

[image: image]




[image: image]
Denis O’Regan/Getty Images






[image: image]




[image: image]
James Andanson/Sygma via Getty Images






Dedication

FOR LINDA, HENRY, JIMMY AND DENNY




Contents

Cover

Title Page

Dedication

Introduction

1. A Family Affair

2. “Daddy, Are You Some Sort of Pop Star?”

3. Nashville Cats

4. Ten Hands Clapping

5. Listen to This Balloon

6. The Reunion Didn’t Work Out

7. My Carnival

8. Venus and Mars Are Alright

9. Chasing Waterfall

10. Band on the Road

11. Wings Fly South

12. Recording at the Speed of Sound

13. Le Doigt of Blame

14. Wingsmania

15. Winging His Way Back to the Top

16. Holly Days in Scotland

17. Silver Rain Was Falling Down

18. The Fair Carol

19. My Desire Is Always to Be Here

20. Saddell Up

21. Chocks Away! (Again)

22. Down to Macca’s Farm

23. The Electricians

24. Eggs Over Easy

25. Playing With Himself (Again)

26. In a Cage

Acknowledgments

Bibliography

Notes

About the Authors

Selected Discography

Selected Videography

Concert Tours


Copyright

About the Publisher

[image: image]
Ipol/Globe Photos, Inc.






Introduction

When ‘Now and Then’ was issued as “the last Beatles single” on November 2, 2023, its release was covered in the press, globally, as a major event, as if the band had not broken up 53 years earlier. But then, the Beatles are always in the news, aren’t they? Documentaries like Eight Days a Week and Peter Jackson’s epic Get Back, or the remixes and archival issues of several of their albums, or Cirque du Soleil’s LOVE show—the Fab Four are never far from a spotlight, even though only two of them still walk among us.

One interesting element of the ‘Now and Then’ story, from our perspective, is the degree to which it was a Paul McCartney project. The song was John Lennon’s, composed and recorded on a cassette, as a demo, in 1977 or 1978—during the period covered in this volume—and McCartney, along with George Harrison and Ringo Starr, had tried to make something of it in the mid-1990s, when they transformed two other Lennon demos, ‘Free as a Bird’ and ‘Real Love,’ into updated Beatles tracks. But unlike the others, ‘Now and Then’ was a terrible recording, afflicted with a buzz that could not be eliminated using 1990s technology, so it was shelved.

The way McCartney tells it, the incomplete track had always nagged at him as unfinished business. When Peter Jackson developed a machine-assisted learning (MAL) program, during the making of Get Back, that allowed him to separate the components within mono recordings, McCartney saw a way to save ‘Now and Then’: Lennon’s vocal could be lifted from the track, to replace the recording Paul, George and Ringo tried to expand upon in 1995. George Harrison’s rhythm guitar from those sessions could be preserved, Paul and Ringo could add new parts, and harmony vocals from Beatles tracks could be lifted and repurposed.

That was not Paul’s only use for Jackson’s technology. He had the director make a remixed clip of ‘I’ve Got a Feeling,’ from the Beatles 1969 rooftop concert, with only John’s vocal on the soundtrack, so that Paul could perform a virtual duet of the song with a celluloid Lennon on tour.

All this represents an approach to the Beatles—and an involvement in being a Beatle—that would have been unthinkable to the Paul McCartney we write about in this volume.

When the book begins, Paul’s musical persona was wrapped up in Wings for a number of reasons ranging from a desire to establish the group as its own musical entity, to the psychic pain that the Beatles still represented for him, so he refused to perform songs he wrote that the Beatles recorded. That changed when he included a handful of Beatles tunes on the setlist for Wings’ 1975–76 world tour. But he was still left to fend off the ghost of the Beatles at nearly every interview and press conference, and promoters seemed to mark the change of seasons by proposing increasingly lucrative offers for the Beatles to reunite.

Paul’s responses to journalists’ obsession with a Beatles reunion change over the period covered in this volume, often depending on the state of his disentanglement from Apple and his relationships with the others. But even when he is at his most open to the possibility of doing something—a show or a recording—it is hard to imagine him being the one pushing to complete “the last Beatles single.” That was a luxury he had as an octogenarian who can legitimately claim to have enjoyed one of the most successful careers in pop music history, and was able to embrace—rather than be haunted by—the successes of his youth.

But the Paul McCartney of 1974 through 1980 was very different from the Paul McCartney of 2023. He was proud of his work with the Beatles, but he was in his mid-30s, with artistic ambitions and ideas that had not evaporated when the Beatles broke up. During this period, he was intent on pursuing those ideas, and having them not only embraced by record buyers and audiences but also respected by critics. The critical and popular success of Band on the Run assured him that such unalloyed success was possible for him, as it had been for the Beatles. The music he created in the period at hand pleased the public; critics proved more resistant.

When our first volume was published in 2022, our inboxes and social media feeds came alive with readers’ overwhelmingly positive responses. The book also made ripples in Hollywood. Three months after it was published, Adrian was approached by the director Morgan Neville to work as a consultant on Man on the Run (working title as of July 2024)—a feature-length documentary about Paul’s life beyond the Beatles.

One question readers asked after the publication of Volume 1 is why we did not indulge our own critical opinions of McCartney’s work, and given that Allan has spent 50 years writing criticism, it’s a logical question. As in Volume 1, we have endeavored to tell the story as it unfolded, without foreknowledge of where the events we describe will lead. To that end, we have quoted the critical responses of the time, and though we have tried to include examples of both positive and negative responses to Paul’s work, it was important to us to convey the tenor of the critical reaction in the 1970s. Those are the responses Paul was dealing with and that were influencing listeners. In that regard, our own feeling that, for example, Back to the Egg is woefully underrated is simply not germane.

Besides, our own opinions come through in the sections devoted to musical analysis: we would argue that showing how a particular chord progression, melodic twist or approach to harmony is fresh and innovative is an expression of opinion, just one that’s stealthier than simply declaring likes or dislikes.

Some readers pointed out what they saw as a tension between the biographical narrative and the discussions of the sessions, and indeed, there are those who are fascinated by the session details but not the biography, and vice versa. We consider the two inextricable. When we began this project, we intended to write a sessionography, with short biographical synopses explaining what Paul was up to when he recorded each album. But we quickly discovered that while describing McCartney’s sessions shows how he made the tracks we hear on disc, the inspiration for the songs themselves came from every aspect of his life—everything that happened between the sessions, even seemingly trivial things like reading a newspaper or a novel, or glancing at a spice rack in a rental home.

Going into this project, both of us were steeped in McCartney’s work and familiar with the broad details of his life, yet we were constantly surprised by things we discovered in various archives—his fascination with science fiction, several tantalizing collaborations that failed to bear fruit, film projects that were left unrealized despite multiple attempts to get them off the ground, and the passion he brought to his side career as a music publisher.

