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Abstract
Tomorrow Never Knows: How creativity enabled The Beatles to shape the 1960s and influence generations

This thesis examines the historical development and subsequent cultural and
political impact of The Beatles from their formative years to the group’s breakup. More than
five decades after Let It Be, it shows how their creative arc led them to become a global
inspiration during the 1960s and how their musical innovation functioned as both a process
and a cultural force, positioning them as catalysts in debates about art, culture, and politics.
The study employs creativity as a unifying lens to link practice, reception, and legacy,
exploring the emergent creativity that underpins the group’s individual and collective
transformation. It is motivated by the recognition that, despite a substantial body of
scholarship on The Beatles, few studies have employed creativity as a unifying lens to
integrate the group’s creative development. While they were disruptive agents of change,
the emergent creativity at the root of the group’s artistic blossoming has not been fully
explored. This thesis addresses that gap in Beatles studies.

Analytically, the thesis identifies the drivers of The Beatles’ creativity and explains
how The Beatles’ practice intersected with the decade’s sociocultural and sociopolitical
shifts. Adopting a systems perspective, it argues that creativity is historically contingent and
context-responsive. Methodologically, it combines cross-disciplinary textual and archival
analysis with a reflexive, creativity-informed approach, as well as a thematic analysis of
thirty-seven semi-structured interviews with musicians and creative practitioners. The
participants’ testimonies show The Beatles operating as tacit mentors: conferring
permission to experiment, transmitting portable methods (collaboration, bricolage, and risk-

positive iteration), and modelling an ethos that fuses popularity with artistic seriousness.
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Empirically, the thesis charts a five-phase creative trajectory from 1957 to 1970,
demonstrating bidirectional feedback between The Beatles’ practice and 1960s cultural
currents. Conceptually, it proposes a permission—encouragement—guidance (PEG) ecology
that explains how supportive fields validated the band’s experimentation, turning individual
risk-taking into a systemic practice. The research also develops a vocabulary of sonic
rhetoric, treating timbre, editing, arrangement, and studio effects as meaning-bearing
choices that advance argument across songs where distortion, compression, collage, and
orchestration perform political and affective work. It also offers an interpretation of The
Beatles’ output from 1965 to 1970, when they developed a cumulative model of protest in
which pleasure and provocation co-inhabit mainstream forms.

In the 1960s, The Beatles blurred the line between art and popular culture; this
study follows suit by bridging traditional scholarship and creative inquiry.

Keywords: The Beatles; 1960s; creativity; PEG ecology; sonic rhetoric; cultural politics;

protest song; systems model
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Preface

As a fourteen-year-old growing up in western Sydney, my life was changed
irrevocably when | began to listen to my brother’s copy of Sgt. Pepper’s Lonely Hearts Club
Band (1967), while simultaneously reading Hunter Davies’ book The Beatles: The Authorised
Biography (1968). Although | had previously developed no great interest in music and pop
culture, that combination of music and words enthralled me. | was intoxicated by the joyous
creativity of the album and inspired by the story of the men who had made it.? Gripped by
the vision of a life as a musician and songwriter, | decided then to play music and write
songs, a creative practice | have sustained for over fifty years. While | acknowledge that my
decision says a lot about me, it also highlights the power of influence on a young,
impressionable mind. | soon discovered that The Beatles had inspired many other musicians,
including two who became lifelong friends and whom | interviewed for this study.

| believe that an earlier incident may have set me on a creative path. When | was
nearly five, my younger brother and | stayed with our grandparents over a few wet summer
weeks. | recall telling my grandfather we were bored because we could not go outside to
play. While he had little interest in entertaining us, he did offer a life-changing suggestion:
to visit the “land of make-believe” and create our own games. For me, it was an “open
sesame” moment. He implicitly gave us permission to think creatively. A chair could be a
castle, or a spaceship; a stick could represent a sword, a magic wand, a cricket bat, or any
object | desired. Imagination was everything; boredom was banished, and nothing would

ever be quite the same.

1| ended up taking the book when | left home a year later and still have. | would have stolen the

record, but | knew that if | did, my brother would track me down and kill me.
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Chapter One: Introduction
Hello, Goodbye
The nice thing about the way we worked was there were never any rules. Any rules
that we found ourselves making we would generally try and break. It always seemed
an unsafe idea to try and be safe, it never worked. So we did things every which way.
— Paul McCartney?

Chapter One outlines the aims, guiding questions, and approaches of this thesis.
Using The Beatles as a sustained case study, it argues that the group’s evolving creative
practice and public personas did not merely mirror the 1960s but helped to shape its
cultural, social, and political currents. It is a cross-disciplinary study that treats creativity as
an analytic framework, situating the project within the field of Cultural Studies while
drawing on Creativity Studies to deepen and balance the analysis. This chapter defines key
terms and the scope of the thesis and outlines the mixed qualitative methodology that
combines poststructural textual and archival work with a thematic reading of thirty-seven
interviews with musicians and creative practitioners.? It also previews the thesis structure
and articulates the study’s original contribution: a synthesis of creativity theory and first-

hand testimony that examines how artistic innovation is interpreted by audiences across

generations.

2 Lewisohn and McCartney (14).

3 A full list of participants is included in Appendix 2. It includes some high-profile interviewees, such

as: Leo Sayer, Suzi Quatro, Glenn Shorrock, Russell Morris, Brian Cadd, and David Williamson, as well

as lesser-known musicians and artists.
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Background

The Beatles occupy a unique and paradoxical position in cultural history. The group
stands at the nexus of music, culture, and politics in the twentieth century, and this thesis
argues that their influence has been far greater than is generally acknowledged. It
reverberates not only through popular music but also across the broader social, political,
and artistic domains of the 1960s and beyond. The group’s music, appearance, attitudes,
and public statements reflected and moulded the shifting sensibilities of a turbulent decade.
The Beatles did not simply contribute to the soundtrack of the 1960s; they became highly
visible cultural actors whose music and public personas intersected with social and political
discourse in ways that were widely perceived as transformative.

The 1960s were an era marked by the deep interconnection of artistic
experimentation, cultural change, and political upheaval. Popular music evolved into a
vehicle for articulating dissent and envisioning alternatives. Tracing their progression from
imitators of American rock and roll to pioneers of new musical, lyrical, and sonic landscapes,
The Beatles’ trajectory illuminates the evolution of their creativity and impact. It also affords
an insight into the renegotiation of cultural identity that occurred in Britain, the United
States, and Australia.

The Beatles’ story intersects with the dismantling of colonial empires and the
erosion of traditional class hierarchies. It parallels the expansion of youth culture, the
struggles for civil rights and women’s liberation, the rise of the counterculture, and global
anti-war protests. Throughout the 1960s, The Beatles’ creativity blossomed in tandem with
their expanding cultural and political awareness, as changes in form, content, and public
engagement became increasingly interconnected. By the end of the decade, audiences were

increasingly interpreting their music, personas, and public statements as reflections of
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broader sociocultural transformations. As lan Leslie notes in John and Paul: A Love Story in
Songs (2025), The Beatles disrupted the cultural hegemony, and “We’ve barely begun to
recognise or understand the wild improbability of the achievement” (Leslie, John and Paul
10).

John Lennon, Paul McCartney, George Harrison, and Richard Starkey (Ringo Starr)
came of age amid post-war austerity in Liverpool, a port city scarred by unemployment,
poverty, poor health, and unreconstructed bomb sites.* However, American cultural imports
filtering through radio and cinema offered glimpses of a glamorous alternative. Merchant
seamen also brought in new and exciting rhythm and blues and rock and roll records. These
records provided both an escape and a template for creative experimentation. They
informed and influenced The Beatles’ early sound: a fusion of rock and roll, skiffle, pop, and
British music hall.> Their early immersion in these influences positioned them as inheritors
and interpreters of a transatlantic culture, which they would later transform and reimagine.

A significant factor in The Beatles’ impact was the rise of the “teenager” as a cultural
construct during the 1950s and 1960s.° British, American, and Australian teenagers had

money to spend on records, fashion, and leisure activities. In the early 1960s, for the first

4 For the purposes of this thesis, “The Beatles” is the quartet consisting of Lennon, McCartney,
Harrison, and Starr, despite Stu Sutcliffe’s creative contributions, and Pete Best’s early role as drummer.
> skiffle, a UK craze during the 1950s, is a musical style that amalgamates blues, folk, and country

influences. It was played with basic instruments such as guitars, banjos, washboard and tea-chest bass. Billy

Bragg’s book “Roots, Radicals and Rockers” details its influence on British musicians of the 1960s (2017).
® Although the word “teenager” was coined during the 1940s, the exploitation of the teenager as a

demographic soared during the first two post-war decades.
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time in fifty years, most did not face the immediate prospect of conscription or war. The
recognition and exploitation of teenagers as a demographic coincided with The Beatles’
ascent, making them emblematic figures of youth as a social and cultural force.

Cultural critic lan MacDonald observes that the group’s music anticipated, reflected,
and hastened the soaring optimism and social change of the decade (MacDonald, Revolution
[1995] 1-34). Thus, The Beatles became inexorably entwined in the issues of the era,
becoming increasingly associated with discourses of peace, love, and understanding. Their
1967 appearance on Our World, performing “All You Need Is Love,” crystallised their
progression from mere entertainers into voices of generational consciousness. That
performance was at once a cultural milestone and a political gesture, suggesting that music
could articulate aspirations for unity on an unprecedented scale.

The Beatles’ retirement from live performance in 1966 eliminated the need to
reproduce their work on stage, freeing them to utilise the recording studio as a locus of
experimentation and reinvention. Along with producer George Martin, they pioneered the
concept of the album as a coherent artistic statement. Between 1965 and 1967, their trilogy
of albums, Rubber Soul, Revolver, and Sgt. Pepper’s Lonely Hearts Club Band contributed to
the reevaluation of popular music as art, blurring boundaries between “high” and “low”

culture. Their lyrics, aesthetic choices, sonic rhetoric,” and public personas became

7 By “sonic rhetoric,” | mean the way sound itself carries argument: timbre, dynamics, texture,

arrangement, editing, and mix decisions operate as meaning-bearing choices, not simply audio decoration. |
have adopted Mary Hocks and Michelle Comstock’s term as it fits my crossdisciplinary investigation, despite
their work positioning it within rhetorical studies and composition, rather than cultural studies. They define
sonic rhetoric as a “critical approach to analyzing and composing with sound, expanding multimodal

composition pedagogy” (Hocks and Comstock 73-86).
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barometers of shifting social attitudes, helping to shape meanings within popular music and
contributing to a broader ethos of seeking alternative ways of understanding the world. The
forces that drove The Beatles’ creative evolution constitute a compelling object of study.
Context

This study is motivated by the group’s continual creative reinvention, the interplay
among the four musicians and their production and management teams, their relentless
work ethic, their coming of age in the spotlight, and the sociocultural and sociopolitical
currents that shaped their maturing sensibilities.

Drawing on restored primary-source footage, Peter Jackson’s documentary series
The Beatles: Get Back shows how dated 1969 London appears. lan Leslie describes footage
in which the streets were “populated by gents in pinstripe suits and hippies in Afghan coats,
everyone timestamped by the historical moment.” The Beatles, by contrast, seem strikingly
contemporary, “as if they could walk out of our screens, into our living rooms, without
missing a beat.” It was not the way they dressed but “how they talked to each other, the
way they sat, the jokes they made” (Leslie, John and Paul 10). The Beatles’ conversational
ease and familiar social rhythms collapse historical distance, making the past feel current;
thus, they read as contemporaries rather than relics. New audiences recognise themselves
in The Beatles’ talk and humour, perpetuating both the group’s popularity and generative
influence on musicians and fans.

Accordingly, contextualising their creative influence requires an interdisciplinary
lens. A convergence of historical, sociological, cultural, and political perspectives
demonstrates that The Beatles were not simply reacting to external events but were
themselves catalysts of change. Their music-and public persona evolved within—and

contributed to—a reciprocal relationship between artistic practice and social context, a two-
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way feedback loop between art and society. The Beatles” work exemplifies what Raymond
Williams describes as “structures of feeling,” which define the affective experiences and
sensibilities of a generation (Williams 128-135). The remainder of this thesis builds on this
contextual premise, providing a framework for understanding The Beatles’ enduring
creative influence on the 1960s and beyond.
Aims and Rationale

The central aim of this thesis is to examine the history and cultural influence of The
Beatles’ creativity, from their formative years to the end of the group’s recording career. It
considers not only their musical innovations but also the broader impact of their creativity.
Through a study of The Beatles’ most fertile and productive period, it assesses the factors
that contributed to their reach, success, and influence in the 1960s and beyond. It also seeks
to determine how The Beatles inspired the subsequent growth of other musicians and
creative practitioners, as well as how they reshaped the music industry. This research is
motivated by the recognition that, despite a substantial body of scholarship on The Beatles,
few studies employ creativity as a unifying lens to integrate the group’s artistic
development. Existing research tends to be either biographical, technically focused on music
and lyrics, or situated within sociocultural history. While these approaches are valuable,
they risk treating creativity as either incidental or peripheral. In contrast, this thesis
positions creativity at the core of the analysis, treating it as both an object of study and as a
structuring orientation that informs how historical, textual, and qualitative material is
interpreted.

My rationale for this approach stems from three interrelated considerations:

First, The Beatles represent a paradigmatic example of how creativity functions at

the intersection of individual talent, group collaboration, and the cultural milieu. Their
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partnership with producer George Martin, for instance, illustrates how institutional and
technological resources overlap with artistic vision to generate innovation. Creativity
researcher Phillip MclIntyre suggests that understanding this dynamic requires moving
beyond isolated accounts of creative genius to a systemic exploration of creativity as a
process that is social, collaborative, and historically situated (Mclntyre, Creativity and
Cultural Production 21-2). Csikszentmihalyi’s Systems Model argues that context (family,
teachers, mentors, and institutions) shapes creative development, supporting the thesis’
hypothesis that creativity is more likely to flourish in an atmosphere of permission,
encouragement and guidance (Csikszentmihalyi, Creativity: Flow Ch. 6). Nevertheless,
creativity may also be driven by adversity, as The Beatles’ experience demonstrate.

Second, the group’s creative development parallels the broader cultural changes of
the 1960s. By tracing The Beatles’ artistic tendencies from childhood to 1970, the thesis
explores how they developed and sustained their creativity. In doing so, it explains how
shifts in their creative practice coincided with, and were moulded by, transformations in
youth culture, politics, and media. It argues that creative practices are historically
contingent and responsive to changing social, political and media contexts. The Beatles’
capacity for adaptive creativity—reinventing themselves musically while responding to
external influences and demands—provides a case study relevant to contemporary debates
in cultural and creativity studies.

Third, The Beatles’ enduring legacy underscores the importance of examining the
impact of creativity across generations. Most of the musicians, artists, and cultural
practitioners | interviewed for this study described The Beatles not only as foundational
influences but also as the inspiration for their pursuit of creative careers. Many

acknowledged the group’s impact on their sense of identity and their understanding of the
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nature of creativity. Their responses suggest that The Beatles’ influence is not confined to a
single era but continues to inform practices of imagination, innovation, and cultural
understanding well into the twenty-first century. The Beatles’ creative practices can be
understood both in their immediate historical contexts and as a long-term cultural resource,
transmitted and reinterpreted across decades.

Therefore, this thesis aims to:

1. Chart The Beatles’ creative development across distinct chronological phases, from
their early lives through to the group’s formation, their rise to international prominence,
their period of intensive creative productivity, and their breakup in 1970.

2. Explore the intersection of creativity and context, examining how their creative
processes engaged with wider cultural, social, and political forces.

3. Employ creativity as a methodological lens and an analytic framework, using The
Beatles’ practices to illuminate broader theoretical understandings of creative activity.

4. Assess enduring influence, evaluating The Beatles’ impact on generations of
musicians and creative practitioners, and considering the broader implications of this
analysis for interdisciplinary studies of creativity and cultural production.

These aims justify the methodological and structural choices of the project. While
this thesis examines creativity as its central subject matter, it also adopts a reflexive
awareness of the creative dimensions inherent in interpretive humanities research. By
foregrounding creativity as an object of analysis and as an organising analytic lens, the thesis
brings cultural studies into sustained dialogue with creativity scholarship, cultural history,
sociology, and musicology. This integrated approach enhances understanding of the Beatles’
work while demonstrating the value of creativity as a critical category for analysing cultural

phenomena.
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Research Questions

The thesis is guided by a primary research question:

How did The Beatles’ creative practices and cultural involvement influence the
musical, social, and political landscapes of the 1960s, and how has this influence endured?

This question encompasses both historical and contemporary dimensions.
Understanding the 1960s requires attention to its specificities and historical roots, while
also acknowledging that influence is an ongoing process of transmission, reinvention, and
reinterpretation.® From a contemporary perspective, Dr Holly Tessler observed that
although The Beatles no longer command the mass popularity of Beatlemania, they remain
a cultural force, as their music and creative legacy continue to attract new admirers among
younger generations.’
Secondary Research Questions

Five interlinked secondary questions further guide the study’s investigation across
historical, cultural, and theoretical dimensions. These integrate a micro-level analysis of the
The Beatles’ creative processes with macro-level considerations of their cultural impact
(Kelle 95—-117). Together, they structure an inquiry that situates The Beatles’ creativity as

both an object of study and an organising analytic lens:

8 Jan Macdonald suggests that it would be difficult to gauge the impact of the decade without

understanding the 1950s. However, viewing the 1960s as a homogeneous period would be to miss the era’s

contradictory nature (MacDonald, Revolution [1995] 5).
9 Dr. Holly Tessler is a founding co-editor of the Journal of Beatles Studies and is a Senior Lecturer in

Beatles’ Studies at the University of Liverpool. | cite her in Chapter Five.
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1. How did The Beatles’ creative development unfold across distinct chronological
phases, and what factors shaped this evolution?

This question requires mapping the group’s trajectory throughout their career.
Chapters Two and Three examine the biographical, social, and cultural contexts of their
upbringing in Liverpool, childhood influences, formative musical experiences, their pivotal
time in Hamburg, their rise to fame, and their later studio innovations. These elements are
not merely background considerations; they are integral to understanding the mechanisms
of their creativity.

2. In what ways did The Beatles’ evolving creative processes intersect with, respond to,
and shape the broader cultural, social, and political currents of the 1960s?

By positioning The Beatles not as detached artists but as part of a wider
environment, this question considers the group as figures embedded in, and responsive to,
the dynamics of their era. | highlight this in Chapter Three and develop my analysis in later
chapters. Some songs, such as “Revolution” and “All You Need Is Love,” are obvious
touchstones for considering their sociopolitical commitment. However, even seemingly
apolitical works carry social commentary that reflects their concerns with modernity,
alienation, and generational disconnection. Examining the dialectical relationship between
their creative output and the social currents of the 1960s underscores how their artistry
both mirrored and shaped broader cultural sensibilities.

3. How do The Beatles’ creative methods articulate the challenges facing creativity
theorists?

This question explores the methodological and conceptual implications of their
practices. Chapter Three outlines the group’s “no rules” approach to songwriting, studio

experimentation, and adoption of emerging technologies, while Chapter Six develops these
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insights in dialogue with creativity theory. The Beatles’ inventive processes challenge
simplistic, linear models of creativity, revealing it instead as iterative, collaborative, and
contextually embedded.

4. How can creativity be understood as both an explanatory framework and a
methodological tool for interpreting The Beatles’ practices?

Chapter Four positions creativity as a lens for analysis rather than as a procedural
method. While some researchers equate creativity with isolated flashes of genius, this study
frames it as a broadly distributed human capacity: a dynamic, adaptive process shaped by
context, collaboration, and ongoing dialogue between individuals and their environments.
Chapter Six further interrogates the paradoxical nature of creativity, questioning the
adequacy of established models for interpreting the group’s practices. By integrating
creativity theory with empirical observation and historical analysis, the thesis contributes to
broader debates about how cultural production can and should be interpreted.

5. What is the role of influence on creativity, and what is the legacy of The Beatles’
creativity for subsequent generations of musicians and cultural practitioners?

My final question extends the analysis beyond the 1960s to consider how The
Beatles’ influence has been transmitted, adapted, and reinterpreted over time. As detailed
in Chapter Five, my interview-based findings reveal that The Beatles have not only inspired
artistic practice but also informed broader lifestyle choices and philosophical orientations.
This approach emphasises influence as relational, iterative, and ongoing, highlighting how
the products of innovative thinking circulate as reusable cultural resources.

Collectively, these secondary questions ensure a coherent, integrated investigation
that bridges historical, theoretical, and empirical dimensions. They align with the thesis

aims, foreground creativity as an organising analytical lens, and shape the structure of the
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study. While much of The Beatles’ career has been analysed in isolation, this study is
distinctive in simultaneously tracking creative processes, situating them within cultural and
sociopolitical contexts, evaluating their theoretical significance, and assessing their enduring
influence across generations.

Theoretical Framework

My study of The Beatles’ creative influence required a conceptual scaffolding that
situates its inquiry within broader intellectual debates. After careful consideration, |
determined that the theoretical framework should navigate two overlapping landscapes:
cultural studies and creativity studies. Each provides interpretive tools for understanding
and evaluating the group’s significance, and together they allow a holistic and integrated
cross-theoretical approach. This framework acknowledges The Beatles both as cultural
producers operating within a specific historical era and as case studies in the practice and
transmission of creativity across generations.

The Beatles’ rise to success coincided with the emergence of new cultural forms that
reflected and shaped lived experience. Their work resonates with the critical insights of the
Birmingham School, where sociologists and cultural theorists such as Stuart Hall and Dick
Hebdige highlighted how popular culture negotiates meaning and identity.? This thesis
draws on their work, which asserts that the essence of culture lies in the interpretation of
lived experience and describes the evolution of youth subcultures that challenge and
subvert societal norms. The Beatles’ ability to infuse the pop song with gestures of

resistance parallels Hall’s analysis of subcultures as spaces of symbolic resistance. Similarly,

10 The Centre for Contemporary Cultural Studies (CCCS) at the University of Birmingham, was

influential in the advancement of the field of cultural studies. It was founded in 1964.
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Hebdige’s notion of “subcultural style” as semiotic resistance offers a lens through which to
view the group’s evolving public personas, while Phil Cohen emphasises that youth
subcultures provide meaningful opportunities to contest dominant values (Cohen 48-63).

Although The Beatles were not a subculture in the strict sense, their shifts in fashion,
rhetoric, and sound (from their carefree mop-top period to presenting themselves as
serious artistic experimenters) communicated symbolic breaks with the dominant cultural
codes (Hebdige 3-5). Moreover, their ability to transform popular music into a legitimate
form of cultural capital exemplifies Pierre Bourdieu’s argument that symbolic practices can
challenge established hierarchies of taste and reconfigure the boundaries between “high”
and “low” culture (Bourdieu 101-21). In this way, The Beatles accumulated symbolic power,
not only through chart success but also through their aesthetic innovation. Their eagerness
to experiment and adapt expanded the scope of popular music and further extended their
cultural influence.

Hall’s concept of “encoding/decoding” adds a further dimension to the analysis of
The Beatles’ influence. Their songs, albums, films, and interviews are texts “encoded” with
multiple layers of meaning. Their audience “decoded” these cultural texts, interpreting
them through their own contexts and identities. Hall notes that this can lead to “distortions”
and “misunderstandings,” which | address in Chapter Seven (Hall, “Encoding/Decoding”
134). Through this dialogic process, The Beatles’ significance lay as much in reception as in
production. Consequently, they occupied a position of cultural duality, simultaneously
functioning as entertainers and cultural provocateurs. While their cheerful performances in
A Hard Day’s Night epitomised youthful exuberance, Lennon’s 1966 observation that The
Beatles were “more popular than Jesus,” and politically charged songs like “Revolution”

ignited controversy. This thesis aligns with cultural studies scholarship in acknowledging
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that their creative decisions cannot be divorced from the social dynamics of identity, class,
politics, and consumption.

Creativity studies offer a parallel framework and vocabulary for analysing and
understanding how The Beatles produced their art. Creativity researcher Mihaly
Csikszentmihalyi’s systems model situates creative outcomes within the interactions of the
individual (the creator), the domain (such as musical language), and the field (including
gatekeepers, industry figures, and audiences). This model helps explain, for instance, how
George Martin’s role as producer and the broader recording industry shaped the
possibilities available to the group (Csikszentmihalyi, Creativity: Flow 27-34). Teresa
Amabile’s componential theory adds another dimension by emphasising the importance of
intrinsic motivation, domain-relevant skills, and creativity-relevant processes, such as risk-
taking and flexibility (Amabile, Creativity in Context 35-50). In tandem, these theories view
the Beatles’ innovations not as isolated acts of genius but as the product of embedded
systems and supportive conditions.

Lennon and McCartney’s songwriting partnership, for instance, often generated
ideas in bursts of shared momentum that transcended individual authorship, reflecting
Csikszentmihalyi’s concept of flow as an immersive state of creativity. Vera John-Steiner
refers to this type of synergy as “creative collaboration,” where tension, dialogue, and
complementary strengths fuel innovation (John-Steiner 82—101). Extending this further,
Keith Sawyer’s notion of “group flow” highlights how entire ensembles can reach a state of
heightened creativity when members are fully attuned to one another (Sawyer, Group
Genius 42). Sawyer’s example helps explain how a casual suggestion, or loose improvisation

in a studio session, can quickly result in a finished song (see “Get Back” in Chapter Six).
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These concepts highlight that creativity is not reducible to isolated moments of
virtuosic genius but emerges from ongoing processes of interaction with context. While the
initial spark of a creative idea may originate in one mind, The Beatles’ work embodies
creativity as a social, collaborative, and historically situated phenomenon, consistent with
Csikszentmihalyi’s systemic model and John-Steiner’s account of creative synergy.
Collaborative creativity challenges the myth of the solitary genius and highlights instead the
dynamic interplay of people, practices, and cultural environments that sustains innovation
over time.

In terms of the fields of theoretical endeavour, this thesis develops a sustained
dialogue between cultural studies and creativity studies. The Beatles’ creativity was deeply
embedded in their cultural moment, while their cultural impact was inseparable from the
innovative ways they composed, arranged, recorded, and performed. Interpreting the
group, their work, or their impact through a single lens risks oversimplifying the complex
interactions between creativity and culture. While the discipline of cultural studies explains
the group’s symbolic power, it may overlook the mechanisms of creative production.
Similarly, the field of creativity studies highlights processes of innovation yet may discount
the sociocultural and sociopolitical conditions that enabled their resonance. By combining
these perspectives, this thesis makes its most original contribution by seeking to capture the
dynamic feedback loop between creativity and culture in the case of The Beatles.

Integrating reflexivity into the analytic framework acknowledges the interpretive
role of the researcher in humanities scholarship. My disciplinary training, cultural
background, and lived experience inevitably shape the questions | ask and the meanings |
ascribe to the material under analysis. In this thesis, creativity is treated primarily as an

object of study and as an organising analytic lens through which historical sources,
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interviews, and cultural texts are interpreted. This approach supports a critical examination
of the Beatles’ artistic practices while maintaining methodological consistency with
established qualitative research traditions. Reflexivity is thus employed not as a
methodological innovation, but as a means of making interpretive assumptions explicit.

Situating The Beatles at the crossroads of cultural transformation and creative
innovation contributes not only to Beatles studies but also to broader debates about how
we conceptualise and study creativity in cultural production. Their career demonstrates that
artistic innovation cannot be divorced from its cultural context and that cultural influence is
inseparable from artistic practice. This study places equal weight on both dimensions,
presenting The Beatles as exemplars of a collaborative and historically situated creative
process that provides a model for understanding creativity across disciplines and
generations.
Overview of Methodology and Sources

In this thesis, | employ “creativity as methodology,” an organising lens or framework
through which I interpret historical, biographical, and interview material. Drawing on
interdisciplinary scholarship from psychology, cultural studies, and musicology, creativity is
conceptualised as a socially situated and developmentally contingent process. This framing
operates within established scholarly conventions while incorporating reflexive awareness
of the researcher’s interpretive role, thus supporting a nuanced analysis of artistic decision-
making. Creativity, therefore, functions as a conceptual framework that informs
interpretation, rather than as a method that structures data collection. In this respect, the
thesis aligns with existing qualitative research traditions in the humanities, while making

creativity explicit as a category of analysis rather than leaving it implicit.
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The mixed research methodology combines historical analysis, critical literature
review, and qualitative empirical inquiry with creative practitioners. The historical analysis
draws on primary sources, including interviews, press conferences, fan publications, and
recording session notes, as well as secondary scholarship on The Beatles. The critical strand
synthesises key work from cultural history, creativity research, sociology, and musicology to
provide a theoretical and contextual frame. The empirical strand comprises semi-structured
interviews with musicians and creative practitioners across generations, designed to elicit
narratives of influence and transmission rather than generating generalisable data.!! Across
these strands, creativity serves as an analytic lens, enabling interpretation of the
interactions between context, practice, and cultural reception. Reflexivity is treated as an
interpretive acknowledgement: a recognition that meaning emerges through interaction
between researcher, participants, and cultural texts.

By weaving together historical, critical, and empirical strands, this thesis adopts an
interdisciplinary analytic framework that foregrounds creativity as a developmental and
relational process, not as a novel research method, but as a reflexive and organising
principle that renders the interpretive dimensions of humanities research explicit and
critically accountable. In doing so, the study uses creativity theory as a lens through which
historical, biographical, and interview material may be interpreted and synthesised. This
approach reflects the complexity of The Beatles’ influence, and it provides a framework
capable of accommodating the ambiguity, hybridity, and dynamism that characterise

creativity itself.

11 Although the core idea of generalisable data is that a study’s findings can be extrapolated and

applied more broadly, that is a secondary function of this research, not its main aim.
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The interdisciplinary scope of this thesis encompasses both pragmatic and
theoretical aspects. Understanding The Beatles’ cultural influence requires a multiplicity of
perspectives. As qualitative research pioneers Norman Denzin and Yvonna Lincoln suggest,
this type of study requires a bricolage of strategies, techniques, and interpretive practices
(Denzin and Lincoln 4).12 Accordingly, | combine approaches that allow the complexity of
The Beatles’ phenomenon to come into focus without reducing it to any one explanatory
frame.

Sources

The evidence base is broad. Primary sources include The Beatles’” music, lyrics,
interviews, films and documentaries, press conferences, fan publications, and archival
materials. Works such as Mark Lewisohn’s The Complete Beatles Recording Sessions (written
with input from Paul McCartney) and The Complete Beatles Chronicle provide invaluable
insight into the group’s chronology, studio practices, and creative processes.! | treat these
sources as cultural texts in their own right, requiring critical interpretation, rather than
transparent factual records (McKee 1).

Secondary sources encompass a range of materials, including biographies, cultural

histories, musicological studies, and theoretical analyses of individual albums. Scholars such

12 Bricolage is the practice of creatively employing an ad-hoc toolkit of materials, ideas, or signs at

hand to produce something new—often by reworking and recombining existing elements. The term was

coined by Claude Lévi-Strauss in The Savage Mind (1966).
13 Mark Lewisohn is widely regarded as the foremost documentary historian of The Beatles, due to his

unparalleled access to primary archival sources and his rigorous reconstruction of the group’s chronology. His

work is used here as a factual reference point rather than as an interpretive or theoretical framework.
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as lan MacDonald, Walter Everett, and Mark Lewisohn provide detailed commentary on
compositional and recording processes, while Marcus Collins, Jonathan Gould, and Michael
Frontani situate the group within broader cultural, political, and historical contexts.
Triangulating these materials enables a multidimensional understanding of The Beatles’
creativity and influence.

The qualitative interviews are a distinctive feature of this thesis. Participants were
selected because The Beatles had a direct or indirect influence on them; the aim was to
generate rich, situated narratives, rather than a representative sample. Some encountered
The Beatles as contemporaries in the 1960s; others discovered them later. Nevertheless,
across generations, participants consistently described the band’s influence as
determinative in shaping creative outlooks and practices. The semi-structured format
balanced open-ended questions and thematic prompts, inviting reflection on creativity,
inspiration, and cultural transmission. This approach draws on ethnographic sensibilities
while recognising that the Beatles themselves function as “absent interlocutors” throughout
the conversations.

Data Analysis

The interview data were analysed using Braun and Clarke’s model of thematic
analysis, which treats themes not as pre-existing but as actively constructed through
interpretation. Following their model, | coded and re-coded transcripts iteratively, allowing
recurring themes to emerge organically while preserving nuance and divergence. Thematic
analysis thereby operates in dialogue with both primary Beatles sources and secondary
scholarship, enabling cross-comparison between lived testimony and cultural-historical

interpretation. This alignment reinforces the reflexive orientation of the thesis,



Mason-Cox 20

acknowledging that themes emerge through the interaction between participant accounts,
researcher interpretation, and the broader cultural archive (Braun and Clarke 77-101).

Creativity functions here as an object of study and as a conceptual resource. The
study draws on arts-based research principles, following Patricia Leavy, to engage
imagination, intuition, and narrative in analysis to generate insight. As Leavy notes, arts-
based research practices can be used in “all phases of social research” in “holistic and
engaged ways in which theory and practice are intertwined.” (Leavy 10). This engagement
retains scholarly rigour while acknowledging the interpretive and imaginative dimensions of
cultural analysis. While the Beatles blurred boundaries between art and popular culture, this
thesis integrates insights from creativity scholarship into a humanities research design,
using these perspectives to frame questions of process, collaboration, and cultural
interpretation.

My 2023 study trip to Hamburg, Liverpool, and London adds an autoethnographic
dimension to the thesis. Although the physical environment has changed, the spirit of place
remains palpable. Immersion in the human geographies of The Beatles’ early haunts
deepened my engagement with their cultural contexts, providing sensory and affective
insights unavailable through archival work alone. Because creativity and cultural influence
are not only archived in texts but also inscribed in place, atmosphere, and lived experience,
this dimension underscores the interpretive value of reflexivity when engaging with the
sensory and affective dimensions of cultural context (Pink 23-43).

Interpretive Orientation

Analysis in this thesis is interpretive and reflexive, shaped by the researcher’s

positionality and sustained engagement with the object of study. Interpretation necessarily

involves judgment, synthesis, and conceptual reframing, emerging through attentive and
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imaginative engagement rather than procedural innovation. Influences from creative
practice—such as Brian Eno and Peter Schmidt’s Oblique Strategies'*—are invoked
heuristically as conceptual prompts to encourage openness, defamiliarisation, and
resistance to formulaic interpretation. Creative practitioners’ reflections are read
dialogically alongside academic creativity research, contributing experiential perspectives
that inform but do not replace theoretical interpretation.

The Significance of the Study

The significance of this thesis lies in its sustained integration of creativity studies,
cultural history, and popular music analysis, through an explicit, reflexive articulation of
creativity as a structuring element of interpretive research. While the literature on The
Beatles is vast, it often segregates biography, cultural commentary, and musicology. This
study draws those strands together around creativity as both an analytic lens and a
culturally significant process, positioning The Beatles not only as musicians but as catalysts
in broader debates about art, culture, and society.

The field of creativity studies has tended to prioritise either psychological accounts
of individual genius or sociological models of production. In contrast, this thesis foregrounds
collaborative creativity, resisting simplistic attributions of brilliance to any one group
member. The creative partnership of Lennon and McCartney, Harrison’s gradual emergence

as a songwriter, and Starr’s inventive rhythmic sensibilities suggest that creativity is a

14 obligue Strategies: Over One Hundred Worthwhile Dilemmas is a card-based method for promoting

creativity, devised by Brian Eno and Peter Schmidt in 1975. It is a set of cards designed to suggest creative
approaches and encourage lateral thinking. Each card contains an idea or a constraint which may be used as a

resource to help the user break through creative blocks.
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dialogical and cumulative process. The Beatles’ collaborative working methods and their
openness to external influence and new technologies exemplify a socially distributed form
of creativity. Framed in this way, the study provides insight into how cultural products
emerge through the dynamic interplay of personalities, contexts, and technologies, and by
demonstrating that popular music, often overlooked in creativity research, is a fertile
ground for testing and refining theoretical models.

Historically, the Beatles offer a prism through which to view the transformations of
the 1960s. By situating their creative output within the broader currents of the era, this
thesis interprets art as both reflective and constitutive of social change. The Beatles were
not passive chroniclers of the age but active participants who shaped the cultural climate
they inhabited, illustrating the dialectical relationship between artistic creativity and
sociopolitical transformation. Redefining “influence” accordingly, this thesis treats it as
relational and ongoing, rather than linear. Cultural works acquire new significance as
successive generations reimagine them, an approach that underpins my analysis across
chapters, and | revisit in the conclusion.

Although much Beatles scholarship relies on archives and critical biography, this
study also incorporates primary data from qualitative interviews with musicians and
creative practitioners. Their testimonies illuminate how influence is understood, narrated,
and embodied in today’s world. They complement historical materials with contemporary,
practice-based insight.

The thesis has wider implications beyond Beatles studies, addressing questions of
collaborative creativity, cultural mediation, and intergenerational influence. While The
Beatles’ creativity is exemplary, it is not unique; the frameworks and interpretive

approaches developed here are transferable to other studies of cultural and creative
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phenomena. By bridging cultural and creativity studies, this thesis contributes both to
scholarship on The Beatles and to broader debates on the role of creativity in shaping
culture across contexts.

In positioning creativity within the methodological framework of this study, it is
important to clarify that | do not advance creativity as a discrete research method, nor as a
departure from established humanities practices. Rather, it should be understood as a
structuring orientation that informs interpretive decisions across historical, textual, and
qualitative materials. Humanities research has long recognised that meaning is produced
through acts of selection, comparison, synthesis, and narrative construction. By naming
creativity explicitly, this thesis seeks to render those processes visible and reflexively
accountable, rather than treating them as neutral or implicit. Creativity, in this context,
operates in dialogue with cultural studies traditions of interpretivism and reflexivity, shaping
the mode of inquiry without displacing methodological rigour.

The Thesis Structure

The thesis aims to combine chronological clarity with thematic depth, linking micro-
level observations of creative practice with macro-level cultural analysis, ensuring that the
study not only maps the group’s development but also explores its more profound cultural
significance:

e Chapter 2: Literature Review (1940-1960)—functions as a contextualised literature
review. It outlines the concept of creativity and examines the individual Beatles’
early creative dispositions, tracing influences from their childhood, adolescence, and
pre-fame years. It highlights how their formative experiences, friendships, art school,
their exposure to American rock and roll and skiffle, their initial trip to Hamburg, and

meeting creative mentors, shaped their artistic sensibilities.
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e Chapter 3: Creative Trajectories and Cultural Contexts (1961-1970)—surveys The
Beatles’ creative trajectory during their professional career, charting their
progression from the later Hamburg residencies through to the group’s dissolution.
It explores their rise to international fame, their musical partnerships, their
groundbreaking studio experimentation, and the shifting dynamics of their personal
and professional relationships, to contextualise their creative processes within the
broader cultural and political currents of the decade and establish the groundwork
for later analytical chapters.

e Chapter 4: Methodology—details my research design, including the use of thematic
analysis, reflexive engagement, and ethnography—interviews with musicians and
other creative practitioners. It explains how creativity as a methodology functions as
an analytic framework that guides interpretation while being disciplined by
evidentiary standards, engagement with existing scholarship, and reflexive
transparency regarding interpretive choices. The chapter introduces “magpie
methodology”!® and the permission—encouragement—guidance (PEG) ecology as
interpretive tools.

e Chapter 5: Findings—introduces the voices of the study participants, the thirty-seven
participants | interviewed for the project, and analyses how they perceive and
articulate The Beatles’ influence on their lives and creative practices. It seeks to
understand how The Beatles inspired individuals to trust their authenticity, pursue

imaginative paths, and embrace alternative models of living and creating. Through

15 My approach is similar to the deliberately eclectic method outlined by Susan Carter in “The

Methodology of Magpies” (2014).
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thematic analysis, the chapter organises their testimonies around recurring motifs
such as early inspiration, creative awakening, cultural belonging, sociopolitical
awareness, and intergenerational legacy. The participants’ testimonies provide
empirical depth, complementing the historical and theoretical discussions with the
extra dimension of lived experience.

Chapter 6: Creativity—considers and compares insights gleaned from The Beatles’
creative practices with theories from broader creativity research. It explores how the
group’s songwriting, collaboration, recording innovations, and genre-blending agree
with and challenge prevailing creativity frameworks, testing theoretical claims
against real-world practice. It argues that The Beatles’ creative methods complicate
simplistic models of genius by demonstrating the interplay of individual inspiration,
collective dynamics, and cultural context. In doing so, the chapter not only evaluates
creativity theory but also proposes refinements to it, showing how The Beatles
provide a model laboratory for the study of innovation.

Chapter 7: Sociopolitical Influence—investigates The Beatles’ role in shaping and
reflecting cultural and political discourses of the late 1960s. Focusing on the years
1965 to 1970, it traces their evolving engagement with themes of peace, love,
protest, and challenging authority. | examine The Beatles’ intent and audience
reactions to individual songs to demonstrate how their cumulative influence
extended well beyond entertainment into the sociopolitical sphere. The chapter
argues that, while the group was more nuanced than overt, their music and cultural
presence nonetheless intersected with and amplified the decade’s major social

movements. It concludes that The Beatles became cultural mediators,
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simultaneously shaping and being shaped by their audiences’ aspirations, anxieties,

and political consciousness.

e Chapter 8: Conclusion—synthesises key arguments of the thesis, reflects on the
significance of the study, and identifies directions for future research on creativity,
cultural influence, and the enduring relevance of The Beatles.

Limitations

This thesis is defined as much by its boundaries as by its aims. The topics
encompassed by The Beatles and creativity research are vast. Therefore, | deliberately
narrowed the scope and must acknowledge its limitations. This section outlines the range of
the project.

Temporal focus—my analysis spans from the late 1950s through to the end of The
Beatles’ recording career in 1970, emphasising the group’s creative evolution, collective
identity, and collaborative creativity. Solo works are acknowledged only when they directly
clarify group dynamics or contribute to interpretive analysis of creative influence. The post-
1970 reception is treated selectively through interview testimony to demonstrate how their
influence is remembered, transmitted, and reinterpreted, rather than offering a
comprehensive chronicle.

Geographic focus—although The Beatles were an international cultural
phenomenon, this thesis concentrates on their impact in Britain, the United States, and
Australia. Britain and the United States are treated as primary sites, reflecting their central
role in the Beatles’ artistic development, creative positioning, and political reception, while
Australia serves as a comparative English-speaking case shaped by distinct media, cultural,

and geopolitical conditions.
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While English was the dominant language in all three territories during the 1960s,
their cultural formations were not homogeneous. Differences in class structures, youth
culture, broadcasting systems, political climates, and proximity to the Vietnam War
produced divergent modes of reception and interpretation. Accordingly, the thesis does not
assume that meanings generated in one national context transfer seamlessly to another.
Instead, it traces both convergences and divergences, recognising that the Beatles’
significance was locally mediated, particularly amid the social and political volatility of the
late 1960s. Where national distinctions are particularly salient, they are addressed explicitly
within the relevant analytical sections.

Non-Western contexts lie outside the scope of this study; their exclusion is
methodological rather than evaluative. This indicates a clear avenue for future research into
global and postcolonial receptions of the Beatles.

Sources and languages—the study, therefore, draws on English-language sources,
including scholarship and key histories that furnish interpretive frameworks, and
acknowledges that non-English language perspectives are under-represented. Topical
boundaries—I foreground three interwoven dimensions: creativity, collaboration, and
sociopolitical influence. While other areas (fan writing, economic history, industry
technologies) are noted, they are not pursued in depth. The Beatles’ personal lives and
business affairs are referenced only when demonstrably linked to creative processes.

Methodological limitations—interviews provide rich, first-hand accounts but are
treated as situated narratives, valued for insights into cultural memory and identity, rather
than objective histories (Assmann 49-57; Braun and Clarke 79-81). Similarly, textual analysis
involves interpretive choices; reflexivity is treated as a methodological strength consistent

with interpretivist cultural studies (Hall, “Cultural Studies” 277-84).
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Positionality—my perspective as a listener, fan, and musician, as well as the
disciplinary frameworks within cultural studies, shape my interpretations. | adopt a reflexive
stance, treating knowledge as a co-construction between researcher, sources, and reader
(Denzin and Lincoln 1-10).

Considerations of influence—although this thesis focuses on The Beatles' creative
development and influence during the 1960s, it does not seek to diminish the importance of
their contemporaries. Rather, the scope of the study does not permit me to compare the
creative impact of The Beatles with that of artists such as The Rolling Stones or Bob Dylan,
although its methodology could equally apply to many other groups, artists, and creative
influencers, and its findings may well have been comparable.

Influence is multidimensional—encompassing performance, composition, cultural
identity, musical technique, production innovation, and political resonance. It is inherently
qualitative and contextual because influence, for the purposes of this study, operates across
musical, cultural, and political domains. However, several figures and groups consistently
appear in scholarly and popular assessments as transformative in shaping music, youth
culture, and social consciousness during that decade. The Rolling Stones, The Kinks, and The
Who were among the most influential British pop groups, while Bob Dylan, Jimi Hendrix,
and The Beach Boys were towering creative figures of American music throughout the
decade.

Influence is also subjective: for example, The Beatles’ major musical influences were
primarily American, but the group was still a product of the moral and ideological
frameworks of working-class Britain. The 1960s were marked by an expansion of tastes and
a growing sense of individualism and personal freedom. Therefore, what appealed to some

individuals did not appeal to others. While sharing similarities in their personal narratives,
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interview participants exhibited their own musical growth and changing tastes. Many were
impressed by The Beatles, but preferred The Rolling Stones, Bob Dylan, Soul music, or the
blues. Others embraced the music of multiple artists with equal passion.

What is most germane to this study is that, in many respects, The Beatles stirred
listeners and nascent musicians. Their success helped create a new interest in pop music
and emboldened other artists, while their creative methods provided an entry point and a
platform for those who followed.

Summary—these boundaries sharpen focus within a defined, manageable field: The
Beatles’ creative influence within the English-speaking cultures of the UK, the US and
Australia from the 1960s onward. The thesis does not attempt a comprehensive account of
the Beatles’ history, but rather to illuminate one vital dimension: the enduring significance
of the group’s creativity.

A further limitation arose from the COVID-19 pandemic, which constrained access to
physical archives and print materials. Consequently, because of pre-existing health
conditions, much of my early research relied on online texts and e-books. While | treated
this as an ad hoc influence on my creative methodology, it complicated citation practices:
many e-texts do not display stable page numbers. | subsequently verified pagination where
possible, but some page references remain elusive—for example, the Kindle edition of Mark
Lewisohn’s Tune In does not provide accurate page numbers.

Conclusion

This chapter has outlined the context, rationale, objectives, and significance of the
study, positioning The Beatles as both cultural icons and exemplary creative innovators. It
has summarised the theoretical and methodological frameworks guiding the research,

emphasised the merit of employing creativity as an organising analytic lens, and highlighted
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the study’s intended contributions. In doing so, this chapter has argued that it is neither
sufficient nor accurate to frame The Beatles’ legacy through a single disciplinary lens.
Instead, a multidisciplinary perspective is necessary because their significance lies in the
interplay of creative experimentation, cultural resonance, and sociopolitical influence. The
following chapters build on this foundation, tracing the sources of The Beatles’ creativity,
examining the dynamics of their collaboration, and exploring their enduring influence on

music, culture, and society.
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Chapter Two: Literature Review (1940-1960)
Boys

I might have been born in Liverpool, but | grew up in Hamburg.

— Attributed to John Lennon.
No Hamburg No Beatles, 2024, 00:51:31-00:51:43.
Introduction: Creativity, Context, and Methodological Scope

This chapter explores The Beatles’ formative years, tracing how childhood
experiences, adolescent influences, and early musical encounters laid the foundations for
their creative identity. By situating their development within the social and cultural contexts
of Liverpool and Hamburg, the chapter functions as a contextualised literature review that
brings scholarship on creativity, cultural production, and Beatles historiography into
dialogue with the social and developmental conditions under which the Beatles’ early
creativity emerged. Rather than offering a purely taxonomic survey of existing literature, the
chapter establishes an interpretive framework through which creativity is understood as an
emergent process shaped by personality, environment, community, and opportunity.

The chapter proceeds from the premise that creativity, particularly in popular music,
cannot be adequately theorised in abstraction from lived experience, cultural context, and
formative social conditions. It reviews scholarship on creativity in childhood and
adolescence to illuminate how the early creative inclinations of Lennon, McCartney,
Harrison, and Starr matured into distinctive artistic practices. It is not a biographical
narration for its own sake, but as analytic material through which established creativity
models may be examined, illustrated, and tested. Biographical sources are therefore
employed selectively and instrumentally, serving to identify creative markers—such as

imitation, collaboration, risk-taking, resilience, and environmental constraint—recognised
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within the creativity literature. These sections do not claim to offer definitive biographical
accounts, but rather analytic sketches designed to situate later discussions of creative
growth and cultural influence. This focus is relevant to my secondary research questions,
which concern the nature and maturation of creativity, its influences, and the mechanisms
by which it exerts its influence.

The chapter also situates the present study within the expanding field of Beatles
Studies, tracing its historiographical development and identifying key interpretive
frameworks, including narrative-based approaches to Beatles history and models of long-
term cultural influence. In doing so, the chapter clarifies the specific research gap this thesis
addresses: the relative paucity of sustained scholarship examining creativity as a dynamic,
developmental process within Beatles studies.

By combining creativity theory, historiography, and contextual analysis, this chapter
establishes the conceptual and disciplinary foundations for the empirical and interpretive
work undertaken in subsequent chapters. Therefore, in conjunction with the next chapter,
Chapter Two attempts to answer the first of my secondary research questions—How did
The Beatles’ creative development unfold across distinct chronological phases, and what
factors shaped this evolution?

While Beatlemania and the excitement it generated have received extensive
commentary, the more profound significance of the group, as artists who facilitated cultural
change, demands closer scrutiny. Although they are widely acknowledged as writers and
performers of exceptional pop music, scholarship has seldom examined the processes by
which The Beatles themselves became a creative resource for others. Existing accounts of
their early years stop short of analysing how their artistic growth became a wider

inspiration.
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Exploring the nature of creativity is therefore essential, both to emphasise how the
imaginative vision of a few can stimulate inspiration in many, and to examine the
mechanisms of influence. Despite extensive coverage of most aspects of The Beatles’
career, there is a disproportionate gap in accounts of their profound creative influence,
apart from the obligatory nods given to the group in interviews with musicians. Further,
while their musical output has been rigorously analysed, there has been no similar
exploration of the inspiration that enabled their transformation from adolescent skiffle
enthusiasts to critically acclaimed writers and artists. This deficiency stems in part from the
limits of existing research. By addressing these gaps, this research seeks to lay new
groundwork. It considers the interconnection between the source and the recipient of
creative influence, which is often neglected, understated, or misunderstood. Combining
these strands of enquiry provides a framework for understanding the group’s creative
trajectory. As the methodology described in Chapter Four will explain, this framework will
eventually be combined with interview findings, allowing for a correlation between The
Beatles’ development and the influence of their original vision on other artists and creative
practitioners.

Evaluating Long-Term Cultural Influence

In The Beatles and Sixties Britain, historian Marcus Collins distils fifty years of debate
into “three main models” of interpretation. The first regards the group as “trailblazers of
change,” the second perspective considers them “as exemplars, riding on the bandwagon of
social transformation,” and the third views them as “outliers ... largely divorced from wider
society” (Collins, The Beatles and Sixties Britain 2). My research engages most directly with
the first two models, as both acknowledge that the Beatles’ creative development

intersected with, and helped to catalyse, broader cultural change. While Collins’ third
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model, that fame and wealth insulated The Beatles and disconnected them from societal
standards, has some merit, | contend that it was not the cause of their sociocultural and
sociopolitical stance, but rather a consequence of their success and the external pressures
that came with it. The willingness to innovate and reinvent themselves is a constant
touchstone in The Beatles’ story. This distinction becomes more salient in Chapters Five and
Seven, where | expand upon the interview data and address the influence of The Beatles’
sociopolitical position.

| begin by tracing each member’s creative trajectory from childhood to the group’s
inception, thereby situating The Beatles within the social and cultural conditions that
shaped their early practice. Establishing this chronology is necessary to assess the
contemporaneous reception of their work and the conditions under which it emerged. |
then bring this historical account into dialogue with musicological and theoretical appraisals.
Together, these lines of evidence demonstrate the scope of The Beatles’ cultural and artistic
significance and justify the study’s emphasis on creativity as both an object and a method.
Conceptualising Creativity

Before tracing the early creative propensities of Lennon, McCartney, Harrison and
Starr, it is necessary to outline how creativity itself is conceptualised. Anna Abraham
highlights the formidable “challenge of defining creativity” and critiques the “standard
definition” that privileges external validation of the creative act over the creator’s “internal
frame of reference” (Abraham, “Standard Definition” 40). However, creativity theorists
Doris B. Wallace and Howard E. Gruber emphasise that any “serious study” of creativity
must “pay special attention to the very great,” suggesting that it is only worth examining the
absolute cream of creative practitioners when investigating creative mechanisms (Wallace

and Gruber 6). Conversely, in more recent research, Petrie van der Zanden et al. stress that
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creativity is widespread, fluid, and dynamic. They describe it as a far more “inconclusive
process that takes place in or is even co-constitute with the broader social context” (van der
Zanden et al. 2). The seminal Russian psychologist and theorist Lev Vygotsky offers a
bridging perspective, rejecting the assumption that creativity belongs exclusively to “a few
selected individuals, geniuses, talented people, who produce great works of art,” or those
who “are responsible for major scientific discoveries, or invent some technological
advances.” Instead, he asserts that “creativity is an essential condition for existence” and
that all innovation, whether major or minor, arises from this fundamental “human creative
process” (Vygotsky 10-11).

This broader framing justifies examining creative practitioners at multiple stages of
development rather than focusing only on those whom we regard as having reached the
pinnacle of achievement. If early indicators of “greatness” are not readily discernible to
researchers, the underlying assumptions of such a study merit reconsideration. In this light,
the taxonomies and methodological approaches employed by creativity scholars may
benefit from reframing to include and better account for non-linear creative trajectories.
Chapter Six outlines my observations and reservations about the work of established
creativity theorists.

While hindsight now elevates The Beatles to the status of cultural icons, it was not
always the case. One of the group’s friends and contemporaries, saxophonist Dave Glyde of
Sounds Incorporated, recalled first hearing them in Hamburg and thinking they were terrible
(Glyde). However, their Hamburg experience improved their musicianship and honed their
performance skills. Contemporary testimony consistently emphasises the shock of the
group’s post-Hamburg transformation at their December shows in Liverpool. Bob Wooler

described an audience reaction unlike anything previously witnessed on the Liverpool
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circuit: “I’d never seen anything like it. The Beatles were sensational.” Bobby Thompson of
The Dominoes recalled that “the place went bananas,” while Pete Best, their then drummer,
remembered that upon their return to Liverpool in December 1960, “you could physically
feel the crowd gasp . . . the place went into a rapture” (Lewisohn, Tune In 981-9). Even with
a stand-in on bass, The Beatles were startling: they had three lead singers, dressed in jeans,
leather jackets, and cowboy boots, and played high-energy versions of songs by Little
Richard, Chuck Berry, Eddie Cochran, and Elvis. What is notable here is not their originality
but the emergence of a performative confidence and collective intensity that would later
underpin the group’s compositional breakthroughs. In this sense, Hamburg functions less as
a site of stylistic innovation than as a crucible for creative identity formation.
Creative Markers in Childhood and Adolescence

Aristotle and Ignatius Loyola famously noted that the first seven years of life are
crucial in shaping an individual. At the same time, psychologists agree that early childhood
“is marked by rapid neurological development” and is foundational for all future
development (Dowd and Drake 1). Those specialising in education recognise that
imaginative play functions as a cornerstone of learning and development. According to
Ayman-Nolley, Vygotsky suggests that “creative imagination is the distinguishing feature
between the world of culture and the world of nature, and the basis of all mature mental
activity.” Vygotsky differentiates between “reproductive activity or memory” and “creative
or combinatorial behavior.” Reproductive activity merely repeats and reinforces existing
actions and impressions, much like rote learning imprints multiplication tables in memory.
However, Vygotsky asserts that creative or combinatorial activity, known by psychologists as

imagination or fantasy, allows humans to be future-oriented (Aymman-Nolley 77-82).
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Creativity thus enables us to alter our present by envisioning an alternative future.
Vygotsky states that “imagination, as the basis of all creative activity, is an important
component of absolutely all aspects of cultural life, enabling artistic, scientific, and technical
creation alike.” He considers the development of the creative process in childhood and its
link to the individual’s maturation as a significant issue in “child and educational
psychology.” He also notes that “creativity is fluid; imaginative processes vary with age,
influence and opportunity.” Like a child, it evolves from the basic to the complex, with “each
stage of childhood [demonstrating] its own characteristic form of creation” (Vygotsky 7—
12).1® As children mature, this evolution becomes more “consciously directed” as they learn
to internalise and regulate their “behaviours, thought processes, and emotions” through
developing “self-guiding speech.” Thus, “an adolescent becomes capable of consciously
directing imagination along with logic, memory, perception, and emotional responses to
produce creative works” (Smolucha and Smolucha 65). However, psychoanalyst Judith
Issroff cautions that although “adolescence is not necessarily a period of special creative
productivity,” it is not the quality that matters but the “positive value of the doing” (Issroff
152).

