brown admits that, “The Apple Boutique was a bit of a rip off. It was a case of the Beatles trying to be too cool for their own good. It was a beautiful shop. The merchandise looked great. I don’t think it was very good quality, but you weren’t looking for something to last forever, you were looking to look great next Saturday. Looking back, I suppose it’s no worse than the rag industry today, where designers do what they can to take the capital they are given and run with it. But the Fool were really pretty hypocritical. They were pretending to be these cool, lovely people when they were, in fact, a bit less than scrupulous in the way they did things. The Fool would totally run rings around poor Pete 41Shotton. There was always this problem of them saying, ‘Don’t say that to me, because we’re too cool for it,’ and he would be confronted with this problem of trying to be a businessman while trying to be cool at the same time.”

         Brown insists that, contrary to popular belief, the Beatles were quite aware that the Apple Boutique was rapidly getting out of control. In January 1968, Pete Shotton was replaced by John Lyndon, who had no retail experience but who had previously worked for NEMS as an artist manager and as Director of Theatrical Productions at Epstein’s Saville Theatre. Realizing what he was up against, Lyndon immediately instituted more responsible business practices at the shop and made a valiant attempt to reign in the Fool’s excessive spending. Despite Lyndon’s efforts, it was estimated that the store went on to eventually lose close to £20,000. On top of the money that was lost at the shop, it is alleged that the Apple organization would also have to write-off the cost of a Jaguar sports car that Apple had purchased for Shotton’s use but which it had never reclaimed after Shotton left the company.

         By the end of 1967 Apple was already becoming quite an interesting little organization. Given that the Beatles had started the year with only a vague concept for starting a business to minimize their tax exposure, the fact that they managed to set up several fully functioning businesses in the space of less than a year suggested that 1968 was going to be a big year for Apple.

      

   


   
      
         
            1968: SOMETHING NEW EVERY DAY

         

         With the successful launch of Apple’s music publishing and retail operation behind them, the Beatles ushered in 1968 with a flurry of Apple related activity. On 1 January, Stephen Maltz – formerly with Bryce, Hanmer and Isherwood, the accountancy firm used by NEMS and the Beatles – was hired to be the Business and Financial Manager of Apple. Maltz was also appointed to Apple’s board of directors.

         Ensconced in a makeshift office at 94 Baker Street, Maltz had a formidable list of issues to address when he started work at Apple, ranging from changing the name of Beatles Ltd. to Apple Corps. Ltd., to registering the Apple trademark in forty-seven countries. Several new Apple ventures – including a record label and films – were being planned, and efforts were already well underway to expand the publishing and boutique businesses. The Beatles may have been unable at this point in time to articulate a clearly defined concept of what Apple would be, but there was no shortage of interesting ideas that were being given serious consideration.

         But if Apple were to become such a multifaceted company, they would need significantly more office space than they had at their disposal at Baker Street. To accommodate the employees that would be required to carry out the Beatles’ ambitious – and sometimes still ominously vague – plans, Apple took out a one-year lease of an entire floor in an eight-storey modern office building at 95 Wigmore Street. The Apple staff, with the exception of those working for Apple Publishing and the Apple Boutique at Baker Street, moved into the fourth floor of the Wigmore Street building on 22 January 1968.

         Most of the staff hired by Apple in early 1968 were old associates of the Beatles who came over directly from NEMS. Several had already spent a good part of the preceding year supporting the Beatles’ preliminary efforts to set up Apple. Alistair Taylor, who had been working in various capacities for Epstein and NEMS since 1961, was hired as Apple’s Office Manager. Barbara Bennett, who had been with NEMS since 1964, was hired to be Neil Aspinall’s secretary. “It was a great office to work in,” recalls Bennett. “The Beatles were very much in the office every day at that time. They would come in for board meetings and did all that, they were very involved.”

         Upon securing the office space and personnel needed to support the expansion of the company, Apple next turned its attention to developing a definitive corporate logo. This task was given to Gene Mahon, a genial Irishman who had previously served as art director on the photo shoot 44for the back cover of Sgt. Pepper. Prior to commissioning Mahon to undertake this project, Apple had been using several illustrated apples, as well as a photo of an odd-looking apple that had been provided by American designer Tom Wilkes, on their stationary and in press advertisements.

         That February, whilst the Beatles were in India basking in the winter sun and gentle wisdom of the Maharishi, Neil Aspinall invited Mahon to meet with him at Wigmore Street to initiate work on a logo that would convey the style and fresh attitude of the Beatles’ new company. Aspinall offered little in the way of direction, other than that they were looking for a photograph of an apple to put on the record label. It was Mahon who came up with the inspired idea of having a full apple on one side of the record, and a photo of the same apple sliced in half on the other side. Mahon envisaged that all of the song titles and credits could be printed on the sliced half of the label and that the other side of the record would be the image of a whole apple with no writing on it whatsoever.