We were surprised, too, by elements of Paul’s personality that he normally shields from public view; in fact, one aspect of Paul that might surprise readers is the depth of his insecurities. As distant observers, we tend to take his thumb-up confidence at face value, and we might think, “This guy was one of the Beatles and had a ton of hits—what does he have to be insecure about?” Yet he was constantly second-guessing himself. The case of ‘Mull of Kintyre’ is a perfect example. Looking back, we know that it was a mammoth hit that sold more copies than every Beatles single. But those around Paul, in the months before its release, watched him vacillate between thinking that the song would be the biggest hit ever, and fretting that it was insane to release a Scottish waltz at a time when the charts were ruled by punk and hard rock. Almost invariably, he would go with his instinct, but only after an agonizing battle with self-doubt.

It may be that insecurity is the force that drives Paul’s perfectionism—his need to fill reel after reel with takes before settling on one he can live with—and that his perfectionism is at the heart of his success. It must be uncomfortable and annoying to complete a piece of art and to then be plagued by doubts and fears, not just—or even principally—about what the critics will write, but about whether the completed work matches one’s vision of what it ought to be. But that’s the process, and if Paul didn’t go through it, his work would not be what it is. As his friend and bandmate John Lennon once put it, “Genius is pain.”

This second installment of The McCartney Legacy covers six years, from 1974 through the start of 1980. Thanks to the film Rockshow and the live album Wings Over America, most people are familiar with the huge tour Paul undertook with Wings during this period. But even among Paul’s fans, the new music he created during this time is less known and appreciated than earlier albums, like McCartney, Ram and Band on the Run or later ones, like Tug of War, Flowers in the Dirt, Flaming Pie or Chaos and Creation in the Backyard.

Even fans who know the studio albums Wings recorded during this period—Venus and Mars, Wings at the Speed of Sound, London Town and Back to the Egg—are likely to have overlooked two other notable projects in Paul’s creative life. We begin the book, in fact, with the sessions for a stealth Wings album that relatively few people know: McGear, the album Paul produced for his brother Michael, best known as Mike McGear. The album was not just a production job. Paul wrote or cowrote all but one of the album’s songs, and Wings was Mike’s studio band. Had the album been credited to the McCartney Brothers, it might have been a huge seller.

Similarly, Denny Laine’s album of Buddy Holly covers, Holly Days, is often overlooked. But it was as much Paul’s album as Denny’s: with the exception of a few guitar lines Denny added late in the recording process, Paul played all the instruments and had prepared the backing tracks before Denny sang a note.

We also document a full album’s worth of material Wings recorded for another of Paul’s long-in-the-works projects—the songs he wrote for his prospective Rupert Bear film—during the Back to the Egg sessions, none of which has been released.

Paul’s shelved projects have a way of turning up, eventually. The Thrillington album, recorded in 1971, was discussed at length in Volume 1, but it gathered dust until 1977, so its release is covered in the present book. The Bruce McMouse Show, produced in the wake of Wings’ 1972 tour and discussed in Volume 1, was still in limbo during the period we cover in Volume 2, but was released in an archival box in 2018. The music for One Hand Clapping, a live-in-the-studio project recorded in 1974 and discussed herein, was released in 2024.

As was the case with Volume 1, McCartney did not make himself available as an interviewee for this volume. Allan had interviewed him several times for the New York Times, and used comments from those interviews where they were suitable, but for the most part our discussions focused on material relevant to later years. Paul has no problem speaking with journalists; newspaper and magazine interviews are part of the process of promoting whatever his current project is. But he regards biographies differently and prefers not to participate in them, having been burned in a couple of cases where he made himself available.

Being “burned” is, of course, subjective. “You’re like the photographer showing photos to a guy and saying it looks great,” Paul once told Allan, “and he says, ‘Yeah, but my nose is too big.’ To me, it’s different than you looking at it.”

We did not find this particularly problematic. Our print, audio and video archives include thousands of interviews with Paul from over the years, and our paper and digital archives of unseen documents, correspondence, session paperwork, and interviews is equally vast. Many previously unpublished comments from unedited interviews with Paul and Linda are presented here for the first time.

Often, details within Paul’s own observations about his work have changed over time, and while this is sometimes because he later decided to reveal new information about a song or a recording, it also turns out that being a former Beatle does not shield one from the memory issues to which the rest of us are subject. A case in point is the song ‘Let ’Em In.’ At the time he wrote it, he told interviewers that he had written it for Ringo, who was at work on his Rotogravure album and wanted songs from each of the former Beatles. (He eventually gave Ringo a different song, ‘Pure Gold,’ and kept ‘Let ’Em In’ for Wings.) But in 2014, when he was interviewed for the archival edition of Wings at the Speed of Sound, he insisted that ‘Let ’Em In’ was never intended for Ringo (and cautioned the interviewer against believing what he read on the internet).

We have made it our practice, therefore, to regard interviews published close to the time of an event as likely to be the most accurate. That approach is not foolproof: sometimes interviews conducted close to an event are subject to particular agendas that can mean obscuring or obfuscating some aspects of a story and stressing others. We have therefore weighed contemporary and subsequent interviews against other evidence to determine where the truth most likely lies. But generally speaking, we have found that Paul’s comments about his work near the time of creation have been straightforward and accurate, so for the most part, those are what we have quoted.

We have also spoken with a great many people who have worked with Paul, many of whom have not been interviewed frequently (or at all, in many cases), and the information they have imparted has been invaluable in filling out the picture. These include filmmakers like David Litchfield, Barry Chattington and Michael Lindsay-Hogg (who has spoken about his work with the Beatles, but rarely about the promotional films he directed for McCartney) and architectural designers like Steven Thomas, as well as musicians, recording engineers, photographers, tour managers, and painters.

Of the other members of Wings, we benefited from the memories and generosity of Geoff Britton, Joe English, Laurence Juber and Steve Holley. Denny Laine chose not to speak, possibly because his comments to a biographer in 1984 incurred Paul’s displeasure, but his views are plentifully represented thanks to published (and unpublished) interviews.

Some readers may wonder about the ending of this volume. We tussled between two possible end points. During an interview for the Things We Said Today podcast, Allan mentioned our dilemma to Peter Jackson—a fan of Volume 1, it turned out—who gave us his two cents (and ultimately concurred with Adrian on where the narrative should end). And with that, the debate was over.

Let’s face it—who among us is going to gainsay the plot advice of an Academy Award–winning director?




1

A Family Affair

Looking back on it, we did used to say, it’s like a divorce,” Paul McCartney reflected on the Beatles’ breakup, now a marathon heading into its fifth year. “It really was like that, but four fellas trying to divorce instead of a man and a woman. And then you get four sets of lawyers instead of just two. All of that kind of stuff was not making life easy at all.”1

At the moment, the lawyers were not the problem.

As Paul, Linda and their three daughters—Heather (11), Mary (4), and Stella (2)—were enjoying some downtime at High Park in Campbeltown between recording sessions in Stockport, the attorneys representing each of the former Beatles convened in New York on Monday, February 11, 1974—the tenth anniversary of the Beatles’ American debut concert in Washington, D.C.—to hammer out an agreement dissolving the Beatles’ partnership.

This had been Paul’s goal since early 1970, shortly after John Lennon announced to his bandmates that he was leaving the group. It was John, in fact, who first used the word divorce, likening his split from the Beatles—and the liberation he felt in declaring it—to his divorce from his first wife, Cynthia.