It is important to recognise that the development of the human brain’s cognitive

function is a gradual process. Forensic psychiatrist Dr Yolisha Singh likens the childhood

16 While the value of the citations | have provided remains intact, it is important to acknowledge that

some critics question the authenticity of of Vygotsky’s published texts and their fidelity to his broader theories.
Because much of his work appeared posthumously, and in the context of Soviet censorship, editors may have
altered or selectively framed aspects of his findings to suit prevailing ideological purposes. Nathalie Bulle
addresses these concerns in detail in her 2023 journal article, “Vygotsky’s Legacy Questioned: A Review of his

‘Analysts’ and a Challenge to his ‘Emulators’ (Bulle 888-912).
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brain to a sponge, “soaking up knowledge and establishing connections between neurons,
or nerve cells” (qtd. in Morrison, 2025). In adolescence, physical changes in brain structure,
the refashioning of the dopamine system, and hormonal changes influence teenagers’
emotions, behaviour, and decision-making, often heightening impulsivity and risk-taking.
“Synaptic pruning” during early adolescence “results in improved thinking abilities, as
myelination—the laying down of myelin sheaths—facilitates more effective connections and
communication between neurons. During these years, stresses, such as maltreatment,
parental loss, or violence, can negatively impact this development and, in some cases, may
lead to mental disorders (Singh 53-5).

In her chapter on creativity and adolescence, Issroff, who specialises in childhood,
adolescence, and family issues, suggests that the “specially gifted” are likely to display
“more independence of judgment . . . to place a greater value on humour . .. be less

III

dogmatic and more relativistic . . . and more experimental” than their less creative peers.
They often place less value on authority, regarding it as a convention that may be disdained
at will (Issroff 153).

Neurodevelopment is rapid during adolescence, “the transition phase from
childhood to (emerging) adulthood . .. [is] . .. a critical period for creative identity
development.” Adolescents’ metacognitive processes improve as they develop “more
advanced levels of objective, rational, hypothetical [and] abstract . . . thinking” (van der
Zanden et al. 2). According to Tim Bateman, “the capacity for abstract reasoning matures
throughout adolescence.” He further argues that while children may grasp moral rules, their

ethical reasoning is not yet equivalent to that of adults (Bateman pars. 11 and 12). | believe

these elements—abstract reasoning, independence of judgment, humour, and
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experimentation—are relevant when considering creativity in mid-to-late adolescence,
which, as | will demonstrate, was a critical period in the development of The Beatles.
The Emergence and Trajectory of Beatles Studies

While scholarship on The Beatles has become more extensive in the twenty-first
century, it has only relatively recently begun to cohere into what might be described as a
recognisable field of Beatles Studies. Early academic engagement tended to treat the group
as illustrative case material within broader discussions of popular music, youth culture, or
media studies, rather than as a sustained object of scholarly inquiry in its own right. More
recent work, such as Erin Torkelson Weber’s historiographical analysis of Beatles writing,
The Beatles and the Historians: An Analysis of Writings About the Fab Four (2016), signals a
shift toward a reflexive examination of how The Beatles have been constructed, interpreted,
and mobilised within academic and cultural discourse. However, the field remains
methodologically heterogeneous and unevenly theorised, with biographical history,
musicological analysis, cultural studies, and fan scholarship often operating in parallel rather
than in sustained dialogue. As a result, Beatles Studies currently occupies an intermediary
position: rich in empirical material and interpretive possibilities but still consolidating its
conceptual frameworks and methodological self-awareness. | briefly discuss the purposeful
repositioning of The Beatles’ legacy and how it enhances the group’s appeal to new
audiences in the concluding chapter.

Within this developing field, most studies have focused on discrete aspects of The
Beatles’ significance rather than their creative processes as an integrated phenomenon.
Musicological analyses foreground harmonic innovation and studio experimentation;
cultural histories situate the group within post-war British society and the counterculture;

and reception studies explore fandom, authorship, and meaning-making. Heinonen’s
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contribution in Popular Music History, for example, offers a nuanced account of authorship
and interpretive authority in Beatles reception, demonstrating how cultural frameworks
shape understandings of popular music (Heinonen 32—47). However, such work rarely
places creativity itself at the centre of analysis, nor does it systematically connect early
development, collaborative practice, sociopolitical mediation, and long-term influence. This
thesis addresses that gap by employing creativity as a unifying interpretive framework
through which historical sources, participant testimony, and cultural theory are examined in
relation to one another, rather than as isolated domains. This framework also establishes
the basis for the interview material analysed in Chapter Five, where participants’ reflections
on influence, aspiration, and creative identity are read not simply as retrospective accounts,
but as situated expressions of how creativity is remembered, transmitted, and reactivated
over time. The methodological implications of my approach are addressed in detail in
Chapter Four, where creativity is articulated not as a replacement for established research
methods, but as a reflexive organising principle that informs selection, interpretation, and
synthesis across historical, textual, and interview-based sources.

Recent scholarship has acknowledged that accounts of The Beatles are shaped
not only by archival evidence but by recurring historiographical narratives. As Weber makes
clear, most narratives about the group were originally written by journalists for commercial
purposes. Unlike the psychologists Wallace and Gruber, whose interest lay in studying the
very great, journalists were quick to interview and write about the Beatles from the
beginning of their rise to prominence as pop musicians. In press conferences, the group
answered questions on a wide range of topics, including music, culture, taxes, politics,
religion, and many others. Most books and articles were thus conceived using non-academic

standards and cannot always be considered historically accurate. Many cite no sources or
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documentation. Some texts could realistically be categorised as historical fiction, and
although based on actual events, they cannot be assumed to be credible accounts according
to the historical method (Weber 6-9). Weber further cites remarks by Beatles scholar Mark
Lewisohn, producer George Martin, and biographer Mark Hertsgaard, each of whom
criticises inaccuracies in earlier works (Weber 19). Nevertheless, it is essential to
acknowledge the fallibility of memory, as George Martin explains in his anecdote of a

III

disagreement with Paul McCartney over “a silly little detail” over differing recollections of
whether George or Ringo “had done something.” According to Martin, the two eventually
agreed to disagree, with McCartney quipping, “You know now why history is bunk. If we
can’t get it right, who can?” (Martin A Little Help xi).

Weber identifies four dominant frameworks through which the group has been
interpreted: the progressive narrative, which frames their career as a linear ascent toward
artistic sophistication; the tragic narrative, which emphasises conflict and dissolution; the
mythic narrative, which elevates the group as symbolic representatives of the 1960s; and
the sociocultural narrative, which situates their work within broader historical
transformations (Weber 1-12). Her analysis demonstrates that these narratives are not
neutral but function as interpretive constructions that shape how creativity, influence, and
cultural agency are understood. Reading Weber’s four narratives alongside Marcus Collins’s
three main models of interpretation underscores that creativity involves not only artistic
production but ongoing cultural interpretation. Whereas Weber categorises
historiographical accounts, which variously cast the group as geniuses, cultural barometers,
political actors, or mythic figures, Collins illuminates how such narratives gain authority and

cultural traction. Weber’s narratives are not merely descriptive but performative: they

shape how The Beatles’ creativity is understood, remembered, and transmitted. The genius
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narrative confers symbolic authority; social or political readings highlight music’s capacity to
express collective values; and the persistence of mythology shows how cultural memory
simplifies complexity into reusable forms. However, Weber focuses on explaining how
meanings about The Beatles are constructed, not on how creativity actually functioned
within the group. This thesis engages critically with these narrative tendencies while
adopting creativity as an analytic framework that allows movement across them, resisting
teleological, romanticised, or reductive readings of the Beatles’ creative practices (Weber
2016).

Hunter Davies was the first to attempt a comprehensive overview of the group’s
history in his 1968 book The Beatles: The Authorised Biography. He interviewed the four
principals, their families, friends, employees, and contemporaries. However, Davies did not
tape-record his interviews or keep thorough records; he relied on a form of shorthand notes
in a series of small memo books as memory prompts. After scrutinising the “Hunter Davies
Archives” at The British Library in late 2023, | can attest that his record-keeping standards
for interviews were sketchy at best. My review of some forty notebooks revealed little that
had not already appeared in the published biography. He did note Brian Epstein’s
homosexuality, though Epstein’s parents vetoed any reference in the biography; Astrid
Kirchherr’s assessment of Epstein as a masochist (also unpublished) was the only unfamiliar
detail | encountered (Hunter Davies’ Archives). Similarly, Lennon’s Aunt Mimi insisted on
revisions to some unflattering reflections on his childhood. Such bowdlerisation is typical in
authorised biographies, and memory is fallible. Thus, one must treat sources that rely on
anecdotal evidence with caution, as they may be subjective, potentially biased, and

sometimes poorly researched.
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This chapter proceeds with appropriate restraint as it relies on early biographical
information drawn from non-academic texts. The primary and most important source for
the chronological background in this chapter is Mark Lewisohn’s Tune In, the first of a
projected three-volume set entitled The Beatles — All These Years, published in 2013. It
represents the benchmark for Beatles historiography, correcting errors and establishing a
rigorous scholarly model, providing a comprehensive account of the group’s beginnings,
clarifying conflicting stories, and dispelling myths perpetuated by earlier biographers. He
balances the narrative by including details of the input and contributions of George Martin,
Brian Epstein, Stuart Sutcliffe, and Pete Best, all of whom were significant to The Beatles’
growth. Lewisohn, a cultural historian, researcher and scholar, is acknowledged “as the
world’s authority on the group” (Jury). He has written exhaustive and authoritative works
on the group’s live performances (The Beatles Live 1986), recording sessions (The Complete
Beatles Recording Sessions 1988),Y7 daily schedules (The Beatles: 25 Years in the Life 1988),
and finally, the group’s entire professional career (The Complete Beatles Chronicle, 1992).

| draw on Lewisohn’s chronology as a documentary foundation rather than as an
interpretive authority throughout the thesis. His scholarship, grounded in extensive archival
access and sustained empirical verification, provides the most reliable chronological
reconstruction of The Beatles’ early years and professional career. However, | do not treat
the work as analytically exhaustive. Following Weber’s historiographical critique, | recognise
that factual accuracy alone does not account for how creative meaning, influence, or
cultural significance emerge. Accordingly, such documentation is placed in dialogue with

creativity theory, cultural history, and participant testimony to examine not merely what

17 with input from Paul McCartney.
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occurred but how creative development unfolded through interactions among individuals,
environments, and social conditions. This layered approach ensures historical reliability
while preserving interpretive autonomy.

Regardless of its shortcomings, Hunter Davies’ The Beatles: The Authorised
Biography remains an essential text. As Paul O. Jenkins notes, Davies had direct access to
primary sources who recounted the group’s early years, though some inaccuracies are
inevitable.® Jenkins further argues that its publication “lent credibility to the Beatles as
artists and not just teen idols” (Jenkins 2016). Philip Norman’s Shout! The Beatles in Their
Generation (1981) aims for a more balanced overview of the group’s impact and artistic
progression. Still, it too suffers from factual errors, unreliable testimony, and a noticeable
authorial bias against McCartney. MacDonald suggests that this bias could be balanced
through a reading of Chris Salewicz’s biography, McCartney (MacDonald, Revolution [1995]
360).

As Weber argues, The Beatles’ historiography is shaped less by a stable archive than
by the accumulation of competing narratives, each inflected by memory, access, and
authorial motive (Weber 6-9). The fallibility of memory is evident in various accounts of
Lennon’s infamous behaviour in mid-1963. Lennon violently assaulted Bob Wooler, the
Cavern Club’s MC, at McCartney’s twenty-first birthday party on 21 June. Wooler, himself
closeted,'® teased that Lennon and Epstein’s recent holiday in Spain was a homosexual tryst.

Lennon, already intoxicated, exploded and responded violently. While the assault is

18 For example, Davies has the date of the Lennon and McCartney’s first meeting at the Woolton

Parish Fete as 15 June 1956. It was actually 6 July 1957.

19 Lewisohn, Tune In 983-4.
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undisputed, accounts of its cause, severity, and aftermath illustrate how accuracy and
objectivity are often casualties of “the shifting sands of memory.” The following table,
compiled by Craig Brown, illustrates the divergence in recollections of a single, well-

documented event (Brown 93—4). For clarity, | have added details in italics.

Account by Nature of the assault Extent of injury

Tony Barrow
‘Punched Wooler’ No mention
(The Beatles’ Press Officer)

Tony Bramwell
Broken ribs, bloody

(Friend, and The Beatles’ ‘He assaulted Bob’
nose

employee)
Peter Brown

‘Pummeling’ Three broken ribs
(Epstein’s PA)

‘He began to batter Wooler’s
Ray Connelly

face and body with both fists | Bruised ribs, black eye
(Biographer)

and a stick’

‘Seizing a shovel . . . began to | Broken nose, cracked
Albert Goldman beat Wooler to death. It collarbone, three
(Biographer) would have ended in broken ribs. Also,

murder.’ Lennon broke a finger
Cynthia Lennon Black eye, badly

‘He leapt on Bob’
(Lennon’s first wife) bruised ribs
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Account by

Nature of the assault

Extent of injury

John Lennon (1963) to the press

‘I am terribly upset about
this . .. too far gone to know

what | was doing’

No mention of injuries

John Lennon (1963) to Tony

Barrow

‘He called me a bloody queer

so | battered him’

Unspecified injuries:
‘He got what he

deserved’

John Lennon (1968) to Hunter

Davies (Biographer)

‘I smashed him up’

‘I broke his bloody ribs

for him’

John Lennon (1980)

‘I was beating the shit out of
him, and beating him with a

big stick’

‘I battered his bloody

ribs for him’

Rex Makin

(Epstein family solicitor)

‘He socked him’

Broken nose, black eye

Philip Norman (Biographer)

‘Raining punches viciously on

W’s head and body’

Bruised ribs, black eye

Pete Shotton

(Lennon’s childhood friend)

‘Repeatedly clobbering him

in the face with ... a shovel’

Extensive damage to

face

Bob Spitz

(Biographer)

‘Leapt on W, beating him
viciously with tightly closed

fists’

Broken nose, cracked
collarbone, three

broken ribs

Table 2.1
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Other texts help provide an overview of the Beatles’ lives and careers. Bob Spitz’s
The Beatles: The Biography (2005) is generally regarded as well researched, thorough, and
scholarly. Spitz, who has a background in music industry management and had earlier
published a well-received 1989 biography of Bob Dylan, effectively punctures The Beatles’
carefully cultivated wholesome image by detailing less flattering aspects of their behaviour.
He also addresses Yoko Ono’s influence over Lennon in the late 1960s, attributing the
group’s breakup, in part, to her role. However, others, including lan MacDonald, argue that
the breakup resulted from a confluence of factors. Although the mainstream reception to
Spitz’s book was positive, some Beatles scholars were disappointed to find minor factual
errors. Jonathan Gould’s Can’t Buy Me Love: The Beatles, Britain and America (2007) and
Mark Hertsgaard’s A Day in the Life: The Music and Artistry of the Beatles (1996) both offer
well-developed theories about The Beatles’ sociocultural significance and artistic legacy.
While Gould contrasts the impact and reception of The Beatles in the UK and the US,
Heertsgard is more focused on their artistry, prioritising it over the group’s celebrity.

My earlier caveat about the treatment of anecdotal evidence applies to celebrity
biographies. As Weber highlights, one must be cautious because they, too, may be less than
objective, biased, and inadequately researched (Weber 9—12). Authors may display undue
reverence for the subject, as evident in the spate of laudatory works published after John
Lennon’s murder in 1980. Ray Coleman and Philip Norman, for example, have both been
accused of adopting Ono’s revisionist narrative. Conversely, the opposite tendency can be
equally problematic. Albert Goldman’s The Lives of John Lennon (1988), for instance,
sensationalises Lennon’s flaws to such an extent that many critics regard it as a sales-driven
smear campaign or character assassination. Critics savaged the book in reviews, with Rolling

Stone calling it “a disgrace” and “riddled with factual inaccuracies,” The New York Review of
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Books suggesting “Goldman’s background research was either slovenly or nonexistent,” and
a twenty-year retrospective in The Guardian classing it as “extravagantly spiteful” (Fricke
and Ressner; O’Hagan; Sante). It is also important to remember that most Beatles
biographies are written for commercial rather than academic audiences. Many biographers
are fans themselves, and their treatments are often partisan in their admiration or hostility.
Of the many books focusing on the individual Beatles, Ray Coleman’s John Winston
Lennon: Volume 1, 1940-1966 (1984) is reasonably balanced and provides valuable
background, although scholars, like Weber, suggest his closeness to The Beatles limits his
critical perspective, as evidenced by his Author’s Note (Coleman xi—xiii). Although critics
have also noted recurring biases in Philip Norman’s 2008 offering, John Lennon: The Life, the
book remains insightful regarding Lennon’s navigation of class and culture in the UK. By
contrast, Paul McCartney’s biographers often struggle to penetrate the aura of his charisma,
which can overwhelm balanced assessment. The standout work is Barry Miles’s Paul
McCartney: Many Years from Now (1997). McCartney’s persuasive skills are evident as he
reframes his Beatle credentials and avant-garde “hipness.” While Miles’ account is
inevitably subjective, given their close friendship, it nonetheless succeeds in documenting
McCartney’s Beatles years and substantiating his equal importance alongside Lennon’s. Chet
Flippo’s McCartney: The Biography (1988) is a competent work, while Philip Norman’s Paul
McCartney: The Biography (2016), although apparently atoning for earlier underestimation,
still undervalues McCartney’s skill as a composer and musician (Weber 10-11, 115-27).
George Harrison’s quasi-autobiographical | Me Mine (1980), with contributions from The
Beatles’ former press officer Derek Taylor, adds a first-person narrative that conveys
Harrison’s wry yet heartfelt perceptions. While it introduces little new factual material, it

elucidates his worldview. Harrison remains enigmatic and elusive to his biographers, who
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rarely capture his essence. Graeme Thomson’s George Harrison: Behind the Locked Door
(2013), Marc Shapiro’s All Things Must Pass (2002), and Philip Norman’s George Harrison:
The Reluctant Beatle (2022) provide competent but incomplete portraits. Other works often
emphasise Harrison’s spirituality and post-Beatles life, subjects that fall outside the scope of
this chapter.

Drummer and percussionist Ringo Starr, though appreciated by musicians for his
creative contribution to The Beatles’ sound, has not yet been the subject of a Philip Norman
biography. Other authors, however, have covered his life in varying depth. Alan Clayson’s
Ringo Starr: Straight Man or Joker? (1991) was the first dedicated study. Michael Starr’s
Ringo: With a Little Help (2015) is more comprehensive. Bill Harry’s The Ringo Starr
Encyclopedia (2012), while wide-ranging, adds little in the way of new information. These
works vary in scope but together demonstrate Starr’s enduring importance as a musician.

To further contextualise this chapter, | refer to various broader works, such as Craig
Brown’s One Two Three Four: The Beatles in Time (2020) and Billy Bragg’s Roots, Radicals
and Rockers: How Skiffle Changed the World (2017). Although neither book is primarily
concerned with strict biographical authenticity, both offer stimulating observations about
the external factors that shaped the group’s beginnings. For instance, Bragg’s insights on the
abolition of National Service in Britain are particularly thought-provoking, as he expounds
on The Beatles’ generational luck and the hypothetical result of them being “called up”
(Bragg 387).

Brown’s vignettes, while not revelatory, are written with wit and oblique insight,
reframing The Beatles through humour and fresh perspective. His technique is reminiscent
of the way colourising black and white film can give a new sense to the existing artifact as a

palimpsest, or how viewing a sculpture from different or unusual angles might provoke an
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unorthodox response. Although he is clearly a fan, Brown avoids undue reverence, instead
offering frank and even startling assessments of the key individuals and the era.

While my research focuses on The Beatles’ creative influence, it recognises that their
history has been mythologised. Topics such as the groups’ sexual promiscuity and drug use
were routinely censored (Weber 16-20). More than sixty years after the release of their first
single, “Love Me Do,” the industry surrounding The Beatles continues to thrive. It is, in many
cases, a professional and sectarian endeavour. The essential challenge has been to sift
through the avalanche of material to construct a balanced, credible account from competing
narratives.

The sheer volume of writing on The Beatles, spanning thousands of books, chapters,
articles, and other scholarly and popular publications, necessitates a selective,
methodologically principled engagement with the existing literature. Although this section
has focused on literature most directly relevant to The Beatles’ creative development, it is
important to acknowledge a range of adjacent scholarly domains that inform—but fall
outside—the scope of the present study. These include musicological analyses of The
Beatles’ compositional techniques and stylistic evolution (Everett 1999, 2001; Mellers 1973);
linguistic and discourse-based studies of the lyrics (Petrie et al. 2008); analyses of film,
animation, and documentary representations (Carr 1996; Glynn 2020; Matteo 2023;
Neaverson 1997, 2000); work on celebrity, identity, and masculinity (King 2016; Marshall
2000); and chronologies and day-by-day accounts beyond Lewisohn’s corpus (Burrows 2013;
Cross 2005); and Beatlemania (Davis 2020; Hunt 2023; Milard 2012). While these studies
offer valuable insights, this thesis engages them selectively, drawing on their findings where
relevant, but prioritising a longitudinal examination of creative development that integrates

biography, influence, performance, and cultural context.
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Songwriting

While it is true that many musicians are creative, the determination of the teenage
Lennon and McCartney, and to a lesser extent, Harrison, to write original songs was unusual
for the era. At the time, it was far more common for musicians and singers to perform
compositions authored by professional songwriting teams, generally following the Tin Pan
Alley model, established in the late nineteenth century. Lennon and McCartney’s
partnership diverged from this model. Each contributed both music and lyrics, and although
many of their songs were initiated by one writer, they were typically completed and refined
collaboratively. As Inglis notes, “they are, nonetheless, genuine collaborations” (Inglis,
Hamburg 49). Their influence as songwriters helped introduce a new paradigm in popular
music: the artist as writer. Sting reflected in an interview with Rick Beato that The Beatles
gave later artists “permission to try the same thing” (The Sting Interview 00:37:28—
00:38:16). Australian songwriter Brian Cadd likewise told me in an interview, “They taught
me how to write songs” (Cadd). | will return to the importance of the partnership between
Lennon and McCartney as a model of creative collaboration in Chapter Six, which
interrogates creativity, as an instance of what Joshua Wolf Shenk calls “the power of two.”

Tin Pan Alley was a longstanding model that had proven successful in the United
States. It produced such luminaries as Irving Berlin, Cole Porter, George and Ira Gershwin,
Jerome Kern, Rodgers and Hart (and later Rodgers and Hammerstein), Lerner and Loewe,
Johnny Mercer, Sammy Cahn and many others. In most of the songwriting teams, one
partner specialised in music and the other in lyrics. By the mid-twentieth century, the
creative hub had coalesced around the Brill Building on Broadway in New York, where music
publishers employed songwriters to produce material to order. From the late 1950s, the rise

of rock and roll created opportunities for younger writers with pop sensibilities, who could



Mason-Cox 52

generate hits for the emerging generation of performers. Among the best known were
Carole King and Gerry Goffin (“Will You Love Me Tomorrow,” “Chains”); Jerry Lieber and
Mike Stoller (“Hound Dog,” “Jailhouse Rock); and Doc Pomus and Mort Shuman (“A

n u

Teenager in Love,” “Save The Last Dance For Me”), however there are many other
noteworthy names (Inglis, Hamburg 54-5).%°

Denmark Street, near London’s West End, functioned as a smaller, more fragmented
British counterpart to Tin Pan Alley. It housed a concentration of music publishers, agents,
studios, and offices of the music press, and served as the hub of Britain’s commercial
songwriting industry. Among those who contributed to its vibrancy was Lionel Bart, a
songwriter best known for his musical Oliver! Bart also wrote hits for early British rock and
roll performers, illustrating how Denmark Street served as a bridge between theatrical
songwriting and Britain’s emerging rock scene. Both Denmark Street and the nascent British
rock and roll scene would soon be transformed forever by The Beatles. At the same time,
the songwriting partnership of Lennon and McCartney disrupted the conventions of Tin Pan
Alley, ushering in a new model for aspiring songwriters. From the perspective of creativity
studies, this shift exemplifies a transition from delegated authorship to embedded creative

agency, where composition becomes inseparable from performance, identity, and social

positioning.

20 Including, Otis Blackwell (“Fever,” “All Shook Up”); Barry Mann and Cynthia Weil (“You’ve Lost That

Lovin’ Feelin’,” “Saturday Night at the Movies”); Bert Berns (Twist and Shout,” “Under the Boardwalk”); and
Jeff Barry and Ellie Greenwich (“Be My Baby,” “Leader of the Pack”). Other prominent Brill Building writers
included Phil Spector, Burt Bacharach and Hal David, Neil Diamond, Neil Sedaka and Marvin Hamlisch (Inglis,

Hamburg 54-5).
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Analytical Sketches of The Beatles’ Early Creative Development

This section summarises the childhood creative predilections of Lennon, McCartney,
Harrison, and Starr, highlighting their shared tendencies toward humour, whimsy, and an
anti-authoritarian streak as foundations of their creative sensibilities.?! It also outlines the
groups’ history from 1957 to 1960, with particular attention to descriptions of their evolving
creative development. The narrative also introduces Stuart Sutcliffe, who has been
described as “the Beatle who got away,” and assesses his creative influence on the group
(Widmer). Pete Best, the group’s original drummer, is profiled only briefly, as Starr replaced
him before The Beatles’ first major recording session. The following subsections examine
each Beatle in turn, beginning with John Lennon. These sketches are not intended as
biographical summaries, but as analytic snapshots that identify early creativity markers—
collaboration, rule-breaking, humour, resilience, and self-directed learning—within
historically contingent circumstances.
Lennon

John Lennon experienced a turbulent and stressful childhood. After his parents’
marriage collapsed when he was five and a half, he was raised by his mother’s sister, Mimi,

I”

and her husband, George. Even in kindergarten, he was considered “exceptional.” He was
noted as displaying “a gifted and lively mind” with advanced skills in “reading, writing,
drawing and painting, at thinking creatively, and at communication.” According to Ray

Coleman’s John Winston Lennon: Volume 1 1940-1966, young Lennon was imaginative and

more fascinated by books than toys. He particularly loved Alice in Wonderland and Through

21 They were by no means alone in this. As Judith Issroff indicates, many creative adolescents regard

authority it as a convention that may be disdained at will (Issroff 153).
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the Looking-Glass, and What Alice Found There, as well as the Just William series, which he
re-read “until he could recite passages by memory” (Coleman 26). Lewis Carroll’s
Jabberwocky left a lasting impression on him, inspiring him to write poems in a similar
nonsensical style and devise detailed illustrations to accompany them. Ronald Searle,
creator of the St Trinian’s cartoons, was also an influence, and young John developed a flair
for quick, humorous line drawings.?? He loved to write and draw while listening to his
favourite radio programs. Like Paul McCartney, he was a fan of Dick Barton, Special Agent,
and he adored The Goon Show (Coleman 26).

From the perspective of creativity research, Lennon’s behaviour aligns with early
indicators of divergent thinking and symbolic play rather than precocious genius, emerging
within informal, self-directed environments rather than structured instruction. At school,
Lennon was a leader rather than a joiner. A fellow student recalled that he was “always the
centre of attention . . . always on the borders of getting into trouble” (Coleman 30). While
Singh’s observations on childhood trauma provide one possible interpretive lens, this study
avoids causal determinism, instead treating such experiences as contextual pressures that
interacted with Lennon’s temperament, peer networks, and creative outlet (Singh 53-5).
Lennon performed well in primary school (except in mathematics) and showed particular
talent in art, but he became increasingly rebellious in secondary school. Bored by the
curriculum, he was disruptive and focused almost exclusively on art. Even as a child, his
artistic instincts were unconventional. As a teenager, instead of following classroom

instructions, he parodied songs and stories, and drew “bizarre, outlandish caricatures of the

22 (Lewisohn, Tune In 128-32, 133-5, 140, 149-56,184-5).
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teachers.” To the great amusement of his classmates, he circulated these in a handmade
magazine he called The Daily Howl! (Coleman 30-6, 47).

The Double Fantasy exhibition at the Museum of Liverpool Life in 2018 and 2019
featured an original copy of fifteen-year-old Lennon’s The Daily How! from 1955. It
showcased the surrealistic wordplay and sketching style that would remain evident
throughout Lennon’s life, particularly in his books In His Own Write and A Spaniard in the
Works. Beatles historian and blogger Mark Ashworth has uploaded several photographs and
excerpts from that issue. He cites Lennon’s classmate Bill Turner’s claim that the school’s
staff members passed around a copy confiscated by a teacher before returning it at the end
of the school term (Ashworth 2018). Lennon’s schoolmate, Nigel Walley, observes that he
“had balls, and lots of wit . . . he was always ahead of everybody else,” in his ability to see
the humorous aspects of life. Lennon performed dismally in his final high school exams,
failing even his best subject, art, which seemed to indicate that he was destined for the
failure many of his teachers had predicted. To them, despite his obvious intellect and artistic

talent, he faced a likely future of dead-end manual jobs (Lewisohn, Tune In 276-7).
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lllustration 1.1 John Lennon, “The Daily How!” c. 1955.%

23 Ashworth, Mark P. “The Daily Howl.” There Are Places | Remember...The Beatles’ Liverpool...and

beyond, 20 May 2018, http.//beatlesliverpoollocations.blogspot.com/2018/05/the-daily-how!.html.



Mason-Cox 57

Meeting Paul McCartney

Lennon formed his first group soon after persuading his Aunt Mimi to buy him a
guitar. He started it for fun, quickly roping his friends into joining on whatever instruments
they could find. Lennon, although not a skilled guitarist, was the group’s leader and vocalist.
The group, The Quarry Men, played uncomplicated skiffle and rock and roll songs at friends’
parties and talent contests. They secured a booking at the summer féte at St Peter’s Parish
Church in Woolton on 6 July 1957. In the audience was fifteen-year-old Paul McCartney.
McCartney introduced himself and stunned Lennon with his musical abilities. Two weeks
later, he was asked to join The Quarry Men (Lewisohn, The Complete Beatles 12; Lewisohn,
Tune In 474-85).

Despite his poor exam results and rebellious streak, Lennon gained admission to the
Liverpool College of Art, which offered a markedly different educational environment. In
Sound Effects: Youth, Leisure, and the Politics of Rock, Simon Frith argues that art schools
played a crucial role in the British pop explosion by granting working-class students a
measure of intellectual freedom and social mobility (Frith 76). Beginning in September 1957,
the College provided John Lennon with the freedom he craved, encouraging self-expression
and introducing him to grander traditions of ideas and artistic. A contemporary later
recalled, “Art college was the perfect breeding ground for someone like [Lennon] . .. It was
the only place that was both liberal and creative” (Lewisohn, Tune In 510-2). Although
Lennon was not strictly working-class, his time at art school connected him with influential
and like-minded peers, notably Stuart Sutcliffe, who was regarded as the school’s most
gifted artist. It also gave him entrée into Liverpool’s bohemian art scene (Frith and Horne

80-5).
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Despite finding a haven, establishing a relationship with Cynthia Powell, cultivating a
close friendship with Sutcliffe, and receiving support from senior lecturer Arthur Ballard,
Lennon remained a problematic character even at art school. According to friends, Lennon
“took the piss out of everyone, no exceptions.” Yet, Sutcliffe, “sensitive and intuitive,” saw
something special in him, and the feeling was mutual: “They inspired each other,” with
Sutcliffe mentoring Lennon in art while Lennon, in turn, immersed him in American pop
music (Lewisohn, Tune In 725—-6; Widmer).

Lennon’s attention span appeared limited, and he often put little sustained effort
into his work. His classmate Bill Harry recalled, “John’s strength was his spontaneity . . . he’d
scribble something down quickly and that was all it needed.” Harry added that if Lennon
spent more time on a piece, he would only “make it worse” (Lewisohn, Tune In 585). Harry’s
observation supports the theory that Lennon may have been dyslexic, a neurodivergent
condition. Retrospective discussions sometimes suggest that Lennon displayed traits
consistent with attention-deficit/hyperactivity disorder (ADHD) or borderline personality
disorder, though such attributions necessarily remain speculative (Fade and Venturo 1-7;
Porter 677).

Lennon’s mother, Julia, was killed in a traffic accident on 15 July 1958 after being
struck by an off-duty, unlicensed policeman. Lennon always believed that the driver was
drunk at the time, although he escaped charges. At seventeen, he was devastated—but
never spoke of the event. Friends recall him “raging and rampaging” with drink and vitriol in
the aftermath. Already rebellious and distrustful of authority, Lennon’s resentment of the

police hardened into a lifelong grudge (Lewisohn, Tune In 607-13).
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Early Songwriting—Lennon

Lennon began experimenting with songwriting soon after acquiring his first guitar in
March 1957. His earliest efforts, including “Calypso Rock,” were quickly forgotten, and he
often struggled to remember lyrics, perhaps due to dyslexia.?* He wrote his first substantial
song, “Hello Little Girl,” later that year. Within months, Lennon had asked McCartney to join
his group. Soon afterwards, inspired by Buddy Holly, the two began writing songs together.
It was unusual at the time; very few young guitarists attempted to write songs, and Lennon
and McCartney’s creative aspirations set them apart. Lennon later recalled in an interview,
“Practically every Buddy Holly song was three chords, so why not write your own?”2°> These
early songwriting efforts illustrate what creativity scholars describe as imitative innovation,
where copying functions not as a limitation but as a generative learning strategy.
McCartney

Paul McCartney’s childhood years have been described as “typical and
unremarkable.” Still, he did display early markers of creativity, one of them being a talent
for what Chet Flippo calls “duplicitous diplomacy” (Flippo 13-6). This attribute is analytically
relevant because child psychologists and creativity researchers consistently link rule-
bending, strategic deception, and adaptive problem-solving in childhood. They find a solid
connection between lying and creativity—both involve breaking the rules. Lying is the first
creative exercise children indulge in because deception can enable them to reap unearned

rewards or escape punishment (Gino and Ariely 445-59; Gino and Wiltermuth 973-81).

24 Although dyslexia may explain Lennon's difficulty in recalling lyrics, there are suggestions he

displayed other neurodivergent traits which may have also affected his memory for lyrics.

25 (Lewisohn, Tune In 17-22, 440, 538-40).
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A good example of McCartney’s deceptive behaviour is his guileful defiance of his
father, Jim, who wanted him to become a member of the Liverpool Cathedral Choristers’
Guild. Jim had noticed his son’s interest in music from an early age and wished to encourage
him (Flippo 18). The eleven-year-old had other plans; his father believed he “deliberately
cracked his voice in the audition” to avoid being selected for the choir (Lewisohn, Tune In
247). The descriptor “duplicitous diplomacy” indicates that young McCartney possessed
“the ability to detect problems that others may not recognize . . . and to generate original,
adaptive, and effective solutions to problems” (Walczyk et al. 330).

McCartney was intelligent, if not studious, and he did well in school without
appearing to have to try very hard (Flippo 13-6). Like Lennon, McCartney loved to read; in
his case, he was particularly fond of comics. He, too, was an avid fan of radio programs and
would listen to them nightly in bed. He was an excellent mimic, talented in art and, like
Lennon, would draw caricatures of teachers to entertain his. However, he again resisted his
parents’ desire for him to study music formally, dropping out of piano lessons after a short
time. He “was happy playing piano his way, not somebody else’s,” although he did show
great interest in his cousin’s banjulele. His father, who had played ragtime piano semi-
professionally in his youth, was keen to support Paul’s musical interests. At age thirteen, he
briefly took up a borrowed trumpet, in vogue at the time, so his father bought him a
second-hand instrument for his birthday. McCartney quickly learned a few tunes but lost
interest within months, ostensibly because it hurt his lip, and he feared it might mar his
appearance (Lewisohn, Tune In 248-50, 310). Not long after his mother’s death in October
1956, however, he became obsessed with the guitar. His younger brother, Mike, recalls that

Paul became “lost in another world” and would sit for hours playing his guitar (Flippo 18).
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Always a good mimic, he could soon do an impressive Little Richard impersonation,
and he also began writing songs (Flippo 20). Although enamoured of Lonnie Donegan, Bill
Haley, Elvis, Chuck Berry, and Little Richard, he was equally shaped by his father’s musical
tastes. His influences were catholic; alongside rock and roll, he admired Fred Astaire and
pop and show tunes, such as “A Taste of Honey” and “Till There Was You,” both of which
were later recorded by The Beatles.?® He also absorbed the British music hall style that his
father enjoyed. Flippo cites a 1987 radio interview with Timothy White in which McCartney
states that he began writing “When I’'m Sixty-Four” in this style when he was sixteen (Flippo
18-20).

As McCartney became immersed in the guitar, he lost interest in school. He could no
longer see much point in it; what he really wanted was “women, money, and clothes”
(Flippo 21). He befriended like-minded peers, including George Harrison, a fellow guitarist
and rock and roll enthusiast who also caught the same bus to school (Flippo 19). Even at age
sixteen, McCartney projected a swaggering self-confidence. He knew he was talented and
once bragged to a girlfriend that he was a better singer than Frank Sinatra (Lewisohn, Tune
In 309).

Early Songwriting—McCartney

McCartney demonstrated a talent for creating stories. He had won a prize in an
essay competition and “fancied [himself] as a writer.” As he became more interested in
music, he applied that talent to his songwriting. Just as his father had done in his teens,

McCartney began to compose tunes on the family piano. He had a natural facility. When he

26 «p Taste of Honey” appeared on the band’s debut album Please Please Me in March 1963, and “Till

There Was You” featured on the second LP, With the Beatles, released eight months later.
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took up the guitar, he promptly wrote “I Lost My Little Girl.” From late in 1957, Lennon and
McCartney would sit facing each other in McCartney’s front room, playing their guitars,
singing together, and writing songs. Their abilities complemented each other, their voices
meshed, and they could harmonise well. Spurred on by competitive creativity and shared
ambition, they agreed on a songwriting partnership.?’
Harrison

George Harrison was a precocious and independent child, and as the youngest in a
very tightly knit family, he was doted upon. As a boy, he was fun-loving, social, sporty, and
secure in himself, but he was not afraid of rough-and-tumble; although he was a small child,
he would stand up for himself if threatened. He “had already begun to develop a sly sense
of braggadocio . . . that allowed him to ingratiate himself into any . . . situation,” perfect
qualifications for a future politician, his parents joked (Shapiro 16). In primary school, he
displayed intelligence, humour, a talent for mischief, and a willingness to step in when he
saw others being bullied (Lewisohn, Tune In 143; Norman, George Harrison 18; Thomson
18-21). His parents also noted his “strong sense of imagination” as he entertained family
and friends by devising elaborate and complex stories. When he was ten, his father gave
him some hand puppets, and thereafter “he always insisted on giving a little show” for
visitors (Shapiro 17).

However, by the time he was eleven and a scholarship student at the Liverpool
Institute High School for Boys, that independence had hardened into a rebellious
resentment of lessons and teachers. Harrison “was intelligent and perceptive . . . [and he

had] ... an excellent memory,” but he loathed the school’s ethos of “authority and

27 (Lewisohn, Tune In 20-4, 309, 540-1).
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compulsion.” Like Lennon, he avoided putting any effort into most subjects and only
enjoyed art. Harrison demonstrated his anti-authoritarian streak by wearing tight trousers,
blue suede winklepickers and a long, sculpted hairdo.?® He began smoking and would
regularly get into fights. According to Harrison himself, because the school fostered fear in
the students, “the rot set in.” Despite enjoying music, he lost interest in music classes due to
the teaching methods. Although he passed his “mock” GCE?® in art at age sixteen, he failed
every other exam, “even English Language.” The school wanted him to repeat the class, but
Harrison had had enough. He “went over the railings to the movies,” burnt his school
reports, one of which read, “He has taken no part in any school activity whatsoever,” and
never returned (Davies 115-9; Harrison, | Me Mine 22—4; Lewisohn, Tune In 286; Norman,
George Harrison 21-6).
Early Musicianship—Harrison

Unlike the slightly older Lennon and McCartney, Harrison had missed the full thrust
of Elvis and Bill Haley due to his youth. However, although he was not particularly musical as
a child, he was inspired by Lonnie Donegan and his skiffle recording of “Rock Island Line.”
Skiffle, a basic blend of American folk, blues, country, and jazz, was often played on acoustic
guitars, banjos, and harmonicas, accompanied by homemade instruments such as tea-chest
bass and washboards for percussion. The style required little proficiency beyond the ability

to play a few simple chords. At fourteen, galvanised by Donegan’s music, Harrison became

28 Winklepickers are a pointy toed shoe popular among Teddy Boys, Britain’s first major British youth
subculture.
29 students had to pass “mock” or preparatory exams before attempting the finals for a General

Certificate of Education.
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obsessed with playing the guitar (Norman, George Harrison 26; Thomson 33). A schoolmate
was selling a second-hand acoustic guitar for £3 10s, quite costly at the time, but his mother
managed to buy it for him.3° He had some tuition from his father’s friend for a few weeks,
learning chords and 1920s tunes and playing the man’s expensive Ho6fner Committee guitar.
He also learned some tricks from a schoolmate, Colin Manley, who was already a fine
guitarist and “could play Chet Atkins and The Shadows and The Ventures” (Thomson 33).
Harrison later recalled that those lessons had a profound influence on his musical
development (Davies 121-2; Lewisohn, Tune In 315-7, 405; Norman, George Harrison 26;
Thomson 33).

His obsession drove him to develop his technical proficiency methodically, focusing
on precision in his playing rather than creative improvisation. His focus impressed Jackie
Lomax, another early Liverpool rocker, who remembers that “George was always very
precise ... very worked out . . . He could do the solo the same as Buddy Holly on the record,
and so on. There was no blowing [improvising]” (Thomson 33).

During their journeys on the No. 86 bus, Harrison and McCartney discovered a
shared passion for music. McCartney recalls he thought the younger boy “a cocky little guy
with a good sense of himself; he wasn’t cowed by anything.” Soon, they gathered at each
other’s houses to practice guitar and learn songs by Buddy Holly and the Everly Brothers.
Harrison, although a year younger than McCartney, was the better player. He had the
impressive ability to play solos; his specialty was “Raunchy,” a hit instrumental by Bill Justis.
According to Thomson, that skill was beyond McCartney at the time, who, by contrast, was

nervous and prone to making mistakes under pressure (Thomson 18-23, 34-5).

30 Approximately half of many adult workers’ weekly wage at the time.
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For Harrison, playing guitar in a rock band was “the only job | could think of that |
wanted to do.” At age fourteen, he went to see McCartney playing with The Quarry Men,
and although captivated by McCartney’s live performance, he was awestruck by the
seventeen-year-old Lennon. He impressed Lennon, too, when he later jammed with the
band. His ability and determination eventually overcame Lennon’s reservations about his
age. Although Harrison was only fifteen, Lennon invited him to join The Quarry Men
(Shapiro 24, 28).

Early Songwriting—Harrison

Even as a young man, Harrison was “committed and conscientious,” but, unlike
McCartney and Lennon, not particularly competitive. He was content to be an integral part
of the group and did not seek the spotlight unduly. Thomson suggests that this lack of overt
ambition was due to his stable upbringing, which gave him a self-possession that required
little outside approval (Thomson 18). Although Harrison co-wrote an instrumental, “Cry for a
Shadow,” with Lennon in 1961, his songwriting developed slowly. His first real Beatles’ song,
“Don’t Bother Me,” appeared on their second album, With the Beatles, in November 1963.
Harrison’s creative development diverged from that of Lennon and McCartney in its
emphasis on technical mastery over expressive immediacy. Creativity studies identify this
pathway as incremental expertise-building, where innovation emerges later through
sustained skill accumulation rather than early output.

Starr
Richard (or Ritchy) Starkey, better known by his stage name Ringo Starr, was raised

by his mother from the age of three after her estranged husband left the marriage (Clayson
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1-2).31 Starr hated school from the first day and did not impress his teachers. One
remembered him vaguely as “very quiet and unassuming.” Starr suffered a serious
childhood illness, being hospitalised for nearly a year with peritonitis at age six. Upon
returning to school, he lagged appreciably behind the rest of the class and could barely read
and write at the age of eight (Clayson 5-8). Like Lennon, he adopted a joker’s persona and
became adept at truancy. By the time he was twelve, he had perfected the art, being absent
for around half of the last term in 1952. He continued to attend sporadically until he was
hospitalised again when nearly fourteen (Clayson 9, Lewisohn, Tune In 127, 148-9, 160-1,
179, 278; Starr ch 1).

Starr was exposed to music as a child through his grandparents, who played
mandolin and banjo, but he was not overly excited by it until he saw Gene Autry singing
“South of the Border” in the film of the same name. Citing Autrey as a major influence, Starr
remained enamoured of cowboys and Americana, particularly country music (Clayson 4-5).
At thirteen, the sight of a drum displayed in the window of a local music shop captivated
him. He recalled in a 1976 interview that, “This one drum, used to freak me out. | loved it
and used to go and look at this tom-tom every day” (Lewisohn, Tune In 181). Like many of
the musicians | have known and interviewed, and especially the drummers, the impact of
the instrument on Starr was immediate. “There was never any other instrument . . . |
wanted to be a drummer” (qtd. in Lewisohn, Tune In 278-9).

However, he fell ill again before he could follow his musical dream. He celebrated his
fourteenth birthday in hospital after developing pleurisy, which later progressed into

tuberculosis, common in Liverpool at the time. This illness necessitated nearly two years of

31 From hereon, | refer to Starkey only as Starr.
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convalescence. So many Liverpudlian children were similarly affected that it prompted the
hospital to initiate a vocational program. Among the visiting teachers was a woman who
taught music and brought along percussion instruments for the class. Starr was not
interested in the tambourine, triangle, or maracas; he insisted on, and was immediately
hooked by, playing the drum. He had found his vocation and, thereafter, would tap out
rhythms constantly on the bedside cabinet or any other available surface. “It was the only
thing | could do” (Clayton 20; Lewisohn, Tune In 280-1; Starr ch 2). From a creative
perspective, Starr’s prolonged exclusion from formal schooling paradoxically intensified his
embodied, rhythmic intelligence, illustrating how constrained environments can redirect
creative development rather than suppress it.

Early Musicianship—Starr

This final extended stay in the hospital essentially marked the end of Starr’s
schooling. Still, he remained obsessed with drums after his discharge and made a snare
drum by stringing “wire across the top of a biscuit tin.” After signing on for the dole, he
bought his first “proper” instrument: a single oversized bass drum, which fascinated him but
frustrated his family. (Lewisohn, Tune In 312-3; Starr ch 2).

At Christmas in 1956, Starr’s stepfather bought him a dilapidated old drum kit.
Around Boxing Day, he “set it up and for the first time in his life sat behind a drum kit.”
Noise complaints soon followed, but rather than dissuade, they reinforced his conviction
that “the only way [he] could practise was to join a group.” The first group was The Eddie
Clayton Skiffle Group, his next-door neighbour’s band. His friend Roy Trafford played tea-
chest bass and suggested Starr as “he was always making a noise and he always had
drumsticks very close. It was in him, and he had great rhythm.” Most band members were

learning their instruments, and he rarely got to play a complete kit; instead, he played just
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the snare drum, which he still loved. The band rehearsed in his tiny front room. They were
rough, and learning the ropes was not easy, with some of their bookings attracting rowdy
Teddy boy crowds. Even so, he was hungry for experience (Clayton 20-23; Lewisohn, Tune
In 415-6, 435-46, 528; Starr ch 2, ch 3).

By 1958, Starr was healthy and working full-time. He had a steady girlfriend, the
group was playing regularly, and he had just bought his first real drum kit. By the end of
1959, he had joined Rory Storm and The Hurricanes, one of Liverpool’s most popular rock
and roll acts. The group soon turned professional, initially taking up a residency at Butlin’s,3?
followed by a stint at the Kaiserkeller in Hamburg from October 1960 (Clayton 23-24, 30—
38; Starr ch 3). Nearly thirty years later, on March 5, 1988, Starr told television interviewer
Michael Aspel, “I decided, when | was eighteen, this is my life” (Aspel & Company, LWT, qtd.
in Lewisohn, Tune In 614-7).

Stuart Sutcliffe

The inclusion of Stuart Sutcliffe is integral to this chapter because his artistic legacy
profoundly influenced John Lennon, who deeply respected and admired him. The two
became unlikely but close friends. Sutcliffe was a little older, more obviously talented, and
dedicated to his art, specifically painting. While Lennon was an abrasive extrovert, Sutcliffe
was introverted and pleasant. He was also more mature in his demeanour, having left home
at sixteen to share a flat in the bohemian part of Liverpool. Sutcliffe also befriended
McCartney and Harrison and was enthusiastic about the music they played with Lennon

(Lewisohn, Tune In 627, 672).

32 Butlin’s was a chain of British seaside holiday resorts. Pwllheli is in Wales.
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Lewisohn’s research cites his friendship with Lennon as a critical element in the
group’s artistic development. It was, according to American historian Ted Widmer,
galvanising. “Lennon, energised by his friendship with a brilliant painter, began to hear his
own muse,” Sutcliffe’s “search for his [artistic] voice guided theirs,” and his influence on the
group continued long after he left (Widmer).

In 1956, Sutcliffe began training at the Liverpool College of Art, a year ahead of
Lennon. He proved exceptional and soon “established himself as a star painter, splashing his
canvases with a riot of colour, like the artists he loved: Serge Poliakoff, Nicolas de Staél.” He
was a voracious reader with broad tastes, including philosophy, beat poetry, erotica, and
Russian novels. In January 1960, after Sutcliffe sold an early painting, Lennon and
McCartney persuaded him to buy a bass guitar and join The Quarry Men (Lewisohn, Tune In
764). Although he possessed no natural musical skills, he was determined to improve and
“practised [sic] until his fingers bled.” He also became, as Harrison recalled, “the band’s Art
Director” and, with Lennon, devised the name “The Beatles.” Sutcliffe’s significance in this
chapter lies not in musical contribution but in his role as a creative catalyst. His presence
demonstrates how creativity circulates through proximity, dialogue, and example,
reinforcing this thesis’s central claim that creative development is relational rather than
individual.

As | outline in the section “Becoming The Beatles,” soon after Sutcliffe joined the
group, Allan Williams began managing them. Although some of the bookings he secured
were less than salubrious, the group was at least playing semi-regularly. In August 1960,
Williams organised a residency for The Beatles at the Indra nightclub in Hamburg, so
Sutcliffe paused “his promising art career” and caught the ferry to Germany with the other

young hopefuls (Widmer).
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The Beatles played most nights at The Indra (and later, The Kaiserkeller) for around
six to eight hours. They improved rapidly as musicians and performers during their fourteen-
week stint (Widmer). Sutcliffe’s bass playing, though improved, remained rudimentary.
Saxophonist Dave Glyde, who was playing professionally with Gene Vincent at The Star Club
during that time, told me in an interview that the “band was dreadful. Really bad . . . Stuie
was crap. He wasn’t very good at all. But he was the cool guy” (Glyde). While that
“coolness” and his good looks attracted audience attention, it was his artistic nature that led
to an immediate friendship with Klaus Voormann, Jirgen Vollmer and, particularly, Astrid
Kirchherr.

He and Kirchherr soon began a relationship, and he stayed on in Hamburg with her
for two months after the others returned to Liverpool in early December 1960. | will discuss
the broader impact of the group’s friendship with Kirchherr, Voormann, and Vollmer in
Chapter Three, where | detail their contribution to The Beatles’ artistic vision. When The
Beatles returned to Hamburg for their second residency in April 1961, Sutcliffe became
increasingly torn between the group and his overriding passions for painting and Kirchherr.
Widmer cites Cynthia Lennon’s observation that Sutcliffe “was not the type of person to fool
himself.” When the other four left Hamburg in early July, he stayed. He sold his bass guitar
to buy art supplies and “began painting with a fury” (Widmer).

Sutcliffe was one of those whom Judith Issroff classes as “specially gifted,” only not
as a musician. He was passionate about art and painting, and, according to his instructor,
Eduardo Paolozzi, a teacher at a Hamburg art school, he was destined for greatness.
Paolozzi later said, “He was imaginative, ultra-intelligent, and he was open to everything.”

To his friend Klaus Voorman, “He was the most inspiring person | have met in all my life”
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(Widmer). Three days before The Beatles returned for their third stint in Hamburg on 13
April 1962, Sutcliffe died of a cerebral hemorrhage. He was 21 years old.

Returning to Issroff’s criteria, Lennon, McCartney, Harrison, Starr, and Sutcliffe
shared four defining traits in childhood and adolescence. Each was independent and
disdained authority, and each had a well-developed sense of humour, a relativistic mindset,
and a willingness to experiment. Creativity research identifies all four traits as conducive but
not determinative of later innovation.

Creativity and Childhood

While Lennon, McCartney, and Starr experienced childhood traumas that may have
heightened their engagement with music, such adversity should not be seen as a necessary
precursor to creativity. If that were so, there would be billions of creative geniuses who
would have already solved the world’s problems, which is clearly not the case. Instead, it
represents one set of environmental pressures interacting with temperament and
opportunity. Still, many creative artists indeed suffer from what Tom Waits called “some
type of a wounding early on” (Hoskyns 3). lan Leslie notes that, as adolescents, Lennon and
McCartney “were walking wounded. Each, in his short life, had experienced jarring,
alienating, soul-rending events that left permanent scars (Leslie, John and Paul 16). As Singh
has stated, such trauma can lead to physical changes in the developing brain, which raises
the question: might those changes alter one’s creative potential? (Singh 51-67)

Nonetheless, those who are predisposed to follow a creative path may find a refuge
and take solace in what Csikszentmihalyi describes as “Flow—the state in which people are
so involved in an activity that nothing else seems to matter,” a state marked by total
absorption, loss of self-consciousness, and a heightened agency or control (Csikszentmihalyi,

Flow 4). Csikszentmihalyi notes that engagement in immersive activities can function as a
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self-directed learning environment. Such immersion allows young musicians to develop
expertise and intrinsic motivation. | will address this further in Chapter Six.
Who Influenced the Influencers?

Hearing Elvis Presley’s “Heartbreak Hotel,” probably in April 1956, electrified fifteen-
year-old John Lennon. He claimed that it changed his life. He was not alone: McCartney and
Starr were similarly affected (Lewisohn, Tune In 292-3). The slightly younger Harrison was
more excited by Lonnie Donegan and skiffle. Billy Bragg argues that its simplicity and its
American roots were “liberating” for British teenagers, because just about anyone could
play (Bragg 269).

McCartney and Harrison both attended Lonnie Donegan’s performance at the
Liverpool Empire in early November 1956, each securing his autograph. Seeing Donegan
inspired McCartney to take up the guitar. Billy Bragg suggests that Lennon, too, probably
took up guitar due to Donegan’s influence. Donegan’s skiffle hit “Rock Island Line” was one
of Lennon’s favourite records, and Mark Lewisohn notes he started guitar in “the last weeks
of 1956,” using banjo chords learned from his mother, Julia (Bragg 269-70). For Lennon,
though, skiffle was only a means to an end, and that end was playing rock and roll
(Lewisohn, Tune In 404-8). These formative encounters illustrate the principle of imitative
learning, where exposure to exemplars provides both technical and imaginative scaffolding
for creative development.