         Aspinall liked the concept and asked Mahon to provide Apple with some photos to evaluate. Working with photographer Paul Castell, Mahon shot pictures of several apples on a variety of different backgrounds and submitted them to Apple for their consideration. The photo proofs were reviewed by Aspinall and the four Beatles, and the decision was made to use a photo of a green Granny Smith apple. Once the final image was selected, English illustrator Alan Aldridge was hired to script the copyright information that was required to appear on the labels of records issued in England. Unfortunately, due to trade requirements of the day that stipulated that the contents of a record must be printed on both sides of the record, Mahon’s original idea of having an unadorned full apple on one side of the label had to be abandoned. Apple had nevertheless acquired a visually attractive, very distinctive logo and were now one step closer to being able to release music on an Apple Records label.

         Most of Apple’s corporate activity shifted to Wigmore Street as of early 1968, but to the public, the Apple Publishing office and the Apple Boutique at Baker Street remained the most visible – and accessible – outpost of the burgeoning Apple empire. Apple Publishing was particularly active during this period, and Terry Doran had high hopes for several of the songwriters he had recently signed. Jackie Lomax, a twenty-three-year-old Liverpool native, had started writing songs for Apple in November 1967 (he would sign a five-year publishing deal with Apple Publishing on 1 January 1968). Unlike Grapefruit and Focal Point, Lomax was a hardened music business veteran by the time he made his way to Apple’s Baker Street office. Between 1961 and 1966, Lomax 45had been the singer and bassist of the R&B influenced Merseybeat group the Undertakers, and he knew the Beatles from when both bands played the Liverpool club circuit.

         In 1965, the Undertakers, along with the Pete Best Band (a Liverpool group featuring former Beatles drummer Pete Best), had been lured to the United States by a record producer who desperately wanted to cash in on the British Invasion. Expecting to find fame and fortune in America, the Undertakers instead found themselves stranded in New York City, unable to play shows due to visa problems and living on the floor of a dingy recording studio. After recording only one single, the Undertakers broke up in 1966. Lomax remained in New York City where he supported himself by playing with several semi-pro local groups in clubs in Greenwich Village.

         Lomax’s career was looking fairly hopeless at this juncture. But a chance encounter with Liverpool acquaintance Cilla Black would give his professional fortunes a much-needed boost. Running into Lomax at a party in New York City, Black conveyed to the down on his luck singer that Brian Epstein – who was also in New York City – had been looking for him. Lomax connected with Epstein the following day and was soon under contract to NEMS. Epstein assembled a group around Lomax and christened them the Lomax Alliance. They were signed to CBS Records and recorded a fine album that was, sadly, never released. CBS did issue one of the tracks, “Try As You May,” as a single in May 1967, but it was not a commercial success.

         When Epstein died, Robert Stigwood took over as Lomax’s manager but only agreed to finance a new single if Lomax cut a Bee Gees song as a b-side. “Genuine Imitation Life” (backed with the Bee Gees’ “One Minute Woman”) was issued by CBS in November 1967, but it failed to chart. By this time, Stigwood had left NEMS, and Lomax was astute enough to realize that he had no future with the company. Lomax next decided to contact the Beatles to see if they would be interested in financing a group that he was looking to form with Chris Curtis, the former drummer of the Searchers. According to Lomax, it was John Lennon who talked him out of forming the group, telling Lomax that he would be better off as a solo artist and suggesting that Lomax go to Baker Street and talk to Terry Doran.

         Lomax recalled going to Apple’s Baker Street office almost every day, where he would work on demo tapes of his latest compositions. When a song was finished, he would take the tape downstairs to Terry Doran, who would listen to it, fill out the necessary paperwork, and give Lomax an advance of £20 for each completed song. Given that Apple Records was only in the earliest of planning stages, Lomax had absolutely no idea what Apple Publishing intended to do with all the material that he and 46 the other Apple writers were composing. From what he could discern, Doran and the rest of Apple’s small staff put minimal effort into getting other artists to record any of the material he was writing.

         Contrary to Lomax’s perception that Apple Publishing was doing little to promote the work of their songwriters, Apple Publishing did, in fact, manage to secure a few cover versions of Apple copyrights. Several English acts – including Andy Ellison and Ways And Means – recorded George Alexander songs during the early months of 1968. Ways And Means even almost had a hit with Alexander’s “Breaking Up A Dream,” a song that Grapefruit had only performed for a BBC radio session.

         Grapefruit released their second single, “Elevator,” in April 1968. “Elevator” was arguably a far more commercial single than “Dear Delilah,” yet nothing Apple did – which included having Paul McCartney direct a promotional film shot in Hyde Park on 26 March – could give “Elevator” the lift it needed to become a chart hit.

         Apple had naively assumed that the combined quality of Grapefruit’s records and the promotional clout of the Beatles would propel Grapefruit into the charts. They were dismayed to learn that launching a successful pop group was perhaps not as simple as it seemed. In fact, the English music press quickly soured on Grapefruit. Despite Grapefruit writing their own material and performing on their records, the group were frequently dismissed as mere Beatles clones or, worse still, as a manufactured pop group along the lines of the Monkees.