McCartney had not wanted to divorce the Beatles. He wanted to divorce Allen Klein, the brash New York manager whom John brought in to manage the Beatles and their company, Apple, which was losing money alarmingly by early 1969. Lennon’s enthusiasm for Klein won over George Harrison and Ringo Starr, but Paul resisted, arguing that Klein’s reputation in the music world was unsavory. The Rolling Stones, who had brought Klein to Lennon’s attention, subsequently warned the Beatles that he was bad news: Klein had negotiated the Stones an improved contract with Decca Records while quietly buying their master tapes and publishing (through 1971) behind their backs. Paul feared that he could walk off with everything the Beatles had built, as well.

Nevertheless, when Paul refused to sign Klein’s management agreement, the others overruled him, breaking the Beatles’ longstanding rule that all major decisions be unanimous.

The idea of Klein being considered his manager, not to mention his taking a cut of the royalties on the Beatles catalog and his own albums, was galling to Paul, but the only way to get Klein out of his life was to extricate himself from Apple, and the only way to do that was to dissolve the partnership agreement that the Beatles signed in 1967. Unable to persuade the others to let him out of that agreement, Paul reluctantly followed the advice of his lawyers, Lee and John Eastman (who were also his in-laws, Linda’s father and brother), and took them to court to force the dissolution of the partnership.

He took a publicity hit when he sued the other Beatles and Apple, but he prevailed. Yet, four years later, the battle still was not over. Because the Beatles did business as Apple, not as John, Paul, George and Ringo, their recording contract was between EMI Records and Apple, and according to that contract, all royalties for Beatles and solo recordings were paid to Apple. A receiver had been appointed to sort out Apple’s byzantine finances, so that the money could be split. But finally splitting the company—and distributing those royalties—required a dissolution agreement signed by all four former Beatles.

The holdout was John, who had dangled the prospect of signing such an agreement before Paul several times since 1971 but always reneged. This was a significant inconvenience to Paul. In the summer of 1971, he had formed a new band, Wings, and he was paying his bandmates a weekly salary, underwriting touring and recording expenses, and running management offices (McCartney Productions Ltd., or MPL) in both London and New York to oversee it all. Yet his royalties for the last few Beatles releases, as well as his five post-Beatles albums (two solo, three with Wings), were frozen in Apple’s bank accounts.

Now, at long last, the four sets of lawyers were meeting, and the end was in sight.

Much had changed over the past year. For one thing, Klein was no longer in the picture. When his contract expired in March 1973, the other Beatles opted not to renew it. “Let’s say that possibly Paul’s suspicions were right,”2 John commented at the time.

More importantly, the personal relationships between the former Fabs were stronger than they had been since 1969. “Yeah, I miss Paul a lot,” John told NME in mid-January 1974. “Course I’d like to see him again. He’s an old friend, isn’t he?”3 Elsewhere in the same issue, John was quoted saying, “I think anything is possible now, and if it happens, I’m sure we’ll all do something wonderful.”4

All four were pursuing solo careers with notable success, if not quite at the level of (near) infallibility that they had enjoyed as the Beatles. Talk of potential collaborations, once angrily swatted away, were now offered as possibilities, however vague. In the February 16, 1974, edition of Melody Maker, Chris Charlesworth reported from New York that a joint statement from the former Beatles would be released in the near future, a tip that Charlesworth interpreted to mean the announcement of a new Beatles album.

Lee Eastman’s first reports from New York were encouraging. The talks were productive, and the attorneys would press on, hoping to have an agreement by the end of the week. But there were complications. Klein was suing Apple for what he claimed were unpaid fees, and Paul’s position was that since he had warned the others against signing with Klein, he should not be liable in the event that Klein prevailed. He therefore insisted that the other three indemnify him against that possibility.

Another issue was that the Beatles’ individual homes were purchased through Apple and were technically among the company’s assets—something that had to be considered when splitting those assets among the four musicians.

Yet another sticking point was that John had been charging his New York living expenses and the cost of his film projects with Yoko Ono to Apple, and by the end of 1973, those expenses totaled about $2 million (£860,000), money that Paul, George and Ringo wanted reimbursed to the company. And there was the not inconsiderable matter of how to deal with recording expenses that the individual Beatles, as well as Yoko, had charged to Apple.5

When Lee Eastman telephoned again on Friday, February 15, Paul was expecting to hear that after five days of negotiation, they had a contract that satisfied everyone, and that his freedom was at hand.

Instead, Eastman delivered the stunning news that with negotiations at an advanced stage, Lennon’s attorney piped up with a last-minute demand from his client: Lennon would not sign unless he was guaranteed an extra £1 million ($2.3 million). It was a demand too outrageous to discuss, and the negotiations ended abruptly.

“I asked him why he’d actually wanted that million,” Paul recalled, “and he said, ‘I just wanted cards to play with.’ It’s absolutely standard business practice. He wanted a couple of jacks to up your pair of nines.”6

In calmer moments, Paul recognized that the negotiations were a complex dance, and that all four former Beatles had priorities that were no longer in sync. Financially, there was a lot at stake for Paul, too. While the critics were often divided over his post-Beatles output, McCartney’s record sales were healthy. In America alone he had sold over four million LPs, the royalties for which were currently sitting in Apple’s bank accounts.

“I mean, there were many stumbling blocks. And just to keep the record straight, it wasn’t always [John]. I mean, obviously they accused my side of doing plenty of stumbling too.”7

But John’s demand was more than legal poker play. In purely practical terms, Lennon forced the delay to be sure that neither he nor his lawyers had overlooked any details—whether, for example, the tax ramifications of the settlement would be more severe for him, as a British subject resident in the United States, than for the others.

On a purely emotional level, Lennon was also conflicted about the finality the dissolution agreement represented. Granted, he had occasioned the split and he had demonstrably moved on, musically and personally; but he was also the band’s founder, and despite his public assertion that “it’s only a rock group that split up, it’s nothing important,”8 he saw the Beatles as his own creation.

“Everybody changes,” said May Pang, Lennon’s companion at the time. “With John, things changed on a daily basis. Even though they had to break up to get to the next level in their musical careers, at the same time, he started this band that changed the world. It wasn’t just a band that said, ‘Oh, we made six albums.’ It changed pop culture. It changed how we live and how we dress. And he knew that.”9

To the other lawyers, Lennon’s demand was little more than a stunt, something to be expected from the most mercurial of the Beatles. So in conveying the news to Paul, Eastman also offered his belief that Lennon’s demand was just a hiccup in the proceedings and would soon be sorted.

But Paul was livid. Seemingly unconcerned about leaving Linda and the girls stranded at High Park without a car in the dead of winter, he stormed out of the farmhouse, hopped into “Helen Wheels,” his Land Rover, and took the coastal road out of Scotland and toward Gayton, the Merseyside village where he had bought his father a house, called Rembrandt.

Linda contemplated the prospect of staying in Scotland and leaving space for Paul to cool off. But after a few hours, she decided to head for Rembrandt and ordered two cabs to accommodate a traveling party that included Linda and the girls, plus four dogs, each larger than the two youngest girls. Reggie McManus, the owner of the Campbeltown cab company, was taken aback when Linda requested two cars for the nearly 360-mile trip to Gayton but agreed, provided that Linda didn’t mind making it an overnight journey.