Becoming The Beatles

Mark Lewisohn, Philip Norman, Billy Bragg, and Craig Brown all detail the meeting
between John Lennon and Paul McCartney at Woolton’s St Peter’s Parish Church Summer
Fete on 6 July 1957. Lennon’s skiffle group, The Quarry Men, performed songs by Donegan

and some rudimentary rock and roll (including Gene Vincent’s “Be-Bop-a-Lula” and The Del-
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Vikings’ hit, “Come Go with Me”) on a makeshift stage. After the set, a mutual friend
introduced McCartney to Lennon. McCartney, a left-hander, impressed Lennon by retuning
his guitar, turning it “upside down,” and playing Eddie Cochran’s “Twenty Flight Rock”
(Bragg 385; Brown 19-21; Lewisohn, Tune In 474—-84; Norman, Shout! 30-2).

Not only could he play, but he also sang well and knew all the words. He then topped
that by switching to the piano and belting out Little Richard’s “Long Tall Sally.” Within
weeks, Lennon had invited McCartney to join The Quarry Men. This episode exemplifies
early collaborative scaffolding: each musician tested, challenged, and inspired the other,
establishing the conditions for what later became the Lennon-McCartney songwriting
synergy. lan MacDonald assesses their chemistry:

They laughed at the same things, thought at the same speed, respected each other’s

talent, and knew that their unspoken urge to best and surprise each other was

crucial to the continuing vitality of their music. (MacDonald, Revolution [2007] 332)

As outlined, in early 1958, McCartney introduced his younger friend (and stronger
guitarist), George Harrison, to the group. The three played whenever and wherever they
could over the next two years, but lacked a steady drummer or bassist. Things improved in
January 1960, when Sutcliffe joined on bass. Now, called the Silver Beetles, they had three
guitarists and a bassist, “with one amplifier, no drummer, no manager, no prospects and a
name they hated” (Lewisohn, Tune In 765).

Things were about to change. Liverpool promoter Allan Williams, who had taken a
liking to them, offered the group a week in Scotland backing Johnny Gentle, a protégé of
entrepreneur Larry Parnes. Williams somehow convinced drummer Tommy Moore to join
the group for the tour and took on the role of manager. However, the Silver Beetles were

underequipped for the tour in every way, and it was, for the most part, a miserable
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experience. As Harrison later recalled, they had no amplifiers, did not know Gentle’s
repertoire, and looked scruffy. The group was unpolished, the tour was poorly organised,
and they were underpaid, but it was their first professional engagement. It was tough, but it
was a start (Lewisohn, Tune In 824—-43).

An instance of their imaginative, even wishful, thinking was the attitude they
adopted when facing apparently insurmountable challenges. With only occasional, poorly
paid bookings, they relied on fans’ generosity to supplement their diet (Lewisohn, Tune In
880-1). Before their first Hamburg residency, they were so poverty-stricken that they risked
repossession of their guitars and their recently purchased Selmer amplifier.3® At the same
time, McCartney and Harrison were facing parental pressure to go to college or get jobs,
and Lennon and Sutcliffe were about to be evicted from their flat.

Desperate for work, they were prepared to accept almost anything. The ever-
enterprising Williams found them a booking: with McCartney filling in on drums, they spent
a week of afternoons backing a stripper on a tiny stage in an illegal club. They would laugh
about it later, but at the time, the situation was dire, as McCartney recalled in a 1990
interview:

We had this way of getting over problems — someone would say, ‘Well, what are we

going to do now? And we’d say, ‘Well, something’ll happen,” and the four of us

believed that. Nobody would ever go, ‘What do you mean, “Something’ll happen”?

That’s no answer!” We’d go, ‘Yeah, something will happen.” There was this, like,

faith. (qtd. in Lewisohn, Tune In 890-3)

33 Truevoice, fifteen-watt model, purchased from Hessey’s Music on 14 June 1960. Like their

guitars, they were bought “on the drip” (hire purchase) (Lewisohn, Tune In 867).
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Although McCartney could play the drums, he saw himself as a guitarist and
frontman; therefore, the group still needed a drummer for shows that Williams had booked
at the Grosvenor Ballroom. Norman Chapman took the job but ended up playing for only
three nights before he was called up for national service and “sent to Kenya to fight the
Mau Mau” (Bragg 387; Lewisohn, Chronicle 21; Lewisohn, Lewisohn, Tune In 871, 885-7).34
These constraints—limited resources, unstable personnel, and professional uncertainty—
functioned as a crucible for problem-solving, improvisation, and adaptive creativity, aligning
with research on constraint-driven innovation.

In the meantime, Williams had arranged a residency for them as a five-piece; a two-
month stint in Hamburg, commencing on 17 August 1960. They had just seven days to find a
drummer, reassure their parents, scramble for passports and work permits, and travel to
Hamburg in William’s van.3®
Pete Best

The drummer they found was Pete Best, a bright, good-looking eighteen-year-old
with a drum kit and, importantly, a passport. Though his drumming was rudimentary, he
passed the audition because the group, newly christened The Beatles, desperately needed

him (Lewisohn, Chronicle 22; Lewisohn, Tune In 900). Still, he never really fitted in with the

34 The phasing out of Britain’s conscription requirements from May 1957 meant that Lennon and

Sutcliffe were “among the first eighteen-year-olds not to be conscripted” since 1939. Had national service
continued, they might have been posted overseas for eighteen months to one of Britain’s “numerous
conflicts.” Under those circumstances, it is unlikely that the Silver Beetles could have continued. By the time

they returned, McCartney would have been eligible for the draft, as would Harrison a year later (Bragg 387).

35 (Lewisohn, Tune In 893-4).
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other four and had little impact on their creativity. Quiet and somewhat aloof, Best’s playing
did improve, but he never became a sophisticated drummer by any estimation. Dave Glyde
recalls that he was “limp” and “sloppy” but “he looked good sitting there with his leather
jacket collar up in the side of his face, like, ‘Hey baby, I’'m really cool,” and the girls loved
him” (Glyde). He eventually managed to play a basic “four-on-the-floor” on his kick drum,
and, with the others stamping out the tempo, keep reasonable time, but syncopation was
beyond him.
Hamburg

The Beatles played their first shows in Hamburg at the Indra, “a small and seedy
basement [with] a tiny, cramped stage.” It had been a strip club in its most recent
incarnation (Inglis, Hamburg 26). Their contract with Bruno Koschmider stipulated that the
group would play for four and a half hours each night from Tuesday to Friday, and six hours
on Saturday and Sunday, excluding half-hour breaks between sets. They would earn 180
Deutsche Marks each per week, the equivalent of £18, a princely sum for young men.3®

Although Koschmider was obliged to obtain work permits, he neglected to do so,
and The Beatles worked illegally. However, the contract made no provision for
accommodation. He grudgingly allowed them to stay in two small rooms behind his cinema,
the Bambi-Filmkunsttheater. The quarters were dirty, dark, cramped, unventilated, and
unheated. There was barely enough room for the camp beds that the group were to sleep
on. With no plumbing, they were forced to wash in the cinema’s foul-smelling toilets,
conditions that epitomised the squalor of their lodgings. Worse, their first night at the Indra

was more than challenging. The acoustics were terrible, they played poorly, the audience

36 This was nearly twice what McCartney’s father earned at the time (Lewisohn, Tune In 896).
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was small and finicky, their repertoire was markedly ragged, and they struggled to fill the far
longer sets than their Liverpool shows had demanded (Inglis, Hamburg 26—7; Lewisohn,
Tune In 911-20).
Mach shau

Koschmider quickly made it known that he was unhappy with The Beatles’
stagecraft, which he thought pitiful, and their underdeveloped musicianship. He told them
to enliven their act, to “Mach Schau!”3” and entertain the audience, or he would replace
them. The tourists and seamen who visited the Reeperbahn were notoriously difficult to

please, and the group soon realised that it was up to them not only to attract customers,

but to keep them interested enough to continue buying drinks. (Inglis, Hamburg 27-8).

[llustration 1.2. The Beatles’ first night at the Indra, 17 August 1960. Photographer unknown.

The New Yorker, 27 Mar. 2022.

37 “pyt on a show!”
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lan Leslie cites Koschmider’s “Mach Schau!” directive in Hamburg as the trigger that
released them from their inhibited anti-showbiz stance and goaded them into devising a
uniquely Beatlesque approach to performing. He suggests that The Beatles developed their
“own micro-culture, composed of clowning, teasing, dreaming, wordplay and music.” By
lampooning professional stagecraft, Lennon—and later McCartney and Harrison—found
outrageous and hilarious ways of performing: “diving around the stage . . . duck-walking. ..
[and singing while] lying on the floor” (Leslie, “The Potency of Jokes” 2025).

They often got drunk on stage and soon all, except Best, began using amphetamines.
Inglis observes that, while they initially took the drugs simply to stay awake throughout the
long work nights, Lennon quickly became an avid consumer. However, the side effects of
amphetamines include extreme and bizarre behaviour and controlled irritability, which
affected their performances too. The Beatles began playing extended songs lasting ten to
twenty minutes, shouting at the audience, and running on and off the stage in wild
abandon. These antics became an essential part of what Astrid Kirchherr called “their
unbelievable stage presence [which] attracted us like human magnets” (qtd. in Inglis,
Hamburg 27, 31, 90).

Inglis asserts that this was arguably the most impactful time of The Beatles’ career to

date, as Hamburg:

[Florced them to expand their knowledge of existing songs, and . . . a far wider
range of musical options; it encouraged them to develop their own songwriting
ambitions; it taught them how to interact with audiences. (Inglis, Hamburg 118)
Although the city of Liverpool and performing to demanding Liverpudlian audiences

had shaped and toughened them, Hamburg proved far more challenging . . . and rewarding.

Many of the clubs along the Reeperbahn, in Hamburg’s red-light district, featured excellent
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musicians, and The Beatles took every opportunity to watch, listen, learn, and “borrow”
from their competition.®® They knew that if they wanted to succeed, it was essential to
improve, and they did. They honed their musical and performance skills, building a
dedicated following among the young German audiences. More importantly, their successes
in Hamburg reinforced their “instinctive confidence and natural irreverence.” The Beatles’
stage presence was genuine, and that made them stand out (Inglis, Hamburg 118).

The Further Importance of Hamburg

Inglis also suggests that, from the perspective of human geography, Hamburg itself
was a significant influence on The Beatles and other British groups. Citing Sara Cohen, he
stresses that “music and place” are interlinked and fluid, and “social practice” is relative to
“the material environment” (Inglis, Hamburg 85-6). In Sounding Out the City: Music and the
Sensuous Production of Place, Cohen, an anthropologist and a professor of music, employs
ethnographic research methods to explore the “dynamic interrelationship between music
and place” (Cohen 434).

Beyond serving as a seminal period that demanded they develop a distinctive
repertoire and musical style, the impact of living and working in the St Pauli red-light district
affected “their appearance and stagecraft.” This is not to deny Liverpool’s importance, but
rather to underscore Hamburg’s distinctive value: it offered an uninhibited freedom,

competitive pressures, and a sensuous interplay between music and place that proved

38 As Alan Clayson points out in Hamburg: The Cradle of British Rock, as well as visiting American

stars, many excellent British groups, including The Searchers and Rory Storm and The Hurricanes (featuring

Ringo Starr), played in the Hamburg clubs (p. 15).
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decisive for The Beatles’ development (Inglis, Hamburg 87-8). Hamburg served not only as a
technical training ground but as a formative social laboratory. Extended hours, difficult
audiences, and competitive peer networks fostered a unique form of collaborative
creativity, integrating improvisation, audience feedback, and performative
experimentation—elements that would define The Beatles’ identity as innovators in popular
music.

Conclusion

In addressing my first ancillary research question, the chronology outlined in this
chapter reveals that although Lennon, McCartney, Harrison, and Starr exhibited early
markers of creativity, their subsequent development was shaped by several key elements.
The story of The Beatles’ childhoods, adolescence, and formative influences demonstrates
that both adversity and opportunity can nurture creativity. The group’s collective response
to trauma, constraint, and chance encounters laid the foundation for a group identity that
was at once resilient, adaptable, and ambitious. Yet these early experiences alone do not
account for their metamorphosis from cocky hopefuls to a phenomenon that would
redefine popular culture.

By the time The Beatles returned from Hamburg, they were no longer merely
talented amateurs. They had forged themselves into a dynamic performing unit with a
growing sense of creative determination. While Hamburg may have been the crucible that
refined their raw talent, bravado, and resilience, Liverpool continued to shape their outlook.
Having established their foundational influences, the next chapter examines the group’s
professional trajectory between 1961 and 1970. It traces how The Beatles’ creative
development unfolded during their career, exploring how their songwriting, studio

practices, and public presence began to intersect with broader cultural and political
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currents, and inexorably consolidated their status as both creative innovators and cultural
mediators.

The foundational experiences examined in this chapter—the combination of
individual temperament, early collaboration, exposure to inspirational role models, and
formative working environments collectively shaped The Beatles’ creative capacities. They
did not determine The Beatles’ later achievements, but they establish the conditions under
which creative capacities could be developed, tested, and reconfigured. Creativity here is
understood not as a latent essence awaiting expression, but as a process shaped through
interaction with social contexts, material constraints, and opportunity structures. These
early dispositions and practices provide the groundwork for understanding how The Beatles
navigated the pressures and possibilities of professional life in the 1960s. Chapter Three
builds on this foundation by examining how these emergent creative tendencies were

transformed, intensified, and contested during the group’s active recording career.
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Chapter Three: Creative Trajectories and Cultural Contexts (1961-1970)
A Day in the Life
If you want to know about the Sixties, play the music of The Beatles.
— Attributed to Aaron Copland®?

Building on the formative contexts outlined in Chapter Two, this chapter traces The
Beatles’ creative trajectories during their professional career from 1961 to 1970, situating
their evolving practices within the cultural, social, and political contexts of the decade.
Rather than offering a neutral background or comprehensive chronology, the chapter
examines how shifts in the group’s creative processes unfolded in relation to changing
historical conditions, institutional pressures, and cultural expectations. It focuses on
moments of transition—between live performance and studio production, collective
momentum and individual divergence, commercial success and artistic autonomy—to
demonstrate how creativity operated as a situated, adaptive process. By charting these
developments across key phases of the group’s career, the chapter establishes the
contextual and developmental groundwork necessary for later analytical chapters, which
examine creativity, collaboration, and sociopolitical influence in greater theoretical depth.

Therefore, in conjunction with Chapter Two, this chapter continues to address the
first of my secondary research questions—How did The Beatles’ creative development
unfold across distinct chronological phases, and what factors shaped this evolution? It also

lays the foundation for answering my second ancillary question—How did The Beatles’

39 Cited by lan MacDonald in “Introduction: Fabled Foursome, Disappearing Decade” (MacDonald,

Revolution [1995] 1). Attributed to Aaron Copeland in Aaron Copland: the Life and Work of an Uncommon

Man, Howard Pollack, 1999.
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evolving creative processes intersect with, respond to, and shape the broader cultural,
social, and political currents of the 1960s? Further, it provides a basis for my third research
question—How do The Beatles’ creative methods articulate the challenges facing creativity
theorists?

| address these questions by adopting a narrative—rather than strictly academic—
voice in this chapter, to evoke the combined excitement and pressure of The Beatles’ hectic
lives as they rose from relative unknowns to the most famous and in-demand performers of
the decade. Their work schedule throughout the decade was relentless, so | have mapped
the group’s chronology year by year. | trace the evolution of their creative activity from the
time they were Liverpool and Hamburg club favourites, through the Beatlemania years,
their retirement from touring, their increasingly innovative approach to recording, and
finally, the erosion of collaborative goodwill that culminated in their 1970 breakup. The
following sections chart the unfolding of the group’s creative identity, showing how their
early professional years forged a practice of collaboration, constructive competition, and
cultural encounters that shaped The Beatles into a distinctive artistic voice.
1961

While the first volume of Mark Lewisohn’s Tune In, the most detailed account of The
Beatles’ formative years, ends on 31 December 1960, his earlier book, The Complete Beatles
Chronicle, provides a comprehensive chronological overview of the period that begins in
1961. As noted in Chapter Two, the group’s high-energy performance at the Litherland
Town Hall Ballroom on 27 December 1960 was a sensation. The Beatles looked and sounded
astonishingly good, and the audience was mesmerised. According to Lennon, it was at that
show that The Beatles “really came out of [their] shell and let go,” as they realised, possibly

for the first time, how good they were (Davies 182).
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Although they were still mostly performing cover versions of American hits, they had
begun to forge a unique identity, stamping familiar songs with qualities that transcended
the original recordings. Lennon and McCartney had not written many new songs in
Hamburg, because The Beatles needed to learn and play established hits to sustain audience
enthusiasm. However, they were beginning to synthesise their influences and infuse their
original compositions with the same qualities they brought to their covers, allowing them to
create compelling new songs tailored to highlight their vocal blend and four-piece ensemble
sound (Inglis, Hamburg 60-8).

By the beginning of 1961, The Beatles had reached a turning point in their career.
They were suddenly in great demand in Liverpool, with bookings of up to three long shows a
day over the next three months. With Sutcliffe still in Hamburg, McCartney reluctantly
assumed bass duties. Their schedule was so demanding that they had to hire Best’s friend
Neil Aspinall as road manager to drive them and their gear to and from engagements.
Before returning to Hamburg, they played ninety-one shows in the first three months of
1961, including their first lunchtime concert at the Cavern Club (Lewisohn, Chronicle 29-31).
Hamburg, the Second Residency

On 1 April 1961, The Beatles commenced their second residency in Hamburg,
opening at the Top Ten Club as the headline act. Again, it was an arduous but beneficial
experience as they continued to develop their stagecraft and build on their “instinctive
confidence and natural irreverence” (Inglis, Hamburg 118). This time, in improved
accommodation, Lennon and McCartney were able to hone their songwriting skills while the
group further consolidated their repertoire, constantly learning and reworking other artists’

hits (Inglis, Hamburg 52-3). As Inglis notes, their adaptations of songs such as “Twist and
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Shout” and “Money” so transformed them that many regard The Beatles’ versions as
definitive (Inglis, Hamburg 59-60).

The Beatles were onstage for over five hundred hours during their ninety-two nights
of performing. Although Sutcliffe occasionally sat in with them, he had officially left the
band to focus on painting. McCartney had taken over on bass, buying the cheap violin-
shaped Hofner bass that would become emblematic of him.%° Shortly before the end of their
stint, which concluded on 1 July 1961, the four Beatles backed British singer and guitarist
Tony Sheridan on a rock and roll arrangement of “My Bonnie Lies Over The Ocean” and four
other songs for a Bert Kaempfert-produced recording session for Polydor.*! Sheridan, an
English singer and guitarist, was already a celebrity in Hamburg and had a profound
influence on the group. They admired his repertoire, his guitar prowess, and his knowledge
of rock and roll. It has even been suggested that Lennon copied his “high-chested, legs-apart
guitar stance” (Inglis, Hamburg 76; Spitz 227). The Beatles also recorded two tracks without
Sheridan, including the instrumental “Cry for a Shadow,” written by Lennon and Harrison. A
few days later, The Beatles returned to Liverpool, while Sutcliffe again remained in Hamburg
with Kirchherr, having been granted a scholarship to the Hamburg College of Art (Lewisohn,

Chronicle 33, 42-3; No Hamburg No Beatles 00:36:12—00:36:28).

40 Although McCartney was the best choice at the time, he felt he was being “lumbered” with the

bass, which he considered “the fat guy’s instrument” (Lewisohn, Tune In 958). He also says, in No Hamburg No

Beatles, “They just kind of voted me as the bass player” (00:36:39-00:36:41).

41 They also signed a contract with Polydor.
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Astrid Kirchherr and “The Exis”

While The Beatles’ time in Hamburg forced them to energise and polish their live
show, meeting Klaus Voormann, Jirgen Vollmer, and especially, Astrid Kirchherr was an
equally decisive artistic influence. Lennon nicknamed the three “the Exis” for their interest
in existentialism. Slightly older and far more sophisticated than The Beatles, they were a
model of refinement and sensitivity, becoming catalysts for change in the group’s creative
growth and maturity (Mendoza Guardia 189).

The Beatles’ “mop top” haircut was based on Vollmer’s brushed-down Parisian look,
which Kirchherr encouraged them to adopt.*? Kirchherr’s iconic photography, with its
striking use of light and shadow, perfectly captured the group. Beyond image, she shaped
their creative consciousness. Their Hamburg friend, saxophonist Dave Glyde, told me that
Kirchherr “really created the Beatles . . . they followed along . . . once they got used to the
idea of the arts . . . that became the creative influence. He added that her German
perspective added depth and colour to their artistic awareness (Glyde).

The Beatles’ enduring friendship with the Exis further confirms the strength of the
connection. They were not sentimental about friendships, as their brusque dismissal of Pete

Best shows (Lewisohn, Chronicle 58; Spitz 330). Kirchherr was attractive, slightly older, and

42 Kirchherr is also attributed with dressing Sutcliffe in a round-collared jacket in Hamburg in March

1961. The other Beatles liked the look and adopted it two years later for their Pierre Cardin inspired matching

collarless suits. (Richard Williams 2020).
43 When Best was unceremoniously sacked, Lennon, McCartney, and Harrison left the task to Epstein

and never spoke to him again.
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already an accomplished artist.** She offered a seriousness of purpose that intoxicated the
five impressionable Liverpudlians, and McCartney acknowledged her unique influence on his
website after she died in 2020 (McCartney). Voormann went on to play bass guitar with
Manfred Mann, and eventually recorded with Lennon, Harrison, and Starr. He designed the
album cover of Revolver in 1965, further cementing the Exis’ legacy in The Beatles’ story.

Back in Liverpool in early July, The Beatles quickly resumed their hectic schedule, as
rock and roll groups surged in popularity in the Merseyside area. Between 13 July and 30
December 1961, they played more than 160 shows. On 10 November, The Beatles headlined
“Operation Big Beat,” playing to an audience of three thousand. By the year’s end, they
were being recognised locally as “something really special,” although they remained
unknown outside Liverpool and Hamburg. That changed with the October release of “My
Bonnie” / “The Saints” in Germany. Credited to “Tony Sheridan and the Beat Brothers,” the
single rose to number five in the German charts, eventually selling around 100,000 copies.
Harrison gave a copy to Liverpool disc jockey Bob Wooler, who played it at every
opportunity and encouraged fans to request it in local record shops.

One such request led record-store manager Brian Epstein to investigate further.
When he learned that the group was not German but a local act playing regular shows at
the Cavern Club, he attended a lunchtime performance on 9 November 1961. Spellbound by
the scruffy quartet, Epstein immediately recognised their “star quality,” and saw them

several more times. In early December, he proposed that he become their manager. In

44 This calls to mind descriptions of Lennon’s second wife, Yoko Ono and McCartney’s first wife, Linda

Eastman. Both were a little older and established in their artistic fields. Glyde believes Kirchherr’s lingering

influence is part of the reason “John took up with Yoko” (Glyde).
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exchange for a commission of twenty-five per cent of their gross earnings, he guaranteed to
increase their fees, secure prestigious bookings throughout the UK, free them from their
Polydor contract, and obtain a record deal with a major British label. The Beatles agreed and
signed a management contract in January 1962 (Lewisohn, Chronicle 33-7, 43-51).

The relentless schedule in Hamburg and Liverpool had already sharpened The
Beatles as performers, while the Exis had introduced them to new aesthetic sensibilities.
Through them, they learned that performance could transcend entertainment; it could also
be art, image, and identity. The combination of stage experience and their immersion in a
stimulating, creative community gave them increased self-confidence. By the end of 1961,
The Beatles were no longer merely a promising local group; they were forging a distinctive
artistic vision. Crucially, under Epstein’s management, they began to build a creative career
path that would take them far beyond Hamburg and Liverpool.

1962

Epstein’s first accomplishment was to organise an audition with Decca in London at
11:00 am on New Year’s Day 1962. The Beatles arrived tired after a perilous ten-hour drive
through snowstorms in a van loaded with their equipment.*® In just over an hour, they
recorded fifteen songs, including three originals by Lennon and McCartney. The repertoire
was selected by Epstein to demonstrate their versatility, not their originality. They were
hopeful, convinced that momentum was finally building. Five days later, after lobbying from

Epstein, Polydor released “My Bonnie” as a British single. This time, it was credited to Tony

45 Worse, Mike Smith, the A & R man (the record label’s artist and repertoire representative),

deemed The Beatles’ stage amplifiers unsuitable for recording and required them to use unfamiliar studio

equipment. It is not surprising that Decca did not perceive The Beatles’ potential.
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Sheridan and The Beatles, which boosted their prestige. Epstein remained busy, securing
their first BBC radio audition, booking better venues, and arranging a lucrative seven-week
residency at Hamburg’s Star-Club beginning in April. In the meantime, they played more
than 110 shows, including their first out-of-town engagements, and recorded for BBC
Radio’s Teenager’s Turn — Here We Go, broadcast on 8 March. Foreshadowing later events,
Ringo Starr deputised on drums on two occasions when Pete Best was ill (Lewisohn,
Chronicle 52—-6, 63-9).

In early February, Epstein learned that Decca was not interested in signing the group.
Undeterred, he returned to London with the latest tapes, shopping them to every major
label without success,*® until music publisher Sid Coleman phoned George Martin, the head
of A&R at Parlophone, on his behalf. On 13 February, Martin listened, and though not
immediately impressed, detected an “unusual quality . . . [indicating] . . . there just might be
something there” (Norman, Shout! 144). He agreed to audition the group, though no date
was set. On 9 May, with The Beatles still in Hamburg, Epstein met again with Martin, who
provisionally offered a contract, pending a successful audition at EMI’s Abbey Road studios.
He immediately sent the group a telegram with the good news, urging them to “rehearse
new material” (Lewisohn, Chronicle 52-6).

Hamburg: The Third Time

The Beatles needed good news. When they arrived in Hamburg on 10 April, they
were devastated to learn from Astrid Kirchherr that Stuart Sutcliffe had died the previous
day of a brain haemorrhage. McCartney, Harrison, and Best wept openly, while Lennon,

though outwardly stoic, was erratic and privately inconsolable. Despite their grief, the

46 These were the same audition tapes that had failed to impress Decca.
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seven-week engagement consolidated their place at the top of Hamburg’s rock scene. The
Beatles launched the two-thousand-capacity Star-Club, sharing the bill with their idols Little
Richard and Gene Vincent (Inglis, Hamburg 72-3; Lewisohn, Chronicle 56; 69—70). This
period highlights The Beatles’ resilience and adaptability, traits that would become more
evident in the years to come.
The Early Recording Sessions

After The Beatles had been rejected by Decca, Columbia, HMV, Pye, Philips, and
Oriole, George Martin at Parlophone, a tiny subsidiary of EMI Records, finally gave them a
hearing (Norman, Shout! 136). Epstein persuaded Martin to offer them a recording contract
despite his doubts. Their audition on 6 June 1962 left Martin unconvinced. He thought their
original songs were weak, but he sensed an indefinable “something.” He liked their voices,
was captivated by the group’s charisma, and they “got on famously.” Although he had little
faith in their songwriting, he believed he could source “suitable material for them” (Inglis,
Hamburg 68; Lewisohn, Chronicle 53-56; Martin and Pearson 28-32). Crucially, he noted
that Best’s drumming was not polished enough for recording and told Epstein that he would
need to replace him with an experienced session player if they were to make a record. After
reflection, Martin decided to take a risk by signing The Beatles. In late July, EMI offered
them what Martin himself described as a “niggardly contract” with Parlophone (Martin and
Pearson 32; Norman, Shout! 148-9). Epstein’s persistence and Martin’s cautious curiosity
illustrate how creative managerial strategies, combined with artistic intuition, shaped The
Beatles’ trajectory.
The Dismissal of Pete Best

Martin’s misgivings about Best spurred The Beatles to make a change. Although Best

was immensely popular with fans and, according to contemporaries, had developed into a
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powerful and driving drummer, his personality did not mesh with the others (Inglis,
Hamburg 125-6). McCartney later remarked that Best had “never been quite like the rest of
us ... he wasn’t quite as artsy as we were.” In contrast, Ringo Starr was an ideal fit for the

III

group. He was “the best drummer in Liverpool” and, crucially, his personality and musical
style complemented the other three (Lewisohn and McCartney 6). He joined The Beatles on
18 August 1962, while the group left “the odious task” of dismissing Best to Epstein
(Lewisohn, Chronicle 58).

“Love Me Do”

The Beatles’ first single, “Love Me Do,” released on 2 October 1962, gave little
indication of future compositional brilliance or outstanding musical abilities, and had to be
recorded three times before Martin was satisfied (Womack, Maximum Volume iii—xiv; 92—4).
Written primarily by McCartney when he was sixteen, “Love Me Do” was a tentative
beginning. Starr plays on the single version but was replaced by a studio drummer for the B-
side, “P.S. | Love You,” and only plays maracas (Lewisohn, Chronicle 59). The single slowly
climbed the UK Singles charts, reaching 17 on 27 December 1962.

“Please Please Me”

The next three months transformed The Beatles. Their second single, the more
substantial “Please Please Me,” demonstrated significant progress. Although initially
conceived by Lennon as a slow Roy Orbison-influenced ballad, they reworked it at Martin’s
suggestion into a faster, more urgent track. Captured in a single take, “Please Please Me” is
instantly compelling. Despite some small vocal mistakes, Martin recognised that The Beatles
had made their “first Number One” (Lewisohn and McCartney 20; Norman, Shout! 161).

The subsequent album, also titled Please Please Me, combined eight originals with

six well-chosen covers. Standout tracks include the energetic opener, “I Saw Her Standing
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There,” with McCartney’s exciting “one-two-three-four” count and “There’s A Place,” which
critic Greil Marcus praises for its lyrical maturity and breathtaking drumming (Marcus
“Beatles”). Apart from excellent vocal performances, however, the debut Beatles album
does not presage the creative development that was to come (Clydesdale 132). It was
essentially a basic recording of their live repertoire, with the ten additional songs needed to
complete the album all taped in a single day on 11 February 1963 (Martin and Pearson 77;
Lewisohn and McCartney 18; Norman, Shout! 169). Please Please Me was elevated by the
group’s energy, their close three-part vocal harmonies, and by Lennon’s blistering lead vocal
on “Twist and Shout.” As Martin had predicted, their second single, “Please Please Me,”
reached the top of the UK singles chart eight days later.
Confidence and Opportunity

Although Martin’s initial interest may have owed more to their charisma than their
songwriting, The Beatles were determined to capitalise on the opportunity he had given
them. While they had “clicked” as a live act in Hamburg and Liverpool, what was crucial,
McCartney later recalled, was “getting in the charts with ‘Love Me Do.’ That was the one—it
gave us somewhere to go” (Dowlding 34). This remark (also attributed to Lennon)*” marked
a subtle but profound shift: their confidence, already boosted by intense audience
responses to their live performances, was now validated by chart success. With a hit record,
a manager who believed in them, and a producer willing to back them, they felt vindicated
in their self-belief. Their growing self-confidence proved catalytic, enabling The Beatles to
trust their instincts, take creative risks, and imagine greater possibilities. They seized the

opportunity, setting in motion a transformation that would redefine popular music.

47 A common occurrence in Beatles history.
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1963
The Beatles’ Influence on Youth Culture

In 1963, everything changed for The Beatles with the release of “Please Please Me”
and its subsequent album. Their newfound success led to national and international tours,
television appearances, and unrelenting press coverage. However, on another level, nothing
changed: their schedule had already been hectic, and Lennon and McCartney continued to
write constantly, “one on one, eyeball to eyeball,” in hotel rooms, backstage, and even on
tour buses (Dowlding 59). In October, the press coined the term “Beatlemania” to describe
the ecstatic frenzy of fans, which had shifted from boisterous enthusiasm to something
“little short of maniacal.”*®

Amid this whirlwind of activity, The Beatles recorded “From Me To You” in March
and their first million-seller, “She Loves You,” in July. Later, they recorded “l Want to Hold
Your Hand” and the remaining songs for their second album, With the Beatles, including “All
My Loving” and “Don’t Bother Me”, Harrison’s first composition (Dowlding 41-50;
Lewisohn, Chronicle 88—135). By the end of 1963, they had sold more than six million
pounds worth of records, headlined Britain’s most prestigious shows, and were being met
by throngs of fans, reporters, and photographers at airports.

Their influence reverberated throughout British youth culture as the interest in pop
music, once “treated with disdain and condescension,” swept the country. New venues
sprang up to meet demand, encouraging young musicians to form bands and write songs

(Lewisohn, Chronicle 89). Gordon Sumner (Sting) recalled hearing “Love Me Do” on the radio

48 |n August, Epstein hired a second road manager, Mal Evans, to help cope with audiences that daily

became more frenetic.
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at the age of eleven and feeling “This is something new. This is something completely
revolutionary and it will change my life” (This Cultural Life 2021). Brian May of Queen has a
similar memory, “from the moment | heard Love Me Do on the radio, | knew this bunch of
guys were magic . . . they voiced all my hidden joy and yearnings as a teenager” (2020). As
early as October 1962, The Beatles had become catalysts, sparking creativity in others. Their
influence would only become greater.

While The Beatles had a full schedule in 1963, Epstein had organised an even more
frenetic agenda for 1964. Along with Paris shows in January, he had booked tours of
Australia, New Zealand, Europe, and Hong Kong. Filming their first movie was to commence
in March, and crucially, Capitol Records in the US—having previously declined to release
their earlier singles—was now offering substantial marketing and promotion. More
importantly, Epstein had secured them three appearances on The Ed Sullivan Show, then the
highest-rating variety show on American television (Lewisohn, Chronicle 88—135). Epstein
strategically leveraged their growing momentum into new markets and media, which
amplified the band’s growing creative confidence and paved the way for later creative
breakthroughs.

Recording Techniques and Overdubbing

Most of The Beatles’ early recordings were captured live-to-tape on two-track
recorders, with minimal overdubs. EMI Studios at the time had a conservative ethos:
engineers were required to wear white lab coats and ties, four-track machines were
deemed unnecessary for pop music, sessions were rigidly scheduled for three hours, and
stereo was viewed as a gimmick, with mono mixes being regarded as more important. Yet
The Beatles, in partnership with Martin, began to subvert these conventions. By late 1963,

due to their success and growing confidence, they were granted access to four-track
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technology, which opened up new creative horizons. They first used it on “I Want to Hold
Your Hand,” which, as engineer Ken Townsend recalled, “made the studio into much more
of a workshop.”%° McCartney says, “EMI had very firm rules . . . which we always had to
break. It wasn’t a wilful arrogance, it was just that we felt we knew better.” The Beatles
were constantly seeking change. He says they always wanted their records to be “louder,
further, longer, more, different” (Lewisohn and McCartney 13, 36). McCartney’s comment
illustrates that breaking rules became central to their method. This is an example of what

Ill

creativity theorist Keith Sawyer might call “constructive constraint” (Sawyer, Explaining
Creativity 73). Patricia Stokes goes further, suggesting that constraints are merely “barriers
that lead to breakthroughs” (Stokes 7).

Apart from its sonic improvements, the main attraction of multi-track recording was
that it allowed the freedom to work on a song over time, adding parts through overdubbing,
removing unsuccessful experiments, and trying different ideas until they were satisfied. As
the decade progressed, the production team began synchronising multiple four-track
machines, which allowed almost limitless overdubbing.® With these changes, the recording
studio became an integral part of the performance, an instrument in itself. The Beatles

experimented with technology, incorporating sitars, tablas, and other Indian instruments, as

well as the Mellotron and the Moog synthesiser, and orchestral arrangements that ranged

49 Major US recording studios had been using eight-track tape machines since the late 1950s.
However, they were prohibitively expense in the UK and were not introduced there until much later.
>0 While each generation of tape was subject to a loss of clarity, the quality of EMI’s Studer recorders

and skilful engineering helped ensure pristine “reduction mixes” (or “bounces”) (Martin and Pearson 54-5).
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from sublime, complementary exercises to the free-form craziness of the crescendos in “A
Day in the Life”.>!

The Beatles were not alone in this experimentation, but they did have an almost
unlimited budget. Several recording artists, most notably The Beach Boys’ Brian Wilson,
were also utilising the studio as a laboratory, as were some pioneers of electronic music. As
discussed later in this chapter and in Chapter Six, Wilson and The Beatles influenced each
other. The studio became their canvas, offering an array of exciting colours for their artistic
creativity. Producer and musician Brian Eno extrapolates on this analogy, remarking that in
the studio: “The composer is in the identical position to the painter - he’s working directly
with a material, working directly onto a substance, and he always retains the options to
chop and change” (Cox and Warner 187). Long before Eno, The Beatles and Wilson
pioneered an approach in which the studio was a palette for sonic experimentation.
George Martin’s Evolving Role (1962-1969)

Producer George Martin’s role with The Beatles expanded over time in tandem with
their skills and ambitions. At first, he supervised sessions, advising and guiding the group
through the recording process. However, his function quickly evolved into a creative
collaboration with The Beatles: he contributed keyboard parts, crafted masterful string,
brass and orchestral arrangements, and, crucially, encouraged experiments that pushed the

conventions of pop music (Womack, Maximum Volume 248; Womack, Sound Pictures 145).

>1 With the (sometimes reluctant) assistance of the EMI engineers they harnessed artificial

doubletracking (ADT), vari-speed recording, tape flanging, signal compression, close miking the drum kit,
louder bass guitar through direct injection, backward recording, audio, tape loops, and use of distortion on

guitar and bass.
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As the group’s confidence and studio skills grew, Martin increasingly acted as an interpreter
and translator of their sometimes-vague sonic ideas, helping them achieve the textural and
emotional heights they aspired to. Although his influence waned from late 1967, as
McCartney, Lennon, and Harrison began directing work on their individual contributions, his
capacity to impose structure and coherence remained vital. While he had little to do with
the sometimes chaotic Get Back recordings, Martin’s contributions to Abbey Road were
indispensable. His arrangements and creative strategies for organising the long-form
sequence on side two elevated the album’s polish and flow, and helped secure both its
creative authority and commercial success.>?
1964

This chapter cannot detail every achievement, but 1964 was the year The Beatles
“conquered the world.” When they landed in New York on 7 February, three thousand fans
and a phalanx of media—television crews, print journalists, radio announcers, and
photographers—awaited them. “I Want to Hold Your Hand” had reached No. 1 on 16
January, and the earlier singles were now selling in huge numbers. On Sunday, 9 February,
an estimated seventy-three million Americans watched their debut TV performance on The
Ed Sullivan Show. They opened with “All My Loving,” “Till There Was You,” and “She Loves
You,” and returned later with “I Saw Her Standing There” and “I Want to Hold Your Hand”

(Lewisohn, Chronicle 136—45).

>2 An in-depth exploration of Martin’s creativity and influential career is amply covered in two books

by Kenneth Womack, Maximum Volume (2017) and Sound Pictures (2018) and Martin’s autobiography (with

Jeremy Hornsby), All You Need Is Ears (1979).



Mason-Cox 98

Many American musicians, including Bruce Springsteen, John Fogerty, Chrissie
Hynde, and Billy Joel, cite that single broadcast as formative. In my own research, Suzi
Quatro described the telecast as the trigger for forming a band with her sisters (Quatro). As
Tom Petty put it, “That one performance changed my life . .. It wasn’t long before there
were groups springing up in garages all over the place” (Crandall).>® Anne Wilson of Heart
explained that some young women reacted similarly, “It changed our lives ... We didn’t
want to be the girlfriends of the Beatles, we wanted to be the Beatles! . .. we were never
the same after that!” (American Songwriter 2021). Musical instrument sales spiked
immediately after the broadcast; the economic and cultural impact of The Beatles’ first US
television appearance was immense.>

While their follow-up appearances on The Ed Sullivan Show, on February 16 and 23,
also attracted enormous audiences, Epstein limited their concerts to avoid overexposure.>®
Back in London on 22 February, The Beatles prepared a new single, “Can’t Buy Me Love,”
and material for their first feature film. Shooting for what became A Hard Day’s Night began
on 2 March. Lennon’s first book, In His Own Write, was published on 23 March. The volume

of surrealistic poems, short stories, and drawings in the style of his earlier The Daily Howl,

>3 10 musicians who saw the Beatles standing there (Crandall 2014).

>4 The Beatles played Rickenbacker, Gretsch, and Héfner guitars and basses, Starr played a Ludwig

drum kit. Those manufacturers saw unprecedented demand for their instruments, with Gretsch noting
skyrocketing sales immediately following the broadcast. Records show that a record 1 million guitars were sold

in the USA in 1964 (Shepherd 528).

3> At the Washington Coliseum on 11 February and two shows at New York’s Carnegie Hall the next

night, Wednesday 12 February.
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sold well and garnered positive reviews, with Tom Wolfe comparing Lennon’s “excursions
into language fantasies” to those of James Joyce (qtd. in Harris 119).

The June tour of Australia and New Zealand was a phenomenon, as the Beatles had
dominated the singles charts in both countries for some time. In Adelaide, a riotous crowd
of around 300,000, nearly half the city’s population, lined the streets to welcome the group.
Similarly ecstatic scenes were reported in Melbourne, Sydney, and Brisbane (Johnson 46—
59).%% Interview participants Dave Glyde and Australian fashion designer Jenny Kee recalled
wild times in Sydney (Glyde; Kee).

A Hard Day’s Night premiered on 6 July to a rapturous fan response and favourable
critical reviews. The companion LP, their third album and the first containing all-original
songs, was released four days later, along with the title track as the single. Both topped the
charts worldwide. In August, The Beatles spent two days recording songs for their next
album before launching their first North American tour, which consisted of thirty-two shows
in twenty-four cities across the US and Canada, all in just over a month. After a brief rest,
they recorded tracks for Beatles for Sale, then commenced a British tour of twenty-five
cities in October and November. Short breaks in the tour schedule were spent finishing “I
Feel Fine,” “Eight Days A Week,” and “She’s A Woman,” before commencing a round of
London television and radio commitments and performing a week in their annual Christmas
show at the Hammersmith Odeon (Lewisohn, Chronicle 139—-40, 167-79). 1964 transformed
The Beatles from a national act into a global phenomenon, expanding their audiences and

providing them with new creative outlets.

>6 The tour is covered in great depth by Glenn A. Baker in his book The Beatles Down Under: the 1964

Australian & New Zealand Tour.
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1965

By 1965, The Beatles’ career success felt secure, and the group, now supremely
confident and self-assured, pushed to broaden their musical and professional horizons.
Despite their hectic touring and filming schedule, they continued to write innovative songs
and reinvigorate their creative direction. Their acceptance in Britain reached a symbolic
peak in June when Buckingham Palace announced they were to be awarded MBEs. The
British establishment, once so disdainful of The Beatles, now lauded them, to the chagrin of
many earlier honourees who felt that royal recognition of “pop stars” demeaned their
awards. However, the grind of touring—being unable to hear themselves over screaming
audiences and facing boilerplate press conferences with the same inane questions—had
dulled their appetite for the road. They decided that the British tour in December 1965
would be their last in the UK (Lewisohn, Chronicle 180-209).

Help!

Recording for their second film, Help! commenced in mid-February. In six days, The
Beatles recorded eleven songs, including their next single “Ticket to Ride,” plus “You’ve Got
to Hide Your Love Away,” “Another Girl,” “The Night Before,” as well as two Harrison
contributions, “I Need You” and “You Like Me Too Much.” They spent much of the next
three months filming the movie.>” On 13 April, they recorded the title song, “Help!” in the
evening of 13 April. Both “Help!” and “You’ve Got to Hide Your Love Away” mark Lennon’s
turn toward a more introspective voice, moving away from the direct and immediate songs

that The Beatles had previously delivered. Similarly, “Yesterday,” recorded in mid-June,

>7 provisionally titled Eight Arms to Hold You. In the middle of April, the film was retitled, making

Lennon and McCartney’s songwriting task somewhat more straightforward.
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marked another change in form. It features only McCartney’s voice, his acoustic guitar, and
a string quartet, scored by Martin. Although it was not released as a single in the UK, it
topped the US charts after Capitol released it in September (Lewisohn, Chronicle 183-209).
It remains one of the most popular songs ever recorded. | address McCartney’s creative
process for “Yesterday” in Chapter Six.>®

After recording “Yesterday,” The Beatles played fifteen shows in France, Italy, and
Spain, before returning to London to play two live-to-air television shows to promote
Help !> Two weeks later, they flew to New York, taped six songs for The Ed Sullivan Show,
and played sixteen shows in ten North American cities from 15 August. After a six-week
break, and under pressure to deliver another album for pre-Christmas release, The Beatles
reconvened at Abbey Road Studios to record their second LP for the year. As Lewisohn
notes, “They had little new material to work with, and time was getting on,” yet they
managed to write and record an exceptional album of fourteen new songs plus the double-
A-side single “Day Tripper” / “We Can Work It Out.” They also created their own
promotional videotapes for the single, which freed them from live television obligations and
foreshadowed the future of music videos (Lewisohn, Chronicle 183—209).
Rubber Soul

By late 1965, The Beatles increasingly saw themselves as recording artists rather

than live performers. They were keen to experiment with new studio techniques, including

>8 He describes the melody coming to him in a dream (Lewisohn Chronicle 180-209).

9 José Ruiz Mas ascribes The Beatles influence in Spain to the two shows in Madrid and Barcelona in

July 1965. They led to English becoming the Lingua Franca that helped unify a disparate youth movement

against Franco’s authoritarian regime (Ruiz Mas 111-30).
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featuring McCartney’s inventive bass lines prominently in the mix. Although still guitar-
based, the recordings featured “more sophisticated chords” and new instrumentation,
opening up an expanded sonic palette (B. Martin 47, 51, 73, 99-100). In under a month,
they recorded a cluster of creatively significant songs. Lennon’s bleakly confessional
“Norwegian Wood (This Bird Has Flown)” features Harrison’s performance of the motif on
sitar, introducing the instrument to pop audiences. Harrison’s Indian influences infuse his
iconic 12-string guitar playing on “If | Needed Someone,” his most harmonically assured
song to date. Lennon’s “Nowhere Man” abandons romance entirely for existential scrutiny
and features extremely bright-sounding guitars that, like the vocals, evoke a sense of
psychedelia. McCartney recalled, “We wanted very treble-y guitars, which they are, they’re
among the most treble-y guitars I've ever heard on record.” The Beatles pushed the
engineers to find new ways to achieve the desired brightness (Lewisohn and McCartney 13).
“In My Life,” which Lennon called his “first real major piece of work,” reframes love within
memory and loss, anticipating the autobiographical “Strawberry Fields” (qtd. in Hertsgaard
130). After taking a day off to collect their MBEs on 26 October, they continued overdubbing
and mixing until 11 November. McCartney’s “Michelle” displays an urbane insouciance in
both the music and lyrics, while Lennon’s “The Word” extends the concept of “love” beyond
romance, and presages the later “All You Need Is Love” (Lewisohn, Chronicle 180-209).
Released on 3 December 1965, Rubber Soul drew broadly positive reviews for its
writing and studio craft and sold well. Philosophy Professor Bill Martin argues it was pivotal
“for rock musicians who were pursuing the underground and developmental possibilities of
the music.” He suggests that the perception of the album as a creative concept sprang
directly from Rubber Soul and led to “the album rather than the song [becoming] the basic

unit of artistic production” (B. Martin 41). Rubber Soul introduced new instrumentation and
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employed enhanced recording techniques. It was the springboard from which The Beatles
further developed their artistry as writers, musicians, and vocalists. The songs demonstrated
an unsurpassed lyrical and melodic maturity. This was still pop music, but it was being made
by sophisticated young adults. It contained adult themes, among them infidelity, newfound
independence, and in “Girl,” even “a muted criticism of Christian piety” (Case 28). It was
also an album heavily influenced by their increasing intake of marijuana and, to a lesser
extent, LSD. Music journalist George Case suggests that the prominent intake of breath in
the choruses of “Girl” sounded like Lennon had just taken a “long, relaxed draw on a joint.”
Even the elongated cover photo resulted from a serendipitous mistake that seemed to
reflect their expanded consciousness (Case 28).%° Rubber Soul, arguably the first fully
coherent statement of the album-as-art, establishes The Beatles’ creative confidence and
aesthetic maturity.
1966
Revolver

Recording for Revolver began on 6 April 1966 with Lennon’s “Tomorrow Never
Knows,” which Lewisohn calls a “quantum jump . .. displaying an unrivalled musical
progression and the . .. willingness first to observe the boundaries and then smash right
through them.” As The Beatles’ studio autonomy grew, their sonic rhetoric matured. With
the ever-inventive George Martin producing and Geoff Emerick as balance engineer, the
entire team shared an experimental drive, utilising new techniques to achieve
groundbreaking recordings. Nothing was out of bounds: “Tomorrow Never Knows” employs

innovative tape loops, Artificial Double Tracking (ADT), and Lennon’s heavily effected vocals

60 | briefly discuss The Beatles’ drug use vis-a-vis their creative process in Chapter Six.
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fed through a Leslie speaker over a raga-influenced drone.®! The following night, they
started with McCartney’s “Got to Get You into My Life,” before commencing work on
Harrison’s Indian-inflected “Love You To,” which features sitar and tabla. “Rain,” the B-side
of their new single “Paperback Writer,” utilised vari-speed and backward tape, as well as
ADT and other effects. George Case explains that the decision to use backward vocals on
“Rain” was the result of a happy accident by a very stoned Lennon (Case 28). Over the
following weeks, The Beatles tracked Lennon’s “Doctor Robert,” “And Your Bird Can Sing”
(with its standout harmony guitar part), and “I’'m Only Sleeping,” as well as McCartney’s
“Eleanor Rigby” and “For No One,” and Harrison’s “Taxman.”®? In mid-May, they filmed
colour and black-and-white promotional videotapes for “Paperback Writer” and “Rain.”
They continued sessions the following week with “Yellow Submarine” as a vehicle for Starr,
Harrison’s “I Want To Tell You,” McCartney’s “Good Day Sunshine” and “Here, There and
Everywhere,” and Lennon’s “She Said She Said” (Lewisohn, Chronicle 216-26). The album
was completed on 22 June and released on 5 August 1966, achieving good sales and positive
reviews that recognised and extolled The Beatles’ revolutionary shift in method and sound.
Pop culture historian Robert Rodriguez is among those who view the album as
groundbreaking. He argues that every track could be credited with influencing a subgenre:
“anticipating electronica (“Tomorrow Never Knows”); punk (the abrasive sneer of
“Taxman”); Baroque rock (“For No One”); and world music (“Love To You”)” (Rodriguez xi—

xiv). Rodriguez describes Revolver as “a true group collaboration,” and the pinnacle of The

61 This is not to suggest that The Beatles invented these recording effects. Tape loops, for example,

had long been employed by experimental composers, including a McCartney favourite, Karlheinz Stockhausen.

62 | include an analysis of “Taxman” and “Eleanor Rigby” in Chapter Seven.
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Beatles’ artistry. While he acknowledges that its innovative nature may be hard to quantify,
he asserts that The Beatles’ method of incorporating studio technology “into the conception
of the recordings” effectively crystallised the modern recording artist. Rodriguez notes that
other artists, including Brian Wilson of The Beach Boys, The Byrds, The Rolling Stones, and
Bob Dylan, were all “driven to advance their artin 1966 . . . [but The Beatles] . . . were the
most successful at it” (Rodriguez xi—xiv).

Revolver was a creative peak, with The Beatles combining “strong, economical but
lyrically incisive song material with brave studio experimentation ... [tocreatea]...
masterpiece” amid the chaos that surrounded the group (Lewisohn, Chronicle 210). The use
of technology on Revolver is more than effects for effects’ sake; it is co-authorial. Sonic
texture and space began to articulate mood and meaning as clearly as lyric, and production
became the site where songs made their claims. By integrating the studio into the
composition, The Beatles, with Martin and Emerick, moved from documenting
performances to designing them.

However, Revolver is more than a sonic statement; their lyrical maturity is evident in
their examination and assessment of the external and internal world. They map the terrains
of politics, psychedelia and altered states, isolation and mortality, innocence and
experience, and what Kenneth Womack calls the “phenomenologies of consciousness” of
dreams and death (Womack, Evolving Artistry 135-45). Klaus Voormann’s black-and-white
album sleeve reflected his impression of The Beatles’ experimental sound, featuring a
collage that incorporated line drawings and photographs.®® As | will discuss in Chapter

Seven, Revolver demonstrates an expansion of the group’s creative perspective as it

83 It won a Grammy award for Best Album Cover, Graphic Arts in 1967.
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maturely addresses The Beatles’ sociopolitical and sociocultural concerns. Despite their
reluctance to view themselves as youth leaders, they were considered by both their fan
base and critics to be influential and socially conscious cultural icons, reflecting the growing
acceptance of pop music as a valid medium for discussing cultural identity.
The End of Touring

By mid-1966, the group’s appetite for live work had evaporated. However, they were
contractually obliged to tour West Germany, Japan, the Philippines, and the US. This tour
proved to be a horrendous experience, although the six shows in Germany (including two in
Hamburg) were relatively uneventful. In Japan, protesters opposed to the group performing
at the Nippon Budokan Hall, a sacred site for many Japanese, and overzealous police and
security forces made their four-day stay in Tokyo difficult and dangerous. In the Philippines,
a hostile press, especially The Manila Times, accused them of snubbing Imelda Marcos (the
president’s wife), triggering official obstruction, the withdrawal of their security detail, and
genuine fear of a sniper attack.

The US leg of the tour was worse. Earlier in the year, in an interview with Maureen
Cleeve of the London Evening Standard, Lennon had pontificated on religion, a subject in
which he had recently developed an interest. He told Cleeve, “Christianity will go. It will
vanish and shrink. | needn’t argue about that; I’'m right and | will be proved right. We're
more popular than Jesus now.” Right or not, his observations were barely noticed in Britain,
but when the interview was republished in the American magazine Datebook in late July, it
sparked outrage. Radio stations, churches, the media, and even the Ku Klux Klan stoked an
uproar; they banned and burned Beatles records and memorabilia and protested Lennon’s
“blasphemy.” Although Lennon publicly apologised, there was once again concern for the

Beatles’ safety as threats of assassination followed. The group played nineteen shows
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between 12 and 29 August, finishing their final live performance at Candlestick Park with
“Long Tall Sally” (Lewisohn, Chronicle 210-35). The events of the tour reaffirmed their
decision to focus their attention and time on pursuing the studio-centred experimentation
pioneered on Revolver.