         Grapefruit’s single was quickly followed by the long-awaited debut of Focal Point, who released their first (and only) record in May. The a-side that Deram Records had selected was the pleasant ballad “Love You Forever,” but it failed to garner much airplay and the single sold only a few hundred copies. The b-side, “Sycamore Sid,” would have made a far superior a-side and it remains to this day one of the great English psychedelic rock records of the sixties.

         Within weeks of its release, it was obvious that “Love You Forever” was not going to chart. Apple was uncharacteristically quick to end their patronage of Focal Point. “Apple simply stopped paying the rent on the house we lived in and the retainer they were providing us with to live off,” recalls Focal Point bassist Dave Slater. “It was Alan Lewis who gave us the news. Terry just made himself invisible at this time. We found ourselves a flat in another part of London and lived off social security until we were on the point of real hunger. It’s at that point we moved back to Liverpool around November 1968. We never went to Apple at Savile Row”

         Undaunted by the difficulties encountered in their efforts to establish Grapefruit and Focal Point as a hit making acts, Apple Publishing continued to aggressively seek out and sign new songwriters during the 47first half of 1968. One of the first songwriters Mike Berry signed to Apple Publishing was Dave Lambert (future member of the Strawbs), who in 1968 was the lead singer and guitarist of a North London mod-psych trio known as Fire.

         Fire were already under contract to Decca Records when they came to Berry’s attention. “In February 1968 I was called to go up to Baker Street for the first time,” recalls Lambert. “Mike Berry had already been out to see us play live, and then they invited us up to the offices. I went to the office, and Neil Aspinall brought some contracts in for me to sign. “Father’s Name Is Dad” and “Treacle Toffee World” had already been recorded. They also gave us these cards that we got when we joined. It was a reconstruction of the Please Please Me cover inside on a staircase and they’re looking over, and it says, ‘Nice to have you with us.’”

         As Lambert notes, “Father’s Name Is Dad” – a superb, hard-driving, freakbeat number – had already been recorded, but Decca seemed reluctant to release the record. But that all changed once Decca learned that Fire had been signed to Apple. The record was issued in March 1968. With the backing of Decca and Apple, it seemed inevitable that the record would be a hit, but that surprisingly failed to happen. “When “Fathers Name Is Dad” came out, I don’t think that Apple coordinated with Decca the way they should have done, really,” muses Lambert. “But there were always people on the phone, and we did a lot of press with the teen magazines like Jackie. Then there was the re-recording, which was most bizarre. I was up in the Apple office one day just before the single was released, and Mike Berry told me that Paul had heard it and really loved the riff. The next thing I heard was a phone call a couple of days after the record was released, telling us that we were back into the studio over the weekend. I’m not sure if it was George or Paul, but one of them had heard it on the radio and decided that it was a good record, but it could be much better.”

         Under pressure from Apple, Decca agreed to stop distribution of the record, brought Fire back into the studio to add more vocals and guitar overdubs to the master tape, and then repressed the single with the new version of “Father’s Name Is Dad.” “It’s unbelievable, when you think about it now, that Decca would agree to this,” says Lambert. “It could have only been their respect to the pressure of Apple. It was played pretty well on the radio, John Peel played it, but it didn’t sell. But with the re-recording and the re-issue of the record and not having the record in the shops, the record was probably let down from that side.”

         Apple devoted considerable resources to the group, promoting Fire to the press and even getting the Fool to design stage clothes for the group, but it was not enough to secure them a hit record.

         Alan Morgan, previously the bass player for the psychedelic pop group 48Felius Andromeda, was another songwriter signed to Apple around this time. “Myself and a guy called Steve Webber were signed to Apple after I left Felius Andromeda,” remembers Morgan. “We were there the same time as Gallagher and Lyle and Grapefruit. We used to go to the office at Baker Street and have to go through the Apple shop which was quite chaotic. I remember that the painting on the outside of the building used to cause a lot of traffic crashes, because it was such an incredible sight. You have to remember that the Beatles were still so big. You would walk in the door and walk past Paul McCartney and John Lennon, which was quite weird, really. We used to go upstairs and lay down demos on a Revox with a guy called Lionel Morton. I don’t know what he did at Apple, whether he wanted to be an A&R man, a producer, or what, but whenever we recorded at Apple, we seemed to end up with him. We were signed by Terry Doran. I remember Terry Doran coming down to this studio where we used to record in London, down the old Kent Road, and liking all this stuff that we played him. He had this big Rover three-litre car, which was painted up all psychedelically like John Lennon’s Rolls. I remember going into the East End of London with him – which was a rough part of London at the time – and he looked liked one of the bloody people from Yellow Submarine with his flared trousers and fur coat. It was quite amazing how people looked at him in this East End pub, people couldn’t make out what was going on.”
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