McManus and another driver, Bob Gibson, collected Linda, the girls and their small menagerie at High Park at 12:20 A.M., and delivered them to Rembrandt on Saturday morning at around 10. The marathon journey racked up a fare of £70 ($170), which Linda paid from a roll of banknotes. To Linda’s surprise, when she arrived in Gayton, Paul was having a cheerful breakfast with his father, his rage diffused by the head-clearing drive south.

Linda was used to Paul’s temper, a characteristic that he had always carefully shielded from public view, projecting instead an enthusiastic Cute Beatle veneer. She and Paul quickly put his fit of pique behind them, and the next day, when Paul sat for a lengthy interview with the New York Daily News’s Sunday magazine section—a chat that began in early afternoon and continued that evening after a break for some horse riding—his paeans to marriage and family were laid on thick.

“Linda and I know that marriage is old-fashioned,” Paul told his interviewer, Karin von Faber, “and we know the contract is just a piece of paper. It’s up to the people what they make out of that piece of paper. I had my wild life. I really had a wild time, especially when we toured America in 1964. But I told Linda everything about that and all the rest. I have no secrets from Linda. I had my time, in my time. But I am much happier now. This new life means more to me.

“No matter how much money Linda and I may have, it means nothing to us without this kind of happiness. It’s a great pleasure—and a tough job—to raise children. With female children, you want to try to teach them early to understand men as much as possible. Men and women are so totally different they spend a good part of their life trying to get closer to each other. Of course, they rarely get close enough. That’s the problem. They should start early. I don’t mean sex. I mean understanding, communicating, like the beautiful thing I have with this blond lady.”

But Paul’s anger about the inconclusive legal negotiations was not far from the surface, and he wanted to be sure his side was heard, and in perspective.

“All of us realized that this great thing we’d been part of was no longer to be,” Paul told von Faber. “I think we’ve all accepted it as a fact since that day in the Apple office in London when John told us—‘I’m leaving the group, I want a divorce.’

“Linda and I aren’t rich people because so much of our money has gone into Apple. That’s a disaster. Our former manager, Allen Klein, did some pretty strange things with the millions we made. Linda’s dad is our attorney, and we’ve sued Apple, and we may get rid of the whole mess and get a settlement in the next few weeks. I sure hope I can clear it up. You know, the other Beatles didn’t believe me when I said Klein wasn’t the right man to handle our affairs. I took a lot of abuse from John, George and Ringo for my position. But it turned out I was right in the first place.”10

* * *

Prior to Lennon’s demand scuppering a possible divorce settlement in New York, the McCartneys could not have hoped for a more promising start to 1974. Wings’ latest album, Band on the Run, in the stores since late November, was treated with a measure of nearly universal critical admiration and respect that McCartney had not experienced upon the release of his earlier albums. Record buyers loved it too: a week after its release, the Recording Industry Association of America (RIAA) certified the album Gold.

That was nearly enough to banish from Paul’s mind the fraught circumstances under which the album was recorded.

Two weeks before the band was due to fly to Lagos, Nigeria, for the recording sessions—Paul was keen on abandoning London studios for an exotic locale—Henry McCullough, Wings’ lead guitarist, resigned during a rehearsal in Scotland over Paul’s refusal to let him construct his own guitar solo rather than play the solo Paul dictated. It was an explosion long in the making: Henry chafed against Paul’s insistence that he play the parts Paul imagined, rather than those he crafted himself, nearly from the start.

Upon Henry’s departure, Denny Seiwell, Wings’ drummer—whom Paul met during the New York sessions for Ram and invited to help form the band—argued that the Lagos trip should be postponed until Paul was able to find and break in a new guitarist. But Paul wanted to forge ahead, and Seiwell, who had other (mostly financial) frustrations with Wings, quit the band by phone as a taxi waiting to take him to the airport idled outside his London flat. Paul went ahead anyway, recording the album with Linda and Denny Laine.

Driving McCartney, in his relentless push to finish Band on the Run—and to endow it with plenty of up-to-date stardust—was an undercurrent of “I’ll show you,” always an important motivation for him, but especially now, when he wanted to prove to McCullough and Seiwell that he could make a great Wings album without them.

He would need to replace those players if Wings were to continue as a band, of course, and McCartney gave no indication that the group was finished. But he was taking his time: six months had elapsed since McCullough and Seiwell quit, and they had not been replaced. It was almost as though he could not face starting again.

“It was a bit difficult for me to suddenly develop another band,” Paul confessed. “Let’s face it, the Beatles played Hamburg for a year solid, eight hours a day, before we ever were anything. Then we came back to Liverpool and still played for years in small places; so it took a long time. The idea was: we can’t take quite as long with this band. . . . We did our university tour and a European tour, which had a bit of press, but we thought, ‘We’ll just have to swallow our pride and go right ahead.’ You get any five people and it’s pretty hard to get a band out of it, unless you’ve been going for about a year or so. It takes that long for five people to understand each other.”11

Jimmy McCulloch, a 20-year-old guitarist who had played with Thunderclap Newman, Stone the Crows, and Blue, and whose path had already crossed McCartney’s a couple of times, had the inside track on the lead guitar slot. In November, Paul had invited McCulloch to join them on a trip to Paris to record a couple of Linda’s songs, and he made a strong impression. The drummer for those sessions, Davy Lutton, dropped out of the running quickly, joining Marc Bolan’s T. Rex instead.

Now, as Big Ben rang in the start of 1974, Paul had the perfect side project to audition new musicians. He had promised his brother Michael*—officially Mike McGear, having changed his name when he began performing to distance himself from Paul’s name and fame—that he would help him record a new LP. Paul would produce and would enlist the Eastmans to find his brother a new recording contract.

Mike was not a neophyte. In 1962, he formed the Scaffold, a Liverpool band that performed an unusual hybrid of rock, comedy and poetry. The Scaffold had enjoyed a few novelty hits, most notably ‘Thank U Very Much’ and ‘Lily the Pink.’ Although Mike played drums as a teenager, a broken arm at age 16 forced him to give them up. For a while, he abandoned any hope of becoming a musician and took jobs as a Bible salesman and as a hairdresser. But the Scaffold gave him a shot at show business. Mike was the group’s singer; the other members were the poet Roger McGough and a comedian, John Gorman.

Mike had released a couple of albums outside the Scaffold. He teamed up with Roger McGough for McGough & McGear, released by Parlophone in 1968, and featuring guest appearances by his brother, as well as Jimi Hendrix, Mitch Mitchell (the drummer in the Jimi Hendrix Experience) and the Yardbirds’ Paul Samwell-Smith. His first purely solo effort, Woman, issued by Island Records in 1972, won enthusiastic reviews but failed to chart, leaving Island disinclined to underwrite a follow-up.

The Scaffold, meanwhile, had morphed into Grimms, an ensemble that included the three Scaffold members, as well as Andy Roberts, a guitarist who often backed the trio, and two members of the Bonzo Dog Doo-Dah Band, Neil Innes and Viv Stanshall. The new band’s name was derived from the surnames of its original members; when other performers, including the poet Brian Patten, joined the troupe, the name remained unchanged.