“Strawberry Fields Forever” / “Penny Lane”

The Beatles did not reconvene in the studio until late November, beginning with the
first takes of Lennon’s “Strawberry Fields Forever.” They were fortunate that their
continuing commercial success enabled them to take the time to realise their creative vision
in the studio, because the song went through many permutations before Lennon finally
deemed it complete. After weeks of sessions, he decided he wanted the opening of take
seven joined to the remainder of take twenty-six. However, they had recorded the two
takes in different keys and tempos. When Martin mentioned that such a task was probably
impossible, Lennon blithely told him, “Well, George, I’'m sure you can fix it, can’t you?”
(Martin and Pearson 22). He was right; by varying the speed of the two takes, Martin and
Emerick managed to match the keys and tempos and splice them seamlessly. In December,
they began recording McCartney’s “When I’'m Sixty-Four,” the song he had started writing at
age fifteen (or sixteen),®* and “Penny Lane,” his companion piece to Lennon’s Liverpool
memoir, “Strawberry Fields Forever.” Though intended for the next LP, EMI and Capitol
somehow persuaded The Beatles and Martin that “Strawberry Fields Forever” and “Penny

Lane” would be a perfect double A-side single. While that is true, because The Beatles

64 McCartney’s age varies in different accounts, but he was probably around fifteen when he

composed the melody.
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insisted on not repeating singles on LPs, they were left off the next aloum (Lewisohn,
Chronicle 210-35).
1967
Setting the Frame: The Single as a Manifesto

Determined to continue pushing the boundaries of songwriting, studio techniques,
and the quest for sonic perfection, the group spent the first four months of 1967 on their
next LP. However, the double A-side single, containing “Strawberry Fields Forever” / “Penny
Lane,” arrived in February as a statement of intent—childhood memories refracted through
the prism of modern studio art. It would firmly demonstrate that The Beatles’ creative
evolution was in full swing, as “Surely the greatest pop/rock single of all time” (Lewisohn,
Chronicle 236). Time went further, praising the record for its “astonishing inventiveness”
which bridged the “gap between rock and classical” and fused “elements of Bach, Oriental
and electronic music with vintage twang” into “the most compellingly original sounds ever
heard in pop music” (“Show Business”).
Sgt. Pepper’s Lonely Hearts Club Band

Work on the album proper resumed on 19 January with “A Day in the Life,” a song
that showcases The Beatles’ willingness to embrace risk and chance as a part of the creative
process. Lennon had written the opening and closing sections but had conceived no middle
piece before recording commenced. The Beatles had their longtime assistant Mal Evans
count aloud through the still-to-be-devised twenty-four bars.®®> According to lan Leslie, it is
unclear “why they left this long gap, although John had a very vague idea for it: he said he

wanted something that started off tiny and grew and grew until it became massive” (Leslie,

65 As George Martin asks, “Why twenty-four bars? Why not?” (A Little Help 53).
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John and Paul 198). Evans sounded an alarm clock to mark the end of the section, and The
Beatles played the final verse. The next night, McCartney supplied the bridging section. It
sounds seamless, with McCartney’s vocal entry “Woke Up, fell out of bed,” aligning
uncannily with the alarm, but Lennon and McCartney had written the two parts
independently. On 10 February, McCartney and Martin added the orchestral element to “A
Day in the Life,” alternately conducting forty musicians over four individual takes. These
were combined to create a crescendo of 160 instruments, each playing from low to high and
increasing in volume without reference to the motions of the other players. The coda, the
famous sustained piano chord, was not added until 22 February (Lewisohn, Chronicle 241—
7).66

After shooting promotional clips for the new single in early February, the group
recorded McCartney’s “Sgt. Pepper’s Lonely Hearts Club Band.” This song seeded the idea of
developing the album around a playful framing conceit—The Beatles performing a show as
another band—allowing them greater artistic freedom. Musicologist Walter Everett asserts
that the album “marks the beginning of McCartney’s domination of the group’s creative
direction” (Everett, Revolver through the Anthology 99).%” “Good Morning, Good Morning”

and “Fixing a Hole” were commenced the following week, followed by “Being for the Benefit

66 Dave Glyde recalled Harrison dragging him to the studio the next night just to listen to that final E

chord and thinking, “That’s another level of art again.” (Glyde).

67 As 1 will discuss, this was to lead to divisiveness over the next few years, but it was an essential

motivating force during the recording of “Sgt. Pepper.” Lewisohn suggests that it “represented the Beatles’ last

real united push behind a project” (Lewisohn and McCartney 237).
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of Mr Kite!”®® While “Lovely Rita” was a comparatively straightforward recording, “Lucy in
the Sky With Diamonds” employed vari-speed on the vocal and instrumental tracks.
Harrison played the sitar-like tamboura on the following two recordings, McCartney’s
“Getting Better” and his own song “Within You Without You.” He was the only Beatle to
perform on that track, as he directed Indian musicians hired for the recording and later
overdubbed his vocals, acoustic guitar and sitar. No Beatles played on the McCartney
composition “She’s Leaving Home,” either. It was taped on 17 March with a ten-piece
orchestral arrangement by Mike Leander. McCartney and Lennon overdubbed their vocals
the next night. “With a Little Help from My Friends,” a Lennon and McCartney song written
for Starr, was recorded on 29 March. By this time, the group had decided to eliminate gaps
between tracks on the album, so they recorded the linking part during this session. The
reprise of “Sgt. Pepper’s Lonely Hearts Club Band” was recorded and mixed in one long
session on 1 April. They added further overdubs to various tracks and completed mono and
stereo mixes on April 21. Finally, the group decided to add a locked runout groove after the
final piano chord, so they recorded a loop of silly sounds and gibberish, which Emerick then
edited and inserted, causing the voices to play backwards at the end of the album. Lennon
had requested that a high-pitched dog whistle be added just after the final chord. It was
inserted at the disc-cutting stage, and the album was complete. Sgt. Pepper’s Lonely Hearts
Club Band was released on 26 May to major sales and widespread critical acclaim (Lewisohn,

Chronicle 243-56).

68 Replete with circus-influenced calliope sounds, tapes of which Emerick tossed in the air, sliced up

and reassembled at random.
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Cultural Reception

The album fused form and frame, using audio collage, tape manipulation, Indian
instruments, and orchestral montage. With their “alter-ego” band legitimising the broad
stylistic range, The Beatles again turned the studio into a compositional instrument without
fragmenting the album’s identity. Sgt. Pepper’s Lonely Hearts Club Band was embraced as
an expression of the ethos of the emergent awareness that came to be known as the
counterculture. Author and scholar Doyle Greene argues that it “became synonymous with
the counterculture era and its utopian aspirations of individual and collective
enlightenment” (Greene 34). Music journalist Robert Christgau hailed it as “the best rock
album ever made” and a “catalyst for the entire youth movement” (qtd. in Weiner Come
Together 38). In 1967, Sgt. Pepper provided the soundtrack for the Summer of Love, while,
perversely, US troop numbers in Vietham exceeded 500,000 for the first time. As Tim Riley
records, Langdon Winner wrote of driving across the US the week of its release and hearing
the songs on radios everywhere: “For a brief while the irreparable fragmented
consciousness of the West was unified, at least in the minds of the young” (qtd in Riley, Tell
Me Why 205).

Musicologist, pianist, and composer Allan F. Moore notes that Sgt. Pepper: “seems
to have spoken . .. for its generation, by the direct wish of that generation,” not by
imposition but by audience appropriation (Moore, Sgt. Pepper’s 68). Perhaps, as Roland
Barthes suggests in his essay “The Death of the Author,” it was not the album itself but
others’ interpretations that gave many a sense of unlimited freedom (Barthes 142-8). In
Dick Hebdige’s terms, youth culture and the message of the Summer of Love operated as
symbolic resistance, with contested meanings that, as he suggests, were inevitably absorbed

into the mainstream (Hebdige 92-99).
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Scholarship, labels, and legacy

The cultural phenomenon of Sgt. Pepper has generated extensive studies of the
creative process and reaction to the album. These include Martin and Pearson’s Summer of
Love: The Making of Sgt. Pepper (1994); Allan F. Moore’s eponymic monograph, Sgt.
Pepper’s Lonely Hearts Club Band (1997); Olivier Julien’s edited, Sgt. Pepper and the Beatles:
It Was Forty Years Ago Today (2008); and Womack and Cox’s, The Beatles, Sgt. Pepper, and
the Summer of Love (2017). All provide detailed production histories and/or critical analysis
of the record’s creation, merit, meanings, and impact.®® Musicologists have labelled the
album “proto-progressive” (Covach 31) and “a psycheclassical synthesis,” reconciling
“diametrically opposed aesthetic ideals” (Wagner 76, 89-90). Further, musicologist Olivier
Julien reads Sgt. Pepper as an expression of the decade’s social, musical, and cultural
transformations (Julien, “‘A Lucky Man’” 166). Moore argues that it captured “more vividly
than almost anything contemporaneous, its own time and place” and situates the album
within a framework that transcends the dichotomy of high versus low culture (Moore, “The
Act You’ve Known” 140; Moore, Sgt. Pepper’s 7).

Sgt. Pepper was largely instrumental in legitimising popular music and elevating its
perception as an art form. Composers Leonard Bernstein and Ned Rorem, as well as critics
and pundits Kenneth Tynan, Wilfred Mellers, and Richard Poirier, all praised the album’s
artistic stature. The iconic gatefold sleeve, designed by Peter Blake and Jann Haworth,

elevated the album cover from a simple marketing tool to a work of art replete with intrinsic

89 Three 2017 publications, Sgt Pepper at Fifty by Demain, Mclnnerney and Gaar, Southall’s Sgt.

Pepper’s Lonely Hearts Club Band: The Album, the Beatles, and the World in 1967, and Spizer’s The Beatles

and Sgt Pepper: a Fan’s Perspective add to an abundance of information and views.
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semiotic meaning. Another revolutionary feature was having the full lyrics printed on the
back cover (Lewisohn, Chronicle 236). Blake and Haworth developed McCartney’s original
ink drawings for the sleeve, but the group ultimately decided on most of the figures chosen
to feature in the photomontage. According to Inglis, the juxtaposition of pop icons with
great thinkers and highbrow artists was deliberate; just as The Beatles had done with the
music, the album sleeve signals the dissolution of barriers between high and popular culture

nm

(Inglis, ““Nothing You Can See’” 90-4). As the group had planned, the cover of Sgt. Pepper
redefined the purpose of the album sleeve. “For the first time . . . [it was] an integral
component of the listening, that assisted and expanded the musical experience” (Inglis,
“Cover Story” 93). From then on, artists and fans alike considered the cover a meaningful
statement about the intent and scope of the music on the record.

Sgt. Pepper’s Lonely Hearts Club Band was the first Beatles album released in the UK
and the US in identical formats. The response to Sgt. Pepper kick-started a revolution in the
music business as the album format became the prime commercial unit. As a creative focus
of artists who treated the LP as a cohesive statement, pop music was now deemed worthy
of critical, intellectual, and artistic investment. After Sgt. Pepper, no one wanted anything
less than fabulous albums.”®
Magical Mystery Tour

In early April, McCartney conceived the next project for the group: a made-for-

television film centred around the conceit of a whimsical coach trip. The Beatles shaped the

idea collaboratively, with work on a one-hour special, Magical Mystery Tour, slated to begin

70 sgt. Pepper’s Lonely Hearts Club Band won five Grammys in 1968, including Album of the Year, Best

Engineered Non-Classical Aloum, and Best Album Cover. It went on to sell over 30 million copies worldwide.
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after the completion of Sgt. Pepper. In fact, they started recording only four nights later, on
25 April. McCartney had written the title song in the previous two weeks, and that track,
with an overdubbed brass section and a tape loop of sound effects, was deemed complete
on 4 May. The group worked sporadically through the rest of May, yielding only one finished
song, Lennon’s “Baby You’re a Rich Man.” They were sidetracked late in the month by an
invitation to perform on Our World, the first live global satellite broadcast, scheduled to be
televised on June 25. Realising they needed a suitable song, Lennon hurriedly wrote “All You
Need Is Love,” a catchy, anthemic song that embodied the feeling of 1967’s Summer of
Love. On the night, The Beatles sang live to their pre-recorded instrumental track, reaching
an estimated audience of around 400 million.”?

After an eight-week break, they recorded McCartney’s “Your Mother Should Know”
before heading to Wales in late August to begin a study of Transcendental Meditation with
the Maharishi Mahesh Yogi. However, plans to continue in India were postponed following
Brian Epstein’s death on 27 August. Although in shock, they were determined to move
forward and resumed recording and filming. In September, they worked on Lennon’s “I Am
the Walrus,” Harrison’s “Blue Jay Way,” and the joint instrumental composition “Flying.”
Following two weeks of filming the core scenes for Magical Mystery Tour and hands-on
supervision of the film editing, they recorded McCartney’s “The Fool on the Hill” and “Hello,
Goodbye” for the next single. Final overdubs, mixes, and additional filming ended on 3
November. Magical Mystery Tour aired on BBC 1 in black-and-white on Boxing Day 1967,

and later in colour on BBC 2 on 5 January 1968 (Lewisohn, Chronicle 251-73).

71 Because they had decided to release the song as a single, Lennon was back at work later that night,

re-recording some vocals. Starr also overdubbed the introductory snare drum.
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In the UK, Magical Mystery Tour was released as a double EP on 8 December, two
weeks after the single, “Hello, Goodbye,” and the day after the opening of their London
shop, which came to be known as the Apple Boutique. While both records sold strongly and
received solid reviews, UK press reaction to the film was largely unenthusiastic. Initial fan
response was mixed, possibly because the black-and-white broadcast did not do it justice.
Following the premiere, McCartney defended the special and The Beatles’ artistic idealism
on The Frost Programme. He later conceded that Magical Mystery Tour was a misstep.
Kenneth Womack cites him as saying, “If we goofed, then we goofed. It was a challenge, and
it didn’t come off. We'll know better next time” (Womack, Solid State 3).

While the group had taken artistic risks to attain new creative peaks in 1967, their
broader ideas and idealism had been contested. The Beatles had worked feverishly
throughout the year to create two highly acclaimed records, yet had struggled to translate
proven studio methods into their ambitious filmmaking endeavour. Though Epstein had
renegotiated their recording contract in January, guaranteeing The Beatles increased
royalties and far greater artistic control, his death in August left The Beatles without a
strategic compass. Although McCartney had stepped up his influence on the group’s
creative direction, their idealistic naivety was becoming more apparent, and individual
priorities began to diverge (Lewisohn, Chronicle 236-75). By the end of 1967, The Beatles
had achieved autonomy, but paradoxically, they were beginning to fragment.

1968
The Beatles

After the intensity of 1967, the four Beatles travelled to the Maharishi’s Indian

ashram in mid-February to immerse themselves in Transcendental Meditation. Before

leaving, they recorded three tracks for a new single: McCartney’s “Lady Madonna,”
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Harrison’s “The Inner Light,” and Lennon’s “Across the Universe.” Harrison’s song became
the B-side because Lennon was dissatisfied with the recording of “Across the Universe.”
Days later, they recorded his “Hey Bulldog,” which, although sonically aligned with their
next project, was eventually used on the Yellow Submarine soundtrack.

Although they all became disenchanted with the Maharishi, their time in India
yielded more than twenty new songs. Of these, nine by Lennon, six by McCartney, and two
by Harrison were included on The Beatles LP, better known as the White Album. Sessions
began in early May with “Revolution 1.” Yoko Ono’s presence at this and almost all
subsequent Beatles recording sessions altered the social dynamic and intensified internal
friction; the others felt she had no place in their working environment. Perhaps this unease
was causative, and in combination with the distinctly individual song-author model of
recording, resulted in the album’s stylistic paradoxes. Starr’s first composition, “Don’t Pass
Me By,” was recorded before Harrison and Starr flew to the US, leaving McCartney to record
“Blackbird” in Studio Two, and Lennon (with Ono) in Studio Three, assembling tape loops for
“Revolution 9.”

Late June yielded Lennon’s rocker “Everybody’s Got Something to Hide Except Me
and My Monkey” and his lullaby, “Good Night” (sung by Starr), alongside McCartney’s “Ob-
La-Di, Ob-La-Da.” Lennon was keen to make a statement with The Beatles’ next single, so
they recorded a faster, more aggressive version of “Revolution.” However, studio tensions
escalated, and fraying tempers during the recording of Lennon’s “Cry Baby Cry” led to Geoff
Emerick’s resignation. The troubled atmosphere persisted over the next eighteen months
and is clearly evident in the feature film Let It Be. Work nevertheless continued, with
McCartney’s “Helter Skelter,” Lennon’s “Sexy Sadie” and, on 25 July, Harrison’s “While My

Guitar Gently Weeps.”
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McCartney’s next song, “Hey Jude,” was taped on an eight-track recorder at Trident
Studios with Ken Scott engineering: their first use of the eight-track format. They designated
it as the next single despite its 7:12 length.”? Returning to Abbey Road, they finished
Lennon’s “Yer Blues,” McCartney’s “Rocky Raccoon” and “Mother Nature’s Son,” and
Harrison’s electric remake of “While My Guitar Gently Weeps.” On 22 August, weary of the
ongoing bickering and criticism of his drumming, Starr quit. Taking this in their stride, the
other Beatles continued recording, with McCartney handling drum duties on his song, “Back
in the U.S.S.R.” The group then returned to Trident to record Lennon’s “Dear Prudence” on
the eight-track machine. Two weeks later, after receiving a conciliatory telegram from the
others, Starr rejoined the group.’® Lennon’s “Glass Onion” was the first song to be recorded
on Abbey Road’s newly installed eight-track recorder. Soon to follow were McCartney’s “I
Will” and the mostly improvised “Birthday,” Harrison’s “Piggies,” and Lennon’s “Happiness
Is a Warm Gun.” Early October yielded McCartney’s “Honey Pie” and “Martha My Dear,”
Harrison’s “Savoy Truffle” and “Long, Long, Long,” and Lennon’s “I’'m So Tired” and “The
Continuing Story of Bungalow Bill.” McCartney’s “Why Don’t We Do It in the Road?” and
Lennon’s “Julia” completed the thirty tracks for the double LP. (Lewisohn, Chronicle 276—
305).

The Beatles (the White Album) was released on 22 November 1968 to strong sales

and generally favourable reviews. However, critics were not unanimous, and many would

72 “Hey Jude” was more than twice the length of most singles of the time.

73 The telegram said “You’re the best rock’n’roll drummer in the world. Come on home, we love you”

(The Beatles, Anthology 312). Starr returned to a studio and drum kit bedecked in flowers and signs saying,

“Welcome Back” (MacDonald, Revolution [1995] 249; Norman, Shout! 339).
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have agreed with George Martin’s assessment that it would have been better as a single LP
containing the best songs (Spitz 855; Womack, Sound Pictures 349). Despite this opinion, the
album'’s pluralism is one of its greatest attributes. Although the emerging schisms affected
their working methods, and many tracks were solo efforts rather than group collaborations,
the album remains an artistic success. Its influence may be less monolithic than Sgt. Pepper
or the yet-to-be-recorded Abbey Road, but it proved profound in other ways: legitimising
contradiction as a creative stance and validating the album as an art form. The White Album
reframes The Beatles’ creativity as a polyphony of sometimes simultaneously incompatible
voices in a single project, matching the era’s turbulence with aesthetic multiplicity. | discuss
the complicated impact of the group’s public role and the album’s sociopolitical songs in
Chapter Seven.
1969
Get Back

Since Sgt. Pepper, internal strains had frayed The Beatles’ working relations and left
them all dissatisfied. In late 1968, McCartney proposed a solution he believed would reunite
them in purpose. He suggested they should strip away the studio artifice, rehearse an album
of new songs, and perform them live, with no overdubs, to an audience for a television
special—to “get back” to their roots. While the others grudgingly accepted the idea, they
could not agree on the venue or the finer details. Finally, they decided to film rehearsals at
Twickenham Film Studios, commencing on January 2, 1969. The lingering acrimony of
previous months, along with “resentment and anger,” and the dearth of ambience on the
soundstage, made the sessions awkward (Lewisohn, Chronicle 306—8). The few songs they
had ready to rehearse needed to be completed and polished, and The Beatles, at the time,

sounded like they were just going through the motions. On 10 January, after spiky
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exchanges with McCartney and Lennon, Harrison quit (MacDonald, Revolution [1995] 264).
The film Let It Be documents much of this (and the Peter Jackson documentary The Beatles:
Get Back covers it in even greater detail). Harrison was persuaded to return to work five
days later, with Billy Preston, their friend from Hamburg, joining them on keyboards.”*
Preston’s beaming presence helped to ease tensions, and his musical contributions added
another dimension to the tracks, a layer of polish that elevated The Beatles’ half-hearted
performances to an acceptable level. Even so, the dissent continued. Both Harrison and
Starr were initially opposed to the famous rooftop performance, which took place on 30
January 1969.

The Beatles’ rooftop concert above Apple Corps headquarters in Savile Row became
emblematic: spontaneous yet disciplined, communal yet defiant. Still, McCartney’s concept
for Get Back was hard to realise. Although several of the songs recorded for the project
were fine compositions, the performances and some of the recordings were uneven. The
ideal of recording live with no overdubs kept colliding with the impulse to refine the tracks.
Despite multiple attempts by engineer Glyn Johns to compile an album from the tapes, The
Beatles deferred plans to release it. They did issue a single: McCartney’s “Get Back,” backed
with Lennon’s “Don’t Let Me Down,” was issued on 11 April and soon topped the charts on
both sides of the Atlantic.

Along with “Get Back,” McCartney turned in two signature ballads, “Let It Be” and
“The Long and Winding Road,” and the breezy album opener “Two of Us.” Lennon’s

compositional contributions to the sessions were minimal. His ardent “Don’t Let Me Down”

74 He did so on the condition that they abandon the television special and record an album at their

new Apple recording studio (Lewisohn, Chronicle 307).
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is a highlight, but was not included on the LP. “Dig A Pony” is less than stellar, and “Dig It”
only emphasises the rougher edges of Lennon’s improvisatory prowess.”> “Across the
Universe,” which had been recorded but not issued the previous year, was remixed for
inclusion. Harrison’s “I Me Mine” and “For You Blue” are enjoyable but slight, as is the
Lennon and McCartney oldie “One After 909”, which they wrote during their Quarry Men
days. “I've Got a Feeling”, which combines two unfinished songs, is a potent reminder that
Lennon and McCartney could still spark each other’s creativity, albeit less consistently
awkward (Lewisohn, Chronicle 309-13).
Abbey Road

George Martin had only been peripherally involved in the recordings for Get Back;
The Beatles had essentially produced the album themselves, with Glyn Johns overseeing the
engineering. Although they had intended the recordings to represent a live performance,
warts and all, the group were disappointed at how ragged and dispirited they sounded. They
shelved plans to release the album. However, as lan Leslie notes, “making music together
was their way of processing emotional turmoil,” and the uneasiness they all felt drove them
to work harder to deal with their disquiet (Leslie, John and Paul 293). After a break of three
weeks, while Starr was filming The Magic Christian, they regrouped at Trident Studios on 22
February 1969 to begin recording Lennon’s “I Want You (She’s So Heavy).” Although some
animosity persisted, they worked sporadically on songs for the album and other projects
over the following months, often with Chris Thomas doubling as producer and keyboard

player. In mid-April, Lennon and McCartney got together to record all the tracks for the next

7> |n Chapter Six, | discuss Lennon and McCartney’s improvisatory methods of composition, so

evident in the Get Back documentary.



Mason-Cox 121

single, “The Ballad of John and Yoko.” The B-side, Harrison’s “Old Brown Shoe,” was
recorded two days later, along with the first takes of another Harrison song, “Something.”
Basic tracks for McCartney’s “Oh! Darling” and Starr’s “Octopus’s Garden” were recorded
soon afterwards. Work continued in May at Olympic Sound Studios, with Glyn Johns at the
desk. Around this time, The Beatles conceived the idea of having a through-composed
medley on side two of the new album. The first building block, McCartney’s “You Never Give
Me Your Money,” was commenced on 6 May at Olympic.

From July, work shifted back to Abbey Road, with George Martin resuming as
producer and Geoff Emerick returning as balance engineer. They brought much-needed
structure and coherence to the project. Lennon, injured in a car accident, missed the early
sessions. While he was absent, McCartney taped “Her Majesty” alone, before Harrison and
Starr joined him on “Golden Slumbers” and “Carry That Weight.” Next, basic tracks were laid
down for a new Harrison song, “Here Comes the Sun.” A recovered Lennon joined the
sessions in time to commence work on McCartney’s “Maxwell’s Silver Haommer,” while
overdubs continued on other tracks. The following week saw the initial recording of
Lennon’s “Come Together” and another piece of the medley, McCartney’s “The End,”
conceived as its culmination. Lennon’s “Sun King” and “Mean Mr Mustard” were recorded
as one track on 24 July, and his “Polythene Pam” and McCartney’s “She Came in Through
the Bathroom Window” were taped as a single recording the next night. On 1 August, they
began Lennon’s “Because,” inspired by his inversion of the chord sequence in Beethoven's
Moonlight Sonata. | discuss details of Lennon’s approach to songwriting in Chapter Six. Final

overdubs, orchestral recordings and mixing followed, with the master tape being completed

on 25 August.
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Abbey Road was released on 26 September 1969. Although it received mixed reviews
upon release, it sold strongly and quickly achieved canonical status. Despite all the
arguments and acrimony of the past, The Beatles finished their recording career with an
outstanding album. Their talents, both individually and collectively, are on full display. Their
vocals are sublime. Harrison has matured into a masterful songwriter and guitarist.
“Something,” released in October, became an instant classic and was Harrison’s first Beatles
A-side. Lennon and McCartney’s songs are generally strong, and the sixteen-minute medley
is a tour de force. Starr’s drumming is superb, and, with “Octopus’s Garden,” his songwriting
has reached an all-time high (Lewisohn, Chronicle 308-31).

Where Get Back sought authenticity through subtraction, Abbey Road achieves
cohesion through addition. It is evident in The Beatles’ sublime ensemble singing, George
Martin and Geoff Emerick’s technical polish and editing skills, the maturity of vision, and the
long-form sequence on side two that fuses fragments into a unified narrative flow. Abbey
Road reframes The Beatles’ creativity through assemblage, which resolves a fractured
working relationship into one last luminous whole.

1970
Let It Be

By the time the Get Back material emerged—as Let It Be, in May 1970—The Beatles

had officially broken up, and Phil Spector had been brought in to assemble the album.”®

Ill

Much to McCartney’s annoyance, he added orchestral and choral “sweetening,” most

notably to “The Long and Winding Road.” Neither George Martin nor Glyn Johns received

76 Reviews were (predictably) mixed. However, sales were strong, and the album won the Grammy

Award for Best Original Score Written for a Motion Picture or Television Special
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producer credit on the final release. Let It Be, as issued in 1970, is another paradoxical
Beatles album—Spector relied heavily on studio post-production techniques to deliver a
“live” album. The Get Back project reveals that, although The Beatles could still be a great
band, their creative coherence had given way to unaligned parallel contributions, with the
four no longer sharing a determinative method.

Conclusion

This chapter, in conjunction with Chapter Two, directly addresses my first two
secondary research questions by mapping The Beatles’ creative development across distinct
but interlinked phases, each shaped by specific affordances and constraints (audiences,
peers, institutions, technology, and the broader sociopolitical context):

e Honing their performance skills during their apprenticeship in Liverpool and

Hamburg, with artistic guidance from the Exis (1957-1962).

e Consolidating their professional sensibilities under the auspices of Epstein and

Martin (1962-1964).

e Developing their collaborative artistry through musical and lyrical expansion and

studio experimentation (1965-1966).

e Refining the concepts of the album-as-art and the studio-as-instrument (1966-1967).
e Reengineering collaboration to accommodate individuation and polyphonic creative

visions within a negotiated, collective practice (1968-1970).

As the group evolved, so did the scope of their songs, personas, and public gestures,
which increasingly intersected with youth culture, the counterculture, anti-war sentiment,
and politics. In this sense, The Beatles’ creative processes both responded to and helped
shape the decade’s cultural, social, and political currents, refracting the energies of the

1960s into new aesthetic forms that circulated through public discourse.
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The developments traced in this chapter demonstrate that The Beatles’ creativity
between 1961 and 1970 cannot be understood as a linear progression or as the expression
of isolated genius. Instead, their creative trajectories emerged through ongoing negotiation
with cultural context, technological possibility, institutional constraint, and interpersonal
dynamics. By situating the group’s artistic decisions within these shifting conditions, the
chapter establishes creativity as a historically contingent and relational process rather than
a fixed attribute. This contextual groundwork provides the necessary foundation for the
following chapter, which sets out the methodological approach of the thesis. Chapter Four
explains how creativity functions as an analytic framework guiding interpretation across
historical sources and interview material, and how reflexive, qualitative methods are
employed to examine the processes of collaboration, influence, and cultural meaning-

making identified here.
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Chapter Four: Methodology
We Can Work It Out

The primary project of art is always to make the world whole and comprehensible, to

restore it to us in all its glory and its occasional nastiness, not through argument but

through feeling, and then to close the gap between you and everything that is not

you, and in this way pass from feeling to meaning.

— Robert Hughes The Shock of the New 1991

Following Chapter Three’s phase-by-phase account of The Beatles’ creative
evolution, this chapter explains how the data were generated and analysed. The
methodological design encompasses both cultural studies and creativity studies, integrating
historical analysis, literature review, and semi-structured interviews with creative
practitioners. It adopts a reflexive, interpretivist stance, treating the research as a form of
creative practice—not to structure data collection but to guide its interpretation—as shaped
by interdisciplinarity and my positionality. It explains how thematic analysis of interviews
and close textual readings combine to illuminate the mechanisms of influence and
transmission. | situate the work in an ethnographic frame and describe my approach to
textual analysis. The chapter also discusses the interview participants, the recruitment
process, data collection, ethical considerations, and my analytic processes. Finally, it
addresses the study’s strengths and limitations. The theoretical framework must navigate
two overlapping landscapes: cultural studies and creativity studies. Each provides
interpretive tools for understanding and evaluating the group’s significance, and together
they allow a holistic and integrated cross-theoretic approach. This framework acknowledges
The Beatles both as cultural producers operating within a specific historical era and as case

studies in the practice and transmission of creativity across generations.
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Background

To address my overarching research question, this thesis explores how The Beatles’
creative practices and cultural involvement shaped the 1960s, and how they have continued
to impact generations of musicians and creative practitioners. In 2025—fifty-five years after
their breakup—The Beatles remain popular and influential. Although early critical
assessments often underestimated their abilities, their rapid creative development had a
far-reaching impact, altering perceptions of popular culture and inspiring generations. The
Beatles’ enduring popularity and influence, therefore, invite explanation grounded in
evidence. While some researchers equate creativity with isolated flashes of genius, |
interpret it as a universal human capacity: a dynamic process of continual adaptation,
contextual engagement, and collaborative exchange. Chapter Six explores the paradoxical
nature of creativity and assesses how far creativity research can adequately interpret The
Beatles’ practices. By challenging default assumptions about creativity, the study
contributes to broader debates about how popular music, or any other cultural production,
should be analysed and understood.

In the two previous chapters, | outlined the framework that addresses my first two
secondary research questions by mapping The Beatles’ creative development across distinct
chronological phases, and how their development interconnected with and moulded the
culture and politics of the 1960s. Through my review of literature spanning The Beatles’
career timeline, | first established the chronology, then identified key factors in the group’s
creative development into a powerful collective force, which intersected with and helped
shape cultural change during the decade.

My overarching research question assumes that The Beatles possess cultural value,

raising issues about how meaning is produced and stabilised in cultural practice. A strong
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body of scholarly literature supports this assumption. Scholars such as Allan F. Moore,
Kenneth Womack, Phillip McIntyre and lan MacDonald have demonstrated that The Beatles
hold significant cultural value, both historically and in the present day, across global popular
culture, music, identity formation, and creative industries.”” This assumption is consistent
with my interpretivist stance, as | adopt a constructionist view of meaning, one in which, as
Michael Crotty notes, “meaning is not discovered, but constructed” (Crotty, 9). In this
chapter, | address my third ancillary question by outlining my research methods, which aim
to understand and explain creativity as both a framework and a methodological tool. This
reframes significance as an epistemic concern, proposing that The Beatles’ cultural impact
may be explored through creative inquiry, thus positioning creativity itself as a legitimate
way of knowing (Eisner, “Art and Knowledge” 4; Gauntlett 3). As Max van Manen
emphasises in Researching Lived Experience, meaning is actively constructed through
interpretation, imagination and reflexive engagement (van Manen 26). Accordingly, my
inquiry has a clear objective: to evaluate literature and historical sources to trace The
Beatles’ creative development and influence. | hypothesise that The Beatles’ cultural legacy
is dynamic rather than static, with ongoing responses and reinterpretations continually
reshaping meaning. My multifaceted analysis tests this claim.

Addressing my final secondary research question involves determining the
importance of influence on creativity and assessing how The Beatles’ creative legacy

impacts contemporary creative practitioners in Western cultures. Responding required

77 See: Moore, The Beatles: Sgt. Pepper’s Lonely Hearts Club Band (4); Womack, The Cambridge

Companion to the Beatles (12—14); MclIntyre, Creativity and Cultural Production: Issues for Media Practice (84-

85); and MacDonald, Revolution in the Head: The Beatles’ Records and the Sixties [1995] (7).
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collecting and interpreting multiple instances of The Beatles’ creative progression.’®
Although Lennon and McCartney had begun writing songs together during their mid-teens,
early evidence suggests a pivotal shift during the Hamburg period, which intensified in the
years that followed. In Chapters Two and Three, | examined the precipitating influences and
contexts. For the resulting information to be analytically useful, it had to be considered in
conjunction with existing research on creativity. Chapter Six addresses the difficulty of
reconciling creativity theories with practice-based accounts of The Beatles’ creative process,
showing that theoretical models may not map neatly onto the actuality of creative thought
or practice. | draw on Mihaly Csikszentmihalyi’s sociocultural model and Howard Gardner’s
account of exemplars as theoretical anchors (Csikszentmihalyi, Flow and the Psychology of
Discovery 1996; Gardner, Creating Minds 1993).

This tension informs the qualitative ethnographic strategy outlined in this chapter. |
designed a semi-structured interview protocol to use with musicians, artists, and cultural
producers to elicit memories and perceived influences of The Beatles, and to provide insight
into pathways from influence to creative action. Historically, The Beatles’ rapid creative
ascent from 1960 onward is well-documented. Statements from prominent musicians verify
their impact on others’ lives and careers. In Chapter Seven, | argue that the creativity that
underpinned the group’s success also functioned as an enabling condition for their

contribution to the zeitgeist of the 1960s and beyond.

78 The Beatles themselves were electrified by artists like Elvis Presley, Buddy Holly, Chuck Berry, Little

Richard, and The Everly Brothers.
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The Ethnographic Study

The primary part of the research, the ethnographic study, focused on creative
practitioners in Australia, with five participants joining from the UK, the US, and New
Zealand. It was designed to examine the social, historical, and creative influence of The
Beatles on the participants. It comprised interviews with thirty-seven creative practitioners,
predominantly musicians (as they were most likely to have been influenced by The Beatles’
creative practice), with additional interviews conducted with other creative practitioners
and intellectuals. Accordingly, this was an interpretivist approach that acknowledged and
leveraged my lived experience as a musician, informing my understanding of and empathy
with the participants. | adopted an insider—outsider (emic/etic) positionality: an etic stance
in viewing the group from the outside and an emic stance grounded in shared musical
experience. Thus, my research had an autoethnographic dimension, as | identified with the
group | was investigating and reflexively considered my background as a musician and
songwriter influenced by The Beatles. The strength of this type of study lies in its capacity to
provide direct insight into the participants’ lives, providing detailed information about their
experiences and philosophies. It can also reveal undocumented behaviours, abilities, or
beliefs.

Because my interviews explored the nature of The Beatles’ influence on a small
group of individuals within the subcultures of musicians and creative practitioners, this part
of my research adopts a qualitative, ethnographic approach; a method that John Hartley
views as central to Cultural Studies for understanding meaning-making within specific
cultural contexts (Hartley, Communication 84-5). This approach supports an exploration of
lived experience and a critical interpretation of how cultural practices both shape and are

shaped by identity. Therefore, my research aims to make a substantive contribution to
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understanding this subculture. The interviews followed a semi-structured protocol that
sought answers to a predefined set of questions. However, those answers were not coded
during collection but were transcribed, then later inductively coded and thematically
analysed. While the research asked questions, the interviews did not attempt to test a
particular hypothesis. Instead, they documented the participants’ perspectives,
observations, and philosophies to understand their emotional and experiential responses to
the topic.

A secondary component of the study was a textual analysis of books and archival
materials, corroborated with the interview data, to correlate findings and develop a
synthesis. | sought to cultivate new perspectives in understanding the power of creative
influence. As media and cultural specialist Alan McKee notes, what makes us “educated,” in
our “educated guesses at the likely interpretations of a text,” is our knowledge of relevant
intertexts (McKee 92).”° As mentioned in Chapter Two, as | began to explore the literature
and contemplate a plan to assess The Beatles’ creative influence, | found a substantial
amount of material about all aspects of the group’s career and history, much of which is
peripheral to and beyond the scope of this project.

Research Philosophy

Maintaining a balanced scope, therefore, was always challenging. Although the most

valuable exploratory avenues could not be known in advance, | anticipated having to

exclude tangential material. At the same time, | remained open to incorporating material

79 Intertexts are “publicly circulated texts that are explicitly linked to the text you’re interested in . . .

in which interpretations of the text . . . draw on available ways of thinking about texts in order to make sense

of things — just as much as academics do” (McKee 97-8).
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that illuminated the core questions. | concluded that the topic required a distinctive,
interdisciplinary approach to provide fresh insights into the existing literature. Because this
thesis examines the nature of creativity and the power of creative influence, | approached
the project as a form of creative practice situated within an academic frame.

As stated, the research was deliberately interdisciplinary. It drew primarily on the
analysis, synthesis, and integration of knowledge from the fields of cultural studies and
creativity studies. | supplemented this knowledge by combining additional contributions
from modern history, psychology, philosophy, anthropology, musicology, and neuroscience
into the study design. Since psychologists have historically driven the study of cognition and
creativity, | initially surveyed interpretive and qualitative research theories devised to
explain the processes underlying the creative act. | evaluated candidate theoretical
frameworks to determine their fit with my aims.®° Constructivist grounded theory (CGT),
hermeneutics, and hermeneutic phenomenology appeared to be the most suitable.
Constructivist Grounded Theory, Hermeneutics and Hermeneutic Phenomenology

I initially considered constructivist grounded theory (CGT) as the methodological
foundation for interpreting participants’ language, memories, intentions, beliefs, and
opinions. Sociologist Kathy Charmaz describes CGT as a “systematic, yet flexible” method
that “begins with inductive data, invokes iterative strategies . . . uses comparative methods
and keeps you interacting and involved with your data and emerging analysis” (Charmaz,
Constructing Grounded Theory 1). It locates the researcher within the research, because “we

are part of the world we study, the data we collect and the analyses we produce” (Charmaz,

80 candidates also included Narrative Enquiry, Mixed Methodology and Grounded Theory. | found

that most covered similar territory, and all have salient points to recommend them.
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Constructing Grounded Theory 17). Charmaz adds that “the inherent emphasis on
reflexivity” prompts scrutiny of the researcher’s positioning and interpretive choices
(Charmaz, “With Constructivist Grounded Theory” 165). CGT is a widely used cross-
disciplinary approach that can produce rich and diverse insights. While CGT met many of my
criteria, it did not fully capture the range of creative interpretation | sought.

Given the phenomenological character of much of the material, | next assessed
hermeneutics. Sociologist Michael Patton notes that “Hermeneutics provides a theoretical
framework for interpretive understanding, or meaning, with special attention to context
and original purpose” (qtd. in Merriam and Tisdell 34). Hermeneutics aligned with both the
ethnographic strand and the textual analysis, and offered coherence across data types.
However, hermeneutics alone did not adequately span the necessary interdisciplinary
scope. Feeling a little like Goldilocks now, | moved on.

In Researching Lived Experience, phenomenological researcher Max van Manen
writes that “Hermeneutic Phenomenology is a human science that studies persons” and, as
such, offers credible insights into shared, lived experience (van Manen 6-9). He further
explains, “Phenomenological research is a search for what it means to be human” (van
Manen 12). Moreover, he asserts that it engages language in a primordial way to “discover
what lies at the ontological core of our being” (van Manen 13). It is a subjective approach to
discerning intent and meaning by describing and interpreting an individual’s lived
experience. It is concerned with conscious experience and understanding how the
appearances of things within our experience affect our awareness and reactions. Still, |
remained unconvinced that it was the most appropriate theoretical framework for my

research. | next contemplated combining CGT with hermeneutic and phenomenological
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lenses to make sense of my findings. However, a full synthesis risked methodological sprawl,
loss of clarity, and parsimony.8!
Creativity As Methodology

| ultimately adopted creativity as a methodology. In parallel with the practice of art-
as-methodology, it mobilises intuition, imagination, and emotion to seek human-centred
insights that may be difficult to capture with traditional methods of enquiry. Professors of
Education Tom Barone and Elliot W. Eisner argue that “arts based research is a heuristic
through which we deepen and make more complex our understanding of some aspects of
the world” (Barone and Eisner 3). It therefore does not seek to provide empirical proof but
rather to broaden “our conception of the ways in which we come to know” (Barone and
Eisner 4). Adopting creativity as methodology enabled me to reframe the topic and read the
data through an imaginative exploratory lens. Given the vast amount of research on
creativity and The Beatles, | applied the concepts and aleatory techniques that inform
“oblique strategies” throughout the research process to sharpen my reasoning and shape
my writing and delivery. As elaborated in Chapter Six, creative decisions are often made
spontaneously and can be challenging to articulate. My research methodology decision was
similarly intuitive—it is difficult to explain precisely what led me to choose a different lens
through which to view The Beatles and their influence. Still, after many years of working in
the creative industries, | judged that this intuitive direction could yield scholarly value. My

lived experience as a musician has supported acting on informed, intuitive thinking,

81 As nursing researchers Denise Polit and Cheryl Beck suggest, naturalistic research paradigms are

best perceived as “lenses that help to sharpen our focus on a phenomenon of interest, not as blinders that

limit intellectual curiosity” (Polit and Beck 17).
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accepting that understanding, or meaning, may be secondary to process in artistic practice.
In such work, imagination and intuition may precede explicit interpretation; as Robert
Hughes suggests, meaning in art is grounded less in theory and more in emotional and
sensory experience (Hughes 1980).

Art as methodology embraces plurality, exploration, and reflexivity, and is
theoretically grounded in postmodern and pedagogical scholarship. In The Arts and the
Creation of Mind Elliot W. Eisner, Professor of Education and Art at Stanford University,
argues that diverse artistic processes cultivate critical and reflective thinking, noting, “the
tools you work with influence what you are likely to think about. Measuring tools lead to
guantification; the tools used in the arts lead to qualification” (Eisner, The Arts 8-9). French
Philosopher Jean-Frangois Lyotard asserts that postmodern knowledge is defined by an
“incredulity toward metanarratives,” which makes it essential to recognise and value the
multiplicity of forms of knowledge and expression (Lyotard xxiv). Together, these positions
frame creativity as a pluralistic and epistemically rich process. Extending this, Professor
Carsten Herrmann-Pillath, an interdisciplinary researcher in the human sciences,
emphasises critical reflexivity as a methodological standard, in which “autobiography and
biography are a central medium by which we can study the conjunction between
subjectivity and history” (Herrmann-Pillath 47). These perspectives underpin a creative
methodology that is exploratory, self-aware, and context-sensitive.

However, this stance is not uncontested. While the artistic method values diversity
and reflexivity, creative thinking can also emerge from expertise-driven pattern recognition.
Nobel Laureate in Economics, psychologist Daniel Kahneman, citing Herbert Simon, argues
that intuition, born of expertise, often reflects the recognition of recurring elements or

patterns. Kahneman explains that for creative practitioners, their thousands of hours of
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practice provide them with the ability to understand and act appropriately when they
perceive familiar elements in a new situation (Kahneman 8). This skill resonates with
Malcolm Gladwell’s notion of “thin-slicing,” our unconscious ability to recognise patterns
and make rapid decisions; and with his argument that thousands of hours of practice are
required to develop intuitive mastery (Gladwell, Blink 23; Gladwell, Outliers 38—40).
Psychologist Gerd Gigerenzer builds on the understanding of intuitive judgement through
his research into heuristics in human decision-making. His concept of the “adaptive toolbox”
attributes positive, functional value to heuristic techniques in problem-solving (Gigerenzer
60-3).

Positioning this thesis as creatively informed aligns with doctoral expectations, which
include a robust intellectual output and an original contribution to knowledge. These
expectations imply that innovation and creativity should be considered essential
components of the work (Baptista et al. 55-63). Psychologist and creativity researcher Ellis
P. Torrance situates creativity practically, “in the realm of everyday living.” He builds on
Graham Wallas’s four stages of thought in the creative process: “preparation, incubation,
illumination, and revision,” and characterises creative thinking as: “The process of sensing
difficulties . . . making guesses and formulating hypotheses . . . evaluating and testing . . .
revising . . . and, last, communicating the results” (Torrance “Understanding Creativity”
233).

In summary, treating creativity as methodology provides an analytic orientation
consistent with interpretivist qualitative research. It offers a pragmatic and philosophical
blueprint for knowledge generation. | adopt it as a research approach because it validates
intuitive and flexible inquiry, centres critical reflection and iteration, and acknowledges

researcher judgement and positionality. Further, it engages in a dynamic process of making
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meaning by foregrounding the core principles of creativity, exploration and reflexivity. In
doing so, it aligns methodological rigour with the study’s creative object.
Magpie Methodology

Various aspects of my research aim to articulate how a creative evolution (or
metamorphosis) in one area can spark and inspire creativity in others, itself a creative act.
Although the phenomenon is commonplace, the idea that exposure to creative exemplars
may influence, nurture, and encourage creativity is contested, yet well theorised. For
example, psychologist Teresa M. Amabile attributes influence to features of the social
environment (Amabile, Componential Theory 5). Csikszentmihalyi also acknowledges
interaction with exemplars as a key driver of creative development (Csikszentmihalyi,
Creativity: Flow chs. 1-3). In keeping with my creative research philosophy, | systematically
analysed the data from multiple perspectives in my search for clues to reveal overlooked
patterns and traces. | adopted a “magpie” approach, a heuristic metaphor for gathering,
comparing, and reordering fragments to generate new meanings. Creative interpretation in
data analysis was central; it enabled reframing, abductive reasoning, and the iterative
development and testing of working propositions. | term this approach “magpie
methodology,” a post-analysis tool that operates at the level of synthesis and
interpretation, akin to Claude Lévi-Strauss’s concept of bricolage (Denzin and Lincoln 4).
Over many years of creative practice, | have observed that splicing insights from disparate
domains can yield productive discoveries. The following table aligns magpie methodology

with Torrance’s previously mentioned five stages of creative thinking:
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Stage of creative thinking

Magpie methodology

Sensing difficulties, problems, gaps, missing

elements or anomalies.

Gathering fragments across disciplines
(including serendipitous finds) to challenge,

reframe, and generate new meanings.

Making guesses and formulating hypotheses.

Drawing transparently from multiple sources,
embracing divergent views and interdisciplinary
tension to explore and propose new

perspectives.

Evaluating and testing guesses and hypotheses.

Using reflexive memoing and constant
comparison to expand hypotheses. Synthesising
through juxtaposition and assemblage to

develop explanatory coherence.

Revising and retesting (verification).

Reordering and recombining fragments,
experimenting, embracing error, chance and

serendipity within an exploratory ethos.

Communicating the results.

Articulating claims, methods, and limits in this

thesis, and contributing to existing scholarship.

Table 4.1

Of course, magpie methodology has potential weaknesses that require safeguards.

First, drawing from disparate sources may yield ambiguity or unevenness, risking dilution of

the analysis; accordingly, | curated the information critically and applied explicit criteria to

interpret it in a well-structured, coherent and meaningful form. Second, my approach may

be seen as overly subjective as it relies on creative interpretation; | addressed and
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rationalised subjectivity through reflexivity (via journaling), transparency (via decision logs),
and procedural consistency. Third, it is individualised and hard to replicate, and like
hermeneutic phenomenology, it is time-consuming and labour-intensive; | mitigated this by
cross-referencing the data derived from texts and interviews, providing thick description,
employing negative case analysis, and engaging in periodic peer debriefs. For example,
because many interviews were long and exhaustive, | built in incubation time to allow ideas
to coalesce before moving on to analysis. Without these safeguards, magpie methodology
could devolve into cherry-picking. My transparent, reflexive practice across disciplines was
designed to counter selective confirmation and enhance credibility.8?
Permission—Encouragement—Guidance

As an adjunct to a magpie methodology, | incorporated a permission—
encouragement—guidance (PEG) ecology as a mid-level analytic lens to connect individual
creative decisions with their enabling contexts. | frame PEG as an applied synthesis that
extends ideas implicit in creativity research. Such ideas are particularly evident in Amabile
on componential supports, Csikszentmihalyi on systems interaction, and Sawyer on
collaborative dynamics (Amabile Creativity in Context; Csikszentmihalyi Creativity; Sawyer
Explaining Creativity). PEG also informed data collection and coding, as my interview
prompts sought permission, encouragement, and guidance. Treating PEG as an ecology
rather than a trait aligns with a systems orientation in which creator, domain, and field

interactions are traceable as patterned exchanges rather than isolated anecdotes.

82 While I did not adopt a synthesis of the three, my earlier auditioning of constructivist grounded

theory, hermeneutics, and hermeneutic phenomenology provided deep background my approach to magpie

methodology as part of creativity as methodology.
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Methodologically, PEG enabled cross-checking among sources and sustained reflexivity; it
thus functions both as a sampling heuristic and as an interpretive scaffold for linking micro-
choices to macro-outcomes.

Research Design

Textual Analysis

Despite the interdisciplinary nature of my methodology, the textual analysis at the
heart of this research, although time-intensive, was straightforward in design. The data had
to be read for both surface and latent meanings. Therefore, my task was to collect, organise,
and analyse primary and secondary texts, then interpret the findings. This project did not
attempt to scrutinise the group’s complete history; instead, it traced a single trait, creativity,
to determine whether, and how, it operated as a motivating factor in The Beatles’ decision-
making throughout their career. The primary period of focus covered the mid-1950s to
1970. By extension, this period provided the basis for comparing The Beatles’ creative
influence on my interview subjects.

Alan McKee describes textual analysis as a methodology that seeks to clarify how
individuals “make sense of who they are, and of how they fit into the world in which they
live,” inviting originality and creativity to make “an educated guess at some of the most
likely interpretations that might be made of that text” (McKee 1). He later stresses that,
although poststructuralist textual analysis is a methodology, its results are qualitative and
not intended to be replicable in a positivist sense (McKee 118). Qualitative and non-
replicable does not mean, however, that textual analysis is not rigorous. John Hartley, a
renowned cultural studies scholar, suggests that texts “are neither scientific data nor
historical documents but are, literally, forensic evidence.” Following John Hartley’s forensic

metaphor, textual analysis interrogates “trace evidence,” the available clues that sense-
Y
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making leaves behind (Hartley, The Politics of Pictures 29—31). My creative approach aligns
with Hartley’s interpretation and is ideally suited to an inquiry into creativity. While it may
be a subjective means of analysis, as McKee notes (citing Popper), maintaining scientific
objectivity is difficult, if not impossible, in studies of human behaviour (McKee 120).
Accordingly, textual analysis was an essential element in my method. It both enhanced and
was strengthened by cross-checking with the ethnographic study.
Method

My method included examining intertexts: books, archives, interviews, reviews, and
recordings, to identify patterns throughout The Beatles’ timeline that indicated changes in
the group’s creative stance. The task involved locating and appraising sources, detecting
themes, mapping key debates, assessing each text’s strengths and weaknesses, and
identifying gaps. | then evaluated and analysed each text individually and comparatively to
determine if and how they aligned with the interview data. My findings synthesise the
material gleaned from the literature review with the thematic analysis from the interviews.
Strengths and Limitations

The main strength of this process was its focused lens on a single topic, The Beatles’
creativity, enabling analysis of its broader ramifications. The limitations included its narrow
topical scope (which could lead to a perception that the resultant data are insignificant) and
the volume and diversity of Beatles materials, which posed challenges for selection and
synthesis.

In my early research, | found a substantial reserve of publicly available anecdotal
evidence; many well-known participants had already spoken on the record about what The
Beatles mean to them. Given musicians’ well-documented willingness to reflect on

influences, | combined my ethnographic study with the textual analysis of previous
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interviews to manage scope. | expected the insight from my interview subjects to add
balance and depth beyond second-hand responses to journalists. Triangulating the two
sources provided a cross-check to test the credibility of subjective data and guard against
researcher bias.

That is not to underestimate the quality and value of the “found” comments,
because they are often honest, heartfelt, and enlightening. Here is an illustrative example
from Sting, from the YouTube interview with Rick Beato in November 2021:

The reason I’'m a musician is because of the Beatles . . . They conquered the world

with their own songs, and therefore gave permission to a younger generation . . .

Permission to try the same thing ... And we all tried . . . We owe a lot to the Beatles,

they really were an amazing influence on all of our lives. (The Sting Interview

00:37:28-00:38:16)

Similarly, Aerosmith’s Joe Perry wrote in 2009, “The Beatles taught us all so much.
They taught us to be brave, to follow our dreams and aim high. That’s a wonderful legacy to
leave.” Such testimonies exemplify galvanising “permission-giving” moments. Musician and
producer Todd Rundgren has a slightly different but all-encompassing view. For him, The
Beatles’ overall influence far exceeded that of their music. “It was a whole connection with
your peers and an idea of an alternative method of becoming successful besides going to
college and becoming a doctor or lawyer” (Inglis, A Thousand Voices 4).

| was particularly interested in the group’s effect on young Australians of the time.
Despite traditional ties to Great Britain, young Australians before 1963 were primarily
influenced by American pop music and fashion, as were The Beatles themselves. As
Australian academic, journalist, and broadcaster Lawrie Zion explains, tours by American

rock and roll artists and the projection of an American style through the relatively new
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medium of television ensured that local artists followed US trends. The advent of The
Beatles and Beatlemania shifted the balance away from US influence. Zion directly traces
their popularity and impact to their entry into the Sydney charts on 12 July 1963 with the
single “From Me to You.” It eventually reached the Top Ten at No. 6 (Zion 291-311).
However, more than one Australian participant recalled an earlier trigger. Sydney guitarist
and vocalist Gary Seach described hearing “Love Me Do” in late 1962 as “immediate . ..
emotional . .. nothing before made me feel like that . . . It made me feel like | was important
... ljust wanted to be part of it” (Seach).

While a small sampling of artistic specialists cannot represent the broader
community, such a study can still illuminate the mechanisms of influence and difference. As
| discuss in the next chapter, my interviews suggested that many creative people think
differently, demonstrating what Mihaly Csikszentmihalyi terms “complexity” in personality.
In identifying the Ten Dimensions of Complexity, he suggests that creative individuals
combine the following ten antithetical traits:

1. They are energetic, but may “sleep a lot.”

2. They are intelligent, but can be naive.

3. They are playful yet disciplined.

4. They are imaginative yet have “a rooted sense of reality.”

5. They can be “on the continuum between extroversion and introversion . .. [yet] ...
express both traits at the same time.”

6. They are simultaneously “humble and proud.”

7. They do not fit into a “rigid gender role” stereotype, which allows them to have

richer and more varied interactions.
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8. They take risks, and are “rebellious and independent” yet “traditional and
conservative.”

9. They are” passionate . .. yet objective” about their work.

10. Their openness and sensitivity can cause “suffering and pain yet also a great deal of
enjoyment” [his emphasis] (Csikszentmihalyi, Creativity: Flow and the Psychology of
Discovery 55-76).

After spending more than eighty hours interviewing thirty-seven individuals who
ranged across a multiplicity of topics and views, | can attest that many fit Csikszentmihalyi’s
profile. Another creative practitioner, Kurt Vonnegut Jr., illuminates the value of creative
individuals, asserting that, “Artists are useful to society because they are . . . super-
sensitive.” Vonnegut likens them to “canaries in poison coal mines” as their sensitivity
allows them to detect societal threats well before the broader population (Vonnegut 94).
The interviews

The interview process relied on my understanding of and empathy with my
participants. | built on shared professional experience and creative commonality, as | have
been active in the creative arts for most of my career.® It is essential to acknowledge that
my extensive experience in the entertainment industry could introduce unintended or
unacknowledged bias into the process. However, | heeded Professor Claire Anderson’s

warning that interviewers’ biases and perspectives may impact their interpretations and

83 |n the last fifty-five years, | have worked professionally as a musician, a songwriter, a playwright, a

musical director, an actor, an MC, a record producer, and a live sound engineer. | have also worked behind the
scenes in the music and event industries as a tour manager, event manager, production manager, educator,

and proprietor of a small record label.
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that interviewer skill may affect the responses (Anderson 2). | implemented safeguards to
mitigate bias in line with the National Statement on Ethical Conduct in Human Research
(2007 updated 2018). These included reflexive journaling, adherence to a semi-structured
protocol, neutral probing, transparent consent and briefing procedures.

Although my questions were scripted, they were open-ended, allowing for brief or
expansive responses, as the participant desired. | stated at the outset that there were no
“wrong” answers. | also emphasised the participant’s autonomy, which helped establish
rapport and elicit anecdotes and observations, many beyond the parameters of the
qguestionnaire. Analytically, | employed a pragmatic lens, considering multiple viewpoints in
collecting and interpreting information to offset the limitations common to qualitative
ethnographic work. The questionnaire followed a chronological timeline, which allowed me
to establish key themes and helped anchor recall, while permitting digression and flexibility
when memories were uncertain or associative. | wanted each participant to feel
comfortable and to speak freely. As | had no foreknowledge of what the participant would
consider relevant, | treated digressions as emergent data that might offer unanticipated
themes.

The inclusion of the interviews constitutes an important empirical dimension to the
study. While much Beatles scholarship has often relied on archival material, critical essays,
and biographical accounts, this research adds new primary data. The participants’
testimonies help triangulate insight into how influence is understood, narrated, and
embodied today.

When | asked participants about their lived experience of The Beatles era and
perceived influence, | sought answers grounded in self-awareness and the awareness of the

significance of others, events, art forms, culture, and temporality. The purpose of the in-
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depth, open-ended interviews was to evoke perception, emotion, and imagination, and to
identify cross-cutting themes of perception and experience while minimising preconceived
assumptions. | conducted a subsequent inductive thematic analysis (using constant
comparison) to interpret these themes.
Ethical Considerations and Ethics Approval

The University of Sydney requires research of this type to comply with current best
practices. Therefore, | sought and received approval from the University of Sydney Human
Research Ethics Committee (HREC) for semi-structured interviews with musicians and
creative practitioners to complete this aspect of my research (Project No: 2021/794). The
project adheres to the National Statement on Ethical Conduct in Human Research (2007;
updated 2018) and to the University of Sydney’s policy. Ethics approval required several key
research safeguards, including: informed consent; voluntary participation; the right of
participants to withdraw at any time without penalty; confidentiality and, where requested,
pseudonymisation or anonymity; the secure storage of audio files and transcripts on
University-approved encrypted systems with restricted access; the secure destruction of
audio files and transcripts after five years; transparent permissions for quotation; risk
minimisation (only non-sensitive topics, participants had the option to skip questions); and
the disclosure and management of any conflicts of interest. | stipulated that there would be
no compensation for taking part in the study. | also provided support pathways in case my
questions should cause any distress.

Due to the COVID-19 pandemic, ethics approval was contingent on all interviews
being conducted via Zoom or by telephone, with only the audio portion of the interview
being recorded and stored. International interviews conducted via Zoom were required to

comply with the University’s requirements for cross-border data transfers. | detail
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recruitment and consent procedures in the next section. A copy of the ethics approval letter
is included in Appendix 1.
Recruitment

After giving considerable thought to recruiting participants at the outset of the
project, | adopted a selective, criterion-based recruitment strategy that targeted musicians,
creative professionals, and intellectuals who, to my knowledge or firm belief, had first-hand
experience of the 1960s and early 1970s and were influenced by The Beatles. My
understanding of most candidates’ experience and interests was drawn from publicly
available materials such as media interviews, social media posts, written and recorded work,
and from studying and analysing their creative output. It was also, in the case of some
participants, informed by prior professional conversations.

As evidenced in my literature review and as the above quotes from Sting and Joe
Perry illustrate, musicians frequently discuss formative influences and extol artists they
admire. The Beatles often rank highly in such discussions. To avoid duplicating press
interviews, and because this element of my research focused on The Beatles’ influence on
participants’ lives, | designed questions that probed processes and contexts rather than
celebrity narratives.

Seeking participants with first-hand experience of the 1960s meant that most
participants were over sixty, many over seventy.8* For balance, | also included a small cohort
of younger participants who demonstrated a sustained interest in The Beatles and described

specific impacts on their lives and work. Finally, although The Beatles’ impact is global, |

84 David Glyde of Sounds Incorporated, their Hamburg compatriot and lifelong friend of George

Harrison and Ringo Starr was eighty-three at the time of interview.
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limited my study to Western cultural contexts; thus, most participants were from Anglo-
Celtic backgrounds. | actively sought women’s perspectives (including experiences of
Beatlemania), but uptake was limited. However, the women who did participate
contributed valuable insights. To mitigate the imbalance, | correlated the interviews |
conducted with published interviews of women artists (including musicians such as Rickie
Lee Jones, Emmylou Harris, and Anne Wilson).

My initial plan was to interview between thirty and sixty participants; however, early
interviews indicated that analysing sixty interviews with talkative and excitable creative
practitioners could yield diminishing returns, due to the amount of data gathered. Amy
Koerber and Lonie McMichael note that “quality is more important than quantity” and that
there is no fixed “magic number” in qualitative research (Koerber and McMichael 467-468).
Therefore, | capped the recruitment at around forty participants and completed thirty-seven
interviews, which still provided a sizeable data set that was both rich and manageable.

Before commencing, | developed a list of more than seventy potential candidates
who were likely to recall their early exposure to The Beatles. By scanning intertexts and
personal networks, | refined this to around sixty, spanning well-known and working
professionals. Selection emphasised the era of their first exposure (for example, 1962-64;
the 1964 Australian tour; and later discovery), the diversity of their roles, and their
willingness to reflect on process and context. This process of identification and selection
effectively screened for eligibility before | made contact. Although some participants were
already known to me as colleagues and associates, | identified others by their reputational
status and body of work in Australia and internationally.

In line with ethical requirements, my initial approach was via my University of

Sydney email address, with information about my research and an invitation to participate,
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consistent with Section 2.2.9 of the National Statement.8> Those who responded positively
were sent a second email with a participant information statement and consent form
attached. The participant information statement outlined my purpose and details of
procedures, risks, confidentiality, and withdrawal rights as previously outlined. Copies of the
emails and information statement are included in Appendix 1. Although many candidates
expressed interest in participating, not all were available within the specified time frame. Of
the fifty-seven candidates | contacted, forty agreed to be interviewed; five dropped out due
to touring commitments, ill health, or overseas travel. One wished only to complete a
written questionnaire and was disappointed to learn that the terms of ethics approval did
not permit it. However, three other suitable candidates were referred by participants after
their own interview. In total, | conducted thirty-seven interviews with participants with
backgrounds across music, design, theatre, film, and media scholarship. lllustrative
examples include musicians, such as Leo Sayer, Suzi Quatro, Glenn Shorrock, designer Jenny
Kee, playwright David Williamson, and the founding co-editor of the Journal of Beatles
Studies, Dr Holly Tessler. Appendix 2 contains the list of participants, with brief biographical
notes.
The Questionnaire

| used a semi-structured questionnaire as the basis for inquiry to gain a naturalistic,

life-history overview of participants’ memories over time and to interpret those memories

85 My approach to those | did not know was, in the first instance, directed to an artist’s manager or

agent. Similarly, my approach to those with whom | already have a relationship was open and equilateral. |
clarified that participating was entirely their choice, and there would be no ill feelings should they decline to

be involved in the research.
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effectively. Autobiographical memory is reconstructive and susceptible to distortion,
especially across decades (Loftus 361—6; Schacter 182-7). Therefore, | proceeded on the
basis that memory of the events of fifty or more years ago may be tempered by later
experience. Given that caveat, | employed narrative prompts anchored to The Beatles’
career timeline, using timeline anchoring techniques (Belli 383-97; Fisher and Geiselman
99-116, 145-58).8¢ My aim with timeline anchoring was to lower recall barriers and improve
accuracy.
Question Development

| developed the question set from my initial textual analysis. Because obtaining
ethics approval relied upon supplying the core list in advance, | kept my thirty-six questions
open-ended and non-leading. Broad prompts can invite acquiescence or superficial “yes”
responses. | mitigated this by organising the questionnaire thematically, framing items as
“how/what” questions, and allowing participants time to expand on their answers. A brief
silent pause after an answer often prompted further elaboration, and neutral probes (e.g.,
“Could you tell me more?”) were effective in countering perfunctory replies. Following
participant feedback after the first two interviews, | added a final meta-question, “Is there
anything else you want to add?” to invite unanticipated themes. | designed each question as

a prompt rather than a test, allowing a participant-led discussion to unfold with minimal

86 Timeline anchoring refers to a technique in which interviewers ask participants to recount events

chronologically, in this case via structured verbal cues, to uncover how their experiences evolved over time. It
is a common method in qualitative research. According to Sheridan et al. it “documents, records, extends and
deepens understandings of participants’ past experiences [and] encourages the construction of rich temporal

narratives” (Sheridan 552).
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interviewer intervention. Where necessary, | used reflective and clarifying prompts to
deepen detail. While | had anticipated that the interviews would run for approximately one
hour to ninety minutes, | found that many participants were highly effusive when asked
about their formative experiences and The Beatles’ impact on their lives. Although some
interviews were completed in an hour, other participants raised points of particular
personal significance, and were far more expansive than | had anticipated. Thus, most
interviews ran for over two hours, with four exceeding four hours. A copy of the
guestionnaire appears in Appendix 1.

Data Collection, Data Assemblage and Limitations

All interviews were conducted via Zoom or telephone due to COVID-19 risk
management and ethics compliance. In consultation with the University of Sydney Human
Research Ethics Committee, | adopted remote interviewing as it was considered the safest,
most practicable approach. Only the audio was recorded from the Zoom sessions for later
transcription; no video was recorded. This decision accords with data minimisation
principles.

A limitation of this method is that non-verbal cues (e.g., gestures and body language)
are not captured for later analysis. To mitigate this, | used reflexive field notes during and
immediately following each interview. | imported each recording into Otter.ai for automatic
transcription, then manually checked and corrected. While automatic transcription is a
valuable tool, in this case, it only achieved approximately eighty per cent accuracy. Errors
were most notable in transcriptions of participants with strong dialects. Proper nouns,
uncommon words or phrases, and onomatopoeic sounds also challenged Otter.ai. |

corrected errors during verification.
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Using the open-ended strategy worked remarkably well; it permitted boundary
digressions, allowing participants to explore related thoughts and background information.
This freedom encouraged associative recall and unexpected linkages. Once participants
started discussing The Beatles, many became notably loquacious. To make the interview
length more manageable, some participants requested that we do follow-up interviews.
Only one participant, Glenn Shorrock, became unavailable for the second interview due toill
health. Interview dates and durations are listed in Appendix 2.

Therefore, while the initial intention was to walk participants through a
chronological timeline (a sequential series of The Beatles’ milestones), it became evident
that flexibility was essential. Memory is not strictly linear, and | discovered that for some
creative people, time is more fluid and less anchored in a chronological bedrock. In those
cases, | used timeline anchoring without enforcing a strict chronological sequence.

Data Analysis

My qualitative sampling plan employed non-probability techniques. This is an
appropriate and commonly used method in case-oriented inquiry into lived experience.
While samples need not be statistically representative, it is essential to justify participant
selection (Taherdoost 22). | combined purposive sampling (targeting participants with
relevant historical traits) and criterion sampling (a phenomenological variant in which
participants meet predefined criteria for inclusion). | also employed theoretical sampling, an
iterative strategy in which sampling decisions evolve from emerging analysis (Charmaz,
Constructing Grounded Theory 192-7; Glaser and Strauss 45-7). While several participants
suggested other prospective candidates, snowball sampling—the selection through
referral—was incidental rather than planned (Koerber and McMichael 459—-66; Moser and

Korstjens 9-11).
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Thematic Analysis
To explore how The Beatles influenced the creative lives of individuals, | employed
thematic analysis, as outlined by Virginia Braun and Victoria Clarke in “Using Thematic
Analysis in Psychology” (Braun and Clarke 77-101). | chose this approach for its flexibility. It
is ideal for analysing open-ended, memory-rich interviews, and aligns with my chosen
creative and reflexive methodologies. Given that my focus is on creative influence, this
method accommodated emotional resonance and interpretive complexity to emerge from
the participants’ reflections. Thematic analysis enabled me to focus not only on what
participants said but on how they conveyed creative transformation, cultural belonging, and
enduring emotional resonance. It provided a structured yet flexible way to engage with
participants’ memories, insights, and meaning-making, as they recalled the personal and
cultural impact of The Beatles.?” These core research questions guided the analysis:
e How did The Beatles initially affect participants’ lives and practices?
e How did they catalyse creative thinking and action?
e In what ways did their evolving sound, image, and philosophy shape personal
identity, artistic practices, imagination, and cultural worldviews?
e How do participants interpret The Beatles’ influence today, and how is that influence
interpreted across generations?
Braun and Clarke’s six-phase thematic analysis framework includes immersing

oneself in the data, generating and collating initial codes, finding, reviewing, and defining

87 Zittoun and Brinkmann define “meaning-making” as the process of actively engaging in interpreting

events and information by drawing on experience and cultural resources. It incorporates intentionality and

normativity and involves emotions and identity as aspects of understanding (Zittoun and Brinkmann 1809).
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themes, and finally, producing a narrative synthesis (Braun and Clarke 87-93). | worked
inductively, through the use of constant comparison, to determine and develop thematic
links across interviews and texts. To reduce confirmation bias, | postponed coding until all
interviews were complete. | considered using NVivo 14 as an analysis tool, but opted for a
manual audit-trail approach, creating a spreadsheet to track responses to the thirty-seven
prompts, my memos, and evolving definitions. Although more time-consuming, this method
maintained transparency and aligned with the concept of “creativity as methodology” to
ascertain meaning and iteratively determine the most pertinent themes. Given the
reconstructive nature of memory data, | acknowledge uncertainty and treat recall
imprecision as contextual rather than erroneous.
European Study Tour

In September 2023, | spent fifteen days in Europe funded by four grants from the
University of Sydney. The purpose of the study tour was to consult the Hunter Davies
Archive at The British Library in London, to meet with scholars, and to undertake site-based,
autoethnographic work in Liverpool and Hamburg. | noted my disappointment with the
Hunter Davies Archive in Chapter Two. However, | had an enlightening and rewarding
meeting with historian Dr Marcus Collins (Loughborough University), author of The Beatles
and Sixties Britain and “The Beatles’ Politics.” Unfortunately, | became ill near the end of the
trip and, due to COVID-19 concerns, had to cancel meetings with Professor Keith Gildart
(University of Wolverhampton) and Dr Michael Jones (University of Liverpool).

My autoethnographic pilgrimage was especially informative. Despite substantial
urban change since the 1960s, aspects of the cultural and spatial milieu relevant to The

Beatles’ creativity are still evident in Hamburg and Liverpool. Place emerged as a salient
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analytic category; museum visits and guided tours deepened my sense of place as a
significant historical entity in and of itself.

In Hamburg, a Saturday night guided walking tour of the Reeperbahn, conducted in
German, sharpened my understanding of the district’s influence on The Beatles. Although
the venues have changed, the area remains crowded with excited and uninhibited revellers
and sightseers, echoing contemporary accounts of the scene during The Beatles’ residencies
in the early 1960s. This sense of place addressed my research questions about how The
Beatles’ creative development unfolded across distinct phases, and the contextual factors
that shaped it.

In Liverpool, | joined a guided bus tour (the Magical Mystery Tour) and visited the
Liverpool Beatles Museum on Mathew Street. The highlight was a Friday night at the Cavern
Club, listening to a Beatles tribute band performing remarkably faithful versions of The
Beatles’ repertoire.88 Again, the sense of place was palpable; the venue’s performance
ecology clarified my understanding of the social energies that helped propel the young

Beatles, yielding sensory insights that would have been unachievable through archival work

88 The original Cavern Club closed in 1973. The structure | visited is a commercial reconstruction, built

with many of the bricks recovered from the demolished cellar. It re-opened in 1984 on the original site. My
concept of “sense of place” is an experiential, relational, and culturally mediated phenomenon, rather than
being dependent on architectural authenticity or material continuity. Thus, it does not depend upon material
originality alone. My visit operated as a form of popular music pilgrimage, in which embodied presence and
narrative intentionality generated meaning despite, and indeed because of, the site’s reconstructed status. In
this instance, | believe that authenticity is discursively produced, and the Cavern’s significance lies in its
symbolic saturation rather than its material fabric. | felt the same sense of place walking through the streets of

Liverpool and during my tour of The Reeperbahn in Hamburg.
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alone. Fifty-four years after my transformative encounter with Sgt. Pepper’s Lonely Hearts
Club Band and Hunter Davies’ biography of The Beatles, | was finally able to experience—
reflexively—the places and atmospheres that contributed to The Beatles’ creative
development. My observations in Hamburg and Liverpool directly inform my understanding
of The Beatles’ early creative development and the social and environmental factors that
moulded them.
Conclusion

This chapter outlined how my methodological procedure incorporated a reflexive,
interpretivist approach, using creativity as methodology, ethnographic interviewing, and
poststructuralist textual analysis. In doing so, it addressed my third ancillary question by
demonstrating how creativity can be both a framework and a methodological tool. The next
chapter turns from method to voice, showing what my methodological choices reveal. It
presents interview findings in participants’ own words, organised thematically and cross-
checked against documentary sources. The participants’ narratives explain how they
encountered, internalised, and repurposed The Beatles’ creativity in practice. | have
reproduced their quotes with minimal editing, using pseudonyms where requested. | begin
with a concise overview of participants, then move to the themes most consistently
evidenced across accounts, mindful of the reconstructive nature of memory and the limits
noted in this chapter. The findings trace the mechanisms by which creative influence travels
across time, place, practice, and community, and how The Beatles’ example became a

resource for individual growth.
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Chapter Five: Findings
Come Together
The problem is not how to become different or unique, but how to share an
experience, how to be the same almost, how to communicate.
— Yoko Ono®

This chapter presents the voices of musicians and creative practitioners, mostly
Australian, who describe The Beatles’ influence on their lives and practices, noting how the
group’s musical and philosophical evolution shaped their development and worldview.
Through thematic analysis of qualitative interviews with the thirty-seven participants, it
organises their testimonies around recurring motifs: inspiration, sociopolitical awareness,
and intergenerational transmission. It addresses my overarching research question about
the impact of The Beatles’ creative practices and cultural involvement in the 1960s, and my
final ancillary question concerning The Beatles’ enduring creative legacy and the role of
influence on creativity. This chapter seeks to understand how The Beatles inspired
individuals to trust their own authenticity, pursue imaginative paths, and embrace
alternative models of living and creating. It assesses the significance of the implicit
inspiration and encouragement that The Beatles, as role models, provided throughout the
1960s and beyond. In doing so, it considers the cultural mechanisms through which The
Beatles, as a global phenomenon, became deeply personal for the participants. The findings
illustrate not only how The Beatles are remembered but also how their legacy continues to

animate contemporary creativity.

89 Explanation for Play It By Trust aka White Chess Set, Indica Gallery, London, 1966. The Art Story.

Yoko Ono. www.theartstory.org/artist/ono-yoko/
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It also highlights the continuing and potentially expanding relevance of the group’s
influence into the future. Coman et al. note that new generations are developing a greater
interest in The Beatles through online social networks (Coman 1-11). As Dr Holly Tessler, a
founding editor of the Journal of Beatles Studies, noted in our interview, The Beatles’ story
is increasingly being mediated through archival reframing. The roots of this reframing can be
seen in the mid-1990s release of the multimedia retrospective, The Beatles Anthology: a
documentary series, a book, and a three-volume set of double-CD audio albums. Tessler
observed that younger audiences now understand The Beatles “through the filter of [Peter
Jackson’s 2021 documentary] Get Back . . . not through any sort of firsthand or secondhand
experience.” This ongoing reinterpretation signals a shift in the group’s cultural legacy,
suggesting that their resonance may now rely less on contemporaneity than on imaginative
projection and curated memory. Since The Beatles’ legacy depends on the perceptions of a
new generation of listeners, The Beatles’ business, Apple Corps Ltd, is repositioning its
brand toward marketing to them.

As previously noted, many well-known musicians and celebrities have acknowledged
The Beatles’ influence in media interviews. However, the focus of those interviews has
generally been on other aspects of the interviewee’s career, and their statements have
typically been peripheral, lacking an in-depth exploration of the nature and temporality of
that influence. This study aims to explicitly address that gap, focusing exclusively on The
Beatles’ initial and enduring impact. Unlike existing literature, this research includes not
only celebrated artists but also lesser-known musicians and other creative practitioners,
thereby providing a broader and richer understanding of how the group’s cultural
significance circulates through non-elite creative networks. Most participants were over

sixty years old, with the oldest being eighty-three at the time of the interview. To gain
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another perspective, | included four younger self-professed Beatles fans whose interest in
the group began after 1970. To maintain clarity and readability, | do not include biographical
details here; however, Appendix 2 contains a brief biography of each participant.
Methodological and Data Analysis Overview

As outlined in Chapter Four, | employed reflexive thematic analysis to explore how
The Beatles influenced the creative lives of individuals, allowing space for emotional
resonance and interpretive complexity. This method enabled attention not only to what
participants said, but also to how they expressed creative change over time. The analysis
aimed to identify:

e The participants’ initial encounters with The Beatles.

e How The Beatles catalysed their creative thinking and action.

e How the group’s creative evolution shaped their identity, practice and worldview.

e How the participants interpret The Beatles’ influence today (including
intergenerationally).

As summarised in my discussion of Braun and Clarke’s framework in Chapter Four, |
approached the transcripts reflexively, treating themes not as objective discoveries, but as
co-constructed by participants’ accounts and my own creative sensibility. While some
themes were supported by recurring language or shared memories, others emerged
through symbolic or affective resonance—for example, reports of feeling “recognised,” or,
as Sydney guitarist, vocalist, and audio engineer Gary Seach (The Idle Rich, Magic) put it,
“important,” memories of a song, album, or film as life-changing, or a sudden sense of
permission to be creative. In this way, the findings reflect not only patterns of experience
but also the deeper imaginative and cultural processes by which The Beatles became a

personal and artistic influence in participants’ lives.



Mason-Cox 159

The semi-structured interviews used timeline anchoring as an elicitation tool, guiding
participants through key milestones in The Beatles’ career to identify impactful moments.
Participants were free to respond briefly or at length. While this approach yielded rich data,
it also presented challenges; many participants are raconteurs, and their recollections often
digressed into expansive anecdotes. Some required gentle steering to bring them back to
the topic. These digressions frequently revealed deeply embedded cultural narratives, a
phenomenon | term “muso knowledge.”*° It suggested to me that musicians’ brains may be
“wired” differently, as | discuss in Chapter Six.!

The Beatles’ Initial Impact and Early Impressions

Participants consistently described their first encounters with The Beatles as
emotionally resonant and often accompanied by a sense of revelation or transformation.
These formative impressions were not only aesthetic but existential, as they sparked in
many a new sense of identification and aspiration. Participants frequently revealed a
profound and enduring personal impact, indicating that many had previously considered
and internalised the group’s influence on them. Although experiences varied individually,
most described their initial impressions of The Beatles as overwhelmingly positive; they
spoke of feeling electrified, inspired, challenged, and in some cases, transformed.

Gary Seach recalled his reaction to the group as “immediate,” and the power of the
music as “something | couldn’t resist. It was almost like a magnetism had overcome me.” His

description evokes a compelling emotional pull, suggesting an intuitive or pre-cognitive

%0 By “muso knowledge,” a term | coined, | refer to the tacit, reflective, and experiential wisdom that

many musicians appear to develop. Although it is often unspoken it is deeply insightful.

91 The subject of “muso knowledge” could easily inspire and fill another book.
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response to the sound. This phenomenon was echoed by Sydney guitarist Paul Berton
(Renee Geyer, Leo Sayer, John Waters), who felt “euphoria,” noting that he was “swept
away” by “Love Me Do” and the singles that followed. Similarly, Melbourne multi-
instrumentalist Sam See (Flying Circus, Fraternity, Stockley See Mason) remembered the
music as “joyful,” and Adelaide guitarist John Brewster-Jones (The Angels) emphasised that
the Beatles were “fun”.

Apart from saxophonist Dave Glyde (Sounds Incorporated, Daly-Wilson Big Band),
who met the group in Hamburg in 1961, most participants first heard The Beatles in 1963 or
1964. The exceptions were those living in Britain when “Love Me Do” was released in
October 1962. These include Berton, who recalled the record affecting him, although he was
only six years old. Music already fascinated him, but that song had “a huge impact.” He
“wanted to sing along to their songs” and learn to play guitar. British vocalist and songwriter
Leo Sayer also heard “Love Me Do” in 1962. He told me, “That one song, | think, probably
has got to be the greatest Beatle song because it’s the one that drew us all in at the start.”
He recalled that everybody was playing it, “because it sounded so different.” British actor
and vocalist John Waters remembered hearing The Beatles play the song live on the radio
and being stunned to hear their Liverpudlian accents in the interview that followed. He told
me that within six months, “You couldn’t escape The Beatles.” Kesl, a British-born theatre
producer, recalled, “It was just so exciting and refreshing. It was contemporary, it was
modern.”9? Some Australians also remembered hearing “Love Me Do” in late 1962 or early
1963, and “Please Please Me” a little later. Sydney guitarist John Spence (Fargone Beauties)

said he “got goosebumps” and listened obsessively to the radio, hoping to hear the song

92 «Kesl” is a pseudonym.
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again. Sydney multi-instrumentalist Chris Mearns (Sunday Drivers, The Dead Setters)
recalled that the music was “supercharged with magic” and remembered feeling “Wow, this
is a new life for me . .. my life has now started.” Sydney singer and guitarist Kevin Bennett
(The Flood, Chasin’ the Train, The Honeymoon) was mesmerised, “It excited me more than
anything I’d ever heard.” Perth-born Hoodoo Gurus’ singer and guitarist Dave Faulkner first
heard his older brother’s copy of Please Please Me as a six-year-old: “I just thought it was
amazing.”

These are typical responses. Bennett felt that The Beatles moved him “to think that
music was going to be big in my life.” Like Spence, Adelaide producer and songwriter Buzz
Bidstrup (The Angels, Ganggajang) wanted to play the drums. Spence “wanted to be Ringo
... I was totally in love with it.” Bidstrup was also impressed by Starr, “the way he plays the
drums makes The Beatles totally unique.” He also found them “really funny.” Seach recalled
that he “felt included somehow. Nothing before had made me feel like that.” For Australian
pianist and songwriter Brian Cadd (The Groop, Axiom, solo), they were like nothing he had
ever heard; they had an “amazing energy” and represented “a completely new way of
writing songs.” However, not everyone was as impressed. See, who had already started

”n

piano lessons, thought “Love Me Do” “was a good pop record. | didn’t think they were
Mozart by any means.” Still, he was attracted to the music, “the shaky mop tops and all that
stuff designed to drive our parents insane.” American singer, bassist, and songwriter Suzi
Quatro, watching The Ed Sullivan Show at home in suburban Detroit, was so excited that she
was immediately inspired to start an all-girl band with her sister and cousin. “I think it was
mainly the songs that | liked, and that Liverpool accent when they sang.”

For some, like Sydney guitarists John Grant (The Midday Show) and Justin McCoy

(Hat Trick), the music was all-important, while others found The Beatles’ sound and their
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visual appeal motivational. British born Australian vocalist and songwriter Glenn Shorrock
(The Twilights, Axiom, Little River Band, solo) recalled, “[Initially, it] was purely the sound
that they produced. | was sucked into that and wanted to find out more.” Australian fashion
designer Jenny Kee, who had just turned sixteen in 1963, was “starved for excitement.” She
recalled, “My yearning went straight to The Beatles from the moment | first heard them.”
She was drawn to their fashion, their hair, and their music. Sydney guitarist and singer Ross
Hamilton (Stringybark) loved the energy of the first aloum, Please Please Me, but he was
also impressed by their look. “We’d never seen anything like it.” Bennett, too, found them
visually appealing: “They looked amazing. Their hair, everything about them said
something.” Melbourne playwright David Williamson, who was then in his early twenties,
remembers them as charismatic. “I felt that they had the spark of creativity . .. They were
abnormally original and creative right from the start.” Leo Sayer was drawn to their music,
image, humour, and charisma. He observed that their “wicked sense of humour” was
evident at press conferences: “they would always be really funny, but also in a kind of
hugely rebellious way.” British singer and songwriter Martin Newell was also taken with
their image and humour. He felt they were like a northern version of the Marx Brothers.
The younger participants, whose first impressions of The Beatles post-date the
group’s recording career, responded similarly when recalling the impact of their music. New
Zealand singer, guitarist, songwriter and producer Tim Armstrong’s (NZ Abbey Road Beatles
Tribute) first recollection of The Beatles is from age nine in 1971. He told me it made him
want to be a singer, guitarist, and entertainer. American Dr Holly Tessler became curious
about The Beatles at age ten. The intense media focus after John Lennon’s death in
December 1980 triggered her interest in The Beatles’ story, and she was soon “absolutely

besotted” by the music. She became so fascinated by the group’s music and image that she
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is now programme leader of the master’s degree, “The Beatles, Music Industry and
Heritage,” at the University of Liverpool. Although Australian guitarist and vocalist Patrick
O’Donnell (Wild Things Run) had noticed their “happy songs” earlier, his first major
recollections also date back to 1980, when he was eleven. He recalled loving the music of
the Beatlemania era, the sound of Lennon’s voice on “Twist and Shout,” and “the energy” of
their early recordings. The youngest participant, Australian-born visual artist, singer and
songwriter George Byrne, recalled experiencing a “full-body epiphany” on hearing “Penny
Lane” for the first time in 1987, at the age of ten. He was also particularly impressed by the
artwork of Revolver and Sgt. Pepper’s Lonely Hearts Club Band, in his father’s collection.

The importance of the group to many participants was instantaneous. Berton, Seach,
Bennett, Kesl, Spence, Shorrock, Cadd, Grant, and Newell all spoke of their immediate
excitement about The Beatles and their desire to hear more of their music. Berton,
“couldn’t wait for the next single” and asked his parents for a guitar, while the only thing
that scared Seach was “that they wouldn’t be doing more.” He felt “a real gut emotional
response to it.” Spence was “totally transfixed” and built himself a homemade drum kit. He
said, “The most exciting thing | ever heard was The Beatles’ first few singles. They just
literally turned me upside down.” Hamilton recalled that he “knew at an early age right back
then that these guys were very important.” Shorrock said he “just wanted to hear more.”
Williamson was not so affected, but he admired their originality and musicianship.
Australian pianist and arranger Charlie Hull (Daly-Wilson Big Band, Marcia Hines) was in his
early twenties and already working professionally as a musician. He liked the group and saw
them perform in Sydney in 1964. He recalled that “the words in particular, stood out.”
Glyde, who had remained firm friends with Harrison and Starr since their Hamburg days,

observed:
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It was a different sound. It was a different approach. You know, it was rugged and
kind of rough in a lot of ways, but it was just perfectly timed for people to go, ‘Oh,
what’s that? | haven’t heard anything like that.” And once again, America hadn’t
really taken notice of England and the music out of England at all, but The Beatles
came along with something original.

These comments echo those of The Beatles themselves when they later described
how Elvis Presley, Lonnie Donegan, Little Richard, and Chuck Berry had influenced them. The
feeling generated by hearing The Beatles” music was immediate and life-changing,
particularly for younger people and adolescents. The sonics were also an essential factor for
many participants. The sound of the records was new and attractive; the harmonies, guitars
and drums were a potent blend, the beat, and the irrepressible energy they created was
addictive. As Seach put it, “it was almost as if | was hooked”. Hull was very impressed by
their authenticity, their look, and “the fact that they were just going to be who they wanted
to be.” The convergence of their sound, their visual style—the “mop tops” that nettled the
parents, the Beatle boots and jackets—and their charismatic humour, combined to give
them a full-spectrum cultural appeal. The Beatles were more than musicians; they were an
irresistible way of being.

These first impressions laid the groundwork for deeper forms of identification, many
of which would be articulated later in terms of creativity, philosophy, and cultural
belonging. Yet even at this early stage, the emotional gravity of the encounter was
unmistakable. For the participants, discovering The Beatles was not just a musical
experience but a transformative moment that altered their aspirations, aesthetics, and

ideas about what life could be.
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Awakening Creativity

While The Beatles’ initial impact was primarily emotional, their longer-term effect on
many participants was explicitly creative. One of the clearest patterns to emerge from the
interviews was the catalytic role The Beatles played in inspiring musical practice, artistic
ambition, and conceptual risk-taking. Exposure to the band often marked the beginning of a
shift from passive appreciation to active creation.

As already indicated, an early impulse for some participants on hearing The Beatles
was wanting to learn an instrument. Guitars or drums were suddenly on many teenage
boys” wish lists, and as | mentioned in Chapter Three, it was not only boys who were
electrified. Suzi Quatro, Ann Wilson of Heart, Emmylou Harris, and Rickie Lee Jones all recall
wanting not to be a Beatle girlfriend, but to be a Beatle. However, that kernel of inspiration
did not guarantee that the aspiring musician would develop creatively, or even progress
musically. Many went on to do little more than strum in their bedrooms or “hold” bass in a
garage band. | was interested in how The Beatles inspired or activated innovative thinking in
the participants. As part of the timeline anchoring technique, | asked a core question:
“Would you say that your exposure to The Beatles influenced you to play music, write
songs, or be creative in any way?”

The general response was affirmative, although many were reluctant to
acknowledge the full extent of their own creativity.?® After this, | used neutral prompts to

elicit how they understood and described their creative traits. Paul Berton said that the

93| attribute this partly to the egalitarian ethos in prominent in Australia and New Zealand ethos that

values humility (i.e., not “bragging” about oneself), and partly to the superstitious belief that surrounds the

“mystical approach” to creativity (see Chapter Six).
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songs and the sounds were “very inspirational . . . they definitely inspired me to try to be as
good a guitarist as | could be, to try to be imaginative and curious, and do things outside the
box.” Buzz Bidstrup was more succinct: “All of the above.” Growing up in Adelaide, he
described being surrounded by “excited Englishmen” who were fanatical about pop music.
He explained that while others were drawn to performance, he became “more interested in
recording stuff from an early age than [he] was in writing [songs].” Glenn Shorrock also
identified a decisive moment. Learning that The Beatles wrote most of their own material
was revelatory: “That was a watershed. | went off and tried to write something.” Likewise,
Ross Hamilton stated, “I started to actually think in terms of me being able to emulate what
they were doing. So, | did start writing.” In both cases, The Beatles’ example served as a
bridge from listening to composition. Gary Seach felt an even more profound urgency:

Yeah, absolutely. Completely. | never had a need to do it before. | never felt the

urge. As soon as | heard their stuff, there was this giant hole that needed filling, and

the only way you could fill it was to try and play along with it [and] learn.

This statement indicates that he perceived his creative awakening as a necessity, as
though The Beatles activated something dormant that demanded expression.

For Sam See, the group catalysed a change not only in musical practice but in musical
philosophy. He described the shift from his formal classical training to a more intuitive,
heartfelt engagement with music, “it’s a journey . . . a learning process. [It was] awesome to
have what I'd call my pop Beatles stage.” This statement echoes the views of Brian Cadd,
who simply said, “They taught me how to write.” Kevin Bennett recollected that it gave him
“some sort of confidence [that] people who come from challenged backgrounds can do
something through music.” Chris Mearns became “very creative . . . and then in that

process, [I] discovered music, how it was put together.”
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There were also deeper responses, underlining a sense of authorisation and
legitimacy. Hamilton remarked, “I’m sure | would not have done that unless The Beatles
showed me the way and inspired me, but they gave me permission to do it. Because without
them, | wouldn’t have attempted to do that.” Kesl made a similar connection between
inspiration and action, stating, “It was a breath of the most beautiful, refreshing new air. It
was just so uplifting to be involved in music . . . It was a generational thing.” He also traced a
broader creative awakening beyond music, noting, “I did things with painting, drawing and
whatnot, and | thought seriously about going to art school.” John Waters offered a
conceptual insight: “The Beatles . . . made me realise what creativity is. It’s not standing still,
it’s moving forward and doing something else.” Leo Sayer considered Sgt. Pepper’s Lonely
Hearts Club Band to be more than merely an album. He described it as an interdisciplinary
statement, perceiving The Beatles’ artistic reach in synesthetic terms:

Suddenly everything fitted . . . all of those unlinked ideas . . . a David Hockney

painting, a play by Tom Stoppard . . . a film by Ken Russell . . . suddenly there was

one piece of music that described all of those things. It was like we suddenly could
see in colour.

Sayer emphasised the influence of The Beatles’ artistic courage. He found it
inspirational that “as well as being innovative, they were very courageous.” Cadd felt their
example made him braver as a musician and a songwriter. He recalled that he often asked
himself, “What would The Beatles do?” He said, “That thought process and that [gift of]
freedom they gave us resulted in great records.” Cadd concluded that The Beatles gave
“creative people .. . the guts to say, ‘l can do that, and even if | can’t do it, I'm going to try
or get as close as | can.”” Jenny Kee had been creative since childhood. She was already

studying design but was looking for more, and felt encouraged:
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We were completely creative and artistic. Young kids just wanting something that
wasn’t Australian. The Beatles didn’t influence that. They just were how | wanted to
be. It made me more determined to go [to London] and be part of it.

For most participants, the connection they felt with The Beatles offered inspiration,
confidence and permission. These were common responses, as true in Australia as in Britain
and the US.%* Ross Hamilton said, “I think The Beatles gave Sydney musicians, young guys,
permission to form bands and try it themselves.” Sam See agreed, crediting them with
“creating the movement. The Beatles were the biggest thing in my life, and their influence is
still felt in some quarters.” Bennett told me, “Their musical adventurism spark[ed]
something in [me].” He felt that “They proved that you can do a lot of things” by breaking
the rules. Kesl, a fourteen-year-old in Nottingham at the time, aptly summed it up: “The
Beatles showed the way that it could be done... and that it wasn’t a highfalutin’ thing out of
anybody’s reach. Anybody could do it.”%°

For many, this was the start of a lifelong journey. Dave Faulkner described himself as
an “obsessive fan” who would listen to With The Beatles and Revolver repeatedly. “When

they changed musically, | was getting an education in how music can change and how artists

94 Crandall quotes Bruce Springsteen’s reaction to first seeing The Beatles on The Ed Sullivan Show:
“Rock ‘n’ roll came to my house where there seemed to be no way out ... and opened up a whole world of
possibilities.”

9> crandall also cites Billy Joel’s response: “That one performance changed my life ... [Lennon] looked

like he was always saying: ‘F--- you!’— | said: ‘I know these guys, | can relate to these guys, | am these guys.’

This is what I’'m going to do — play in a rock band.”
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evolve. So, that was an education of another kind. | wrote my first song, probably, [when] |
was about eight.”
Cultural Belonging and Identity

Beyond catalysing creative practice in many participants, The Beatles influenced
deeper, communal dimensions of identity and belonging. Engaging with the group’s music
and ethos fostered a sense of inclusion within an extensive cultural movement. This “tribal”
sensibility offered participants validation, and in some cases, liberation from constrictive
social expectations. John Waters, for instance, emphasised the generational alignment he
felt: “I’m the exact Beatles demographic because when their first single came out, | was just
about to turn fifteen. So, | spent my late teens and early adulthood bang in the middle of
The Beatles’ madness period.” The music did more than entertain; it marked life stages and
acted as a soundtrack to a transformative era. It was a unifying experience for young
Britons. For Kesl, “It was one of the most extraordinary periods to see and experience.. .. It
[was] a revolution and . . . everything you did related to them.” They permeated not only his
soundscape but his worldview.

Chris Mearns recalled the 1964 Beatles tour of Australia as a moment of national
inclusion: “Finally, Australia [seemed to be] connected to the rest of the world. | thought
there was this thread now that linked us with the rest of the world.” The Beatles’ arrival was
symbolic, marking Australia’s entry into the global cultural dialogue of the 1960s. For
Mearns and others, this moment collapsed the distance between periphery and centre.
Glenn Shorrock was living in Elizabeth, South Australia, amid a constant influx of British and
European migrants. “We were getting fresh information almost weekly . . . There was a big
buzz around The Beatles.” For John Spence, then a teenager in Sydney’s Northern Beaches

area, it was almost tribal: “There were two tribes that | ran with and [both were] really into
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The Beatles and [The] Rolling Stones.” For Mearns, music meant a greater social connection.
He thought, “Wow, there’s [a] big fraternity, a big pool of musicians hanging around
together.” Similarly, Ross Hamilton described how fandom became a platform for
philosophical and social alignment:

It was a very special club we belonged to, because we were trying to emulate their

music. And it wasn’t just the music. It also involved a new way of thinking, certainly

compared to my parents’ generation. It was a radical way of thinking, and | think it
probably affected politics.

Hamilton’s view reinforces the idea that The Beatles were not simply musicians but
representatives of an emergent cultural consciousness that was redefining generational
values. Jenny Kee felt an undoubted connection to a broader movement. To her, working at
London’s Chelsea Antique Market in 1967, “the new aristocracy was the working class.”
Guitarist and keyboard player James Black (Mondo Rock, Men at Work, RocKwiz) had
witnessed The Beatles’ impact on Adelaide as a boy in 1964, when more than half the
population lined the streets to welcome them to Australia. That experience led him to
develop a sense “of music having a cultural effect.” Spence, Bidstrup, Kee, and others
mentioned the idea of a generational tribal identity. These accounts suggest that cultural
belonging is not passive, but transformative and participatory. For many participants,
aligning with The Beatles meant challenging mainstream ideology by embracing a lifestyle of
reinvention and creative defiance. This perception reflects what Dick Hebdige termed
“subcultural style” as a form of semiotic resistance (Subculture: The Meaning of Style 101).

Interests in music and fashion often intertwine to provide a sense of belonging
through cultural signalling, and The Beatles helped codify a shared cultural aesthetic. From

my own experience in Sydney, growing one’s hair in the early to late 1960s became more
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than a fashion statement; it was a declaration of individuality and rebellion. It also signalled
that one belonged (or hoped to belong) to a larger youth movement. Paul Berton, “wasn’t
so conscious of fashion, but [he] was definitely trying to grow [his] hair long.” Visual style
meant more to Buzz Bidstrup, “Music and popular culture were everything. That was how
you defined your tribe. And that’s how you defined where you fit into it.” John Brewster-
Jones, also from Adelaide, which “was cool, fashion-wise,” was initially impacted more by
The Beatles’ visual image than their music. Hamilton told me, “I think a lot of young men
actually started becoming aware of what clothing they wanted to wear.” The extension of
this for Hamilton was “being guided into a new outlook, a new way to look at the world, a
new interest, which was totally, I'm sure, for my parents completely unexpected.” Black saw
The Beatles as “the future [because] they were different and proud of it.” For him, they
were what he aspired to be, “not as a musician but as a person.” Even older participants like
David Williamson “adopted The Beatles hairstyle,” suggesting that those not immersed in
Beatlemania still absorbed elements of the band’s cultural ethos. Of course, not all
participants were affected in the same way. Spence and Kevin Bennett felt they were “too
young,” and Sam See “wasn’t a fashion guy then.” John Grant and Kesl, who were a little
older, were more interested in music than image.

The Beatles may well have made the first impression, but for most participants, they
also brought an awareness of other artists. Once their attention was focused on music,
there was a multitude of exciting groups to listen to; The Rolling Stones, The Kinks, The
Animals, and The Who were among those most mentioned, and Bob Dylan was rated highly
by most participants. Brewster-Jones, vocalist Russell Morris, and singer/songwriter James
Griffin found Bob Dylan and The Rolling Stones equally, if not more, impressive and

inspirational. Dave Faulkner’s interest broadened, “as | got older, other music started to
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become relevant, because The Beatles had broken up . .. So, my tastes were diversifying.
But The Beatles were always there.” Leo Sayer, a huge Dylan fan, was playing harmonica in
folk clubs at the time. He was just as excited by the blues of Sonny Terry and Brownie
McGhee, The Rolling Stones, and Muddy Waters. However, he also observed:

| came from an age when everybody was influencing each other. I’'m sure David

Hockney’s paintings influenced Paul McCartney to write certain songs and vice versa.

So, at that time when such cross-fertilisation was going on, someone like me would

take a little piece of everything. It came from the sixties, that way of finding

creativity through inspiration, sharing, and listening.

Glenn Shorrock highlighted the group dynamic as a model for collaboration: “They
were a group . . . they all played an instrument, and they all sang.” For young musicians, this
egalitarian model contrasted with solo celebrity and encouraged mutual respect, collective
identity, and shared purpose.

The cultural belonging fostered by The Beatles was anything but monolithic. It
encompassed the poles of rebellion and safety, experimentation and tradition, individuality
and collectivity. Participants’ statements show that identifying with The Beatles often meant
embracing ambiguity: being simultaneously local and global, traditional and avant-garde,
singular and communal. This duality helped create a generational grammar of identity that
continues to resonate with the participants. Dave Glyde’s deeply personal conclusion offers
an emotional insight:

You won’t find anyone else in that particular period who really added to what The

Beatles did. It was like the seed was planted, and then everything grew out of what

they did. Everything. Everyone’s attitudes after that blossomed. [The Beatles]

changed the way they thought. They changed the way they looked. They changed
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the way they approached people. They changed [the attitude toward] sex. Talk

about influences! | have to thank them so much for that. They gave me so much life

that | would never have had.
Evolution and Adaptation

Participants spoke at length about how their admiration for The Beatles evolved as
the group changed musically and culturally. What began for many as a love of catchy pop
singles developed into a deeper appreciation for artistic innovation and stylistic
transformation. The group’s willingness to take creative risks and push the boundaries of
popular music was profoundly influential.

As Dave Glyde and Leo Sayer highlighted, the 1960s were a decade of change, and
The Beatles” music and image evolved rapidly. That evolution is underscored in their feature
films. For many, the group’s first movie, A Hard Day’s Night, was especially stirring. Filmed
in black and white, and ostensibly a representation of thirty-six hours in the life of The
Beatles, it was a commercial success and garnered critical praise. It was Paul Berton’s first
large-scale exposure to them, and “a real eye-opener.” Gary Seach “loved every minute.. . .
it made me feel good. It made me feel bright and cheerful, and it made me feel like the
world’s alright.” Kesl “went to see it again and again.” Brian Cadd thought it was “Genius,”
and Buzz Bidstrup recalled, “The moment | saw that, it was all over. It wasn’t like | was
watching because | was so much of a Beatles fan, more that it was a great film.” Help! was
less exhilarating. While Jenny Kee “loved it,” she had no firm recollection of the film. Most
participants did not enjoy it as much as its predecessor. John Grant and Ross Hamilton
found it “contrived” and “a little bit twee.” Still, like Hamilton, most found the songs

memorable. While a little disappointed with Help! as a film, Seach loved the songs, “The
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music plays an important part for me.” His response was typical as The Beatles’ stylistic
musical development continued to keep most participants interested.

Their interest rarely waned throughout the decade despite their emergent tastes for
other music. For Paul Berton, “they were never eclipsed or surpassed, but there were other
styles of music that | [became] interested in.” Glenn Shorrock “couldn’t get enough,” and
Dave Faulkner’s interest has “never diminished.” Suzi Quatro “always had an interest in The
Beatles, just because they were always doing something clever.”

The Beatles’ appetite for change appeared relentless, but for many participants,
their musical and physical evolution remained compelling. They eagerly followed the
group’s progression from writing and performing the immediate and direct pop songs of the
Please Please Me era to recording more emotional, challenging, and thoughtful songs like
“Eleanor Rigby,” “Strawberry Fields Forever,” and “l Am the Walrus,” and the albums
Rubber Soul, Revolver, and Sgt. Pepper’s Lonely Hearts Club Band. David Williamson
perceived it as “an extraordinary broadening of the genres.” For him, “the [thematic]
movement away from teenage love to poignant expressions of sadness about futile and
forgotten lives spoke of much greater depth and sensibility.” Seach sensed that The Beatles
were showing him another way of seeing himself in the world, “what | really felt was it’s
okay to be me.” Kevin Bennett was “excited” by their experimentation, John Spence found it
“completely mesmerising,” and Chris Mearns thought “anything’s possible now.”

After Rubber Soul, Melbourne singer and songwriter Russell Morris became more
impressed: “Revolver blew my mind,” he told me. He felt the group was “pushing the
envelope,” leaving everyone impatient to hear the next Beatles album, “to see where they
were going this time.” A common theme among the participants was the expectation that

every new release would be groundbreaking and courageous. John Waters felt encouraged.
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He learned “if you’ve got something new to try, don’t worry about whether it succeeds or
not.” Kesl, who was living in London at the time, described Sgt. Pepper as “a revelation,”
adding that “It took [everyone] completely by surprise. It was a breakthrough moment.” For
many participants, Sgt. Pepper was not just a musical milestone, but a cultural and
psychological one. Glenn Shorrock reflected, “There was a maturing of spirit. Psychedelia
played a big part in it at that time, and the Beatles were [its] champions.” Jenny Kee
described how the album seemed to reflect the inner transformations of the era:
“Everything was about acid. We were completely immersed in their world. It was a tribal
world. We were all changing with them . . . [their influence was] everything, and we were
the new aristocracy.”

Not all the participants felt the same at the time. Although Mearns had “faith in their
choices” and felt he had been given “permission to be different and try new things,” like
most participants, he did not emulate The Beatles’ drug use. Sam See’s focus changed as he
became excited by other acts. “My interest in music was just exploding. | was like a sponge.”
Ross Hamilton’s tastes in music diversified, too. He felt Dylan and Paul Simon “were writing
better songs.” However, he does attribute his curiosity about other genres to The Beatles. “I
started to become interested in where they were getting their influences from, and that led
me to listen to blues and black artists, and also folk artists.” Still, he loved Rubber Soul and
Sgt. Pepper, and he believed the White Album was even better. Although Kevin Bennett
found their experimentation exciting, he didn’t necessarily change “in line with what they
were doing . .. but it usually elevated my musical awareness. It certainly spurred me into
doing better.”

Each period in The Beatles’ career seemed significant to most participants in varying

degrees. The group’s output during the heady days of Beatlemania, in 1963 and 1964, was
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fondly remembered by most for its energy and sheer pop sensibility. A Hard Day’s Night
seems etched in many memories as pivotal. During 1965 and 1966, Rubber Soul and
Revolver proved even more important, for different reasons. The new depth in their lyrics
resonated with Seach, while for Bennett, it seemed The Beatles were all in sync and
connected musically. The participants shared unanimous recollections of the impact of Sgt.
Pepper’s Lonely Hearts Club Band, released in May 1967. Bennett was awestruck, “Jesus,
how did they do that?” For Brian Cadd, it was “a complete package that took them to a
whole new realm.” Charlie Hull was impressed by the group’s evolution from basic pop
songs to highly sophisticated music. For him, Sgt. Pepper “was just unbelievable. The
creativity and the newness of it were incredible!” The music of Magical Mystery Tour was
appreciated, with “I Am the Walrus” garnering much praise, but the film won no hearts.

The White Album, though polarising, was embraced by many. While rating it highly,
some agreed with George Martin’s view that it should have been a single LP; others, like Leo
Sayer, found it a “revelation” and admired its bravery. “Sgt. Pepper blew me away, but |
treasured the White Album because it’s a series of sketches . .. where you’re actually seeing
into the character [of The Beatles] through the different songs.” It was a significant record
for Quatro, John Waters, James Black, and Kesl, who considered the creative leap that
yielded the White Album only a year after Magical Mystery Tour as “Extraordinary . . . it
takes your breath away.” Neither the movie Yellow Submarine nor the subsequent album
was rated highly, although “Hey Bulldog” received an honourable mention from Waters,
while Kesl admired the film’s animation.

The final albums, Abbey Road and Let It Be, received mixed responses. Abbey Road
was revered by many as the culmination of The Beatles’ writing and recording expertise.

Seach saw it as “The Beatles’ great moment,” while Berton told me, “It really blew my
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mind.” Russell Morris “could not believe how great it was.” Let It Be, released in 1970, was
not as beloved. Although its musical merit was acknowledged, it was received with a sense
of loss. The aura of sadness around their break-up seems to have affected the listening
experience. Buzz Bidstrup, for one, “was devastated” by the announcement. However, “Let
It Be,” “Get Back,” and “The Long and Winding Road” remain favourites for many.

Younger participants suggested other meaningful moments. Dr Holly Tessler credits
The Beatles, their music, and “the messages within the music” for helping to shape her
worldview during the era of new wave music and MTV. For Patrick O’'Donnell, the release of
the albums Anthology 1 (1995), Anthology 2, and Anthology 3 (1996) was particularly
significant. Those albums led him to explore The Beatles’ history. “I really liked the
Beatlemania era.” He was transfixed by the question of how the group became such a
phenomenon. He was also excited to trace the changes through Rubber Soul, Revolver, and
the psychedelic influences on Sgt. Pepper. George Byrne felt like The Beatles gradually
“crept” back into his awareness as “a cultural force.” He cited the Get Back documentary for
reigniting his earlier interest in music and motivating his return to songwriting.

Many participants spoke of evolving with The Beatles and feeling that their own
artistic journey mirrored the group’s maturation. The Beatles’ evolution demonstrated the
value of creative risk-taking, philosophical openness, and emotional authenticity. It was
clear that their metamorphosis from pop stars to artists encouraged many participants to
change the ways they engaged with music and culture. The Beatles’ willingness to reinvent
themselves coaxed, and sometimes forced, audiences into embracing complexity and

change, both aesthetically and personally.
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Philosophical and Emotional Resonance

Although the profound cultural changes of the decade cannot be directly attributed
to The Beatles, many participants, including Paul Berton, John Spence, Ross Hamilton, and
Leo Sayer, believed the group significantly influenced youth culture. Buzz Bidstrup asserted
they were “either the instigators or the enablers of popular culture” in the 1960s. John
Waters described them as “the most lucid . . . all-pervading and far-reaching voice” of the
youth revolution that he was “living” late in the decade. James Black, who is younger than
Waters, told me that he was drawn more to the “phenomenon” than to The Beatles’ music
at the time. Brian Cadd offered a reflective view, asserting that “the music was inexorably
tied to lifestyle, and the lifestyle was tied to the times; and the times were definitely
changing.” Dave Glyde, a young adult during the height of The Beatles’ influence, provided a
sweeping declaration of their historical importance: “The sixties was a world revolution . ..
it was all about people. It was about a different attitude to life.” He credited The Beatles
with being an essential catalyst: “The Beatles came along, and that’s it! The world changed
from then; you could put a stamp on the sixties and say, ‘This is it. This is when it all
changed!”

Kesl offered a similarly expansive interpretation. He argued that The Beatles did not
merely “break down the barriers. They actually created a whole new environment” and
acted as “initiators of a movement to change,” rather than reactive or oppositional figures.

Other participants were more circumspect. Vocalist and guitarist Mike Morris, Gary
Seach, John Spence, Sam See, John Grant, and Kevin Bennett did not attribute broad social
transformation to The Beatles. While they acknowledged the band’s musical and stylistic
influence, they did not see them as pivotal agents of youth culture. Chris Mearns observed

that “the whole culture was becoming [more] youth oriented,” but did not specifically credit
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that development to The Beatles’ influence. Charlie Hull was similarly cautious, noting their
impact but expressing concern about the negative influence of their drug use.

When asked about The Beatles’ relationship to the counterculture, participants
expressed a range of perspectives. See regarded them as “standard bearers” who “spread
the word of peace and love.” Mearns framed the counterculture as “a natural byproduct of
allowing people to think freely,” an ethos he felt The Beatles supported. Ross Hamilton
connected the evolution in their music and message to the political shifts of the 1960s. Kesl|
and Bennett viewed the anti-war stance of the counterculture as an expression of “common
sense,” which was, perhaps, associated with The Beatles’ broader influence. Waters, based
in London at the time, believed The Beatles were “the flagship of the youth movement, and
the counterculture movement,” highlighting Lennon’s return of his MBE as a powerful
gesture. Leo Sayer considered The Beatles’ dual influence on youth culture and the
counterculture: “they were not only mirroring it—they were leaders.”

Some participants saw the group’s impact as more symbolic than activist. Suzi
Quatro argued that they represented “the acceptable element of rock and roll” rather than
its vanguard. John Brewster-Jones likewise saw them as musical rather than generational
spokespeople. Although he acknowledged their impact on the British class system, David
Williamson contended they were not comparable to the American hippie movement, which
he believed more directly challenged Western capitalism, racism, materialism, and
nationalism.

Youth culture was changing rapidly in Britain and the US, and most participants
generally downplayed the influence of The Beatles’ drug use on their behaviour. Seach
dismissed it as “bullshit,” Spence “couldn’t understand it,” and Grant saw himself as quite

conservative at the time. Kesl felt their openness about drugs encouraged tolerance. While
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Williamson speculated that their example “might have encouraged a few more people to
smoke pot or take LSD,” most participants rejected the idea of widespread influence.
Nevertheless, there were exceptions. Although Black did not feel directly influenced, he
shared a sense of evolving along a similar trajectory: “I’m not saying | was following them,
[but] it felt like we were all going down this avenue and exploring the same things.”
Melbourne guitarist and songwriter Eric McCusker (Mondo Rock) was interested in the
experience, “Tick ‘All of the above.”” Jenny Kee, who was working at the Chelsea Antique
Market in 1967, associated their influence with a deeply personal spiritual awakening: “The
biggest influence from the Beatles and the sixties was the acid thing. Taking acid was an
extraordinary spiritual journey, opening up the third eye, and opening up that inner world.”
Quatro described “Strawberry Fields Forever” as a real drug song. “I can listen to it and feel
high . .. 1 was a druggie.” Decades later, Patrick O’Donnell was influenced to try the
psychedelic experience. “We used to write songs stoned or take some chemicals and see
what happened.”