After two years, personal differences were starting to surface in Grimms, and on October 24, 1973, Mike quit the collective, storming off the group’s tour bus on the outskirts of Northampton, midway through a tour of Britain.

“[The tour] didn’t seem to be going the way we wanted, and we weren’t really making any money,” Mike complained. “Then one night we were travelling back from one of our shows in our coach when one of the poets [Patten] in the show hit me over the head. It really hurt at the time, and I said to myself, ‘That’s it. What am I doing travelling around England earning no money and suddenly being hit over the head for no reason at all?”12

By then, Mike had an ace up his sleeve. A few months before Wings left for Nigeria to record Band on the Run, Paul and Mike recorded a couple of tracks together. ‘Leave It,’ written by Paul, was tracked at EMI Studios during the sessions for Paul’s ‘Zoo Gang’ theme, on April 26, 1973. A second song, ‘Sweet Baby,’ was written jointly by Paul and Mike and partly recorded at Mike’s house in Heswall. They finished the recording in London, at Island Studios that June.

Paul—or as Mike habitually called him, “Our Kid,” a homey Liverpool expression—sent the two songs to the Eastmans, who were encouraging.

“Linda’s dad, Lee Eastman, and his son John, loved it,” Mike recalled, “and they said, ‘Why don’t you do an album?’ So Our Kid said, ‘Have you got enough for an album?’ I said, ‘We’ve got lots of songs that I have been working on, we’ll finish them.’ And so that’s what we did.”13

By July 1973, Paul and Mike were sketching out a plan for the album, to be recorded the next time Paul was between projects. Paul would not only produce, but would also underwrite the sessions, making them an MPL endeavor.

With Paul picking up the studio tab, certain economies were necessary.

“Our Kid said, ‘Right. Now we’re not going to go to Abbey Road, it’s too expensive. And too popular, too.’”14

Mike suggested using Strawberry Recording Studios in Stockport, a town just south of Manchester. He had worked there in 1971 with the Scaffold, recording ‘Decimal 5,’ a song for the soundtrack of a government film about decimalization, and he had recorded his Woman album there in 1971 and early 1972.

At the end of July 1973, Paul drove to Stockport to have a look at Strawberry, a roomy, well-equipped 16-track studio. At £25 ($55) an hour, roughly half the cost of comparable facilities at EMI, the price was right.

There were several agendas at play beyond Mike’s need for a career reboot. The Beatles’ contract with EMI and Capitol Records, which governed both group and solo recordings, ran through 1976, after which Paul would be a free agent. So the Eastmans knew that when they came calling at record labels with a Mike McGear album produced by Paul, executives would want to feel them out about Paul. Indeed, one label, Warner Bros. Records, was already sniffing around and had spent money on sessions for Denny Laine’s Ahh . . . Laine! album as a way of inching closer to Paul.

Mike’s sessions would also do double duty as an audition for Wings players. Since Mike had no band of his own, Paul, Linda and Denny Laine would be his session players and backup singers. Jimmy McCulloch, having impressed Paul during the Paris sessions, was invited along as the lead guitarist. After discussing potential drummers—Mike remembered Led Zeppelin’s John Bonham being mentioned*—Paul asked his brother to invite Gerry Conway,* who played drums on Woman. If Conway worked out, Wings’ personnel problems might be settled. In any case, Mike’s album would be a stealth Wings disc, with Mike as the lead vocalist instead of Paul.

* * *

Just before Christmas, Mike put in a call to Strawberry Studios to arrange for session time starting on January 3, 1974. For Peter Tattersall, the studio’s principal engineer and one of its founders, the rental was not purely a business arrangement. Tattersall was a Liverpool lad who not only played in local bands during the Beatles’ early years but also worked briefly at a furniture store owned by Harry Epstein, whose son, Brian, was just starting to manage the Beatles. Tattersall ended up working with Brian as road manager for Billy J. Kramer and the Dakotas, a job that sometimes meant touring with the Beatles, Cilla Black and other Epstein artists.

Tattersall moved into the recording world in 1967, when he bought Inter-City Studios, a tiny room—roughly 20 feet square—above a record shop in Stockport for about £500 ($1,400). Tattersall’s first clients were advertising firms, but soon Herman’s Hermits, the Mindbenders and other groups began using Inter-City as a demo studio.

By the end of 1967, Eric Stewart, the Mindbenders’ guitarist, invested £800 in the studio, becoming a partner and helping Tattersall upgrade the recording equipment. They changed the studio’s unmemorable name to Strawberry Studios, after ‘Strawberry Fields Forever,’ Stewart’s favorite Beatles tune at the time, and they moved to larger quarters at 3 Waterloo Road, in Stockport. The new studio was a 44-by-32-foot space with a 10-foot-high ceiling—room enough for an ensemble of 35 musicians.

Tattersall and Stewart soon took on more partners, including Graham Gouldman, who joined with a £2,000 stake. Gouldman, the Mindbenders’ former bassist, was also a successful composer, with songs recorded by the Yardbirds (‘For Your Love,’ ‘Evil Hearted You’ and ‘Heart Full of Soul’), the Hollies (‘Look Through Any Window’ and ‘Bus Stop’) and Herman’s Hermits (‘No Milk Today,’ ‘Listen People,’ and ‘East West’). Now he was writing songs for Kasenetz-Katz, a New York company that produced bubblegum hits, and he soon persuaded the firm to use Strawberry as the center of its British operation, with Stewart, Gouldman, Kevin Godley and Lol Creme as session players. The quartet, in turn, used their fees to further upgrade Strawberry.

In 1972, Stewart, Gouldman, Godley and Creme decided to make a go of it as a band and began recording under the name 10cc, starting with a single, ‘Donna,’ that climbed to No. 2 on the British charts. Strawberry Studios became 10cc’s headquarters and laboratory, the place where the band made all its recordings.

By the time Paul visited Strawberry, in July 1973, it was the one of the best-equipped studios outside London, with a custom-built Helios 16-track mixing desk and tape deck, as well as a Studer stereo deck, Neumann and AKG microphones and EMT stereo echo plates, a Minimoog synthesizer, a Mellotron and a Bechstein grand piano. Paul was impressed: on July 25, he sent a postcard to the studio, addressed to “Eric, Pete, & Mob.” The message was a drawing of three strawberries under which Paul had written “Nice one, Lads. Keep Rockin! Love From P+L Maccarooney.”15

The studio was not quite available when Mike called: 10cc were at work on their second album, Sheet Music, and as Tattersall searched the studio calendar for the next free dates, Mike subtly reminded him of the connection.

“He said, ‘Me brother wants to come as well—he’s trying this new band out.’ And it never bloody clicked who his brother was,” remembered Tattersall. “I said, ‘Ah, who’s that?’ ‘Paul.’ Oh, shit! All right, fine!”16

A schedule was worked out that would keep the studio humming full time: 10cc would work during the day, wrapping up around 4 P.M., when Paul, Mike and company would arrive to work through the night, usually until about 3 A.M. This schedule was not entirely consistent, and it is possible that on some occasions the McCartneys and 10cc switched their studio hours.*

For Paul, who was still nursing a post–Wings Mark I hangover, collaborating with his little brother was a rousing prospect. This would be a Mike McGear album, not overtly a product of the Paul McCartney music factory; just as the Beatles had backed Tony Sheridan on record in 1961, Paul would simply be one of the gang, bass man rather than front man. For the first time in four years, the pressure was off. With that in mind, Paul solidified his plan to engage the services of a co-producer for the sessions.