The Beatles’ exploration of Indian music and philosophy proved similarly divisive.
The use of sitar and tabla on The Beatles’ recordings gave Seach and Bidstrup an awareness
of Indian music, but did not positively impact most participants. Hamilton was “intrigued”
by all the lifestyle choices and curious about the changes, but that only went so far. “The
sitar is an acquired taste,” he told me. Others were drawn to the group’s spiritual interests.
Berton was interested in Indian music, philosophy, and Transcendental Meditation, and
later travelled to India to gain firsthand experience. Sam See was “hugely” impressed and
had a “personal interview with the Maharishi,” who gave him his own mantra. Quatro

interpreted this period as a sincere search for meaning. Williamson, conversely, considered
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the whole Maharishi-influenced episode naive. The Beatles’ quest for enlightenment
seemed “pretty ludicrous” to him.

Just as polarising was the response to “All You Need Is Love.” Most participants felt it
was “a great song” and praised the sentiment. For Waters, The Beatles were spreading a
powerful message: “The idea of all-embracing universal love as opposed to romantic love,
sexual love, was a new concept for me.” Kee regarded it as “a whole Bible in five words.”
Black observed that it was:

A counter-cultural motif. Because it wasn’t just the song, it was what it represented,

which is what was going on. The Beatles had been to India, doing this, doing that,

taking drugs and rejecting all those things that my parents particularly held dear.

And suddenly, it was now in the mainstream; it crossed into mainstream media, and

that was exciting to me. Much later, | realised that it was a brilliant piece of work.

Brian Cadd and Dave Faulkner thought highly of the song, but although they
approved of its message, they found it somewhat naive. Williamson was not very impressed.
“It was a nice, simple philosophy. | liked the song, but it didn’t change my fundamental
thinking in any way.” Kesl took a different view. He saw it as “confusing success, reputation,
and celebrity status with pontificating.” Apart from the satellite technology for the live
broadcast, the whole event meant little to him.

The response to the “Revolution” single was similarly multifaceted. The consensus
was that it was another “great record,” a good song with an impressive guitar sound, and a
strong sentiment. Perhaps Lennon’s message didn’t hit the same raw nerve in Australia as in
the US and Britain, but it did affect some. Hull was “impressed with the song and the lyrics”,
as was Seach, who felt it confirmed his beliefs. Cadd identified with the song’s spirit. “It felt

like a revolution. We challenged everything to make the world better. We did break the
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rules, and we did change things for the better.” Hamilton, who was nearing call-up age in
1968, reflected on its political impact, noting that it provoked young listeners to question
the Vietnam War and challenge authority. “You’re actually starting to question your
government’s involvement or your government’s decisions.” However, Bidstrup, only a few
years younger than Hamilton, felt that at sixteen, “I’ve got my girlfriend, and I’'m in a band.
It’s already a revolution.”

Waters offered a nuanced reading, suggesting that “Revolution” was Lennon’s
critique of empty political rhetoric rather than a call to arms. “It’s a song about all the
phonies.” Lennon, in his opinion, “was challenging all the so-called revolutionaries out
there.” Waters thought it was clever of Lennon to “sound like a revolutionary when he was
saying: ‘Hang on, okay? Things need to change. But don’t just say I’'m a revolutionary
because that means fuck all.”” Williamson, who was a few years older, questioned the
song’s authenticity, arguing that because the chances of a revolution in Britain or Australia
were slim, The Beatles were “to some extent riding a wave of fashion, rather than initiating
action.”

While “All You Need Is Love” and “Revolution” were seen as effective message
tracks, participants generally identified other Beatles songs as more emotionally resonant.
The initial response was often “there are too many to choose from,” but nearly every
participant nominated at least one. Favourites included “A Day in the Life,” “For No One,”
“Eleanor Rigby,” “In My Life,” and “Something.” Another often mentioned song was
“Strawberry Fields Forever.” Waters told me, “It sounded like it came from another planet,
and it really did what songs are meant to do. It took me out of my life and into another
place.” Similarly, when asked to choose a favourite album, participants often struggled.

Mearns clarified the dilemma: “Every album was a stepping stone.” Still, the most highly
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rated for emotional resonance were Abbey Road, Revolver, the White Album, Sgt. Pepper’s
Lonely Hearts Club Band, and Rubber Soul. Russell Morris said Abbey Road was so good it
scared him. For Kesl, the album reflected “the free spirit that | was experiencing at the
time,” through his evolving personal philosophy. Black appreciated the White Album for its
experimentation: “They were telling me that everything’s possible.”

For many participants, the concept that “everything is possible” emerged as a
thematic throughline. Mearns came to believe that formal training was not a prerequisite
for excellence. He told me the greatest lesson is that “true learning is fueled by passion.”
O’Donnell learned about life, particularly courage, praising The Beatles as an “encyclopedia
of human nature.” Seach felt The Beatles somehow validated his life choices. Hamilton and
Kesl were stimulated to experiment and try different approaches. Waters and McCusker
highlighted the value of collaboration and the power of a team, Russell Morris learned to
embrace change, while Martin Newell was taught the rewards of persistence. Dave Faulkner
learned “the value of songwriting,” and Bennett credits The Beatles with teaching him to
write songs and “everything about music.” Mike Morris believed The Beatles brought out his
creativity (although he, like many, downplayed his creative ability), and George Byrne said
that they taught him to commit to the creative path. Berton, See, Brewster-Jones, and Phil
Rigger learned about music, melody, hooks, arrangements, and harmony. Kee’s lesson was
more existential: “Self-preservation, | guess I've learned from them.” Her insight, gained
through witnessing Lennon’s decline due to heroin use, led her to stop taking drugs.

Williamson’s reflection offers a metaphysical closing: “I've learned that there are
certain individuals in the world who do possibly have a divine spark, and that spark is
amplified when they get together and reinforce each other’s creativity.” On the other hand,

Quatro felt that after the initial spark, she learned nothing from The Beatles, except to enjoy
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the music. Despite differing opinions on their philosophical reach, nearly all participants
acknowledged that The Beatles shaped their emotional world, creative decisions, and sense
of cultural belonging.
Intergenerational Legacy and Cultural Transmission

As The Beatles developed and matured, their original audience evolved in tandem.
This co-evolution of sound, perspective, and values fostered a sense of mutual development
among many participants, who saw The Beatles as co-narrators of their generation’s
identity. However, the group’s enduring legacy is best understood as multigenerational.
Younger participants described their exposure to The Beatles in terms of wonder, energy,
and artistic possibility, echoing the responses of their older counterparts. Those reflections
suggest that The Beatles’ appeal remains a catalyst for personal and creative development.

Many participants were initially introduced to the group during the height of
Beatlemania; others experienced their influence later, through the broader creative halo
that surrounded The Beatles and encompassed other influential musicians, artists, and
writers. Regardless of their ages at the time of their first exposure to The Beatles, most
participants affirmed the group’s ongoing relevance in their lives. Eric McCusker described
them as his “single greatest influence,” while Dave Faulkner remarked, “They are part of my
DNA,” adding, “It is impossible to imagine my life without them.” The group’s lifestyle
choices, not just their music, offered a model for McCusker. He regarded them as
“exemplars of a new way of living.” Others, such as Canberra-based singer and songwriter
James Griffin, Justin McCoy, Sydney singer, guitarist, and songwriter Mike Morris (The
Allusions), Brisbane session vocalist Lynn Forbes, Chris Mearns, and his friend, Richard
Johnston, did not recall The Beatles affecting their own choices at the time. These

recollections underscore the diversity of influence, even within a broadly admiring cohort.
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Although many found The Beatles’ engagement with Indian spirituality intriguing,
only Paul Berton and Sam See reported being personally influenced by their explorations.
Still, the cultural climate of the 1960s, to which The Beatles contributed, appears to have
subtly shaped participants’ mindsets, leading many to adopt a laissez-faire attitude toward
conventional social norms. While the sociocultural upheaval that paralleled the group’s
active career cannot be solely attributed to The Beatles, its effects were nuanced, and as
they adopted new perspectives, so too did their fans. As Jenny Kee noted, “My youth
culture was defined by the music and the people who made the music.”

Responses to questions about the group’s importance were overwhelmingly
positive. Berton referred to The Beatles as “the bookends of my life.” John Spence “could
not overstate” their influence. Gary Seach felt that apart from his family, they were “the
most important thing that ever happened” in his life. Kevin Bennett attributed his decision
to play music and write songs to The Beatles’ example. Brian Cadd asserted that without
them, “l wouldn’t be who | am.” For James Black, their influence was both aesthetic and
emotional: “like a really long friendship.” Griffin praised their willingness “to present
themselves as being representative of another way of being in the world.” For Martin
Newell, “They remain a constant influence on my life.” Chris Mearns described his feelings
metaphorically, calling it “the colour of the warm afterglow of euphoria.”

Younger participants expressed similar admiration. For Holly Tessler, who felt she
had absorbed The Beatles’ ideals, there “hasn’t been a greater influence.” Patrick O’'Donnell
called their influence on his life “incredible,” while George Byrne, now in his mid-forties,
revered them as “a landmark creative force.” Suzi Quatro concurred, saying, “I think The
Beatles are a constant in most people’s lives. They’re a band for everybody.” Russell Morris

speculated that through listening to bands that admire them, The Beatles unconsciously
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influence many younger people. Sam See described them as “a band for all seasons,” a
sentiment that underscores their cross-generational resonance.

Tessler highlighted this, noting that through her master’s degree course, she has
observed an engaged and knowledgeable new fan base, a new generation of Beatles fans
who are “taking this into the future.” Berton’s teenage daughter, a pianist, surprised him by
wanting to jam on Beatles songs. Bennett, Buzz Bidstrup, and Tim Armstrong noted their
children’s enthusiasm for Beatles songs, often discovered through reissues or in their
parents’ collection of LPs. Ross Hamilton observed his children playing Beatles records at
parties and suggested that “it [was] new music” to them. These accounts support the view
that The Beatles’ influence operates not only historically but also in the listeners’
imaginations and may be sustained by archival material, reissues, and cultural storytelling.
As Aleida Assmann suggests in her article “Transformations between History and Memory,”
collective memory is an umbrella term for “different forms of memory” constructed and
shaped through practices, symbols, archives, and mediated narratives rather than history
alone. She argues “political and cultural formats of memory are designed for long-term use
to be transmitted across generations” (Assmann 55-6). In this context, The Beatles’ legacy
persists as a cultural inheritance, available for reinterpretation by each new generation.
Cultural Impact and Social Change

For nearly all participants, The Beatles’ musical legacy was a central focus; it remains
their most significant achievement. Many also saw the group as pivotal, arguing that they
helped reshape the cultural and creative landscape. John Brewster-Jones and James Griffin
positioned them at “the forefront” of social revolution in the 1960s. Sydney vocalist,
trumpeter, and songwriter Phil Rigger (Outline) drew a connection between The Beatles and

the emergence of popular culture as a social barometer: “I think pop culture is a meter by
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which we should examine our society.” Martin Newell agreed, asserting they changed
culture “for the better.” Kesl suggested that The Beatles played a central role in a 1960s
“renaissance.” For Paul Berton, their influence extended into racial awareness in the US:
“They opened up the doors for white America to understand and be aware of black
American music.” Ross Hamilton emphasised their broader cultural reach, asserting that The
Beatles inspired filmmakers, artists, writers, and musicians “to be rebels and to follow a
different path.” Holly Tessler was more explicit, describing them as “catalysts in enabling
younger people to find their voices and see the collective power of trying to change
society.” John Waters offered a more sober view: “The Beatles were three steps forward,”
but since then, he believes, we have taken “two steps back.” Other participants were more
circumspect. Suzi Quatro suggested that while The Beatles may not have changed the world,
“they made rock music totally acceptable,” which helped reshape cultural norms. David
Williamson felt that their influence on society was limited but acknowledged their
“enormous” impact on the evolution of popular music.

The perception of The Beatles as being “timeless” and essential to cultural history
emerged as a consistent theme. Kesl credited them with stimulating and globalising British
cultural values and described their legacy as “never-ending.” Quatro quoted her late friend
Cynthia Lennon, who told her, without The Beatles, “a lot of magic would have been missing
from the world.” Patrick O’Donnell framed it personally: “The significance of those four
people on the planet is incredible.” Leo Sayer was even more direct, delivering this
statement of the group’s symbolic magnitude:

They just built their own culture in the world. The Beatles were a nation. The Beatles

were a country. The Beatles were a way of life that was completely outside of being

controlled by any politics or any nation. They were always another state of being,
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and that’s why we love them. And they came to a point where they could only be

described by themselves . .. They’re a church on their own.

Sayer’s description exemplifies how The Beatles are perceived—not just as musical
innovators but as a self-sustaining cultural system. Their influence and legacy are at once
aesthetic, philosophical, and communal. While opinions varied on the degree to which The
Beatles may have shaped social or political change, most participants affirmed their
profound influence on their creative lives. For some, this influence was immediate and
personal; for others, it was broader, historical, and symbolic. Yet all responses attested to
The Beatles’ continued and evolving cultural relevance.

Conclusion

This chapter has investigated how The Beatles influenced and inspired a cross-
section of creative practitioners through a detailed analysis of interview data. What
emerged is a complex, multifaceted picture of influence that resists straightforward
generalisation. While the impact on participants was diverse, it is clear that The Beatles
served as catalysts for individual awakenings across a broad spectrum of experiences,
disciplines, and identities. The initial encounter with The Beatles was nothing short of
revelatory for many. Participants recalled with striking clarity the moment they first heard
or saw the group, often describing the experience in heightened, almost spiritual language.
It was an event that not only marked a cultural moment but became a personal inflection
point, an invitation to think differently, behave differently, and perhaps most importantly,
create. Creativity was, overwhelmingly, the most commonly cited area of influence.
Whether participants became professional musicians, writers, performers, or simply lifelong
enthusiasts, they felt that they had received tacit permission and encouragement from The

Beatles to explore their own imaginative capacities, socially, psychologically, and artistically.
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The group’s unprecedented rise, combined with their working-class roots and
collaborative ethos, validated for many the idea that creativity was not the exclusive domain
of elites but a practice open to anyone who dared to try.°® Additionally, The Beatles
championed and thrived on transformation. Their trajectory from raw but energetic pop
musicians to polished international stars to experimental studio innovators gave audiences
a front-row seat to an evolving creative journey. Participants frequently felt like they were
growing up with the band, taking courage from each new sonic departure or philosophical
turn. Their evolution inspired many to pursue their own artistic path, to question norms,
and to defy the constraints of genre, geography, and tradition.

The Beatles also offered a cultural script for belonging. Through their music, image,
sonic experimentation, and commitment to emotional and artistic honesty, they
constructed an ethos within which people could situate themselves. For many participants,
alignment with The Beatles provided community, identity, and a sense of global
involvement. Nevertheless, this influence was not universal or unqualified. Several
participants expressed reservations about certain aspects of The Beatles’ legacy, such as
their association with drug culture and some of their later philosophical and political
pronouncements. These dissenting voices add valuable complexity to the study’s findings.
They suggest that even as The Beatles became symbols of liberation for some, others saw
their influence as posturing, and less relevant or unrepresentative of revolutionary cultural

movements.

98 This is not to deny the established trope of starving artist in a garret, but to explain that a creative

path was accessible to everyone.
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However, the group’s capacity to provoke reflection endures. Whether participants
embraced or questioned their influence, nearly all engaged seriously with The Beatles as
cultural figures. Their songs became sites of learning, their albums markers of philosophical
evolution, and their gestures, from haircuts to activism, signals of changing worldviews.
Ultimately, The Beatles’ impact cannot be fully quantified, but it can be traced. It is visible in
the careers they shaped, the risks they legitimised, and the creative practices they
catalysed. The Beatles were more than a band. They became a symbol of empowerment—a
way of thinking about what music and art could do, what culture could mean, and what kind
of life might be possible. This chapter has attempted to capture that inspiration in motion,
through the words and reflections of those who lived it. In doing so, it reaffirms the
continued relevance of studying artistic influence not as a unidirectional force, but as a
dynamic, evolving conversation between culture, creativity, and the self.

The interviews in this chapter demonstrate how “permission-giving” moments can
engender creative awakening, cultural belonging, and personal empowerment. The next
chapter considers the study and theories of creativity itself. Chapter Six compares anecdotal
accounts of The Beatles’ creative methods with sociocultural models of creativity and
influence, examines how exemplars and environments scaffold action, and considers the

interplay of intuition, expertise, collaboration, and bricolage in everyday creative work.
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Chapter Six: Creativity
Helter Skelter
What I’'m trying to do is make something happen by throwing a pebble into the water
and creating ripples ... | don’t want to control the ripples.
— Yoko Ono*’

After outlining the impact of The Beatles on the interview participants, this chapter
turns to positioning the group within the broader field of creativity studies, testing
theoretical frameworks against first-hand anecdotal accounts of their creative methods.%® It
argues that the group’s career exemplifies creativity as a collaborative, historically situated
process rather than a manifestation of solitary genius. In conjunction with Chapter Four, it
addresses my third secondary research question to illuminate how The Beatles’ own
creativity can be explained and analysed by comparing their creative practice to models of
flow, collaboration, and systems theory. The chapter demonstrates how The Beatles’
creativity simultaneously affirms and challenges existing research paradigms while clarifying
the elusive nature of creativity.

Following my scrutiny of The Beatles’ early creative growth in Chapter Two, | now
consider aspects of their artistic metamorphosis from the beginning of their recording
career in mid-1962 until their final Abbey Road session in August 1969, as outlined in

Chapter Three.” There, | documented some of the creative techniques The Beatles

%7 Yoko Ono, The Art Story. Yoko Ono. www.theartstory.org/artist/ono-yoko/

98 As I discussed in Chapter Five, first-hand accounts are subject to error, either in recall, or in self-
presentation bias. However, the selected anecdotal evidence has been chosen to minimise these weaknesses.

99 some overdubbing and mixing for the Let It Be album continued sporadically into early 1970.
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employed in their work from 1965 to illustrate the group’s role as cultural pioneers and
methodological innovators. The Beatles’ sustained experimentation throughout that time
serves as a foundational study of creative innovation in popular music. It exemplifies the
complexity and multifaceted nature of creativity and the influences acting upon it. Creativity
is a challenging area of research due to the intricate nature of real-world innovative
practices. However, | have reservations about applying narrowly scientific (or pseudo-
scientific) methodologies when studying a subject that appears so opposed to scientific
interpretation. While such misgivings may hold true for any study in the humanities, they
are especially relevant when examining the nature of creativity. In this chapter, | consider
the evolution of their creative practice and ask: How do The Beatles’ creative methods
articulate the challenges facing creativity theorists?

This chapter also explores some of the influences that altered them and potentially
hastened their creative development. Fame, wealth, opportunity, acceptance, experience,
egotism, and maturity all wrought change. | liken the impact of their early success to
creative hothousing, as it mirrors the intense and augmented processes used in education
(Blakemore and Stern 36—9).1%° The Beatles underwent a “baptism of fire” in Hamburg,
where their initiation into performing under extremely challenging conditions could be
regarded as hothousing. However, as described in Chapter Three, further accelerated

learning followed as a by-product of the success that ushered The Beatles into an era of

100 Hothousing was first used as an academic term in 1987 by Princeton research psychologist Irving

Sigel to describe a method of boosting a child’s learning to a higher-than-usual level (Jarvis and Chandler 183).
The term is analogous to a method of greenhouse farming where vegetables are grown under conditions

designed to stimulate early ripening and enhanced crop yield.
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seemingly endless opportunity. In an interview with Rolling Stone founder Jann Wenner in
1971, Lennon stated, “We were performers... in Liverpool and Hamburg... and what we
generated was fantastic... but the edges were knocked off. Brian put us in suits and all that
and we made it very, very big. But we sold out” (Wenner 45-6). It is true that upon
becoming The Beatles’ manager, Brian Epstein decreed that they should eschew their
leather jackets, T-shirts, and jeans and wear suits.% All of them acquiesced, understanding
Epstein’s strategy. However, some, most notably Lennon and Harrison, chafed against
aspects of it despite knowing that their success was contingent on being accepted in
entertainment circles in 1960s Britain.102

The idea of “polishing” a performing artist was not new in 1962. Still, when applied
to The Beatles, those enhancement techniques produced astonishing results, probably
because the four individuals had a wealth of inherent potential, although increasing budgets
and freedom to experiment also played significant roles. While the success of “Love Me Do”
and “Please Please Me” meant that they became busier, it also supplied them with a greater
purpose. To maintain and build on their early success, they needed to develop their
songwriting and musicianship in tandem with all the other traits that were beginning to turn

them into pop idols. While Lennon may have regretted cleaning up their act, the success

they generated allowed them to mature as writers and musicians. By 1965, they were more

101 He also asked them to forgo eating, drinking, smoking and swearing while on stage.

102 The Beatles were, at best, reluctant protégés and begrudged being made to wear suits. Still, their

success spurred a legion of entrepreneurs to emulate and adapt the method. The Monkees, The Spice Girls,
One Direction and many other groups that have been “put together” to capitalise on pop music trends rarely

surpassed their initial individual potential.
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than mere pop musicians; they were metamorphosing into artists, with the signifiers of
artistry becoming clearly evident on Rubber Soul. Their next records, Revolver, the single
“Strawberry Fields Forever” / “Penny Lane,” and Sgt. Pepper’s Lonely Hearts Club Band
demonstrated that The Beatles now saw themselves as artists. Further, they understood
that they were creating art that would alter perceptions of pop music forever.

As discussed in my introductory chapter, the 1960s were a decade in which change,
on a previously unimaginable personal, philosophical and political level, was not only
possible but accessible to many in Western countries. Many of my interview subjects
perceived the 1960s as revolutionary, particularly regarding social attitudes and political
freedoms. It is pertinent that The Beatles, too, were beneficiaries of many new liberties,
often given “the keys to the city,” both figuratively and literally, from early 1963 until 1966,
and, later, the freedom to follow their own muse in the studio and on film until their
breakup in 1970.

The Beatles’ Creative Evolution

The Beatles’ creative approaches varied substantially over the seven years of their
recording career, as they became more self-aware and self-assured. Their commercial
success ensured greater access to tools and specialised personnel in the recording studio.
Nevertheless, it also meant pressure to meet deadlines, to write and record songs and
albums to order, amid an almost constant schedule of touring, filmmaking, and television
and radio appearances. Their innate curiosity and innovative drive led them to experiment,
continually aspiring to difference and to scorn safety in their work. This is evident in their
songwriting, lyrical themes, and adoption and adaptation of genre hybridity, all of which
combined to transform the boundaries of the popular song. They were willing to take risks

and embrace mistakes, chance, and random events in their art. In With a Little Help from
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My Friends, George Martin observed, “Randomness as art appealed to all the Beatles very
much.” While Martin “loved the anarchy,” he saw it as his role to organise the results of
their “weirdness” (Martin and Pearson 138-9). Another example of that risk-taking attitude
was their increasing consumption of mind-altering chemicals. Alcohol and tobacco before
Hamburg, amphetamines in Hamburg, then marijuana and LSD (and heroin for Lennon),
were perceived as spurring them to greater creative heights. However, despite the influence
of marijuana apparent in songs like “Girl” (1965) and in 1966’s “Rain,” and the imprint of
LSD on Revolver’s “Tomorrow Never Knows” and “She Said She Said,” Lennon maintained
that drugs were not a crutch for his creativity. He believed that while substances could open
doors to new perceptions, genuine songwriting required more than chemical inspiration.
(Wenner 76-9). The Beatles avoided drugs in the studio because, as Starr said, “the music
was shit . . . you couldn’t function while under the influence” (Case 28-31).

The Beatles’ progressive approach to recording redefined the creative possibilities of
the studio by incorporating new recording techniques and pushing EMI’s engineers to
achieve innovative sonic experiences. They also adapted their songwriting processes from
the early face-to-face style of composition. By the mid-1960s, their practice evolved to
encompass multiple approaches, from inviting others’ collaborative input and contributions,
to improvising together in the studio, to bringing in finished pieces and recording them
solo. As | mentioned in Chapter Three, their lyrics, initially simple, straightforward and
repetitive, in keeping with pop music at the time, developed (with Bob Dylan’s influence), to
incorporate deep introspection in songs like “I’'m a Loser” in 1964 and “Help!” in 1965
(MacDonald, Revolution [1995] 97-98, 120-1). They explored isolation and the family
dynamic in “Eleanor Righy” in 1966, and “She’s Leaving Home” in 1967 (MacDonald,

Revolution [1995] 162—-3, 194-5). Also in 1967, the surrealistic “I Am the Walrus”
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disregarded narrative logic and opted instead for absurdism, not that Lennon described it
that way: “You just stick a few images together, thread them together, and you call it
poetry. But | was just using the mind that wrote In His Own Write to write that song” (The
Beatles, Anthology 273). “Tomorrow Never Knows” in 1966 and “Within You Without You”
in 1967 integrated Eastern philosophical and spiritual concepts. According to Martin,
Harrison’s “Within You Without You” touched on the metaphysical and was a “distillation of
George’s studies of Eastern philosophy and music” (Martin and Pearson 124-30). As | will
discuss in the next chapter about their sociopolitical stance, in 1968, they expanded the
lyrical scope of songs like “Revolution” and “Blackbird” to include political and civil rights
discourse. In their last four years, The Beatles began to articulate a socially engaged form of
popular music.

At the same time, they subverted traditional song structures. As previously
discussed, “A Day in the Life” blends disparate, even incongruous, musical sections into a
unified piece (Martin and Pearson 50—61). They used this technique, albeit to a lesser
degree, in a host of other songs, including “Michelle” and “We Can Work It Out” in 1965 and
1967’s “Baby, You're a Rich Man” (Sheff 140, 144). They inverted that concept on the track
“I've Got a Feeling” by juxtaposing two melodic and lyrical lines over the same chord
progression. In 1966, they reversed guitar solos and used backward vocal tracks in “Rain”
and “I’'m Only Sleeping” (Emerick and Massey 124). The Beatles employed collage
techniques, found texts and aleatoric editing in “Being for the Benefit of Mr. Kite!” and “I
Am the Walrus” in 1967 (Martin and Pearson 89-92, 138-9). They took these methods to
their logical, or illogical, conclusion on “Revolution 9” in 1968. The group’s music hybridised
many styles, including rock and roll, pop, Indian raga, music hall, psychedelic rock, and

classical music, and, as 1968’s The Beatles demonstrates, they were not afraid to juxtapose
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multiple genres for effect (MacDonald, Revolution [1995] 261-2). They were also not afraid
to appropriate ideas and build upon them. McCartney is on record as saying, “We were the
biggest nickers in town. Plagiarists extraordinaires” (Goodman).1% As outlined later,
reshaping existing concepts in a new way or within a different domain is a common creative
technique.

Over time, the group dynamic changed. Lennon, the acknowledged leader in 1960,
was quietly usurped by McCartney during the recording of Sgt. Pepper in 1967. McCartney,
who had attained a creative peak in the years 1967 to 1970, was not so quietly rebelled
against during the sessions for The Beatles and Get Back, when first Starr, then Harrison,
quit the group for a time. Harrison, whose songwriting abilities were slower to mature than
Lennon and McCartney’s, returned on 25 February 1969 to record his first demo of
“Something” on his twenty-sixth birthday. “Something” and “Here Comes the Sun” were
two of the finest songs on Abbey Road and in the entire Beatles canon. His guitar playing on
the LP is impeccable. Starr, always a powerful yet tasteful drummer, put an indelible stamp
on their final album and contributed his best songwriting effort in “Octopus’s Garden.”
Lennon’s polarising relationship with Yoko Ono and the early stages of his heroin addiction
led to a creative withdrawal during the Get Back sessions and dampened his enthusiasm for
the group. Still, he managed to contribute some of his best work to Abbey Road. As a group,
no matter how splintered, The Beatles continued to strive for, and generally achieve,

excellence in their songwriting, singing, musicianship and recordings.

103\, The Beatles: Extraordinary Plagiarist, Edgar O. Cuz and Justin John Mata write extensively on

the sources exploited by The Beatles and are critical of their willingness to borrow heavily from Black American

artists and the Indian musical ascetic.
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Permission—-Encouragement-Guidance (PEG) as an Analytic Lens

Considered through the analytic lens of the PEG ecology, The Beatles’ creative arc
resolves into a pragmatic ecology of risk. They received early permission from the Exis in
Hamburg, whose bohemian milieu normalised experimentation and style play. Later, chart
success and positive media reception conferred the licence to redefine the pop single and
album. Encouragement came from audiences, critics, and rivals whose attention turned
novelty into momentum, reinforcing bolder bets, supporting the move from “Help!” and
“Eleanor Rigby” through to “Tomorrow Never Knows” and Sgt. Pepper’s Lonely Hearts Club
Band. They received continuous guidance through Epstein’s managerial framing, and George
Martin’s musical judgement, combined with the EMI engineers’ craft, translated intent into
workable studio solutions. PEG, in other words, is the lived corollary of theories of
psychological safety, scaffolding, investment, and systems gatekeeping, demonstrating how
licence, validation, and expert steering co-produce the conditions under which
combinational and transformational creativity become routine rather than exceptional.
Creativity Theorists

To explore the challenges facing creativity theorists, | consider The Beatles’ creative
development, and using the lenses of key creative theorists, evaluate whether the nature of
their creative output correlates with theoretical findings. | outline various theories to
determine if they can illuminate the transcendent production of The Beatles, especially
during the last five years of their recording career. In so doing, | will test my hypothesis that
although some people, for example, Wolfgang Amadeus Mozart, Pablo Picasso, and Felix
Mendelssohn, exhibit exceptional creative tendencies from an early age, many others have
lesser innate abilities and are likely to benefit from a synthesis of permission,

encouragement, and guidance. Although creatively precocious in many ways as children and



Mason-Cox 199

adolescents, the young men who eventually became The Beatles were no prodigies. Their
early performances and attempts at songwriting were not highly regarded in Liverpool at
the time; they were considered average, at best. While the demands and experiences of
their first Hamburg residencies forced them to become better performers, their progress as
entertainers did not foreshadow the significant improvement in their compositional talents
that was to come. Studying role models like The Beatles may provide useful cues and clues
about creative development under real-world conditions. Their development and methods
are well documented through interviews and personal recollections. Although much of this
is anecdotal and is therefore subject to error, it can at least illuminate the processes for
comparative analysis.

Historically, most creativity theorists and researchers were trained as psychologists
(Sawyer, Explaining Creativity 3—4). Creativity studies emerged from psychology in the mid-
twentieth century as a response to J.P. Guilford’s call for more psychological research into
creative thinking, earning him the title “the father of modern creativity.” His background
was in cognitive psychology, but other significant creativity researchers come from various

backgrounds, as evident below.

Researcher Background Contribution

Introduced the concept of divergent

J.P. Guilford Cognitive psychology thinking

Developed the Torrance Tests of

E. Paul Torrance Educational psychology Creative Thinking

Developed the Componential Model of
Creativity and researched workplace
creativity.

Social and organisational

Teresa M. Amabile
psychology

Developed Flow Theory and the

Mihaly Csikszentmihalyi Positive psychology Systems Model of Creativity
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Robert J. Sternberg

Psychology and
psychometrics

Developed the Investment Theory of
Creativity and the Triarchic Theory of
Intelligence.

Frank Barron

Personality psychology

Linked creativity to nonconformity and
independent thinking.

Howard Gardner

Developmental and
educational psychology

Proposed multiple intelligences,
including creative intelligence.

Table 6.1

However, multidisciplinary research into creativity is becoming more commonplace,

as creativity has become accepted as both an individual trait and a sociocultural

phenomenon. Researchers now also come from the spheres of cultural studies,

neuroscience, education, art, anthropology, business and other disciplines, and all have

different fields of interest and perspectives. Psychologist and multidisciplinary researcher R.

Keith Sawyer suggests that multidisciplinary research into “a broad range of creative

behaviours” is essential to the study of creativity, thus reinforcing its inherently

transdisciplinary character (Sawyer, Explaining Creativity 6).

I have listed some noteworthy creativity researchers from these backgrounds below.

Researcher

Background

Contribution

John Hartley

Cultural studies

Explores how creativity operates across
media, public spheres, and knowledge
cultures.

Angela McRobbie

Cultural studies

Examines creativity in fashion, youth
subcultures, and new creative labour
economies.

Anna Abraham

Neuroscience and
psychology

A specialist in the neuroscience of
creativity and imagination.

Rex Jung

Clinical neuropsychology

Researches creativity and intelligence.
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Advocated rethinking education to

Ken Robinson Education L
foster creativity.
Characterised combinational,
Cognitive science and exploratory, and transformational

Margaret A. Boden . . e _
philosophy creativity as crucial in artistic and

scientific innovation.

Psychology and education Studied group creativity, collaboration,
R. Keith Sawyer (also video game design and innovation in teams and
and jazz piano) organisations.

Table 6.2 (See footnote for selected publications.)'%

Creativity engages diverse cognitive, cultural, and contextual dimensions and is
increasingly recognised as a multidisciplinary activity that benefits from crossing boundaries.
Howard Gardner argues that it expresses itself through multiple intelligences. In Frames of
Mind, he lists seven intelligences, including linguistic, logical-mathematical, musical, spatial,
and personal; each situated within distinct disciplines (Gardner xxix—xxxviii). In The Creative
Mind, Margaret Boden asserts that creativity is “grounded in everyday abilities.” She
distinguishes between combinational, exploratory, and transformational creativity, and
notes that these function across artistic and scientific fields (Boden, The Creative Mind 1-7).
Mihaly Csikszentmihalyi’s systems model emphasises that creativity arises from “a system
composed of three elements,” (person, domain, and field), allowing the interaction of

individual talent, disciplinary knowledge, and cultural gatekeepers (Creativity: Flow 6).

104 Abraham, Anna. The Neuroscience of Creativity (2018); Boden, Margaret A. The Creative Mind

(1990); Hartley, John. The Creative Industries (2005); McRobbie, Angela. Be Creative (2016); Robinson, Ken.

The Element (2009).
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Interdisciplinary frameworks enable the recombination of ideas and foster innovation
through conceptual diversity in the arts, sciences, education, and business.

However, as psychology remains the foundational and dominant discipline in
creativity research, the majority of creativity theorists | will discuss in this section are
psychologists. They generally agree with E. Paul Torrance, the developer of the Torrance
Tests of Creative Thinking, who proposes that creativity involves sensing the need for new
or different approaches to a question or problem, devising hypotheses to comprehend and
assess what each new process might require, evaluating those hypotheses, and explaining
them (Torrance, “Understanding Creativity” 233). Mark A. Runco and Garrett J. Jaeger,
addressing definition in “The ‘Standard Definition’ of Creativity,” identify a crucial
element—originality—before suggesting originality alone is not enough: the originality must
also be effective (Runco and Jaeger 92). Taking this idea further, James C. Kaufman and
Ronald A. Beghetto further define creativity to encompass four types: “mini-c”, “little-c”,
“Pro-c”, and “Big-C”, referring to gradations from the everyday application of the creative
task to an entire body of work by a recognised “great” (Kaufman and Beghetto 1). Still,
researchers do not entirely agree about the factors that initiate and drive creative thinking.
This discrepancy may be due to the varying approaches researchers use, their research
interests and philosophies, their biases and the weight they place on the evidence upon
which they base their findings. For example, Sternberg and Grigorenko describe the
research of J.P. Guilford as “flawed” (Sternberg and Grigorenko 309). Guilford, who
developed tests for creativity in the 1950s, asserted that at the core of creativity was “the
ability to envision multiple solutions to a problem,” a process he named “divergent
thinking” (Guilford 7). Runco argues that “divergent thinking is not synonymous with

creative thinking” but suggests that it is a critical factor in any creative endeavour (Runco,
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“Creativity” 657-87). Interestingly, neuroscientist and psychologist Anna Abraham views it
as paradoxical that scientific creativity is not as well investigated as artistic creativity
(Abraham, The Neuroscience of Creativity). These examples demonstrate an abundance of
divergent thinking among creativity researchers.
Divergence: Creativity Theory Versus Real-world Creativity

This divergence leads to inherent confusion in the study of creativity. As Sawyer
notes, “To explain creativity, we first need to agree on what it is.” However, he says that
even agreeing on a definition of creativity “may be one of the most difficult tasks facing the
social sciences” (Sawyer, Explaining Creativity 7). Multiple creativity theories can coexist,
depending on the researcher’s background and specialty. Each may be partly accurate, as
they emphasise different factors and components that shape creativity. However, this
plurality means a single theory often defines creativity within narrow boundaries at specific
points in time. As Sawyer states, the dearth of multidisciplinary research over the decades
has led to “parochial isolation” (Sawyer, Explaining Creativity 4). For example, a study of
creativity in engineers may yield wildly different results from a study of creativity in
musicians and artists. Although each model of creativity offers one vantage point, it is still
crucial to disentangle the threads of confusion when examining The Beatles’ creative
evolution and their creative influence on others. In his article, “The Evolving Systems
Approach to Creative Work,” psychologist Howard E. Gruber outlines the dilemma when
pondering what a theory of creative work might ask. While he admits that it is impossible to
elucidate the “inscrutable processes that lead to miraculous products,” he goes on to
suggest:

If it is to be a scientific undertaking ... (it) ... must explain how knowable and

sometimes well-known processes, organised in new ways, bring about the great
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marvels of human thought and invention. On the other hand, it must deal not with

the predictable and repeatable—the stuff of normal science—but with the unique

and unrepeatable. (Gruber 27)

He, therefore, proposes that his research path will “focus attention on the way the
creative person is organised” to further his understanding of how creativity works (Gruber
27). | view his focus as narrowing the boundaries of research to reach a seemingly concrete
conclusion about the machinations of creativity. Gruber’s research thus risks undervaluing
situational or systemic drivers. More broadly, | suggest that insisting on a scientific
methodology despite acknowledging that the outcome will be unpredictable and
unrepeatable is, in itself, methodologically flawed.%> Applied creativity is far more fluid and
may display no outwardly recognisable processes. There is much anecdotal evidence in
Beatles lore to support this, and Lennon belied the concept of process and organisation in
his last interview, as he recalled:

I’d spent 5 hours that morning trying to write a song that was meaningful and good,

and | finally gave up and lay down. Then, “Nowhere Man” came, words and music,

the whole damn thing, as | lay down. (Scheff 163)

Moreover, he adds:

The same with “In My Life”! I'd struggled for days and hours trying to write clever

lyrics. Then | gave up and “In My Life” came to me. So letting it go is what the whole

game is. You put your finger on it, it slips away. (Scheff 163)

105 However, | acknowledge that even flawed methodologies can contribute meaningful results and

open new avenues of exploration.
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Lennon’s accounts emphasise the perplexities creativity theorists must overcome.
There is a substantial disparity between Lennon’s apparently “inscrutable” creative process
and Gruber’s desire to conduct his research scientifically. Gruber seeks a clear and
quantifiable path to understanding. Lennon, in this instance, describes no creative process
apart from giving up and “letting it go.” He leaves, at best, a trail of metaphorical
breadcrumbs. It is the abstract nature of practical creativity that makes the researcher’s task
so problematic. | support Sawyer’s argument that multidisciplinary research is essential for
understanding and interpreting creativity effectively. While the established disciplinary
theories are valuable, | agree with his view that researchers should adopt a broad
perspective and employ multiple lenses of inquiry to fathom this elusive topic.
Sternberg and Lubart

| begin by considering the research of cognitive psychologists Robert J. Sternberg and
Todd I. Lubart, who suggest that although creativity “is important at both individual and
societal levels,” it has been comparatively neglected as a research topic. Arguing that
unidisciplinary approaches have hampered much enquiry, Sternberg and Lubart, like
Sawyer, claim that the study of creativity from a single disciplinary perspective trivialises the
subject and narrows the vision of creativity (Sternberg and Lubart, “An Investment Theory”
3-4). Sternberg and Lubart identify six key characteristics and resources researchers should
employ to understand creativity and a potential multidisciplinary approach for future
research (Sternberg and Lubart, “An Investment Theory” 4). They are: “intelligence,
knowledge, intellectual style, personality, motivation, and environment.” Further, their
research emphasises that while almost everyone possesses creative potential, creative

individuals must, among other things, think in novel ways, and be motivated and self-
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determined (Sternberg and Lubart, “An Investment Theory 1-5).1% Sternberg and Lubart’s
Investment Theory of Creativity also proposes that creators “buy low and sell high” in a
marketplace of ideas, pursuing work when potential returns outweigh costs. The pre-fame
Beatles, for example, invested early in an unfashionable style, then reaped disproportionate
rewards as tastes shifted. So too did their fans and supporters, who “invested” their
interest, time, faith, and money into an up-and-coming group. It can hardly be denied that
The Beatles ultimately proved worthy of such investment.

The Beatles’ reputation in Liverpool was poor to average before their first trip to
Hamburg in August 1960. By the end of December 1960, the general opinion was that they
had improved immensely after playing the Hamburg clubs. Even then, Dave Glyde observed,
“they were really sloppy” (Glyde). He certainly did not see them as nascent geniuses. Yet,
despite their moderate instrumental abilities at the time, Lennon, McCartney, and Harrison
could sing in close harmony, and they were irrepressibly cocky. Crucially, Lennon and
Sutcliffe’s art-school training, the group’s experiences in Hamburg, and the stimulus of their
artistic Hamburg friends were all transformational.’?’ They helped generate the beginnings
of long-term creative flux. These influences combined to encourage the group to see “art” in
music as a worthwhile aspirational goal, and implicit “permission” to do so accelerated their

creative growth.

106\ The Playboy Interview with Paul and Linda McCartney, Joan Goodman suggested that “when

you and John were still hungry, you’d say to yourselves before composing a song, ‘Let’s write a car. Let’s write

"m

a house,”” to which McCartney responded, “Yeah. ‘Let’s write a swimming pool.””

107 The Exis—Astrid Kirchherr, Klaus Voormann and Jiirgen Vollmer.
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The Beatles’ Creative Development

Considering Sternberg and Lubart’s theories, it is valuable to consider The Beatles’
creative development from their first recording with Ringo Starr in September 1962 until the
completion of Abbey Road in August 1969. It is apparent that The Beatles, as individuals and
as a group, meet the six criteria outlined by Sternberg and Lubart. It is also clear that the
group’s progress toward creative maturity validates the Investment Theory of Creativity. As
The Beatles achieved popularity and acceptance, they were granted—and grasped—
opportunities to push the boundaries. These opportunities enabled them to develop. As
young adults, they possessed the intelligence, personality, and motivation to do so.
Combined with their ongoing success, these factors allowed, or even drove, them to take
risks. Their music consequently progressed from the straightforward structure and intent of
“Love Me Do” and “Please Please Me” in 1962 to more complex, aspirational, and assertive
compositions and recordings, such as “Here, There and Everywhere,” “Eleanor Rigby,” and
“Tomorrow Never Knows” (1966); “Strawberry Fields Forever,” “She’s Leaving Home,” and
“A Day in the Life” (1967); “Revolution 9” and “Helter Skelter” (1968); and “Something” and
the 16-minute medley on side two of Abbey Road (1969).

Comments by producer George Martin support Sternberg and Lubart’s research.
Martin, an integral player in The Beatles’ creative development, while unconvinced by their
first studio performance in mid-1962, found the group charismatic. That charisma helped to
override his severe doubts about the viability of their songwriting (Martin and Pearson 28-
32). However, he notes that once they had been given a chance:

They ... blossomed, and they astonished me with their ideas. Each song they brought

to me was a gem, and | said to myself, ‘It can’t last.” I'd say to them, ‘That’s great,
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now give me a better one.” And they did. | was so thrilled with what they gave me.

(Sexton “The Billboard Interview,” gtd. in udiscovermusic.com)

Martin adds, “They always wanted to have something new to say and this was a
driving force ... it taught me a great deal because it made me realise that | too ... had to look
forward” (Sexton “The Billboard Interview”). Thus, Martin was both influential and
influenced. He was integral to The Beatles’ creative development, and as a creative
individual, he fits readily within Sternberg and Lubart’s theoretical framework.

As | explained in Chapter One, | chose The Beatles as the subject for this project
because, among other reasons, | am intrigued by the interaction between the four
musicians and the extended team of recording professionals they worked with. While each
member had achieved a reasonable level of competency by the end of 1962, it is both clear
and surprising that their proficiency and creativity grew not only exponentially but relatively
equally over the next eight years. McCartney may have been the most obviously gifted
singer and instrumentalist, but the others all kept pace with his artistic growth. As Martin
writes, “The single biggest factor in the brilliance of the Beatles” music was and always will
remain — their own talent” (Martin and Pearson 49). The “alchemy” lay in the fact that each
individual was a contributing partner.1% This remains an incredibly rare feat. At the time,
bands usually improved only by replacing players with members who could “keep up.”2% In

a way, The Beatles ushered in the era of the “supergroup” by remaining together.

108 | am mindful here that Harrison felt that his songs were not given their due. The interpersonal
relationships and leadership struggles within The Beatles have been well covered elsewhere.
109 This remains commonplace. Lineup changes after a debut album often indicate that some

musicians have been found wanting during the recording process.
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Greatness: A Question of Perspective and Time

Wallace and Gruber suggest that the investigation of creativity should focus on those
who have proven themselves worthy of “serious study” (Wallace and Gruber 6). Although,
as | noted in Chapter Two, The Beatles would now certainly qualify as among “the very
great” (and were beginning to be widely accepted as such by 1967), it is equally clear that
no serious researcher would have rated them worthy of such study in 1962 or 1963. In my
view, this confirms that Wallace and Gruber have adopted an overly narrow perspective.
Sawyer, too, warns against the blind acceptance of cultural and historic values, as it leads to
research bias (Sawyer, Explaining Creativity 5-6). To contribute my own example of
divergent thinking, | propose that creativity is a trait that can and should be learned,
nurtured and developed. To suggest otherwise denies the value of training, maturity and
growth; and could lead one to conclude that only child prodigies and savants can attain true
creative greatness. The danger in that over-generalised conclusion is that it also reinforces
the supposed link between genius and neurodivergence.?? Ironically, many prodigies fail to
maintain their uniqueness in adulthood. Further, | suggest that only measuring creativity in
those already deemed “great” is a flawed concept. With “greatness” comes acceptance, and
broader acceptance affords the creative practitioner greater opportunity to develop (and
sell) their output. Broad acceptance also predisposes audiences to continue “investing” in
that creative output, potentially shaping critical judgment. | propose that investigating
emerging creatives can better illuminate how creativity develops and operates.

Sternberg’s research over four decades has stressed the inherent flaws in testing and

110 Neuropsychiatrist Michele Raja suggests that Mozart, for example, would meet current diagnostic

criteria for Asperger syndrome (Raja 84). There has been similar speculation about Picasso.
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assessing intelligence and creativity. He summarises them in the opening chapters of
Successful Intelligence: How Practical and Creative Intelligence Determine Success in Life
(Sternberg, Successful Intelligence 18—120). He theorises that individuals with high creative
intelligence can effectively transfer solutions from familiar problems to unfamiliar contexts,
demonstrating adaptability and innovation. Therefore, creative thinking need not be
restricted to the prodigy or genius: it may be a deliberate, teachable decision to think
beyond the usual boundaries, balancing “analytical, creative and practical thinking”
(Sternberg, Successful Intelligence 268).1! He expands upon this in his 1999 article, “A
Propulsion Model of Types of Creative Contributions,” suggesting that context plays an
essential role in the shaping and judgment of the creative act (Sternberg, “A Propulsion
Model” 83—-97). Creative transfer involves redefining old ideas or synthesising separate or
contradictory ideas (Sternberg, “A Propulsion Model” 90-5). Rather than an idea being
globally or universally new, it may be applied in a new way or within a different domain.
Sternberg cites the use of aspirin, developed initially as an analgesic, “to help prevent [the]
recurrence of heart attacks” as an example of redefinition, and “the invention of the
seaplane”, which combined “previously divergent lines of thought” as an example of
synthesis (robertjsternberg.com). | further suggest that once creativity is “turned on,” it
becomes an intrinsic facet of how individuals view every aspect of their existence. Sternberg
addresses the need for a better understanding of creativity and intelligence to assist in
ameliorating global problems in his 2019 article “A Theory of Adaptive Intelligence and Its

Relation to General Intelligence” (Sternberg, “A Theory” 1-17).

111 Although developing creativity as a teachable lesson would require the student to have the

capacity to learn new ways of thinking.
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An Alternative Perspective

It would be remiss not to consider the possibility that The Beatles’ musical growth
was brought about solely by increased budgets, giving them access to greater guidance and
multiple chances to improve their work. The band’s expanding confidence might also be
explained by hubris or ego, and there was no shortage of the latter—Ray Davies, singer and
songwriter of The Kinks, recalls that Lennon “thought everyone else was shit” (Kitt 104). The
Beatles were popular but were by no means darlings of the critics. At the height of
Beatlemania, they still received reviews like the following, from William F. Buckley Jr.:112

The Beatles are not merely awful; ... they are so unbelievably horribly, so appallingly

unmusical, so dogmatically insensitive to the magic of the art that they qualify as

crowned heads of anti-music. (Buckley, The Boston Globe, 13 Sept. 1964)

Buckley’s critique likely reflected the generational and cultural gatekeeping typical at
the time, rather than authentic aesthetic judgement. The Beatles suffered no long-term fall
from grace, which adequately rebuts the suggestion that they were anti-music or anything
less than entertaining. A corollary of the Investment Theory of Creativity is that such a fall
diminishes the freedom that success allows. When confidence in creative stocks dips, those
who have invested in the creators may lose faith and re- or devalue the investment. That
has not occurred in the case of The Beatles.''®* While there have always been critics of the
band’s work, most early negative reviews had more to do with the underlying fact that The

Beatles and their fans were challenging established social bastions. | address this topic in

112 The review is purportedly titled “Yeah, Yeah, Yeah, They Stink.”

113 Except, perhaps in some circles during the 1970s, when being a Beatles fan was considered

|Il

“uncoo
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Chapter Seven when | discuss the group’s sociopolitical impact.
Competition and Creativity

Exploring other creative theories and theorists is essential to understanding how
different aspects of The Beatles’ artistic growth may be explained. Extensive research has
been conducted into how competition may affect creativity, and again, there is a divergence
of findings (Amabile, “Children’s Artistic Creativity” 573—8; Brown and Gaynor 155-62; Deci
et al. 79-83; McGlynn et al. 281-2). Greg Clydesdale, a New Zealand academic specialising
in creativity, innovation, and entrepreneurship, examines the importance of competition as
part of The Beatles’ creative process in his article “Creativity and Competition: The Beatles”
and assesses it as central to their creative process (Clydesdale 129-39). He cites Martin’s
1992 statement, from “The Making of Sgt. Pepper,” that the “element of competition [was]
... the essential thing that made them work so well” (Clydesdale 133).

There is evidence that the whole group was competitive. Lennon said, “There was a
little competition between Paul and me as to who ... got the hit singles ... in the early days
the majority of the singles ... were mine” (Sheff 148). Clydesdale cites McCartney’s
elaboration, “It was very friendly competition because we were both going to share in the
rewards anyway ... SO we were getting better and better and better all the time. He'd write
‘Strawberry Fields,” I'd go away and write ‘Penny Lane’” (Clydesdale 132).

McCartney reveals more of his competitive drive in this quote:

| read in Melody Maker that Pete Townshend [of The Who] had said: “We’ve just

made the raunchiest, loudest, most ridiculous rock ‘n’ roll record you’ve ever heard.”

... that got me going .... So | said to the guys, ‘I think we should do a song like that;

something really wild.” And | wrote “Helter Skelter” ... We just tried to get it louder:
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‘Can’t we make the drums sound louder?’ That was really all | wanted to do (Miles

487-8).

However, Ray Davies found McCartney’s competitive streak oppressive. He offered a
singular but negative observation: “Paul McCartney was one of the most competitive people
I've ever met” (Kitt 104). This comment does not mean that Davies saw competition as all
bad. He cites the rivalry within The Kinks as one of the factors that fuelled their creative
spark (Simpson).

The Flip Side of Competition

As Ray Davies noted, competition can be seen as a social constraint, and, as
creativity researcher Teresa Amabile stresses, the influence of social conditions on creativity
may be positive or negative (Amabile, “Social Environments” 2). For example, The Beach
Boys’ Brian Wilson recalls that he was competitively motivated to surpass the quality of The
Beatles’ albums (Wilson and Gold 89-90). The Beatles responded by attempting to better
his work. After hearing The Beach Boys’ 1966 album Pet Sounds, they asked Martin if they
could equal it. “No, we can do better”, he replied (Martin and Pearson 49). The resulting
album, Sgt Pepper (1967), demonstrates that diverse driving forces can provide a valuable
and worthwhile impetus for creative achievement.

Wilson achieved his artistic vision with Pet Sounds, which arguably excelled both
Rubber Soul and Revolver. However, it is worth considering whether the escalating creative
rivalry that followed, including the release of Sgt. Pepper, added pressure to Wilson’s

already fragile mental health. While The Beatles and Martin worked together, Wilson, the
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sole composer, arranger, and producer for The Beach Boys, got little support from his fellow
band members and often met significant resistance to his musical ideas (Clydesdale 134).114
The Extended Mind

Other creative theories may further explain The Beatles’ metamorphosis and help
assess their creative trajectory and development as musicians and recording artists. Before
discussing the work of yet more creativity-focused psychologists, | want to digress
momentarily into the field of philosophy of mind and the work of cognitive philosophers
Clark and Chalmers. Their paper “The Extended Mind” poses questions about the
boundaries of the mind and suggests that such boundaries may be external, outside the
accepted idea of “skin and skull.” Indeed, they advocate “active externalism,” in which the
environment drives cognitive processes (Clark and Chalmers 7-19). While much of the paper
deals with extended cognition via artificial intelligence and other tools, the suggestion that
cognition need not be restricted to the body is provocative and exciting.

Enhanced perception is an area that cognitive neuroscientists are also exploring. A
growing body of research in neuroscience and cognitive psychology indicates that musicians
exhibit enhanced sensory processing and multisensory integration abilities compared to
non-musicians. Cognitive neuroscientist Simon Landry and neurologist Frangois Champoux
have collaborated on research examining how musical training affects sensory processing.

Their 2017 study showed that musicians respond more quickly to “auditory, tactile, and

114 While Wilson’s upbringing would have made his life difficult enough, the added pressures of being

the creative Beach Boy were not conducive to any sort of equilibrium. Egos, drugs and competitive behaviour
combined made a recipe for disaster. An earlier Pop Svengali, Phil Spector, was even more driven than Wilson.

His mental decline, while not only due to his competitive nature, ended in tragedy.
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audio-tactile” stimuli than non-musicians (Landry and Champoux 156). Complementing this,
another cognitive neuroscientist, Gavin M. Bidelman’s research in 2016 employed the
“double-flash illusion,” which revealed that experienced and trained musicians have a
shorter “temporal window,” resulting in more precise synchronisation of auditory and visual
information (Bidelman 3037). These studies suggest that intensive musical training refines
unisensory perception and cultivates a more efficient and tightly tuned multisensory
system. Neuroscientist Charles Limb and neuroendocrinologist Allen R. Braun have been
developing visual brain maps in real-time by using functional magnetic resonance imaging
(fMRI) to study the neural basis of musical creativity as musicians first imagine playing, then
actually play and improvise, both alone and with another musician. They found a
characteristic “dissociated pattern of activity in the prefrontal cortex” in the improvisational
process that “may provide a cognitive context that enables the emergence of spontaneous
creative activity.” This indicates decreased prefrontal activity, a potential feature of altered
neural dynamics during creative states. (Limb and Braun 4-6). These findings highlight the
heightened perceptual capabilities of musicians.**®

Musicians, particularly those in ensembles or improvisational contexts, often
experience moments of synchronicity, or intuitive convergences that surpass orthodox
models of communication. These phenomena, sometimes described by musicians as “eerie”
or as an “example of ESP,” are known in psychology as non-ordinary states of consciousness

(Oswald et al. 1). This term encompasses experiences of pre-reflective awareness, tacit

knowledge, and heightened attunement that enable musicians to anticipate and align with

115 They are relevant to debates about neuroplasticity, perceptual expertise, and cross-modal

cognition, particularly in relation to creative and embodied skill development in the arts
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others in real time, often without overt cues (Sudnow 18-20). Such perceptual attunement
plays a critical role in what some researchers describe as creative transfer—the
spontaneous application of previously internalised structures or expressive gestures to
novel musical situations (Csikszentmihalyi, Creativity: Flow 110-12). These acts of “knowing
without knowing how” may reflect deeply embodied expertise, but also suggest a cognitive
permeability between self and context that supports fluid innovation and co-creation in
musical settings (Sudnow 42).
Creative Pairs

Much of the creative theory | have referred to so far has been developed to assess,
measure, and quantify individuals’ creative processes. Some studies of creative
collaboration deal with creative pairs, while some researchers, including Sawyer and
Gruber, focus on group interactions. It has become increasingly clear that innovation often
arises not from solitary genius but from dynamic interpersonal relationships. In Creative
Collaboration, linguistic and educational psychologist Vera John-Steiner emphasises that
creativity is rooted in “complementarity,” in which collaborators engage in dialogic thinking,
mutual scaffolding, and shared affective and cognitive labour (John-Steiner 4). Her
sociocultural perspective, influenced by Vygotsky, situates creativity in the intersubjective
space between minds. Joshua Wolf Shenk also dismantles the lone genius myth, arguing
that the “pair is the fundamental unit of creative achievement” (Shenk, Powers of Two 6).
Using examples such as Lennon and McCartney, Jobs and Wozniak, and Watson and Crick,
Shenk highlights how creative tension, emotional intimacy, and role differentiation foster
innovation. Together, these scholars view creativity as a relational process that emerges
through ongoing negotiation, responsiveness, and mutual transformation within a creative

dyad. Although Shenk’s theories can be viewed as narrow, it is apposite to consider his
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scrutiny of the Lennon and McCartney partnership. He opens Powers of Two with Hunter
Davies’ description of the 1967 songwriting session that produced “With a Little Help from
My Friends.” As | will discuss later, it is worth noting that it is a fine example of Mihaly
Csikszentmihalyi’s flow at work:

For a couple of hours, they both banged away [on guitar and piano]. Each seemed to

be in a trance until the other came up with something good, then he would pluck it

out of a mass of noises and try it himself (Shenk, Powers of Two xiii).

Shenk’s study of the two Beatles contains this instructive observation:

Their power together didn’t derive simply from individual ingredients but from a

dynamic of constant mutual influence. Indeed, even “influence” understates the

case, as it suggests two distinct actors operating on each other. Lennon and

McCartney did affect each other, change each other, goad, inspire, madden, and

wound each other. But they also each contributed to something that went beyond

either individual, a charged, mutual space of creation (Shenk, “Two Is the Magic

Number”).

As Clydesdale points out, “The Beatles encouraged each other to innovate,” a trait
that “reflects . . . high-quality team member exchange . . . in which mutual trust and respect
contribute to cooperation and collaboration” (Clydesdale 134). Further, he cites Lennon’s
statement, “My contribution to Paul’s songs was to add a little bluesy edge to them .. . he
provided a lightness, and optimism while | would always go for sadness, the discords, the
bluesy notes” (The Beatles Anthology 197).

This “dynamic of constant mutual influence” is displayed throughout Peter Jackson’s
2021 documentary series The Beatles: Get Back. Even more interestingly, there is evidence

of this dynamic extending to Harrison, Starr, and Billy Preston. | will discuss it further below.
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Creative Groups

The subject of group creativity has been covered in far greater detail than creative
pairs, primarily by psychologists who have developed complex theories in the fields of
business and economics. This thesis deals with The Beatles as a group of creative
individuals, generally working together toward a common goal. However, as noted earlier,
the unity apparent during their early career gave way, or possibly reverted, to more
individualistic behaviour as they matured and developed other interests. Tellingly,
organisational psychologists have struggled to demonstrate that observation of real
creativity and innovation in teams supports the assumptions that groups outperform
individuals on creative tasks (Nijstad and De Dreu 400). Paulus and Brown suggest that this
failure may be linked to the negative “social and cognitive influences” that can inhibit ideas
and innovation (Paulus and Brown 248). However, while the collective friction that became
so evident in the final years of their career certainly affected the group’s creative output
during the Get Back sessions, it did not prevent them from delivering the Abbey Road LP,
which highlights their undiminished creativity. More recent research investigating
multidisciplinarity in groups has found some positives. Multidisciplinary methods yielded “a
greater depth in idea generation” than unidisciplinary approaches (Michinov and Jeanson
1542). To reiterate, McCartney’s opening quote in this thesis is, “there were never any rules
... So we did things every which way,” highlighting that The Beatles’ creative approach was,
for the most part, multidisciplinary. As the group splintered and the individual songwriter’s
vision became paramount, their methods changed, but they rarely played it safe. The

composition and construction of the exceptional sixteen-minute medley on Abbey Road was
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primarily a joint venture between McCartney and Lennon.!® It demonstrated what they
could achieve when they combined their creative talents. Although the group by then was a
disintegrating quartet of talented individuals, the partnership between Lennon and
McCartney remained the core creative element. Most interestingly, educational
psychologists Melanie S. Meyer and Jonathan A. Plucker have found evidence that supports
Shenk’s hypothesis, suggesting that “pairs may be the optimal group size for creative
ideation, production and problem solving” (Meyer and Plucker 209).
The Beatles: Get Back

Peter Jackson’s documentary series The Beatles: Get Back (2021) is a fresh and
revelatory primary source that shows the reality of The Beatles’ creative processes at work. |
suggest that there is ample evidence of the extended mind and non-ordinary states of
consciousness at play in the tacit communication between performing and recording
musicians, a recurrent factor in the creative progress of The Beatles. There is a clear and
obvious example in the scene where McCartney and the band develop and complete the
song “Get Back” over a few takes (Part One 01:03:00). This example demonstrates true
creative collaboration at work and a paradigm shift away from the Romantic notion of the
sole creator or auteur presenting a single vision. It supports Lennon’s 1967 comment that
music is a faster form of communication than talking (qtd. in Leslie John and Paul, 12).
Although often almost imperceptible, moments like these pepper the documentary

series.!'” Another is the evolution of “I’'ve Got a Feeling,” which combines Lennon’s acerbic

116 Which is not to deny Martin’s and Emerick’s essential contributions.

117 collaborative musicians are likely to recognise the “almost imperceptible” moments more readily

than non-musicians because they will probably have witnessed similar cues in their workplaces.
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contribution with McCartney’s blue-sky optimism. True, the atmosphere is often tense; The
Beatles are anxious and frustrated about meeting a strict, self-imposed deadline. Despite
that, The Beatles demonstrate how attuned they were to each other’s sensibilities. They
keyed into each other’s nuances and shared the same vocabulary, one with a common
sense of humour. It would be easy to underestimate the role of humour and whimsy in The
Beatles’ creative output. They are almost impossible to quantify or even understand without
knowledge of the references, which are mostly in-group. Keith Sawyer describes this as
“group flow,” a heightened state of collective creativity in which group members are all on
“the same wavelength” and act spontaneously in pursuit of a common goal. He writes,
“Group flow is the magical moment when it all comes together, when the group is in sync
and the performers seem to be thinking with one mind.” It has been widely observed across
artistic, scientific, and athletic domains and is characterised by shared goals, deep listening,
and the suspension of ego, which allows equal participation; together, these features
facilitate group creativity. Musicians often experience a sense of spontaneous co-creation,
intuitively building on one another’s melodic and rhythmic cues in real time (Sawyer, Group
Genius 41-7). Even a cursory viewing of Get Back would yield extensive insights for future
theorists.

The instances of The Beatles demonstrating group flow, as Sawyer calls it, support
the theory of educator Edward P. Clapp that “participatory creativity” is not only possible
but often desirable. He does not discount the importance of individual agency in creative
work but highlights that “the matrix of people, objects and ideas” supports and shapes the
work (gtd in Richardson “Beatles ‘Get Back’” 2022). While Clapp’s assertion does not

convince me that ideas, not individuals, are creative, | agree that the development of
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innovative ideas need not be limited to a single agent (Clapp Abstract). One has but to
witness a performance by an improvisatory jazz combo to be persuaded of this.

As mentioned earlier, the divergence between the views of researchers highlights
the main weakness in grappling with the topic: devising rules of creativity—explaining how
and why it occurs and functions—is counterintuitive. Developing hypotheses is essential,
but there are significant challenges in formulating paradigms to rationalise the slippery
nature of creativity. While Torrance, Guilford, Sternberg and Lubart, Wallace and Gruber,
and others have developed structural theories of creativity, other researchers have explored
additional yet complementary possibilities. Psychologist and creativity researcher Mihaly
Csikszentmihalyi, in particular, provides alternative psychological structures for
understanding creativity, with a substantial focus on artistic imagination and invention. His
theories, outlined in his books Creativity: Flow and the Psychology of Discovery, Finding
Flow: The Psychology of Engagement with Everyday Life, and The Systems Model of
Creativity, provide a framework for developing an understanding of what creativity means in
the context of The Beatles’ creative growth (Csikszentmihalyi 1996; 1997; 2014).

Flow Theory

Csikszentmihalyi coined the term “flow” to describe a mindset in which the
participant focuses intensely and entirely on an activity, merging action and awareness in
the moment. He suggests that one in a “flow state” experiences a loss of self-consciousness,
a heightened sense of agency or control, and may feel a distortion of temporality—an
altered sense of time. We understand this state colloquially as being “in the groove” (music)
or “in the zone” (sports and gaming). It is also described as being “in the now” or, to some
degree, “mindfulness.” It is a desirable ideal for seekers of religious experience. Of course,

the concept includes constraints: for example, the creative activity must have clear goals,
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generate immediate feedback, and strike a balance between challenge and skill (Biasutti
522-3). Another weakness is that flow is difficult to map across complex, collaborative, and
improvised tasks. Csikszentmihalyi also hypothesised a personality type, the “autotelic,” an
individual “who generally does things for their own sake, rather than in order to achieve
some later external goal” (Csikszentmihalyi, Finding Flow 117). This characterisation
suggests that autotelic personalities can better navigate the intricacies “between the ‘play’
of challenge finding and the ‘work’ of skill building” (Csikszentmihalyi et al. Talented
teenagers 80). Although the interdisciplinary study of flow has grown to encompass many
fields of psychological research, the autotelic personality merits greater investigation. |
suggest that the individual members of The Beatles fulfil Csikszentmihalyi’s criteria for
autotelic personalities, despite their creations generating extrinsic rewards.
The Systems Model

Csikszentmihalyi’s systems model develops the concept that creativity cannot exist
in a vacuum but requires context. He states that it springs from the systemic interaction of a
knowledge domain, a “culture that contains symbolic rules,” with a creator who employs
the knowledge, bringing “novelty into the symbolic domain,” and with the recognition of
experts to judge the merit of the contribution, to “validate the innovation”
(Csikszentmihalyi, Creativity: Flow 6). He contends that each element is of equal importance
in the product of the creative act, using the metaphor of ignition: “the spark is necessary,
but without air and tinder there would be no flame” (Csikszentmihalyi, Creativity: Flow 7).
The Systems Model may explain The Beatles’ success: they were beneficiaries of working in
a domain that could comprehend and absorb their new creative output, namely the
entertainment business, and their novelty, apart from their music, was amplified by their

personalities and working-class sensibilities. They earned the favourable recognition of two
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types of valuers: experts like George Martin, well-versed in the art of record production, and
the record-buying public, who determined that the product was entertaining and therefore
worth paying for. Csikszentmihalyi’s Systems Model also endorses a key component in my
hypothesis that creativity flourishes in an atmosphere of permission, encouragement, and
guidance.!®

Taken together, the theorists | have mentioned provide the basis for exploring the
evolution of The Beatles’ creative growth. This progression has resonated with arts
practitioners through the ensuing decades. Although there is a correlation between
anecdotal evidence and aspects of Sternberg and Lubart’s theories, for instance, it would be
false to assume that the actual and the theoretical dovetail neatly. Perhaps this is because
the creative act may be completed in a heartbeat, remain invisible, or unfold imperceptibly,
with evidence often emerging only after the fact. Accepting this process might demand an
“act of faith” for some. It also helps explain why creativity’s elusive nature resonates with
the unfalsifiable qualities of what is known as the “mystical approach”—the notion that
creative thought emerges from divine intervention or as a supernatural gift bestowed upon
a receptive individual.!*® As Philip Mclintyre, a scholar of creativity and cultural production,
explains, although creativity occurs in “all walks of life,” its underlying processes are often

perceived as fundamentally “inexplicable and mysterious” (MclIntyre, Creativity and Cultural

Production 3—4).

118 1t is also true that creativity thrives in an atmosphere of adversity, when necessity acts as an
urgent driver. My perspective is built on the Sternberg’s concept of teachable and transferrable creativity.
119 As | noted in Chapter Five, | attribute the reluctance among the participants to acknowledge the

full extent of their own creativity partly to the aura around the “mystical approach” to creativity.
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One such example is McCartney’s 1984 account of writing the melody for
“Yesterday.” In The Playboy Interview with Paul and Linda McCartney, he said that he:

Must have dreamed it, because | tumbled out of bed and put my hands on the piano

keys and | had a tune in my head. It was just all there, a complete thing. | couldn’t

believe it. It came too easy. In fact, | didn’t believe I'd written it. (Goodman)

He initially doubted it was original, supposing that he had subconsciously plagiarised
another song. However, the melody was too good to dismiss, so he wrote some placeholder
lyrics, “Scrambled eggs, oh my baby how | love your legs” and:

Went around for weeks playing the chords of the song for people, asking them, “Is

this like something? | think I've written it.” And people would say, “No, it’s not like

anything else, but it’s good.” (Goodman)

It is instructive to consider MclIntyre’s argument that Csikszentmihalyi’s systems
model better explains McCartney’s writing of “Yesterday” than the “mystical approach.”
Mclntyre and Paul Thompson attribute agency to the writer “within the systemic
relationships of the field and domain” as he crafted a strong lyric and sought the opinions of
colleagues (McIntyre and Thompson, “Paul McCartney and the Creation” 101). MclIntyre and
Thompson, citing Csikszentmihalyi and Bourdieu, argue that individual agency is merely one
part of a more extensive “dynamic system” which, they assert, provides a more rational
explanation of the song’s creation than the established mythology (Mcintyre and
Thompson, “Paul McCartney and the Creation” 73-105). To summarise Mclntyre’s
perspective, creativity is not something that is peculiar to an isolated genius, as culturally
has been assumed; it is the outcome of complex interactions within systems of knowledge,

culture, and social validation (Mclntyre, “Creativity as a System in Action” 84-97).
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Conclusion

This chapter addressed the question of how The Beatles’ creativity can be explained
and analysed through creativity research. In combination with Chapter Four, it addressed
my third secondary research question. It sought to establish whether a theoretical
framework based on an examination of The Beatles’ artistic metamorphosis could support
the argument that creativity can be fostered through a synthesis of inspiration provided by
role models and strategies designed to nurture imagination, motivation and invention,
thereby granting creative agency. It has also explored how The Beatles’ creative methods
highlight the challenges facing creativity theorists by considering the dimensions and
dynamics of The Beatles’ creativity; not to explain its causes, but to illuminate its nature and
influence, something that creativity theorists have not yet fully achieved.

This chapter is limited in scope, and the project is based on a single case study; it
cannot hope to address every aspect of research into creativity. It has only reviewed a brief
portion of The Beatles’ career and is thus incomplete and imperfect. However, it
demonstrates that while creativity theories often have great merit, they also display
shortcomings in explaining practical creative methodologies. A significant difficulty in
understanding the nature of creativity is that the creative act essentially arises from
breaking the rules. Hence, the core of what makes the act creative makes studying the topic
challenging and provocative. Because The Beatles advocated having no rules, it becomes
even more confounding to construct a research paradigm to explain their creative
evolution. Creativity is a paradoxical, chaotic and disordered process, and grasping its
substance requires thinking akin to fuzzy logic, a method of modelling “logical reasoning
with vague or imprecise statements” (Cintula et al. 1). Real-world observations do not

dovetail neatly with theories, and theoretical paradigms do not adequately explain the
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problematic nature of characterising creativity. | have noted complications in accepting
established theories and indicated areas and concepts that deserve further interrogation.
However, apart from advocating for multidisciplinary research, | have offered no definite
philosophical improvements.

| have touched upon The Beatles’ evolution as songwriters, performing artists, and
maturing adults. Evaluating their development through the lenses of creative theories leads
me to conclude that unidisciplinary methodologies are unlikely to answer researchers’ most
challenging questions. Individual theories of creativity often seem sound in themselves, but
are limited by their scope. It is doubtful that applying any single theory could produce a
satisfactory explanation for The Beatles’ creative growth, let alone provide a template to
foster others’ creative journeys. | concur with the views of Sawyer, Sternberg and Lubart,
Gardner, Boden, and others that a multidisciplinary system which synthesises psychological
and neuroscientific research with findings from the fields of cultural theory, education, art,
anthropology, business, and other disciplines would provide a more balanced perspective
and better explain the creative process. Sawyer asserts that explaining creativity is an
essential goal because of “broad societal and economic trends” toward market
globalisation, the evolution of technology, the automation of menial jobs, and the global
increase in demand for “products of the creative industries” due to increased “wealth and
leisure time” (Sawyer, Explaining Creativity 3—4).

| sympathise with creativity researchers grappling to develop a thorough
understanding of the elusive mechanisms of creativity: it is a task akin to trying to capture
lightning in a bottle. Chapter Seven, however, has a more tangible focus: tracing The
Beatles’ evolving engagement with themes of peace, love, protest, and authority from 1965

to 1970, it shows how the group subtly shaped the decade’s cultural and political discourse.
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More importantly, it argues that their contribution to cultural change is inseparable from,

and primarily driven by, their creative evolution.
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Chapter Seven: The Beatles’ Sociopolitical Influence
Across The Universe
A person willing to fly in the face of reason, authority, and common sense must be a
person of considerable self-assurance. Since he occurs only rarely, he must seem
eccentric (in at least that respect) to the rest of us. A person eccentric in one respect
is often eccentric in others.
— lsaac Asimov.
“How Do People Get New Ideas?” 1959.
This chapter moves away from the mechanisms of creativity to investigate how The
Beatles” music and personas intersected with the political and cultural upheavals of the
1960s. Through an analysis of songs and interviews, it argues that the group acted as
creative cultural mediators, amplifying debates on themes of peace, love, protest, authority,
and identity. It directly addresses my second ancillary research question by tracing how
their evolving creative processes intersected with, and at times shaped, broader social and
political currents. Following their creative progression from 1965 to 1970, | suggest that as
The Beatles’ creativity blossomed, their innovative thinking expanded into a worldview that
subtly influenced the decade’s discourse. Their contribution to cultural change was
inseparable from, and primarily driven by, their creative evolution. It involved constant
experimentation, reconsideration, and healthy scepticism. Throughout their career, The
Beatles repeatedly explored, questioned, and refined their beliefs while simultaneously
attempting to express them through action and art. The group’s originality extended beyond
musical innovation to embedding social critique and political commentary within accessible,

often joyful, artistic forms. In this reading, their songs—whether overt protest pieces or
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subtly coded reflections—function as vehicles for reimagining the possibilities of art,
politics, and human connection.
Revolution and Dissent

In this chapter, | evaluate the role of creativity in shaping The Beatles’ philosophical
outlook, as reflected in their political and protest songs, and consider how it may have
influenced the zeitgeist of the 1960s and beyond. Although often positioned behind more
overt protest artists, The Beatles can be viewed as significant contributors to the era’s
sociocultural and sociopolitical discourse. As contemporary British historian Marcus Collins
argues, The Beatles can justifiably be credited as pioneers of “political activism in Western
pop music,” particularly in the latter half of the 1960s, when their emerging sociopolitical
stance began to command attention and recognition. He further suggests they employed
analogous creative approaches in both their music and politics (Collins, “The Beatles’
Politics” 292).

Extending Collins’s argument, | contend that The Beatles’ creative and political
decisions shared a common origin in their methods of making: iterative experimentation,
playful subversion, and public performance of change. Collins notes that these processes
sometimes led to hasty or ill-informed judgments, and, on occasion, to “political ambiguity
and inconsistency,” yet they nonetheless drew public attention to topics often previously
outside the scope of popular music. He also suggests that the group’s innate anti-
authoritarian attitude sharpened their political expression and fostered social and political
awareness among their followers (Collins, “The Beatles’ Politics” 292). Their activism was
less confrontational than that of some contemporaries and was often expressed obliquely
through gentle observation and pointed humour. Still, as Collins suggests, The Beatles

devised strategies that have become part of the playbook for generations of “politicised
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musicians,” including Bob Geldof, Billy Bragg, Bruce Springsteen, and Bono (Collins, “The
Beatles’ Politics” 292). It is also evident in the activism of Australia’s Midnight Qil. Collins
cites Bono as crediting John Lennon’s influence with inspiring boldness in his own activism
in a 2010 interview with Q Magazine (qtd. in Collins, “The Beatles’ Politics” 292).

The Scope of This Chapter

| do not undertake a detailed musicological analysis of The Beatles’ songs, primarily
due to limitations in scope and focus. While | recognise that the musical and sonic
constituents of sociopolitical protest songs can be critical to their impact or effectiveness,
my emphasis is on the visceral and cerebral impact of each song as a whole rather than the
intricacies of its musical mechanics (Moore, “A Hermeneutics” 387-9). Accordingly, | treat
lyrics as the primary vehicle of communication, with supporting commentary on the effects
of the musical, sonic, and production elements where relevant. Where appropriate, | draw
selectively on music and literary criticism

The analysis concentrates on The Beatles’ influence on the cultures of the United
Kingdom and the United States. As evident from the participants’ comments in Chapter Five,
the inferences drawn are also generally applicable in other English-speaking countries, such
as Australia and New Zealand. However, although The Beatles’ impact in other countries
may be significant, this study limits itself to English-language documentation
What Constitutes a Political or Protest Song?

Despite, perhaps because of, theirimmense popularity, it was easy to discount The
Beatles’ nuanced contributions to dissent, as they generally shied away from the direct and
explicit public protest which was increasingly in vogue from the mid-1960s. However, |
argue that their creative subtlety belongs squarely in this context. In defining and assessing

the protest genre through Aristotelian theories of rhetoric and persuasion, Elizabeth J. Kizer
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describes protest as an overt or covert expression of “dissatisfaction with the status quo”
(Kizer 3). She notes Alan Lomax’s suggestion that such dissent generally addresses economic
and social struggles but may also extend to the “emotional hardship” arising from ancestral
sexual repression (Lomax 365). Kizer further suggests that protest, apart from implying or
asserting a need for change, “may serve to stimulate thought, reinforce or modify attitudes
... whether written for that purpose or not.” She emphasises that: “Protest lyrics are
creative expressions designed to elicit an emotional response rather than being polemics for
cognitive examination.” Accordingly, they are not aimed at engaging the listener
intellectually as much as resonating emotionally (Kizer 4-5).

From this perspective, the defining elements of a political or protest song do not
need to be explicit in the music and lyrics or make a sustained and reasoned argument.
Instead, they may be embedded in four interrelated components: genesis, intent, reaction,
and impact.

Genesis, Intent, Reaction, and Impact

This section addresses these four analytical criteria to demonstrate how these
elements, in combination, determine the effectiveness of political and protest songs. These
factors include the source of the artist’s inspiration, the songwriter’s intent, the audience’s
reception and interpretation, and the long-term cultural impact of delivering a message
through the medium of the popular song. It is essential to recognise that a message may be
received in its intended form yet still be misread, or distorted beyond recognition, by its
audience. One extreme example is the widely reported link between Charles Manson and
The Beatles’ song “Helter Skelter.” Evidence presented at Manson’s 1971 trial suggests that
he cited and interpreted several songs from the White Album to justify his criminal actions

(Bugliosi and Gentry 240-1). While Manson was diagnosed as being affected by severe
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mental illness, the case underscores how easily a message may be misread—through
ignorance or, at times, deliberate malice.

Social and cultural shifts can also influence how a song is perceived. For instance, in
2023, the Welsh Rugby Union banned the singing of the Tom Jones 1968 hit “Delilah” at
Principality Stadium. The song, a pop version in the classic murder ballad style, narrates the
story of a jealous lover who kills his unfaithful partner. Andy Martin reported in The
Guardian that the ban followed criticism from some rugby supporters who viewed the lyric
as trivialising domestic violence (A. Martin, “Bye, bye, bye Delilah”).

Conversely, shifting cultural attitudes can enhance a song’s resonance. When it was
released in 1969, some US radio stations banned “Give Peace a Chance” because of its
perceived anti-Vietnam War sentiment. Similarly, the BBC removed “Give Peace a Chance”
from its playlist—along with “Back in the U.S.S.R.” —during the first Gulf War in 1991, based
on the same reasoning (Potter; “The BBC’s Banned Songs of the Gulf War”). The pattern was
reversed in March 2022 when, in a show of solidarity, over 150 European public radio
stations in more than twenty-five countries simultaneously played “Give Peace a Chance” to
protest the Russian invasion of Ukraine (Gallagher).

In their article on rock music and protest against the Vietnam War, historians
Kenneth Bindas and Craig Huston offer a keen observation on how audiences responded to
political rhetoric in music during the height of the Vietnam War. They argue that the
commercialisation of anti-war songs post-1969 diminished the genre’s “rhetorical potential”
as listeners increasingly sought entertainment rather than provocation. They assert that
“the failure of rock music to develop a political and moral conscience” was due in part to
market forces, arguing that responsibility for this dilution lay with “artists and record

companies, as well as consumers” (Bindas and Huston 19-20).
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Rhetoric and Persuasion in Protest Songs

Elizabeth J. Kizer, applying Aristotelian theory to protest lyrics, notes Aristotle’s
admonition that things that are true and just are naturally easier to prove and believe in.
She argues that “Protest lyrics and their music line have a synergistic effect,” stressing that
lyrics and melody are complementary components in producing a rhetorical impact that
could not be achieved by either part alone (Kizer 4-7). Similarly, Irvine and Kirkpatrick
contend that “music, in contemporary culture, plays a key role in the development and
maintenance of attitudes and values held by various groups within the general population”
(Irvine and Kirkpatrick 272).

Kizer observes, citing Knupp, that the meaning of a song is ultimately shaped by the
listener’s expectations, biases, and experiences. In this sense, the songwriter’s intent can
become secondary to the listener’s interpretation (Kizer 7). This reflection lends weight to
the argument made by Tom Lehrer, who dismissed protest music as “preaching to the
converted” (2003). An alternative view, offered by John Steinbeck, is that the songwriter
employs the tools at hand to persuade the listener:

The songs of the working people have always been their sharpest statement and the

one statement which cannot be destroyed. You can burn books . .. but you cannot

prevent singing. Songs are a statement of a people. (Steinbeck 8)

As Kizer has suggested, intent plays only a partial role in understanding the impact of
creative work; the listener’s mindset is often more decisive (Kizer 7). Although The Beatles
clearly intended to share their discoveries, whether political, spiritual, or philosophical, they
generally avoided writing anthems. The notable exceptions are “All You Need is Love” and
Lennon’s “Give Peace A Chance” (released by Plastic Ono Band but credited initially to the

Lennon-McCartney songwriting partnership). Their approach was usually more subtle.
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Rather than crafting polemics, The Beatles preferred to make engaging records, steering
clear of rants and bitter dirges (although Lennon would later use that approach in his solo
career). This chapter argues that their subtle rhetorical strategy often invited listeners to
reconsider or refine their thinking without overt didacticism; accordingly, their sociopolitical
influence could be more enduring and, in some respects, more potent.

Precursors of Pop Protest

The 1960s, perhaps more than any previous decade, teemed with protest songs.
Although the ideological battles of the first half of the twentieth century were still being
fought, progress had been made in areas such as workers’ rights and women’s suffrage.
Even so, an increasing number of people, especially students, could see that a long struggle
toward equity lay ahead. They were prepared to speak out and demonstrate against social
injustice. The momentum of the US Civil Rights Movement continued to build, driven by
leaders such as Martin Luther King Jr., A. Philip Randolph, Roy Wilkins, and John Lewis. In
Britain, the Campaign for Nuclear Disarmament (CND) gained strength as more citizens
condemned the development and potential use of nuclear weapons.

Before the 1960s, protest songs were primarily the domain of the folk, blues, and
jazz traditions. In the first half of the decade, however, the shared ethos of “the Movement”
began to be expressed more widely through popular music, creating a period when, as
sociologist Richard Flacks observes, “music and protest were more deeply intertwined than
at any other time since the days of the Wobblies” (Flacks 182).

By the mid-1960s, as the peace movement gained greater prominence, other, more
strident and diverse voices emerged. Opposition to the Vietnam War and the draft
intensified, and protests often culminated in violent confrontations. The Women'’s

Liberation Movement was making substantial headway, and Indigenous rights issues began
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to gain visibility for the first time in decades (Marwick Parts 1I-IV). Inspired by Bob Dylan,
Joan Baez, Phil Ochs, and Barry McGuire—whose version of “Eve of Destruction” (written by
P.F. Sloan) became an all-purpose protest anthem—_British artists began to harness the
power of their music in an attempt to influence change (Pichaske 79-80). In this context of
social and political turbulence, always a motivator for artistic commentary, The Beatles
began to articulate a distinctive form of protest through song. Characteristically, they
extended an already established yet under-recognised tradition: their rock-and-roll roots.
Chuck Berry

While some American songwriters, including Bob Dylan and Brian Wilson, recognised
and emulated the work of Chuck Berry, The Beatles and other British bands—such as The
Rolling Stones, The Kinks, and The Who—were greatly influenced by the lyrical substance of
his music. Berry’s songs frequently contained astute social observations and a litany of
grievances, offering far more than simple tales of teenage romance. While his music
epitomised the sound of rock and roll, his lyrics frequently delivered incisive yet nuanced
critiques of white, middle-class, aspirational American norms. He emerged as a
spokesperson for teenage dissent, expressing what music critic Robert Christgau calls
Berry’s “impudently transgenerational postblues racelessness.” His “insightful excursions
into the teen psyche” in songs like “School Days” and “Too Much Monkey Business” offered
clever, satirical protests against the mundane pressures of conformity (Robert Christgau,
Grown Up All Wrong 9, 47; Robert Christgau, “Chuck Berry” 54—60). English and Northern
Irish “beat” groups held Berry’s music and lyrics in great esteem. His work provided an
earthy and articulate model for artistic self-expression—a virtual how-to manual for rock
protest. While this is not to suggest that Berry consciously created an ethos for others to

adopt, it does illustrate how subtle the power of influence may be, even at one remove.
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The combined influences of Dylan, Berry, and the blues idiom gave The Beatles, as
songwriters and musicians, the confidence and vocabulary to develop nuanced and
innovative ways to incorporate social commentary and subversive messages into the
established pop-song format. Their subject matter evolved to include themes such as
personal and collective transformation, revolution, spirituality, compassion, and alternative
modes of thinking. This empowerment marked a shift in their approach to songwriting from
1965 onward. While earlier themes of love and relationships continued to play a prominent
role in their work, a more observational and empathetic tone became increasingly evident.
Marcus Collins argues that their political messaging could be erratic at times (Collins, “The
Beatles’ Politics” 292). This chapter, however, contends that such variability was less a
weakness than a natural by-product of their evolving creative growth. The Beatles
continually experimented, seeking ideologies they believed were authentic and fair. This
search was consistent with their background, and they rarely strayed far from the moral
frameworks of working-class Britain (Gildart 62—-85).

As they began addressing themes of social awareness and protest, The Beatles
stimulated the widening divide between youth culture and the establishment and prompted
broader cultural debates. Sociologist Richard Flacks suggests that, due in part to their
influence, popular music began to engage with serious social considerations, discarding
traditional genre values and embracing “symbolism, surrealism, and literary allusion.” As a
genre, it adopted The Beatles’ anti-authoritarian stance, challenging “conventional
morality” and institutional religions (Flacks 183).

The Transformative 1960s
Though the 1960s were a decade of profound change and social transformation, the

shifts were not always equitable, nor were the changes experienced equally. By 1965, some
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of the optimism that had characterised the early part of the decade had faded, leaving many
with feelings of isolation and disillusionment. The Summer of Love may have briefly
assuaged such feelings for some, but others sought more substantive reform—for them,
nothing short of a fair and just society would suffice. This sentiment fuelled the rise of
student activism, which targeted war, government policy, and the systemic corruption
underpinning the status quo. As research outlined in previous chapters demonstrates, the
volatility of successive social movements over the next few years left an indelible impression
on The Beatles, shaping both their creative output and personal perspectives. Their uniquely
shared experience of sudden and momentous success had already influenced their
worldview, both as musicians and as cultural thinkers. At the same time, they were
influenced by Bob Dylan and other musical contemporaries in what might be termed a
creative feedback loop. Their rapidly developing sense of awareness—amplified by fame
and wealth and fostered through a form of cultural hothousing—brought a renewed
ambition and maturity to their creative work. My research, including a thematic analysis of
The Beatles’ mid-to-late period albums, established that approximately twenty per cent of
the songs reflected their growing social consciousness.'?° It was a thematic expansion that
coincided with, and was facilitated by, the experimentation and collaborative writing
practices outlined in Chapters Three and Six. Their evolving creativity provided new
aesthetic means for embedding dissent. The songs ranged stylistically from Harrison’s direct
exhortations in “Think for Yourself,” through McCartney’s ironic satire in “Her Majesty,” to

the poignant empathy of “You’ve Got to Hide Your Love Away.” Some suggest that Lennon

120 These include Rubber Soul, Revolver, Sgt. Pepper’s Lonely Hearts Club Band, Magical Mystery Tour

(a double EP in the UK), The Beatles (the White Aloum), Abbey Road, and Let It Be.
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wrote the latter song as a statement of solidarity with their manager, Brian Epstein, whose
homosexuality was then illegal in Britain (MacDonald, Revolution [1995], 118-119). The
Beatles increasingly combined politics and protest in their creative output. Their songs also
touch upon themes of alienation, racial and gender inequity, and the struggles of the
marginalised—the lost, lonely, and downtrodden. The Beatles often challenged
conventional thinking without proselytising, reframing the era’s conventions through artistic
expression. They achieved through subtlety what many artists pursued through overt
polemics: they stealthily advocated for informed, compassionate, and mature thinking. In
this, The Beatles were more successful than many of their contemporaries. Through sonic
rhetoric, their political songs “say more than they say.” Their popularity, combined with
their skill in sugarcoating dissent through humour, exquisite melodies, clever wordplay, and
polished production, made their political and social commentary widely palatable. Their
medium enhanced their message.

While Lennon is often considered the most politically outspoken Beatle, all four
members developed an awareness of social issues and displayed a willingness to use their
music and celebrity to advocate for causes they believed in. As early as 1964, they had
publicly expressed anti-war sentiments and opposition to nuclear weapons in press
conferences.?! Of course, not all their activism was entirely altruistic. It is challenging to
interpret Harrison’s “Taxman” as anything other than a polemic against the British
government’s “supertax” on high earners, particularly the newly wealthy Beatles. At the
same time, the lyric reflects a disillusionment with state authorities and bureaucracy, a

sentiment that resonated more broadly. By 1965, The Beatles had experienced both the

121 The paul McCartney Encyclopedia (Harry 112.)
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harsh and preferential sides of law enforcement: from Harrison’s deportation from
Germany in 1960 and the subsequent expulsion of McCartney and Pete Best, to witnessing
preferential treatment by police during the height of Beatlemania. They were to experience
more police misconduct later, when the corrupt Detective Sergeant Pilcher conducted his
notorious drug raids on Lennon in 1968 and on Harrison in 1969 (Collins, “The Beatles’
Politics” 294).

According to Marcus Collins, critics often regarded The Beatles’ political thinking as
simplistic and lacking intellectual and philosophical depth. He argues that their views
reflected an experimental and sometimes ambiguous perspective as they navigated the
shifting political and cultural landscapes of the 1960s (Collins, “The Beatles’ Politics” 294—
306). Nevertheless, this openness may be precisely what made their perspectives resonate
with others. As artists, their anti-reactionary, liberal, and progressive attitudes were not the
product of elite education but rather grew out of their position within Britain’s working-
class tradition. Apart from their objections to punitive taxation, their values remained
rooted in the class identity they had known before their rise to fame and wealth (Gildart 62—
85).

This chapter argues that The Beatles were far from politically unsophisticated. While
their early views may have lacked theoretical refinement, this reflected the nature of
creative thinking: to remain open to possibilities and test ideas. Creativity can often be
mistaken for naivety because it involves experimentation, revision, and a willingness to
doubt. Throughout their career, The Beatles repeatedly explored, questioned, and refined
their beliefs while simultaneously attempting to express them through action and art. To
conservative British society, this may have appeared as whimsy or eccentricity,

characteristics many observers associated with them after 1965. Still, their statements and
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music consistently followed an internal logic. In a 1967 interview conducted by Jo Durden-
Smith for Granada Television’s So Far Out It’s Straight Down, McCartney explained his trust
in the emerging counterculture:

You can sort of trust that it’s probably gonna be alright . . . it’s human beings doing

it, and you know vaguely what human beings do . . . they’re probably going to think

of it nearly the same way you would . . . You can trust to the fact that things are
generally not as bad as you make them out to be. (00:28:16—00:28:32)

McCartney’s statement may sound like an alternative lyric for “Strawberry Fields
Forever,” but he appeared relaxed, lucid, and thoughtful throughout the interview. At just
twenty-four, he expressed himself with confident authority, reflecting the laissez-faire
approach that often underpinned The Beatles’ public statements during the latter half of
the 1960s. He does not present himself as an apologist for either the underground or the
establishment, but as someone speaking honestly and independently.

The Beatles’ Contribution to the Protest Song Genre

If the purpose of the protest song is to rouse, inform, diagnose communal ills, and,
perhaps, engender compassion, then The Beatles made significant contributions to the
genre. Songs such as “Revolution” and “Taxman” appear to be overtly political statements
designed to provoke a response. Others are more nuanced. Later in this chapter, | examine
the genesis, intent, reaction, and impact of five of The Beatles’ sociopolitically motivated
songs from the period 1965 to 1970. These criteria are essential to understanding the
group’s objectives and evaluating the success of each effort. Given their popularity and the
widespread dissemination and commodification of their music, it is easy to undervalue the

seriousness of their contribution to protest and politically driven music.
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Their popularity was vital; it is precisely what made The Beatles so influential. As
Kizer notes, “the talent and reputation of the musician prompt[s] the target audience to
credit the message source with intelligence, moral character ... and good will” (Kizer 5). She
notes that this aligns with Aristotle’s three modes of persuasion: ethos, pathos, and logos.
We are influenced by the messenger’s credibility, the emotion a work evokes, and the
strength of the argument (Aristotle 1.2-1.3). The Beatles’ rhetorical strategies became more
subtle as their studio practice and collaborative methods matured. They smuggled dissent
into highly accessible forms by incorporating new arrangements, sonic textures, production
choices, and personas. Consequently, The Beatles’ music reached, appealed to, and
influenced the thinking of a generation in much of the English-speaking world.

Like Woody Guthrie and Bob Dylan, who worked in the folk idiom, The Beatles
understood the emotional power of songwriting and applied it to pop music. They had
already demonstrated this in their early beat-driven, harmony-laden music, which spoke to
the teenage experience. From the mid-1960s onward, they began embedding social
commentary in their songwriting. For instance, McCartney’s portrayal of the single, probably
unwed, mother in “Lady Madonna” is often read as evoking feelings of pity, shame, and
indignation, much like “The Mill Mother’s Lament,” composed by Ella Mae Wiggins during
the Gastonia Textile Strike of 1929.122 Conversely, Lennon’s “Revolution” channels
discontent and ethical questioning, closer in spirit to Dylan’s “Blowin’ in the Wind.” These
songs aim to elicit emotion rather than deliver polemics that demand intellectual

consideration.

12261 more details of Wiggins, the “poet laureate of the Gastonia Textile Strike” see Patrick Huber’s

“Mill Mother’s Lament” in Southern Cultures.
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The Cumulative Effect of The Beatles’ Political Songs

At the beginning of The Beatles’ recording career, they were perceived primarily as a
pop group, although they probably saw themselves more as a rock-and-roll band. It is worth
remembering that at that time, such a group would not have expected their views to be
solicited on anything beyond musical trends: certainly not their political beliefs. However,
amid the whirlwind of Beatlemania, they became adept at answering a wide range of media
guestions. Between 1963 and 1965, they were often asked for their views on political and
social issues in press conferences and interviews. By 1965, they were beginning to articulate
their positions—sometimes cautiously, sometimes more boldly. Their improvisational
attitudes in media interviews and their evolving lyrical frames worked in tandem. Together,
they infused creativity into intersecting with and gently redirecting mainstream
conversations about war, class, and authority. In October 1965, McCartney told New
Musical Express: “We don’t like protest songs of course, because we’re not the preaching
sort and in any case, we leave it to others to deliver messages of that sort.”?23 By contrast,
Harrison expressed a more direct opinion a few months later. In an interview in March 1966,
he expressed daily concern about the Vietnam War, stating, “Anything to do with war is
wrong” (Cleave). At a press conference later that year, all four Beatles declared, “We don’t
like war, war is wrong” (Dallos).

Their trajectory from touring pop stars to cultural figures with global influence

coincided with the sweeping social and artistic changes of the 1960s. Moreover, years of

123 1an MacDonald notes that protest songs, “were a particular bugbear with the apolitical Beatles,”

and Barry McGuire’s “Eve Of Destruction” was “their pet hate at the time” (MacDonald, Revolution [2007]

515).
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international touring and global success gave The Beatles an unmatched breadth of
experience. By the time they retired from live performances in August 1966, they were, in
many respects, among the most worldly people of their generation, courted by both
establishment figures and countercultural movements.

This chapter argues that the impact of The Beatles’ political and protest songs should
be considered cumulatively, not solely on a song-by-song basis. While the content and
chronology of each song are important, it is the broader arc of their work that reveals its
ultimate significance. Between 1965 and 1970, The Beatles articulated their political views—
and, arguably, their humanity—to those who were willing to listen. While few of The
Beatles’ songs were explicit, taken together, they offer a sustained and reasoned argument.
They reiterated consistent themes: love is essential; observe the world clearly; recognise
how people behave; and understand that together we can enact change. As seen in Chapter
Five, interview responses suggest that while many participants did not initially perceive The
Beatles as politically influential, their later reflections revealed a more profound impact that
shaped their broader worldview. Lennon would later reflect that the 1960s proved what
could be achieved when individuals accepted responsibility for creating positive change
(Wiener 306). He and Yoko Ono continued to champion this ethos well into the 1970s.

Taken as a whole, The Beatles’ political songs communicate a powerful message.
Like Dylan, their work defied easy categorisation and remained fluid, as the group
continually reinvented itself. Their adaptability—moving from one stance or persona to
another—made them both unpredictable and multidimensional. However, it is precisely
abstraction in art that endows it with power: by resisting definition, it opens a liberated and
resonant space which is rich with possibility. Lennon’s lyric, “Turn off your mind, relax and

float downstream,” is an invitation to “see the meaning of within,” but it is by no means an
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instruction. As Jerry Garcia of the Grateful Dead remarked, “You have to get past the idea
that music has to be one thing” (George-Warren, Garcia 64). Taken together, their politically
tinged songs form a body of work that is both diverse in style and unified in its underlying
humanitarian concerns.

The Beatles as Postmodern Protesters

While this chapter argues that The Beatles began incorporating protest elements in
their music as early as 1965, with “You’ve Got to Hide Your Love Away,” their political
engagement arguably reached its peak with the release of The Beatles (the White Album) in
November 1968. Often regarded as a missed opportunity, it has been criticised for lacking
unity and internal coherence (Doney 88—89; O’Grady 150). However, some scholars have re-
evaluated the album. Professor of English Ed Whitley suggests it may be more productively
understood as “an effective postmodern text” designed as a subversive cultural statement
that invites listeners to participate in interpreting its meaning rather than offering fixed
resolutions (Whitley 105-106). Scott Haden Church’s analysis of “Happiness Is a Warm Gun”
positions it as a postmodern protest song, citing Handler’s argument that subversion and
defiance underpin postmodern protest, alongside a “commitment to undermining dominant
discourses” (Church 30). Jeffrey Roessner, another Professor of English, similarly contends
that the White Album outlines “a way of being political, a post-modern politics” (Roessner
147).

Viewed from this perspective, the White Album aptly mirrors the fragmentation and
disruption that characterised much of 1968, as the post-Summer of Love period was marked
by global turbulence. In the United States, the civil rights movement was becoming more
impassioned and was shaken by the assassinations of Martin Luther King Jr. and Senator

Robert F. Kennedy. The escalation of the Vietham War sparked violent anti-war protests
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worldwide. In France, the May ‘68 protests, which began with university occupations,
ballooned into mass demonstrations and nationwide strikes that effectively paralysed the
economy. Earlier in the year, the Soviet Union had invaded Czechoslovakia, and in Britain,
Enoch Powell delivered his inflammatory anti-immigration “Rivers of Blood” speech.
Powell’s tirade partly inspired The Beatles’ satirical retort “Get Back,” as evident in Peter
Jackson’s 2021 documentary series, The Beatles: Get Back, although the final version of the
song does not refer to it.

Internal tensions also contributed to the album’s apparent disarray. Brian Epstein’s
death in August 1967 left a management vacuum. Lennon’s growing relationship with Yoko
Ono, his heroin use, and her presence in the studio unsettled The Beatles and disrupted
established working patterns. This adjustment of the equilibrium affected the group’s input
and creative cohesion.

While The Beatles could not have consciously intended the White Album to be a
postmodern protest album, Whitley, Church, and Roessner have identified key postmodern
artifacts in the work as a form of cultural protest that aligns retrospectively with
postmodern strategies. The album’s mosaic aesthetics—genre jumps, pastiche, and abrupt
edits—reflect the same creative processes of experimentation, bricolage, and decentralised
authorship that also structured their public-facing politics, showing how those processes
intersected with, and responded to, the 1960s’ cultural and political currents. However, |
argue that it is the cumulative effect of the compelling body of art they created post-1965
that affirms their role in shaping the political and protest culture of the late 1960s.
Creativity as a Driver of Political Logic

The premise of this chapter is that The Beatles’ creative thinking informed and drove

their political logic. Proving this definitively is difficult, perhaps impossible, because
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creativity is typically evaluated in terms of its outputs or results, rather than its inputs,
which are difficult to quantify. We usually recognise creativity through tangible outcomes:
what we can see, read, or hear, not through direct access to the creator’s thought process.
Nevertheless, it is worth reflecting on how The Beatles’ restlessness and constant desire for
change pushed them to seek new modes of expression throughout their career. According
to Lewisohn, The Beatles wished never to repeat themselves because, among other reasons,
they found repetition boring (Lewisohn, Tune In ch. 35 par. 12). To borrow a phrase from
Robert Hughes to capture the exhilaration and perplexity of creative invention, they
continually sought “the shock of the new” (EImes 45; Hughes). They were the antithesis of
conservative or reactionary thinkers: they were creative risk-takers driven by the need for
renewal. The motivation to take chances was central to their work. Between 1965 and 1970,
this drive to innovate intensified. They transitioned from a touring act releasing multiple
albums and singles each year to a studio-based ensemble producing music that was widely
acclaimed as complex and exquisite. They embraced experimentation and the values of
modern art. Often through McCartney’s curiosity, their creative circle extended well beyond
fellow musicians to include painters, writers, filmmakers, photographers, and conceptual
artists such as Yoko Ono.

It is a mistake to imagine that The Beatles developed and expressed their political
and sociocultural views in ways unrelated to their creative work: it is a crucial truth that
they were not merely pop stars, but artists motivated by the same creative imperatives in
both spheres. Creativity resists stasis; it is provocative, exploratory, and impatient with
convention. It thrives on challenge, discovery and innovation. As Edward de Bono, author
and pioneer of the concept of lateral thinking, observes, “Creativity involves breaking out of

established patterns in order to look at things in a different way” (1990). de Bono’s view
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echoes Leo Sayer’s sentiment about embracing possibility. Sayer told me that dreaming—
“thinking and imagining and picturing something that is way beyond your abilities” —is
critical because “without embracing the possibility, you don’t even go near the craft”
(Sayer).

Some may dismiss The Beatles’ political expressions, whether in songs or interviews,
as a form of “virtue signalling”—a term popularised by Spectator journalist James
Bartholomew in 2015. Such ad hominem critiques were commonplace throughout their
career. In the early days of Beatlemania, detractors targeted not only their music but also
their appearance and the behaviour of their fans. Marcus Collins notes that the band was
even accused of inciting female masturbation (Collins, The Beatles and Sixties Britain 59—
60). The Beatles were banned from performing in Israel in 1964,'%* and later denounced by
elements of the press and establishment as immoral, drug-taking hippies (Collins, The
Beatles and Sixties Britain 103—10).

However, | contend that their willingness to speak out against perceived injustice
was genuine and grounded in deeply held convictions. Gregg’s theory of protest rhetoric
posits that while protest typically expresses “demands and grievances,” it is not necessarily
aimed only at the authorities “responsible for the conditions being protested.” Rather,
protest often serves an “ego-function” by “establishing, defining and affirming ... self-hood”

(Gregg 74). This theory provides a reasonable framework for understanding The Beatles’

124 The interdepartmental committee for authorising the importation of foreign artists, refused their

entry; resolution 691, which reads: “Resolved: Not to allow the request for fear that the performances by the
Beatles are liable to have a negative influence on the [country’s] youth.” (O’Loughlin, The Guardian 22 Sep.

2008).
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political rhetoric through their songs. Gregg cites Parke Burgess, who suggests that any
rhetorical approach is essentially an invitation to an audience to embrace a particular way of
living. Therefore, creative rhetoric does not merely aim to convince listeners of a policy or
idea; it encourages people to adopt “a pattern of strategies and motives” that ultimately
shape how individuals interact within their culture. This type of discourse does not just
change minds; it intertwines logical argument with cultural and personal transformation,
calling people into new ways of life (Gregg 74). This rhetorical invitation exemplifies how
The Beatles’ creative process of framing, reframing, and aestheticising dissent linked to
sociopolitical effect, by encouraging audiences to adopt new forms of social responsibility.

Tom Lehrer, the American musical satirist and mathematician, offers a parallel
observation. In a 2003 interview with Tony Davis, he reflected on the impact of his political
songs, observing that he felt his satire comforted his audience, leaving them feeling self-
satisfied, rather than provoking them to righteous anger or a sense of urgency for genuine
action:

| always regarded myself as not even preaching to the converted, | was titillating the

converted. The audiences like to think that satire is doing something, but it is mostly

to leave themselves satisfied. (Davis, The Sydney Morning Herald)

Musician and songwriter Pete Seeger, one of the twentieth century’s best-known
political activists and populariser of “We Shall Overcome,” offered a contrasting view. He
believed fervently in the transformative potential of song. Dunaway quotes him as saying:
The right song at the right moment could change history (Dunaway 335).

Seeger was staunch in his faith that the power of song would rouse listeners, shape
opinion, and advance justice in civil rights, labour movements, anti-war protests, and

environmental advocacy:
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Songs won’t save the planet, but then neither will books or speeches . . . Songs are

sneaky things. They can slip across borders. Proliferate in prisons. Penetrate hard

shells . . . If rulers really knew how important songs can be, they would probably

have done something to Woody Guthrie and me and other people long ago.

(Dunaway 426)

Buffy Sainte-Marie, the Oscar-winning Canadian singer-songwriter, similarly testifies
to the enduring impact of protest songs. Writing in American Indian, she shares a
songwriter’s perspective after receiving a lifetime of audience feedback:

My 1963 song “Universal Soldier” impacted thousands of soldiers, students and

families during the Vietnam war. It made a difference to the lives of people who are

still thanking me 50 years later. (Sainte-Marie)

She notes that the song’s power does not lie in its style, subject matter, or even in its
emotional content:

It has to do with how useful it is to making the world better, to crystallizing raw

emotions into thought because of a well-turned phrase, reaching people and

ripening those inner inspirations they’re just starting to understand. (Sainte-Marie)

American music critic Greil Marcus presents a more sceptical view, closer to Gregg’s,
and echoing Lehrer’s statement. In “A Singer and a Rock and Roll Band,” he asserts that
what undermines the art is not the message itself, but the self-satisfaction that can
accompany it. While promoting the ideals of racial harmony does not have to come across
as self-congratulatory, he argues that when the audience applauds Pete Seeger singing
“Hold On,” they are doing more than just supporting the idea; they are smugly celebrating
themselves for being on what they perceive as the right side of a moral divide (Marcus, “A

Singer” par. 4).
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Author Dorian Lynskey makes a similar critique of Lennon’s “Give Peace a Chance,”
calling it “the only protest song that is literally self-congratulatory, ending with the sound of
Lennon and his ad hoc band clapping themselves” (Lynskey 132). In his application of
Gregg’s theory, Professor of Communication Charles J. Stewart, in “The Ego Function of
Protest Songs,” concludes that music is an ideal vehicle for “ego-enhancement,” especially
in the establishment of collective action. It raises consciousness, allays guilt, and affirms
identity by “reclaiming or proclaiming one’s ego” (Stewart 240). This raises an essential
guestion: Is it truly inappropriate to feel a sense of affirmation for making a just or moral
decision?

The tension between affirmation and action helps explain both the reach and the
limits of The Beatles’ political and protest songs. | return to my earlier claim that The
Beatles’ creative and political decisions shared a common origin and were inseparable. Their
creative methods shaped how their political and sociocultural views were shared, made
acceptable, and at times, ambiguously received.

The Beatles’ Political Strategies

The Beatles did not consider themselves to be political spokespeople. Instead, politics
emerged as one of many subjects filtered through their restless creativity. The starting
points could be humorous, satirical, whimsical, or deeply earnest, and the eventual political
resonance was often as much a product of the cultural climate and audience reception as it
was of the group’s original intention. Marcus Collins makes a strong case that The Beatles
were not skilled political strategists, noting that their songs “trod a fine line between
reaching out ... and pitying” the lack of awareness among their audience (Collins, “The
Beatles’ Politics” 301). This is a fair assessment, and their self-confessed egotism supports it.

In 1971, Lennon admitted that they were “the most bigheaded, uptight people on earth”



Mason-Cox 251

(Wenner 67). Such self-assurance may have led them to view themselves as part of an
enlightened elite. However, | argue that this was counterbalanced by a sense of
responsibility to share their insights with their audience. Earlier in the interview conducted
by Jo Durden-Smith for So Far Out It’s Straight Down (Granada Television, 18 Jan. 1967),
McCartney rejected the idea of rigid rules in art and life:

They’ve got all these rules for everything; rules of how to live, how to paint, how to

make music—and it’s just not true anymore, you know. They don’t work, all those

rules, ‘cause you can’t apply them, because it means then that you’re assuming that

you know it all. [...] And we don’t know it all yet. (00:17:39- 00:18:01)

Naive or not, The Beatles possessed their own moral compass and were not afraid to
take principled stands. During their first official US tour, in September 1964, they refused to
perform at the Gator Bowl in Jacksonville, Florida, unless they were assured the audience
would not be segregated. “We never play to segregated audiences and we aren’t going to
start now ... I'd sooner lose our appearance money,” Lennon said at the time (Schreiber
122). Although Lennon later claimed (in the 1980 Playboy interview) that manager Brian
Epstein had urged them not to speak publicly about the Vietnam War, they nonetheless
attempted to make a subversive statement with the original cover photograph for their
ninth US album, Yesterday and Today (Sheff 146; Womack, Cambridge Companion 117).
Released in June 1966, the controversial “butcher cover” showed the group in white coats,
surrounded by raw meat and dismembered doll parts. The Beatles claimed the cover was a
critique of the war: Lennon said it was “as relevant as Vietnam,” and McCartney called its
critics “soft” (Shaffner 55-56; Schreiber 123).