In early January 1974, Paul telephoned Tony Visconti. Paul had known Visconti slightly from the Apple days, when the Brooklyn-born producer oversaw tracks for Badfinger. He was also married to Mary Hopkin, whose first Apple album, Postcard, Paul had produced, and Paul admired his production work for David Bowie and T. Rex. Those recordings made Visconti one of London’s hottest producers, and in October 1973, during the final sessions for Band on the Run, Paul hired him to write arrangements for several songs and to conduct his arrangements at the overdubbing session, all on three days’ notice. During that session, Paul invited Visconti to take a not-yet-defined role in the album Paul would be making with his brother in the new year.

Visconti, though, had a change of heart in the couple of months since the orchestral session. He had been put off by Paul’s giving him so little time to create his scores, but chalked it up to Paul’s being accustomed to the speed with which George Martin produced arrangements for the Beatles. But when Band on the Run was released, he was shocked to find that while his name was listed among the general acknowledgments, his role as arranger and conductor went unmentioned.

“When I looked at the credits for the Wings album,” Visconti complained to Record Mirror, “I found it at the bottom of the sleeve, where it says ‘Thanks to . . .’ along with the roadies and the teaboy, etc. That’s not exactly what I’d call fair credit.”

Now McCartney added another last-minute invitation to Visconti’s grievance list: as Visconti remembered it, Paul telephoned on January 2 to ask him to co-produce Mike’s album, with the sessions starting the following day.

“I would never work with Paul McCartney again,” he told Record Mirror. “He treated me the worst. . . . He phoned me the day before he wanted to begin [Mike’s sessions] and said we were leaving the next day, expecting me to drop everything and go. When I explained that I just couldn’t do that, he said not to worry and that he’d phone back, but never did.”17

* * *

On January 3, Paul, Linda and the girls traded London for the Wirral, taking up residence with Jim and Paul’s stepmother, Angie, at Rembrandt. The site of many a family get-together over the years, Jim’s five-bedroom house was spacious enough to accommodate Paul’s family and their dogs, Martha and Lucky. But living under the same roof for several months was an altogether different experience.

Jim and Angie lived a clockwork life—breakfast (two slices of toast and a cup of tea) at 8 A.M., lunch (Campbell’s cream of chicken soup or Baxter’s lentil soup) at 12 P.M., a cup of tea at 2 P.M., afternoon tea at 4:30 P.M., dinner at 6.30 P.M. and supper (tea and biscuits or a boiled onion) at 9 P.M. Suddenly, their spartan routine was turned on its head.

Unaccustomed to having full-time houseguests, Angie did not think to remove her diary from the kitchen drawer where she kept it and was put out when she discovered Linda casually leafing through it over breakfast one morning. And the fact that Paul funded his father’s retirement by way of a monthly allowance was not lost on hosts or visitors.

“The kids [Heather, Mary and Stella] used the room that used to be Mike’s bedroom, and by that time I’d refurnished it with white furniture, and a light carpet and everything,” Angie recalled. “And I went in the bedroom one day and the three kids were playing with coloring pencils and crayons and drawing on the white furniture. And I said, ‘Hey, girls, come on, you mustn’t do this’—being mindful, as usual, not to be too stern with them because it wasn’t my position. And I said, ‘I’ll get you some coloring books, I’ll get you some paper to write on.’ And Linda came in the door and said, ‘Oh Ange, just let ’em be, I’ll buy you more furniture if that’s what you want. Don’t inhibit them . . . just leave ’em be.’”18

But tensions aside, Angie’s daughter Ruth, 13 at the time of Paul’s extended visit, remembers that spending time with the McCartney girls also had its sweet moments.

“We were all in Woolworths [department store] on the high street one afternoon,” said Ruth, “and Stella saw the chocolate counter. And she couldn’t say chocolate and called it ‘fokit.’ And this two-year-old kid is yelling, ‘Fokit! Fokit!’ And everybody’s looking at her. She was trying to say chocolate, but everybody’s thinking Paul McCartney’s kid is running up and down Woolworths shouting ‘Fuck it!’”19

During Mike’s sessions, the girls were left in Angie’s and Ruth’s care. Since Mike lived near Gayton, he would commute to Stockport, some 90 minutes away, with Paul and Linda. The rest of the band stayed at the Belfry Hotel in Handforth, another Manchester suburb.



Recording Sessions

Thursday, January 3–Thursday, January 10, 1974.

Strawberry Studios, 3 Waterloo Road, Stockport.

Recording and Overdubbing: ‘Sea Breezes,’ ‘What Do We Really Know?’ ‘Norton,’ and ‘Have You Got Problems.’*



With the sessions scheduled and the musicians lined up, there remained the question of what Mike would record. He had not made much progress on that stack of unfinished songs he told Paul he would finish. In fact, in some ways, Mike found the prospect of working with his brother a little terrifying.



“I was, like, shitting myself,” he admitted, “because I’ve never really worked with Our Kid before, not serious; and to [make an album] with someone like Our Kid, who’s been in the business for so many years and is such a good muso and singer, is a bit strange, even for a brother.”20

One idea that Paul floated was making an album of covers. During the October sessions at AIR for Band on the Run, Paul had run into Bryan Ferry, the singer for Roxy Music, who was just about to release his own covers album, These Foolish Things, which included one of Paul’s Beatles-era songs, ‘You Won’t See Me.’ Two weeks earlier, David Bowie had released a covers LP, Pin Ups. So although the general expectation was that rock albums would comprise new, original material, albums of covers were suddenly in vogue.

With no new originals ready to go, Mike and Paul discussed various Buddy Holly and Fats Domino favorites. Paul’s suggestions included ‘Liverpool Lou,’ a 1964 hit for its composer, Dominic Behan, as well as a tune from far into left field—‘Sea Breezes,’ a song Bryan Ferry wrote for Roxy Music’s eponymous 1972 debut album. Mike resisted ‘Liverpool Lou,’ but he was intrigued by the Ferry tune.

“My brother chose that,” Mike recalled. “I don’t know why he chose it—it’s not my type of song at all. But he could see it. He was convinced that it would be a good song, and it’s always good to have another influence. I always loved Roxy Music anyway.”21

Paul may have considered the gently melodic opening and closing sections of Ferry’s song something Mike could easily master; its contours had elements in common with the title track of Mike’s Woman album. And perhaps the contrast between Ferry’s wiry falsetto and the driven, full-voice, rockier middle section reminded Paul of some of the Scaffold’s style-mashing tracks, like ‘Jelly Covered Cloud.’

In any case, he must have had the song in mind well before the sessions began: Peter Tattersall remembered him bringing the Roxy Music LP into the studio, cueing up ‘Sea Breezes’ and announcing that this was the song they were about to record.

“I liked the tune off [Roxy Music’s] first LP which I’ve got, and I like Bryan Ferry—and being the producer of the LP I was just looking for stuff for Michael to do,” Paul explained. “I just thought it was a catchy tune. . . . Bryan has good tracks, and it suits Mike . . . it suits him ducky.”22

The arrangement Paul created was miles from Ferry’s. Mike sings the outer verses in a light but full voice, and instead of the eerie backdrop Roxy Music provided for Ferry, Paul accompanied Mike on the piano, with solid guitar, bass and drum support on the repeated phrases at the end of each verse, and organ accompanying Paul’s piano rendering of the melody in the instrumental break.

Mike was struck by the deftness with which Paul transformed the song into something closer to his own style, while also leaving room for Mike’s own interpretive ideas.

“Our Kid merely picked the bones out of it,” Mike said. “But then, the magic happened . . . ‘Don’t like that; like that; that’s no good; let’s try something better suited.’ I’m not a musician and the problem I’ve always had is that the people you work with say, ‘It’s nice, but you can’t do that because of the chord progression.’ But with Our Kid, who had an ear for that, you’d hum what you wanted, and he’d work it out. He’s always had a big head for music.”23

By the end of the first day of the sessions, the track was virtually complete, although Paul thought it might benefit from light orchestration—a decision he would make toward the end of the project, depending how the rest of the album shaped up.

The speed with which Paul and Wings worked gave Mike the confidence to tell Paul that much as he enjoyed the Ferry tune, he would rather record originals. Together, they came up with a modus operandi: the drive from Gayton to Stockport was 90 minutes, meaning that Paul, Mike and Linda would be on the road for three hours every day. If they used the time to write—either completing unfinished songs they each had or starting anew—they could produce an album of material in no time. The plan was to write a song a day.

Before starting this exercise in carpool composition, though, Paul had a riffy idea he had been toying with. In truth, ‘What Do We Really Know?’ proved more a test for the band than a showcase for Mike, who had to make do with a constricted, talky vocal line, built mostly around repetitions of, and variations on, the title and a set of rhyming rejoinders (“We know that birdies fly / We know that babies cry / We know that we’ll get by”).

The track begins, though, with a burst of backward guitar that would have seemed at home on the Beatles’ Revolver, leading into a steady drum figure that develops into a tight groove for Gerry on drums and Paul on bass, with Jimmy providing tense bursts of tightly focused guitar punctuation between verses. The vocal line, with its brisk tempo and the compressed hint of a melody, sails over the far more interesting band work, which includes brief drum, bass and guitar solos. When the vocal returns, it is supported with backing harmonies by Paul, Linda and Denny, whose vocal blend was by now an instantly recognizable element of the Wings sound.

A change of texture—the steady drumbeat vanishes, a piano underpins the start of each bar—gives Mike an opportunity to emulate an R&B singer before Conway’s steady drumbeat returns, along with the backing vocals and Mike’s chanted repetitions of the title, to bring the main part of the song to an end, Strawberry’s plate echo repeating the final chords in the fade-out. As a coda, Paul took a minute of a guitar-heavy, between-takes jamming and attached it to the song after a five-second pause and a few seconds of delicate Minimoog sounds, played by Linda.

If the track provided scant illumination of Mike’s abilities, it proved a fascinating look at Paul’s chameleon-like approach to style and not incidentally, the strengths of this potential Wings lineup.

Other elements in McCulloch’s arsenal showed themselves in ‘Norton,’ a track credited to Paul and Mike, but in which Mike’s fingerprints are more clearly discernible. It is, for starters, spoken rather than sung, and pitched as a satire on the androgyny at the heart of the Glam movement personified by David Bowie, Marc Bolan and the New York Dolls—more in Scaffold’s bailiwick than Paul’s. A short sketch, depicting the effeminate title character in the army—enacted by Paul, Mike and Denny—is interposed before the final verse.

Paul’s contribution was the musical backdrop against which Mike, approximating a posh London accent, intoned his lines. Central to this fabric was a steady beat provided by Gerry Conway, modeled on the drum accompaniment to Napoleon XIV’s ‘They’re Coming to Take Me Away, Ha-Haaa!,’ a 1966 American novelty record, the title of which is scribbled across the top of Mike’s handwritten lyric sheet. The beat was reinforced by Paul and Mike stamping on Strawberry’s hardwood floor.

Denny contributed a simple bass line, and Paul added a Jerry Lee Lewis–style piano part during the playout, under the second of McCulloch’s two short, bluesy guitar solos. But the track’s musical focus is the twin lead—a pair of tightly matched, tandem lines in harmony—that McCulloch plays between the verses.

The Beatles had used a similar effect in ‘And Your Bird Can Sing,’ but Paul’s model here was more immediate: 10cc used parallel, harmonized guitar lines on several songs on their eponymous 1973 debut album, most notably ‘Hot Rock Sun,’ as well as ‘Sand in My Face,’ ‘The Dean and I’ and ‘The Hospital Song.’

“Paul said, ‘Give him some of that 10cc echo,’” Mike Tattersall recalled, “and he asked, ‘How do you do that guitar sound?’ And I said, ‘Plug the guitar directly into the desk.’ Basically, we overloaded the EQ modules. And that was all it was. We could experiment in our own studio.”24

Indeed, the influences went both ways. “It definitely had a big influence on the music that we were recording at the time,” 10cc’s Graham Gouldman said of McCartney’s presence at Strawberry. “The control room was completely full of our gear, and Paul’s gear as well. So we had, you know, the drum kit set up that [Conway] used, and we used that on some of the tracks on our Sheet Music album. And we borrowed Paul’s Mellotron. We were listening to what he was recording, and he was listening to what we were recording, so it’s kind of like a bit of cross-pollination.”25

Although they were working at a brisk clip, it could not have been lost on either Paul or Mike that they were cobbling together a pretty diffuse collection, so far: a Bryan Ferry cover, the bare bones of a song decorated with a jam, and a comic novelty track. None of the new material approached Paul’s ‘Leave It,’ the project’s starting point.

The McCartney brothers remedied that with a more complex product of their composing-while-commuting project, ‘Have You Got Problems.’ A collaboration built on a lyric that was largely Mike’s cynical look at government-promulgated lies, funneled through television news, with sets of repeated admonitions: “Don’t believe all you’re told, all you read, all you’re taught” and “Do what you want, do what you do, what do you want, do what you like.”

Paul made this into a hybrid Fifties-Sixties blowout, and a model of McCartneyesque texturing. Beginning with a simple piano introduction, then piano and voice, he gives Mike a simple but catchy vocal melody as he gradually adds bass, drums and guitars. Space was left for a solo, and given the song’s Fifties DNA, both Paul and Mike agreed that a saxophone would be ideal, an embellishment that could wait until more tracks were completed.

The tempo picks up speed for the bridge—“Don’t believe, don’t believe, don’t believe all you’re told, all you read, all you’re taught, all you see”—and upon the return to the verse, Linda, Paul, Denny and Mike add backing vocals, the men singing a low “bah-bah-bah-bah-baaaah” figure, seemingly lifted from the Beach Boys’ ‘Help Me, Rhonda.’ And as the song winds to a chaotic ending, a bit past the six-minute mark, Paul again slips into Jerry Lee Lewis mode at the piano, steadily and energetically pounding out the chords. Add some reverb and slapback echo and, voilà, a lyrically feisty, musically retro track was in the can.

* * *

As soon as the session on January 10 ended, the McCartneys returned to London to catch a flight to New York. They were there for only 36 hours, principally to celebrate Lee Eastman’s sixty-fourth birthday on January 12. Contrived though it may have seemed, who could resist having ‘When I’m Sixty-Four’ sung by its composer on the very day it became applicable?

Lee and John updated Paul on the Apple negotiations set to take place a month hence, and Paul updated the Eastmans on the quick progress of Mike’s album. Lee Eastman also passed on to Paul a request from Al Coury, the marketing man at Capitol Records who had overseen the release of Band on the Run and was still working to shepherd it up the charts.

The album had sold 700,000 copies by then, significantly more than the half million sales required for Gold record certification. But sales were slowing, and the album had stalled at No. 13 on the Billboard 200. Coury’s proposed solution was to release one of the album’s catchiest tracks, ‘Jet,’ as a single.

Coury knew that the idea would be a tough sell to McCartney because they had discussed a similar notion only ten weeks earlier, just before Band on the Run’s November release, when Coury asked why the hit single ‘Helen Wheels’ was not on the album. Paul had explained that he preferred to keep albums and singles separate, as was common in Britain, but Coury cut through Paul’s objections with a concrete example: after he persuaded Pink Floyd to release ‘Money’ as a single from The Dark Side of the Moon, sales of the album increased by 200,000 copies. Paul agreed to a compromise: ‘Helen Wheels’ was added to the American version of Band on the Run, but the British edition would be released without it.

Before approaching Paul about ‘Jet,’ Coury brought his pitch to Lee Eastman, and pointed out that radio stations across the United States had already identified ‘Jet’ as one of the album’s strongest tracks and were giving it lots of airplay, creating a market for a single.

“I guaranteed him it would be number one,” Coury related, adding that Eastman “kinda subtly threatened me. He said if it’s not number one . . . we got demands . . . cut my balls off. I swallowed, took a deep breath, and said, ‘Don’t worry, it’ll be number one!’”26

Paul made some pro forma objections, but Coury insisted that without singles drawn from albums, some potential buyers might be unaware that the album was available. Paul gave in, only to find that Coury had a second request. ‘Jet’ clocked in at just over four minutes, and although Paul had released longer singles—the Beatles’ ‘Hey Jude’ was 7’10”—Coury felt that more stations would add it to their play lists if it were trimmed.

“I knew that,” Coury later explained, “because in several different places in the country, radio stations started to edit the song down. My people in the field would say, ‘Hey—you gotta listen to this, this guy in Seattle edited this track down, he’s got it down to three minutes, or whatever, and he’s getting a great reaction to it, he thinks it’s gonna be a number one record.’ So I realized that we had to do our own edit. . . . I proceeded to try to get Paul to authorize us to do an edit. But Paul would have no part of it. He didn’t want any edits.” 27

After a vigorous back–and–forth, Coury prevailed. Paul left the editing to Capitol, where an engineer truncated the song’s introduction by removing the repetitions of the opening “Jet!” and its pumping accompaniment. The first transitional guitar break, just before the synthesizer solo, was deleted, and when that transition returns, the song is faded out. The new version, at 2’58”, was trimmed by just more than a minute. Capitol neglected to send Paul a copy of the edit, and uncharacteristically, he did not ask to hear it.

Capitol’s handiwork was not to everyone’s taste. “Must say, although my choice from Paul McCartney’s great Band on the Run album for the follow-up single to ‘Helen Wheels’ was ‘Jet’,” a reviewer for Cash Box wrote, “the edited version of the track released is not a very neat one. No reason why the entire four minute plus track could not have been released. The song is strong enough and few jocks would have passed simply on the basis of its length. How about taking another close listen, Capitol, pulling back the edit and releasing the full album track?”28

At McCartney’s insistence, the promotional single Capitol sent to radio stations included both versions of ‘Jet’—the edit on one side, the full-length version on the other. On the commercial single, released in America on January 28, the full version of ‘Jet’ was backed with ‘Mamunia,’ but only on the first pressings; three weeks later ‘Mamunia’ was replaced with ‘Let Me Roll It,’ matching the British single, released on February 22.

Coury’s hunch was quickly vindicated as Band on the Run resumed its climb up the charts. And the exchanges over ‘Helen Wheels’ and ‘Jet’ led Paul to realize that it was time to adjust his approach to marketing.

“With the Beatles,” Paul said, “you had a collection of four very like-minded people, with very definite directions in things like marketing. The difference now is, I find it difficult to resist some sort of amazing marketing man really telling me how ‘this is going to make the whole thing a sort of marvelous venture.’ With the Beatles, it was very easy to resist those ideas: you’d just say, ‘fuck off,’ because there were four of you saying fuck off. Now it’s just me, and I’ve got to be absolutely sure that what I’m saying is the right thing.”29

* * *



Recording Sessions

Monday, January 14–Thursday, February 14, 1974 (various dates).

Strawberry Studios, 3 Waterloo Road, Stockport.

Recording and Overdubbing: ‘Rainbow Lady,’ ‘Simply Love You,’ ‘Givin’ Grease a Ride,’ and ‘The Casket.’



Having put in a solid week and set down half an album’s worth of material, Paul and Mike began to work more intermittently, with Paul and Linda taking short trips to London and Scotland between sessions.



Nevertheless, Paul began his second week producing his brother’s album as if he had not just spent the weekend on the other side of the Atlantic, the two sharing the drive from Gayton to Stockport, bouncing song ideas and lyrics off each other along the route.

‘Rainbow Lady,’ credited to both, brought a new element to the already varied project—an interesting hybrid that joined a melody redolent of early 1960s Mersey Beat, with a rich, thoroughly 1970s backing track, and a romantic lyric with just enough rainbow imagery to afford a hint of psychedelia. Here again, McCulloch’s playing gives the track character, as do the backing vocals and a synthesizer solo, seemingly played by Paul, that points up the movement between major and minor keys that keeps the song harmonically unpredictable.

That Mike handled the song’s tuneful verses with assurance may have emboldened him to ask Paul for something even more overtly melodic—perhaps something they could sing together, the way they did as young boys. They cobbled together ‘Simply Love You,’ an easygoing lyric that mainly danced around the title (“I simply love you, love you, love you, know that I love you”), with a few easy rhymes (“Right from the start, straight to my heart”), upon which Paul worked his melodic magic.

“In the McCartney family, doing harmonies, it’s a big part of our history,” Mike explained. “That’s our lineage. The family parties, every one of them was a singsong, and the big thing was getting a good harmony. It’s like the Beach Boys—they would have come from the same thing, from the family all singing ’round, and how can you get a better harmony than Uncle Joe.

“[Paul and I] used to sing Everly Brothers harmonies in Forthlin Road.* We used to love the Everly Brothers, and we were very good at singing [in their style]. So when it came to working together, I was fascinated to find that in the
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