This chapter does not revisit Lennon’s “more popular than Jesus” controversy, except

to note it as an example of how intent and interpretation can be easily misaligned (Hall,
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“Encoding/Decoding” 134). Lennon’s pronouncements could be acerbic and controversial,
but he increasingly learned to shape his messages more effectively. He certainly promoted
his political views through performance art (Edmondson and Weiner 144). Lennon
exemplifies this in his reflection on his ‘bed-in’ with Ono in Toronto in 1969:

Our life is our art. That’s what the bed-ins were. When we got married, we knew our

honeymoon was going to be public, anyway, so we decided to use it to make a

statement .. .. In effect, we were doing a commercial for peace on the front page of

the papers instead of a commercial for war. (Sheff 91)

Considering this, it is essential to remember that the constraints of meter, rhyme
and melody limit the scope of lyrical expression in song. As Kizer notes, the aim is to
provoke an emotional reaction by whatever artistic means are at the songwriter’s disposal
(Kizer 6). If The Beatles seemed to tread a fine line between connection and condescension
in their songs, as Collins suggests, this may have been as much a function of form as of an
attitude of elitism. After all, egotistical elitists would hardly bother to share their insights
with those they deemed inferior. The scope of the chapter does not permit a
comprehensive examination of all The Beatles’ songs with a sociopolitical slant. Instead, |
focus on five songs as case studies to show how creative genesis, intent, audience
reception, and impact intersect.

Back in the U.S.S.R.

As previously established, the group’s songs did not need to be overt statements of
political intent or dissent to have an impact. McCartney, for instance, could hardly have
anticipated the wide range of responses that “Back in the U.S.S.R.” would provoke. Donovan
recalls it as one of the “funny little ditties” written during their time at the Maharishi’s

ashram in India (Leitch 210). Intended as a tongue-in-cheek nod to the flag-waving of Chuck
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Berry’s “Back in the U.S.A.,” it simultaneously pastiches the Beach Boys’ surf-pop style,
particularly “California Girls,” as a gentle poke at the ever-serious Mike Love (another
indication of how their friendly rivalry with The Beach Boys drove The Beatles’ innovation).
At its simplest, the song portrays “Russians and Americans at parity,” yet its resonance
extended far beyond satire. Russian fans embraced it as a “source of unity with the West”
(O’Callaghan 2018). McCartney later described it as a “hands across the water” gesture to
Russian fans: ““Cause they like us out there, even though the bosses in the Kremlin may not”
(Goodman 1984). Billy Bragg, in the 2006 Mojo Beatles issue, acknowledged the song’s
inherent playful ambiguity, commenting: “The Beatles made clear whose side they were on
... Subversive or just mischievous? You decide” (Alexander et al. 64). The words
“subversive” and “mischievous” align neatly with the spirit of Dadaism. Still, reactions to the
song spanned the ideological spectrum. The right-wing John Birch Society’s magazine
accused The Beatles of being pro-Soviet, while members of the New Left also took offence
at the lyrics. As O’Callaghan notes in Russia Beyond, the song may be most remarkable for
“its ability to provoke such an uproar from so little.” The very mention of the U.S.S.R., rather
than any explicit political message, was enough to generate controversy (O’Callaghan 2018).
“Back in the U.S.S.R.” exemplifies how The Beatles sugarcoated dissent through their
preferred rhetorical toolkit of parody, pastiche, and studio bricolage. While McCartney’s
political logic for the song may have been whimsical, it was powered by a creative
methodology that validates Margaret A Boden’s concept of combinational creativity
(connecting existing concepts in novel ways) (Boden, “Understanding Creativity” 213-17).
While The Beatles may not have been Dadaists in a strict sense, Lennon and Sutcliffe
were likely to have been exposed to Dadaist ideas at art school, despite Lennon implying

that it was Ono who introduced him to the movement (Wenner 170). Elements of Dada and
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Marcel Duchamp’s creative philosophy may also have filtered into the group’s sensibility
through their friendship with the German artists Astrid Kirchherr, Klaus Voormann, and
Jurgen Vollmer, who were so influential in The Beatles’ artistic development during their
Hamburg days. As Honour and Fleming note, Duchamp “was perhaps the most stimulating
intellectual to be concerned with the visual arts in the twentieth century” (Honour and
Fleming 800—-01). It is reasonable to assume that Dadaist absurdism and the anarchic
mockery of bourgeois values resonated with The Beatles’ collective sense of humour and
class sensibilities. Their adoption of irony, play, and provocation—evident in both their
musical experimentation and political activism—echoes the spirit of Dada’s anti-
authoritarian wit. As a final note, while “Back in the U.S.S.R.” was not banned by the BBC
upon its release, it was removed from airplay during the First Gulf War in 1990 (Potter
2022).
All You Need Is Love

From the opening bars, which interpolate “La Marseillaise,” it is evident that The
Beatles intended “All You Need Is Love” to make a serious statement. When approached to
contribute a live performance to Our World, the first television show to be broadcast
globally, on 25 June 1967, the brief was to perform a song with a simple, universally
comprehensible message (Schaffner 86). It has been argued that this is the first of Lennon’s
“slogan songs” (“20 Ways John Lennon Changed the World”). He had long admired
sloganeering and the techniques of television advertising—*“ Good Morning Good Morning”
was partly inspired by a cereal commercial—and Our World provided an ideal platform to
explore the genre (Henke 30). The message is a timely and sophisticated reiteration of

Lennon’s statement, “It’s the word, love,” from 1965’s “The Word.” It also echoes Harrison’s
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sentiment, “With our love we could save the world” from “Within You Without You” on the
recently released Sgt. Pepper’s Lonely Hearts Club Band.

The significance of the song’s message and its reception make for an instructive case
study. In keeping with the producers’ brief, Lennon composed an extremely simple chorus,
yet surrounded it with what Reising and LeBlanc call “the most hyperbolic and insistent
message in the entire Beatles corpus” (Reising and LeBlanc 109). Its directness, which defied
misinterpretation, pleased manager Brian Epstein, who hoped to avoid controversy
(Womack, Long and Winding Roads 195). However, the verse lyrics introduce a whimsical,
more complex narrative, replete with surrealistic turns and Freudian resolutions.?> While
the use of compound negatives in lines such as “There’s nowhere you can be that isn’t
where you’re meant to be” may appear vague, Lennon’s impassioned vocal delivery,
combined with shifting musical metres and a compelling arrangement, ensures that the
listener’s attention returns repeatedly to the hook. Reising and LeBlanc argue that the
song’s ethos is “fully consistent with the spiritual and psychedelic values they had all been
cultivating” (Reising and LeBlanc 110). Lennon’s version of love here is explicitly non-sexual,
universal, and attainable: “It’s easy,” he insists, inviting the audience to adopt the optimism
that defined the Summer of Love. As a live, globally televised event, in which the broadcast
ambience and orchestral citations perform collectivity and soft power, The Beatles’
performance exemplifies how a simple yet novel message can be validated by aligning the

creator (The Beatles), the domain (television and pop music), and the field (the show’s

125 James Voorhies addresses the initial aversion of surrealistic poets to align themselves with visual

artists in “Surrealism.” www.metmuseum.org/toah/hd/surr/hd_surr.htm
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producers, broadcasters, and transnational audience), in accordance with Csikszentmihalyi’s
Systems Model (Csikszentmihalyi, Creativity: Flow 6-7).

The song was initially well-received. It reflected the zeitgeist—the belief that love
could change the world. The Beatles were at the height of their popularity, and their
audience was prepared to embrace their message. “All You Need Is Love” became a
worldwide hit, a simple but profound anthem that everyone could sing along with (Edwards
2014). Historian David Simonelli argues that the song popularised the concept of “flower
power” and brought its utopian ideals into the mainstream (Simonelli 105). Its political
message was significant. In his book, A Day in the Life: The Music and Artistry of the Beatles,
Mark Hertsgaard considers “Revolution” to be The Beatles’ “most political song” up to that
time (Hertsgaard 223). Scholar Doyle Greene views the performance at the close of Our
World as a calculated attempt at “selling peace” (Greene 36).

Not all the reception was positive. As always, there was resistance to political
messaging from artists, but this time the critique came not from the Right but from the
counterculture and the New Left. According to Wiener, The Beatles’ peace-loving message
seemed “hopelessly apolitical” to student radicals and leftist critics. These criticisms were
not unanimous, but they do underscore the ideological diversity within the broader
movement. Even many self-styled hippies, those who had rejected formal activism, had
come to value disruptive protest and imaginative dissent. While Lennon’s lyric was often
labelled naive, Wiener suggests that many critics misunderstood its aim. He notes that
Lennon was not proposing that love alone would solve global crises; rather, he was
envisioning a world organised around love, seeing it as a necessary precondition for any

resolution. As Weiner explains, Lennon’s real message was: “relax and enjoy the moment,
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and the rest will take care of itself” (Wiener 36—41). Hertsgaard similarly defends Lennon,
asserting that “his role was the Poet, not the Political Organizer” (Hertsgaard 227).

In the decades since, “All You Need Is Love” has remained a staple in popular
consciousness, although critics continue to question its message. Riley interprets the phrase
“it’s easy” as a sign of Lennon’s “bloated self-confidence” and naivety (Riley 233—4). lan
MacDonald agrees, calling the song a “comfortable self-indulgence” (MacDonald, Revolution
[1995] 210). Nonetheless, its status as a cultural touchstone remains intact, and the phrase
“All You Need Is Love” has entered the vernacular. If the Beatles intended to contribute to
the conversation about peace and love, they succeeded. In his final interview, Lennon
acknowledged his idealism but also affirmed the importance of that spirit, saying that the
1960s taught us “the possibility and the responsibility we all had ... it gave us a glimpse of
the possibility” (Wiener 306).

As with advertising, Lennon understood that simplicity can amplify impact, but
unlike commercial campaigns that sell questionable products—such as cigarettes, fossil
fuels, or aspirational overconsumption—he aimed to use his creative energy for more
principled causes. He applied the same persuasive techniques not to exploit but to inspire.
Revolution

Recorded in early July 1968 and released as the B-side to “Hey Jude” on 26 August
1968, “Revolution” marked one of The Beatles” most overt political statements. Written by
Lennon and reflecting his opposition to war, the song is widely believed to have been
inspired by the wave of student protests that erupted worldwide in the preceding months
(Gould 441). The escalation of opposition to the Viethnam War had fuelled demonstrations in
the United States, the United Kingdom, Australia, and beyond. Students were also at the

forefront of anti-government protests in Poland and played a central role in France’s May
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‘68 movement, which itself drew on aspects of Mao’s Cultural Revolution (Kurlansky 219—
220; MacDonald, Revolution [1995] 226—38; Simonelli 142). In his critically acclaimed book,
Magic Circles: The Beatles in Dream and History, Devin McKinney suggests that “revolution
coalesced as a daily possibility” (McKinney 211). Leftist groups reportedly approached
Lennon, as a perceived leader of the counterculture, to actively support the revolutionary
cause (Turner, A Hard Day’s Write 169).

Despite its title, “Revolution” is remarkably measured and politically nuanced as
Lennon attempts to reconcile his anti-war convictions and desire for social change with a
call for thoughtful, responsible action. He expresses hesitation and indecision as well as
hope. On one hand, he declares “we all want to change the world,” and while he is eager to
“see the plan,” he cautions “when you talk about destruction . . . you can count me out.”26
The chorus, “it’s gonna be all right,” offers a contrasting reassurance that echoes the ideals
of Transcendental Meditation (MacDonald, Revolution [1995] 237-8). Adam Bunch suggests
that the song is essentially a “protest song about the dangers of protest,” although his
interpretation presumes Lennon was explicitly self-aware of the meta properties inherent in
the song’s ambivalence (Bunch). The New Left, which had once interpreted The Beatles’
“Can’t Buy Me Love” as anti-capitalist, condemned “Revolution” for its perceived
equivocation. The Beatles, notably Lennon, were accused of abandoning the countercultural

cause (Ali 358; Heilbronner 90-2).

126 O the album version of the song, the slower “Revolution 1,” recorded earlier, Lennon is more

ambiguous. He adds the aside “in” (“count me out—in!”). The single omits the aside, suggesting that he

redefined his stance in the interim, in keeping with his creative process.
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Nevertheless, mainstream reception was generally favourable. Time praised the
song’s message for its potential to “surprise some, disappoint others, and move many”
(Driver 205, 213; Greene 51). Rolling Stone editor Greil Marcus, by contrast, compared it

7 u

unfavourably with The Rolling Stones’ “Street Fighting Man,” which was released the same
week. He heard Lennon’s refrain as “a strict command” to “pack up and go home” (Marcus
“A Singer”). Still, Marcus admitted that while the lyrics depressed him, the music was
“immediate and ecstatic... [it] makes me feel happy” (McKinney 218). Oded Heilbronner,
who regards The Beatles as politically irrelevant, argues that in 1968, they tried to position
themselves, through “Revolution” and other statements, “as the guardians of British order
and restraint,” a stance that places them in opposition to radicalism (Heilbronner 92).

Lennon, however, was unrepentant about the views he expressed in “Revolution.”
Responding to critic John Hoyland’s open letter in the left-leaning political newspaper The
Black Dwarf (9 Jan. 1969), he wrote:

You say, ‘In order to change the world we’ve got to understand what’s wrong with

the world. And then — destroy it. Ruthlessly.”. . . I'll tell you what’s wrong with it —

People — so do you want to destroy them? Ruthlessly? (Ali 359-60)

Lennon argues that human nature—rather than class struggle—is responsible for the
failures of Communism, Christianity, capitalism, and Buddhism, and that it is naive to
believe that targeting one group will achieve lasting change. He notes that the enemy is not
always clearly identifiable, and it is simplistic to suggest that tearing everything down will
provide a solution. Lennon concludes with the postscript, “You Smash it —and I’ll build
around it” (Ali 359-60).

With its distorted Chuck Berry-inspired introduction and one of Lennon’s most

visceral screams, “Revolution” is a raw and arresting three minutes and twenty-five seconds.
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That distortion, so crucial to the song’s impact, may even undercut the lyrical caution with a
sense of sonic violence. This is an example of how studio choices can encode political
meaning, as production and performance function as rhetoric: the overdriven guitars,
Lennon’s scream, and the compressed drums foreground urgency. In the longer term, the
song’s legacy deserves evaluation. McKinney argues that despite its “one-dimensional”
lyrics, the song is insurrectionary because of the immediacy of Lennon’s vocal delivery and
the group’s abrasive performance. The track “has subversive meaning precisely because the
words, all ideology, speak aphorisms, while the music, all instinct, howls violence”
(McKinney 221-2). Driver adds that contemporary listeners might now interpret
“Revolution” as a sincere call for peace, consistent with broader liberal values associated
with The Beatles, including anti-war sentiment, rock music’s countercultural ethos, and
opposition to political corruption (Driver 215-16). “Revolution’s” polarised reception
illustrates another aspect of Csikszentmihalyi’s Systems Model, in which different fields (the
mainstream press and the New Left) value the song in diverging ways (Csikszentmihalyi,
Creativity: Flow 6-7).

In his final Playboy interview, Lennon reaffirmed:

The statement in “Revolution” was mine. The lyrics stand today. It’s still my feeling

about politics. | want to see the plan . .. Count me out if it is for violence. Don’t

expect me to be on the barricades unless it is with flowers. (Sheff 1981)
Taxman

“Taxman,” the opening track on Revolver, released in August 1966, was The Beatles’

first overtly political song and can be seen as the beginning of their unmistakable,
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affirmative social engagement.'?” Written and sung by Harrison, the song is a caustic
critique of the United Kingdom’s taxation policies under Harold Wilson’s recently re-elected
Labour government, which had imposed a 95 per cent “supertax” on high-income earners.
The Beatles, who had quickly risen into that tax bracket, felt unfairly targeted by what was
colloquially dubbed “The Beatles Tax” (Moore, “A Hermeneutics” 390). Harrison vents his
frustration through the biting satire of lyrics such as: “Let me tell you how it will be / There’s
one for you, nineteen for me” and “Should five per cent appear too small / Be thankful |
don’t take it all.” Musically and lyrically, the song signals a turning point in Harrison’s artistic
development and sociopolitical engagement. His increasing self-confidence and expanding
interests in Indian music and spiritual philosophies, along with his associations with
musicians such as Bob Dylan and Eric Clapton, emboldened his voice within The Beatles and
beyond the group. Harrison’s use of satire is indicative of The Beatles’ non-factionalist
stance, and an aesthetic choice that broadened its cultural address. By naming the leaders
of both major parties (Wilson and Heath), the lyric converts partisan grievance into a
broader anti-establishment critique. As Bannister notes, Harrison was becoming his own
man and “Taxman,” with its acid-tinged blues-rock approach, served as an ideal vehicle for
articulating dissent (Bannister 184—8). Rodriguez characterises the song as “a topical rant,”
grounded in Harrison’s rapidly evolving worldview (Rodriguez 17). Harrison’s critique
extended beyond personal grievance. In interviews, he condemned the government’s use of
tax revenue to fund military expenditure—referencing the controversial purchase of F-111

fighter jets (Cleave; Turner, Beatles ‘66 131).

127 0pening Revolver with “Taxman” was itself a creative decision that reframed the album as a forum

for public policy critique and aligned The Beatles’ studio practices with an emergent sociopolitical voice.
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Rock musicologist Allan F. Moore emphasises the performative aspect of protest
music, noting that its sonic elements shape its rhetorical impact: “We don’t read protest
songs, we listen to them.” He identifies the guitar sound and phrasing in “Taxman” as
extensions of the song’s anti-establishment sentiment, “the personic environment of
Harrison’s guitar” as conveying the urgency of protest (Moore “A Hermeneutics” 387-90,
397).128 Similarly, music theorist Walter Everett, whose dissection of “Taxman” focuses
primarily on the musical component, points out that “Harrison’s defiance was expressed
musically,” and that McCartney’s searing guitar solo “protests just as loudly” as the
composer. He also notes that Lennon contributed the sardonic lines, “Now my advice to
those who die / Declare the pennies on your eyes” in the final verse (Everett, Revolver
through the Anthology 48-9).

Although the subject of progressive taxation may not have resonated directly with
most Beatles fans, it found sympathy in some quarters. One interview participant, Kesl,
recalled that his father, the managing director of a large electrical engineering firm in
Nottingham, sympathised with The Beatles’ frustration toward the Inland Revenue’s heavy-
handed taxation policies.!?® Conversely, historian David Simonelli sees the song not only as a
protest but as part of The Beatles’ calculated assertion of cultural dominance. He argues

that “Taxman” (along with “Eleanor Rigby,” “Paperback Writer,” and “Rain”), reveals the

128 “parsonic” is musicological term used to describe how instrumental timbres and textures create a

personal and narrative space around a performer’s vocal or instrumental persona. In this case, Harrison’s
playing style and tone inhabit and shape the expressive soundscape—adding personal character, meaning, and
emotional resonance.

123 1n conversation with Kesl, 14 February 2023.
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group’s strategic engagement with “pointed social commentary” at the height of their fame
(David Simonelli 53).

Critical response to the song was generally favourable, but because political protest
was uncommon in pop music at that time, it mostly commented on the musical component
rather than the political sentiment. Writing in The Guardian, Edward Greenfield highlighted
the ideological paradox within the group, contrasting Harrison’s “natural acquisitiveness”
with the more left-wing views of Lennon and McCartney (Greenfield). The Village Voice critic
Richard Goldstein described “Taxman” as a non-partisan depiction of “Britain’s current
economic woes” and lauded it as an example of Revolver’s “political cheek” (Goldstein).
Others, however, dismissed it as a tone-deaf complaint from the wealthy. Dutch television
interviewer Abram de Swaan confronted Lennon over the song during a 1969 interview,
arguing the moral legitimacy of high taxation as a civic duty, to which Lennon replied by
defending the song’s underlying “anti-establishment” ethos (Winn 234).

While “Taxman” initiated The Beatles” more direct political engagement, it is most
often celebrated for its musical innovation. Pop culture historian Robert Rodriguez hears its
“abrasive sneer” as a precursor of punk rock aesthetics (Rodriguez xiii). However, its political
message was timely and relevant. Mohdin refers to it as “the mother of all tax
protest songs,” and Bull et al. argue that Harrison’s critique of supertax remains valid, calling
it “outright theft” (Bull et al.; Mohdin 3).13° Even Dennis Healey, Wilson’s long-serving

Chancellor of the Exchequer, later conceded that the supertax policy had mostly negative

130 According to the London School of Economics, although the 95 per cent tax rate was eventually

reduced—first by subsequent Labour governments and then substantially by the Conservative administration

under Margaret Thatcher—its impact was lasting (“The Top Rate”).
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effects, noting that “the rich can nearly always find ways of avoiding tax that are legal . ..
And it does encourage people to leave the country” (Heffer). Such sentiments were not
theoretical. The Rolling Stones famously relocated to France in 1971, recording Exile on
Main Street there to escape punitive British tax rates. The Beatles, facing similar pressures,
established Apple Corps as a limited company, allowing them to benefit from lower
corporate tax rates.
Eleanor Rigby

Like many of McCartney’s songs from the mid-1960s, “Eleanor Rigby” evolved
through several iterations before reaching its final form. McCartney composed the melody
on piano, though Donovan recalls hearing an earlier Indian-influenced guitar version with
entirely different lyrics (Rodriguez 83—4). The protagonist’s name evolved from Ola Na
Tungee (Donovan’s recollection) to Miss Daisy Hawkins before McCartney settled on
Eleanor Rigby (Everett, Revolver through the Anthology 11). Although McCartney composed
the initial verse melody and chorus, others, including Lennon, Harrison, Starr, and long-time
friend Pete Shotton, contributed key lines and ideas. Road managers Mal Evans and Neill
Aspinall also offered input during the recording session (Everett, Revolver through the
Anthology 11, 51; Turner, A Hard Day’s Write, 104—05). With so many collaborators, it is
difficult to determine whether McCartney envisioned the piece as a coherent narrative or
simply as a third-person character study, which was unusual for him at the time.!3! In a 1966

Sunday Times interview with Hunter Davies, McCartney said:

131 This instance of collaborative songwriting exemplifies the group-creativity dynamics discussed in

Chapter Six. It situates the song’s social focus within The Beatles’ evolving, dialogic writing practice.
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The first few bars just came to me. And | got this name in my head — “Daisy Hawkins
picks up the rice in the church where a wedding has been.” | don’t know why ... |
couldn’t think of much more so | put it away for a day. (gtd. in Turner, Beatles ‘66

62)

Musicologist Walter Everett describes the imagery as “vivid and yet common enough
to elicit enormous compassion” for Eleanor Rigby and Father McKenzie, whose lives are
marked by loneliness and futility. He also notes that the stridency of the string octet, with its
“dry, gritty timbre,” is strikingly resonant in the third verse as the cellos in George Martin’s
arrangement “double the melody as the priest wipes dirt from his hands” (Everett, Revolver
through the Anthology 53). Here, arrangement and sound design sharpen social diagnosis.
Another musicologist, Schaffner, calls it “the most relentlessly tragic song the group
attempted” (Schaffner 62), while Simonelli highlights its “pointed social commentary”
(Simonelli 53).

In the UK, “Eleanor Rigby” was released as the A-side of the first single from
Revolver. In the US, Capitol Records promoted “Yellow Submarine” instead, fearing religious
backlash due to “Eleanor Rigby’s” perceived Christian overtones. British reviews were
generally favourable. The Guardian critic Edward Greenfield praised its “compassion, born
of an artist’s ability to project himself into other situations” (Greenfield). The Kinks’ Ray
Davies, reviewing the album for the weekly magazine, Disc and Music Echo, dismissed it,
saying it would “please music teachers in primary schools” (Davies 16). Savage notes that
journalist Maureen Cleave chose it as her “single of the year” in The Evening Standard
(Savage 544-5). McCartney went on to win the 1966 Grammy for Best Contemporary (R&R)

Solo Vocal Performance — Male or Female.
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“Eleanor Rigby,” like much of Revolver, marked a significant thematic shift for The
Beatles. lan MacDonald writes that the song “came as quite a shock to pop listeners in
1966” (MacDonald, Revolution [1995] 162). It was quite extraordinary at the time for a
group of young men to sing about the loneliness and despair of the neglected elderly.
George Melly likened its psychological depth to the prose of James Joyce, describing it as
evidence of pop music’s coming of age and vouching for “the imaginative truth” of The
Beatles’ reconstruction of the Liverpool of their childhood (Melly 85). Turner cites illustrator
Alan Aldridge’s view that the line “a face that is kept in a jar by the door” is an example of
surrealism (Turner, Beatles ‘66 6). Schaffner cites a sociological study of “Eleanor Rigby” that
contributed to the perception of The Beatles as “spokesmen for their generation” (Schaffner
62). Sociologist Colin Campbell’s detailed lyrical analysis notes its progression from present
to past tense, the “short, punchy phrases,” the predominance of the active voice, the
minimal use of adjectives (except in “all the lonely people”), and the repeated use of
masculine rhymes. He concludes that it is one of The Beatles’ finest lyrics (Campbell 110-
13). “Eleanor Rigby” foregrounds urban alienation within an art-pop frame. The song’s
narrative minimalism and astringent string octet scoring heighten its social observation. The
track demonstrates how The Beatles’ evolving creativity brought mid-1960s cultural
anxieties about community and care into the mainstream of pop music.

Carys Wyn Jones sees Revolver as a canonical work, arguing that it marked a turning
point in The Beatles’ audience demographics: a shift from a predominantly entertainment-
driven female fan base to a more serious, male-dominated listenership (Wyn Jones 120-21).
This transition, coinciding with the rise of drug culture, helped position music and youth

culture as subjects for critical study. Mark Kurlansky notes that as listeners began to seek
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the “hidden deeper meaning” of songs, The Beatles’ lyrics were increasingly analysed “like
Tennyson’s poems” (Kurlansky 183).
Other Noteworthy Political Songs

| previously noted that approximately twenty per cent of The Beatles’ late 1960s
output is driven, at least in part, by their sociocultural and sociopolitical beliefs. These

include:

“The Word” (1965) — An early articulation of the universal message of love as a guiding

principle, foreshadowing later peace-and-love anthems (Reising and LeBlanc 108-110).

“Tomorrow Never Knows” (1966) — Advocates ego dissolution and spiritual awakening,

influenced by Eastern philosophy (MacDonald, Revolution [1995] 148-153).

“A Day in the Life” (1967) — A commentary on apathy, mass media, and social
detachment with existential overtones (Everett, Revolver through the Anthology, 106—

09).

“She’s Leaving Home” (1967) — Highlights intergenerational conflict and the emotional

sterility of middle-class life (MacDonald, Revolution [1995] 194-5).

“Within You Without You” (1967) — Critiques materialism and promotes spiritual unity

through Indian philosophy (Allison 57, 64).

“The Fool on the Hill” (1967) — Explores the marginalisation of wisdom and social

nonconformity (Simonelli 103).

“Lady Madonna” (1968) — Portrays working-class motherhood and resilience, drawing

attention to economic hardship and gender roles (Rodriguez 157).
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“Blackbird” (1968) — Inspired by the US civil rights movement, metaphorically

addresses racial oppression and empowerment (Miles 509-10).

“While My Guitar Gently Weeps” (1968) — Expresses disillusionment with human

apathy and spiritual disconnection (Allison 70).

“Happiness Is a Warm Gun” (1968) — A sardonic commentary on gun culture, addiction,

and sexual politics (MacDonald, Revolution [1995] 254-5).

“Piggies” (1968) — A satirical critique of consumerism and bourgeois complacency,

often interpreted as class commentary (Simonelli 142).

“Ob-La-Di, Ob-La-Da” (1968) — A sugarcoated reflection on identity and Liverpool’s

diasporic entanglements (Stratton 1-24).

“Get Back” (1969) — Initially conceived as a parody of anti-immigrant sentiment in the

UK (Sheff 143-4).

Table 7.1
Conclusion

Marcus Collins argues that the “idealistic alternatives” The Beatles offered
encouraged “listeners to question ... the materialistic and structured nature of modern
Western society.” In his view, they created “three-minute utopias designed to delight and
inspire” (Collins, “The Beatles’ Politics” 305). He emphasises that The Beatles’ music, though
not always politically explicit, “helped shape a sensibility of resistance and idealism” that
continues to be projected onto them (Collins, The Beatles and Sixties Britain 178). | argue

that their sociopolitical influence did not rely on issuing manifestos or leading marches, but
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on embedding commentary and provocation within their creative output. Furthermore, it
stemmed not only from their cultural dominance but also from their reputation for speaking
plainly, their willingness to stand behind their words—naive or not—and the persuasive
power of their celebrity status. For audiences already inclined to listen, this combination
formed a compelling impetus for reflection and change.

Musician and cultural theorist Matthew Bannister identifies these qualities as
reflective of “an ideology of originality” (Bannister 192). | propose that The Beatles’
originality was not confined to musical innovation; they pressed pastiche, irony, and
humour into political use and refined a popular song rhetoric that braids pleasure with
provocation. Whether plainly stated or obliquely staged, their tracks reimagined how art,
public life, and human connection could speak to one another, expanding the possibilities of
popular music in the public sphere.

As this chapter has argued, their political songs are best understood in a cumulative
sense. Individually, each track may offer only a fragment of the group’s political stance.
Collectively, they form a mosaic of perspectives that consistently advocate love, awareness,
and responsibility. The Beatles’ political logic was inseparable from their creative logic; the
same impulse toward innovation, surprise, and renewal shaped both. This made their
political statements, like their artistic ones, resistant to formula and open to reinvention.
The adaptability that defined their music also defined their sociopolitical engagement.

The use of The Beatles’ music in contemporary protests reflects the band’s enduring
symbolic power and the persistent resonance of their music and lyrics across generations.
This may be, as Tim Riley notes, because their songs function “as emotional metaphors for
change, not manifestos” (Riley 234-6). Although The Beatles themselves were often

cautious about overt political messaging, several of their songs have been repurposed in
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protest contexts due to their universal themes of peace, love, justice, and anti-
establishment sentiment.

“All You Need Is Love” continues to be used in peace marches and anti-war
demonstrations due to its direct message of love and nonviolence. Elvis Costello delivered a
solo version at Live Aid in 1985. It was sung during anti-lraq War protests in the early 2000s
and resurfaces in climate rallies and Pride events, where its utopian message fits communal
and inclusive goals. Similarly, Lennon’s “Give Peace a Chance,” although not a Beatles’ song,
remains a staple chant at anti-war demonstrations, including recent protests related to
conflicts in Ukraine and Gaza.

“Revolution” has seen renewed relevance. Its ambiguous stance on violent
revolution invites reflection rather than simple affirmation. The song was used, though
often with interpretive tension, during 2020’s Black Lives Matter protests and in
commentary on the US Capitol riot on 6 January 2021, demonstrating its contradictory
appeal across political spectrums.

“Across the Universe” has been used in events by environmental groups such as
Extinction Rebellion (XR) and Fridays for Future (FFF), where its reflective and spiritual tones
support messages of ecological harmony and existential urgency.?32 In 2019, a group of
climate activists performed the song during a sit-in protest in London, citing its message as

emblematic of environmental awareness.

132 ¥R is a “non-partisan” movement which uses “non-violent direct action” to persuade governments

to act on the “Climate and Ecological Emergency.” FFF, is a youth-led “global climate strike movement” started

by Greta Thunberg in August 2018.
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Although not written as a civil rights anthem, McCartney’s “Blackbird” has been
embraced by racial justice advocates, particularly in the USA and the United Kingdom. It was
performed at several vigils following the killing of George Floyd and has been included in
protest art and spoken-word tributes. Beyoncé released a version of Blackbird on her
Cowboy Carter album in 2024, as a tribute to the civil rights movement, and to honour Black
women. Other songs by The Beatles are often used at protests, not for their literal lyrics, but
for their symbolic value as representatives of countercultural idealism and anti-
authoritarianism. Their mass appeal and typically non-partisan messaging enable their songs
to transcend cultural boundaries, appearing in demonstrations across Asia, Latin America,
and Europe.

The sociopolitical Beatles were neither saints nor strategists; they were artists
navigating turbulent times, bringing their instincts, convictions, and creativity to bear on
guestions that mattered deeply to their generation. In doing so, they expanded the
possibilities of what popular music could be—a vehicle not only for entertainment, but for
reflection, resistance, and reimagining the world. In this way, The Beatles established a
template for integrating creativity and cultural critique, a legacy that the final chapter will
synthesise. Chapter Eight assesses The Beatles’ enduring influence on subsequent
generations of musicians and activists and what this case study contributes to our broader

research questions and to the study of creativity itself.
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Chapter Eight: Conclusion
The End
And in the end, the love you take is equal to the love you make.
— The Beatles!3?

This chapter synthesises my thesis and reaffirms its central claim: The Beatles’
creativity shaped the 1960s and remains a lasting cultural resource. Sitting at the
intersection of Beatles scholarship, cultural history, and creativity studies, this thesis
combines systems-based creativity theory, textual and archival analysis, the testimonies of
creative practitioners, and sonic and production scrutiny to explain how the group’s
creativity catalysed transformations in musical form, cultural politics, and creative practice.

The thesis shows how creativity not only drove The Beatles’ practice but also offers a
lens through which to interpret their cultural impact. | assess their continuing influence and
outline the study’s contributions to creativity research, cultural studies, cultural history, and
popular-music scholarship before noting the limitations of the research and offering
suggestions for future work. The following section restates my core questions and core
claims before turning to the synthesis. This thesis addressed my primary question and five
secondary questions:
The Primary Research Question

How did The Beatles’ creative practices and cultural involvement influence the
musical, social, and political landscapes of the 1960s, and how has this influence endured?

The Beatles’ creativity lay at the core of their musical impact, driving their

metamorphosis from pop musicians to artists and enabling them to make substantive

133 The Beatles. “The End.” Abbey Road, Apple, 1969.
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contributions to the decade’s cultural and political life. The creative breakthroughs they
made during the 1960s also seeded a transgenerational creative influence on musicians and
other creative practitioners that has persisted beyond the group’s breakup in 1970.
The Secondary Questions
1. How did The Beatles’ creative development unfold across distinct chronological
phases, and what factors shaped this evolution?

Evidence from the chronology in Chapters Two and Three showed that although
their creativity may have had innate components, its development was shaped by multiple
factors, including early adversity, peer networks, and support structures.

2. In what ways did The Beatles’ evolving creative processes intersect with, respond to,
and shape the broader cultural, social, and political currents of the 1960s?

Chapters Three, Five, and Seven addressed this question. They indicated that as The
Beatles matured and gained confidence, they applied the same creative processes to their
activism and political pronouncements—experimentation, iteration, and reframing—as they
did to their artistic work: songwriting, performance, and recording.

3. How do The Beatles’ creative methods articulate the challenges facing creativity
theorists?

Chapter Three outlined the group’s “no rules” approach to songwriting, studio
experimentation, and adoption of emerging technologies, while Chapter Four developed
insights into The Beatles’ creative practices through a dialogue with creativity theory. These
revealed a disparity between theory and real-world creativity. The Beatles’ processes
challenge simplistic, linear models of creativity, demonstrating the need to embrace a

broader, multidisciplinary approach to creativity research.
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4. How can creativity be understood as both an explanatory framework and a
methodological tool for analysing The Beatles?

In answer to this question, Chapter Four articulates my reflexive, cross-disciplinary
approach (including creativity as method, magpie methodology, and employing oblique
strategies as a check against formulaic thinking). Chapter Six juxtaposes anecdotal
descriptions of The Beatles’ actual methods with theories from creativity research and
illuminates gaps that current theory has yet to fill.

5. What is the role of influence on creativity, and what is the legacy of The Beatles’
creativity for subsequent generations of musicians and cultural practitioners?

The participants’ testimonies in Chapter Five answered this question by revealing the
crucial role of influence as a stimulant for sustaining emergent creative practice. Chapter
Seven corroborated their testimonies by tracing how The Beatles’ politically inflected songs
model permission, confidence, and repertoire for later artists. While their direct influence
may have diminished over time, The Beatles continue to inspire creative confidence and
innovation in artists spanning multiple eras.

Original Contributions to Knowledge

I now outline the study’s conceptual and theoretical contributions, commencing with
elucidating how the thesis supports the model of creativity-as-system. Through a single yet
richly documented case study of The Beatles’ creativity, it shows how creator, domain, and
field interact dynamically in popular music, rendering abstract systems theory traceable
through a song-by-song ecology. Secondly, the thesis establishes how the PEG triad of
permission-encouragement-guidance functions as a cross-cutting driver of creative growth.
In The Beatles’ case, it links the individual’s creative propensities in childhood with art-

school methods and philosophies, and the group’s Hamburg “hothousing,” with the creative
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license extended by the Exis, Epstein, Martin, and the EMI engineers. Next, my model of
nuanced dissent reframes The Beatles’ post-1965 “protest” repertoire not as individual
songs, but as a mosaic that normalises subtle dissent within mainstream forms to generate
a cumulative rhetoric of pleasure and provocation. In doing so, the thesis expands on
theories of cultural mediation and soft power by recognising that The Beatles’ political and
cultural observations and expressions were more deliberate, affective, and effective than
declarations or manifestos. By delineating the significance of sonic rhetoric, the thesis adds
to the understanding of how timbre, editing, arrangement, and effects can function as
argument and carry meaning in popular music.'3* By designating distortion, compression,
orchestral crescendos, and abrupt silences as meaning-bearing choices, it advances a
vocabulary for “listening-as-evidence.” Finally, by refining accounts of group creativity, the
thesis clarifies The Beatles’ late-period polyphony as an evolution toward negotiated
cooperation, a productive, if tense, form of collective authorship where individual vision
operates within a communal ethos.

Historically and culturally, the thesis maps The Beatles’ five-phase chronology. It
traces their progression from raw apprentices in Liverpool and Hamburg to polished
professionals, listing the recurring factors that operated across the group’s career. Later, it
covers their creative expansion and studio autonomy, and eventual individuation. The thesis
also shows how, through a cultural feedback loop, The Beatles’ output refracted civil rights,
anti-war sentiment, and countercultural currents back to audiences, evidencing

bidirectional shaping between art and sociopolitical currents. This mapping technique,

134 Sonic rhetoric is meaning carried, not just by lyrics, but by production choices—timbre, editing,

dynamics, and arrangement.
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combined with my other cross-disciplinary methods, offers an alternative investigative path
for researchers in cultural studies, creativity studies, and popular music studies.
How The Beatles’ Creativity Influenced the 1960s

This chapter brings together my research questions to clarify how the Beatles’
creativity shaped the decade and why their influence endures. At its core, their innovation
transformed the decade by redefining the possibilities of popular music. They elevated the
pop song from a commercial form of entertainment to a vehicle for musical and artistic
experimentation and cultural expression. As their creativity evolved, The Beatles’ influence
shifted the focus of the music business from the chart-driven single to the conceptually
unified album—the album-as-art. They built upon the same skills and abilities that
revitalised their stagecraft in Hamburg into a new conception of the recording studio as an
instrument.

In the studio, they combined iterative experimentation with tape, timbre, collage,
song form, and effects, as well as genre hybridity, to fuse rock and roll, music hall, Indian
ragas, psychedelia, and orchestral idioms into novel, widely imitated forms. Their
deliberately elastic approach to authorship flowed fluidly between the Lennon and
McCartney compositional dyad and the broader recording ensemble that included input
from Harrison and Starr, George Martin, and the EMI engineers. The Beatles expanded their
creative network to include friends, artists, orchestral players, and Indian musicians, and as
documented in The Beatles: Get Back (2021), later sessions where Billy Preston’s
involvement shifted the group’s energy and dynamics. In the late 1960s, their fragmentation
facilitated new innovative pathways by legitimising decentralised collaboration and
contradiction as a creative stance, normalising risk and widening the expressive palette for

subsequent popular music.
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While their individual methods defied explanation in some cases, they collectively
modelled processes later theorised by creativity scholars as: group flow; “investment” in
novel ideas that yielded increasing returns as audiences endorsed them; and systems
dynamics that linked creator (artist), domain (pop music/record companies/film and
television/press and media), and field (experts/cultural gatekeepers/public). They pushed
George Martin, the engineers, EMI, and broadcasters to let them break the rules to try new
ideas. When their risks proved successful, they were emboldened to take greater risks,
signalling to other artists that such gambles were practicable and could lead to positive
outcomes. They pushed their collaborators and the studio resources to their imaginative
limits (e.g., splicing two divergent takes of “Strawberry Fields Forever” into a single
performance, and creating the improvised orchestral crescendo for “A Day in the Life,” then
stitching it to the final extended chord). These artistic successes helped establish
reinvention as proof of creative seriousness. In the resulting iterative cycle, innovation
attracted attention, which in turn granted further agency, and this augmented agency
funded new rounds of innovation.

The Beatles’ cultural involvement functioned more as a rhetorical design than a
declaration, through their (mostly) subtle social and political messaging. From 1965
onwards, approximately twenty per cent of The Beatles’ songs were socially or politically
conscious.®® They encoded dissent, empathy, and social observation into emotionally

resonant, easily digestible formats: the narrative compassion of “Eleanor Rigby,” the fiscal

135 For the purposes of this thesis, “socially or politically conscious” denotes songs whose lyrics,

performance choices, or sonics encode social critique, dissent, or civic ideals. My estimate is derived from an

analysis of all tracks released from 1965 to mid—1970.
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satire of “Taxman,” the globalist idealism of “All You Need Is Love,” the ambiguous passion
of “Revolution,” and the playful pastiche of “Back in the U.S.S.R.” Their public stance
extended the music’s frame, turning their celebrity into a mouthpiece for soft power. Even
before 1966, they had refused to play to segregated audiences, smuggled critiques through
humour in press conferences, and made anti-war statements.'3® Their ready and irreverent
wit, their working-class scepticism, and their studied refusal to be cowed by rules amplified
their public personas. Crucially, the group modelled a mode of cultural participation that
remained anti-authoritarian without being dogmatic, idealistic but reflexive, and confident
that art could alter the horizon of the possible.

It is true that The Beatles’ contemporaries, notably Brian Wilson, as well as many
others, including Frank Zappa, Motown, Stax, and Bob Dylan, also advanced parallel studio
innovations or engaged with social and political issues in their music, or—in some cases—
did both. However, the Beatles’ combination of global reach, studio autonomy, and
rhetorical design produced a uniquely dense feedback loop between art and public life.

As the previous chapters have confirmed, The Beatles’ influence is multidimensional.
They influenced the aesthetics of modern music, established new creative norms, and
pioneered rhetorical strategies for dissent. They fashioned templates for studio
experimentation, alboum coherence, studio-led authorship, and cinematic songcraft, and
they legitimised genre fluidity. These models became default assumptions for rock and pop,
and later, other genres of music. Producers and musicians were inculcated with the idea

that production elements, once considered purely technical, could articulate aesthetic

136 | ater, Lennon would extend his rhetorical methodology to include performance art in his and

Ono’s “bed-ins.”
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meaning and rhetorical intent. It is an audible rhetoric later heard across punk, indie, hip-
hop, sampling, electronic music, and art-pop, in works by artists such as XTC, Nirvana,
Radiohead, Crowded House, Kendrick Lamar, and Bjoérk, among others. They established
new creative norms by embracing collective authorship as a high-order skill, competition as
a spur, and establishing bricolage, pastiche, and adaptation as respectable tools. They also
validated the acceptability of “no rules” methods. All these have been subsequently
adopted as standard techniques in creative communities and creative industries pedagogy.
The Beatles pioneered a way to “say more than you say” by encoding critique into hooks,
humour, and arrangement choices. Politicised musicians from the 1970s onwards have
adopted their rhetorical strategies for dissent. Their songs continue to be popular at
protests because they operate not as arguments but as emotional propositions that draw
people together.
How Their Influence Continues

Perhaps the most powerful and generationally significant aspect of The Beatles’
legacy is that they altered the self-understanding of musicians and creative practitioners.
My interview participants repeatedly indicated that The Beatles were not merely an
influence but a precedent whose success proved that working-class artists could become
culture-makers, that experimentation could coexist with popularity, and that aesthetic
renewal could be a public benefit. Reissues of The Beatles’ canon, documentaries, archives,
and the ubiquitous cover versions of their songs have perpetuated their cultural memory
and transmission. They have kept The Beatles” music alive as more than mere golden oldies
entertainment; their catalogue has become a teaching text. Participants attested that, like
those who were directly influenced during the 1960s, younger musicians treat the group as

tacit mentors who grant creative license to synthesise and to take left turns.
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In summary, The Beatles’ creative practices did not simply reflect the 1960s; they
reshaped its energies. By expanding the expressive range of popular music and weaving
critique into accessible formats, they helped shape the decade’s awareness, influencing how
people imagined community, authority, and change. Traces of their influence are echoed
wherever musicians and creators treat the studio as a laboratory, the album as a cohesive
artistic manifesto, collaboration as a method, and the pop song as a site where beauty and
critique can occupy the same three minutes.

Apprenticeship and Repertory Building (1957 to 1962)

| now map, phase by phase, how The Beatles’ creative development unfolded, the
cross-cutting factors that drove and shaped it, and how their influence emerged. The
group’s skiffle roots as the Quarry Men, their shared rock-and-roll attitudes, Lennon and
Sutcliffe’s art-school sensibilities, and their struggle through adversity forced them to be
adaptive and receptive to new ideas. Their Hamburg residencies built The Beatles’ stamina,
forged their stagecraft, and drove them to develop an extensive and unusually eclectic
repertoire of covers. Their meagre resources, long sets, and the gruelling club circuit
generated a form of creative “hothousing” that accelerated their improvement. Their early
peer network in Hamburg (the Exis—Astrid Kirchherr, Klaus Voormann, and Jirgen Vollmer)
modelled style and valued aesthetic risk, which inspired The Beatles to trust their instincts
and embrace risk in their creative work. Lennon and McCartney’s self-belief and
determination to write songs drove the group to develop a unique identity that matched,
and ultimately outpaced, their rapidly improving vocal and instrumental abilities. Adversity,
long hours, playfulness, art-school methodologies, internal and external competition, and
peer approval were the factors that combined to shape The Beatles into a tight performing

unit.
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Professionalism and Consolidation (1962 to 1964)

From mid-1962, Epstein’s management and George Martin’s production
transformed The Beatles from an exciting but raw live act into a polished recording unit. As
their singles became chart hits, their popularity surged, and the deadline-driven release
cycle of singles, albumes, live and televised concerts, and a feature film, extended their
creative “hothousing” by demanding rapid refinements in their songwriting craft. This, and
Lennon and McCartney’s friendly, mutually beneficial internal rivalry, significantly
sharpened their melodic, lyrical, and arrangement skills as they systematised co-writing and
divided labour to meet demand. Epstein’s managerial care, Martin’s production guidance,
chart success, tight schedules, international touring, broadcast and film exposure, press
conferences, and disciplined image management were the factors that moulded them and
catalysed creative leaps during the Beatlemania era.

Expansion, Introspection, and Studio Curiosity (1964 to 1966)

As part of the self-generating feedback loop of the mid-1960s, The Beatles absorbed
influences from The Beach Boys’ Brian Wilson, Bob Dylan, folk rock, Indian music, and the
use of cannabis and LSD. These influences and their competitive ambition drove them to
widen the scope of their lyrics and the timbre of their music, as they shifted away from
traditional pop subjects toward introspection (e.g., “You’ve Got to Hide Your Love Away”
and “Help!”). With Rubber Soul and Revolver, their studio experimentation incorporated
ADT (artificial double tracking), tape loops, varispeed, sitar and tabla, and chamber strings,
treating the studio as a laboratory, as heard in pieces such as “Rain” and “Tomorrow Never
Knows.” In this period, The Beatles were shaped by their growing studio autonomy and

larger recording budgets, a supportive producer, collaborative engineers, the competitive
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spur of Brian Wilson’s work with The Beach Boys, and the increasing confidence to break the
conventions of song form.
Studio Autonomy and the Album-as-Art (late 1966 to 1967)

The Beatles’ retirement from performing live in August 1966 freed them from the
need to reproduce studio arrangements and sound onstage, allowing them to employ
whatever methods, instruments, and sounds they judged best suited to achieving each
song’s creative aims. The recording environment became a compositional tool, enabling
them to bypass the limitations of live performance; late in the year, they crafted one of their
most sonically ambitious works to date, “Strawberry Fields Forever.” They followed this with
Sgt. Pepper’s Lonely Hearts Club Band, a landmark album that reframed the LP as an
integrated artistic statement. Sgt. Pepper consolidated their studio prowess through
persona play, experimental orchestration, audio collage, and synchronised multi-track
recorders. In June 1967, they expanded their creative canvas, performing “All You Need Is
Love” on the first live global television event, Our World. Among the factors that shaped this
period were almost unlimited freedom, discursive space, and encouragement to pursue
concept-driven album-as-art projects. With larger budgets and the assistance of EMI’s
expert engineers, they spent more time refining their work, injecting it with persona,
humour, pastiche, and irony. These elements, along with the reciprocal sociocultural
influence at play, functioned as creative tools that enlarged The Beatles’ palette without
abandoning accessibility. The Our World broadcast exemplified how psychedelia, the
counterculture, and media spectacle could be braided into a single, globally mediated

cultural act of soft power.
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Individuation, Polyphony, and a Negotiated Alliance (1968 to 1970)

The Beatles (the White Album) presented a deliberately heterogeneous collection of
voices, embracing genre sprawl and decentralised authorship. In 1968, they established
Apple Corps Ltd. However, internal strain, an influx of external collaborators, and business
pressures reshaped the group’s creative dynamic. While the Get Back project exposed deep
fissures, Abbey Road re-centred their craft through firmer production discipline—most
visible in stronger song choices, the long, carefully sequenced medley, and Harrison’s
development into a mature, self-assured songwriting voice on “Something” and “Here
Comes the Sun,” two of the album’s strongest tracks. The factors that shaped this period
were interpersonal tension, shifting leadership (as McCartney’s project-driven push met
Lennon’s volatility), Harrison’s emergence as a musical and compositional equal, Starr’s
steadying feel and impeccable rhythmic sensibilities, new studio technology, legal and
financial turbulence, and still-potent internal competition.

Cross-cutting Drivers

In this study, | have identified the major recurring cross-cutting drivers that operated
across multiple phases of The Beatles’ career. These drivers may be categorised as relational
(PEG ecology and competition), contextual (constraints as catalysts and industry demands),
technological (studio tools and engineers), and systemic (mutually reinforcing dynamics).
They provide through-lines for understanding the group’s unfolding creative decision-
making and practices. The concept of cross-cutting drivers offers a transferable template for
other cultural cases, as they “cut across” periods and levels (individual, group, industry and

culture).
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The Beatles’ Evolutionary Arc

The groups’ five developmental phases describe the evolutionary arc of their
creativity as it matured through the decade. From 1957 to 1970, The Beatles progressed
from energetic imitators to self-authoring studio artists, then to a plural, negotiated
collective whose members could each carry an album side.'3” The causal mix is neither pure
“genius” nor pure “system”; instead, it emerges from the interaction of affordances
(resources, validation, and media), constraints (time, audience, industry, and friction), and a
persistent ethos of risk, creative synthesis, and collaboration. That enduring ethos, tested
under changing and often challenging conditions, explains both the continuity of The
Beatles’ creative identity and the evolution of their sound from 1962 to 1970.
How The Beatles Shaped 1960s Culture and Politics

Now that | have outlined the phases and drivers of their creative evolution, | will
briefly summarise the ways their creative practices intersected with and contributed to
sociocultural and sociopolitical change during the 1960s. The Beatles’ creative evolution did
not simply parallel the 1960s; it moved with and through it. As their creative methods
shifted from stage-honed craft to studio-led experimentation and persona play, their songs
began to encode dissent, empathy, and social observation in accessible forms, matching the
cultural upheavals of the decade with a rhetoric that interwove pleasure and provocation.

They absorbed the messages of the anti-war and civil rights movements and assimilated

137 Although this was certainly the case for Lennon, McCartney, and Harrison, it is true Starr’s

songwriting contributions in the late 1960s were not substantial enough to fill a side, without songs written by

the other Beatles.
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countercultural energies, reflecting them as rhetoric insinuated into new musical forms,
expressing an expanded social imagination.
The Mechanisms of Intersection and Response

The Beatles embedded critique in form, folding arguments into hooks, irony,
pastiche, and production choices. They leveraged celebrity as soft power through their
press-conference personas and reinforced it through their Our World performance of “All
You Need Is Love.” That performance is a textbook systems-model example that aligns
creator (The Beatles), domain (television and pop music), and field (producers, gatekeepers,
and global audience), and validates reframing a simple slogan as a universal proposition.
Often preferring ambivalence over pronouncement, as in “Revolution,” they mirrored the
mood of a generation edging between protest and pragmatism. They operated within an
iterative dynamic, which allowed them to respond to and reshape cultural expectations in
real time.
The Beatles’ Shaping Effects

In turn, The Beatles broadened pop’s thematic bandwidth by bringing non-sexual
love and spirituality; narratives of loneliness, class, and social detachment; and protest
anxiety into mainstream song. They established an aesthetic template for protest,
foregrounding emotional propositions over polemics, resetting the public’s imaginative
horizons by teaching audiences to expect change, and showing artists that risk and renewal
are markers of sincerity in the public sphere.

Together, these mechanisms and effects show how The Beatles converted social
currents into accessible sonic rhetoric and modelled a mode of public creativity that made

dissent, empathy, and experimentation appealing and comprehensible to a mass audience.
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Theoretical Framework and Implications

| next draw out the theoretical frame. Rather than reiterate methodological ground
already covered in Chapter Four, this section outlines the theoretical framework and
methodological tools that ground the thesis, and the theoretical implications that help
explain its outcomes. From a systems perspective in which systemic interaction outweighs
individual traits, The Beatles’ breakthroughs sit at the intersection of individual agency,
domain knowledge (songwriting and recording idioms), and field validation (producers,
engineers, critics, and mass audiences). In line with investment logic, in which “returns”
extend beyond commerce to include soft power, the group repeatedly “bought low” on new
ideas (thematic lyrical choices, studio effects, tape loops, orchestral crescendos, and genre
sprawl). They reaped extraordinary returns as acceptance of their creative output grew,
thus enabling them to take further risks. Peter Jackson’s documentary series The Beatles:
Get Back often spotlights examples of small-group flow and group creativity in action during
the recording sessions. It is repeatedly evident in the rapid iteration, deep listening, and
spontaneous recombination seen throughout the latter half of the series. | argue in Chapter
Six that, at times, the Get Back sessions illuminate glimpses of the extended mind and
distributed cognition. Both group flow and distributed cognition are also sporadically
evident during the rooftop concert. From the mid-1960s, The Beatles’ methods exemplified
combinational creativity through their use of pastiche, bricolage, and cross-genre synthesis
(music hall with psychedelia and audio collage, or raga with rock). They demonstrated
transformational creativity in pieces like “Tomorrow Never Knows” and the Abbey Road
medley, which expanded the structural boundaries of pop songs. Finally, their experiments
with arrangement, timbre, metre, and mix decisions to carry persuasion and meaning

support sonic rhetoric as an example of Aristotle’s concept of ethos, pathos, and logos.
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The Role of Influence in Creativity

I now consider how The Beatles’ influence can be observed in the 1960s and across
subsequent decades. By synthesising interviews with contemporaneous examples, | suggest
that their influence worked along three entwined channels: affirmation to explore, method
transfer, and the combination of ethos and example. It is clear, from my interview
participants’ testimonies and published quotes from musicians, that the primary effect of
their influence (the role-model effect) is a sensed “permission to try.” The Beatles’ influence
operated not as a need to replicate but as a license to attempt, to synthesise, to take risks,
to treat the studio as an instrument, to view the album as a statement, and to approach
popular music as serious art. The second effect of their influence is method transfer. In The
Beatles’ case, their examples of collective creativity, friendly competition, stylistic
recombination, and “no-rules” experimentation became portable methods that other
creative practitioners could adapt across genres and contexts. Finally, their ethos and
example—the group’s working-class confidence, their wit, playfulness, and willingness to
work hard to create something “special”—offer a standing precedent, redefining credible
artistry and signalling that popularity and experimentation could coexist.
The Beatles’ Enduring Legacy

The Beatles’ models of studio craft and their examples of album coherence (and, in
the case of the White Album, plural individualised coherence) became default aesthetic
templates across popular music and have influenced musicians and producers across
genres. Their model of political rhetoric by design influenced later protest songwriting and
positioned pop songs as affective invitations that assemble publics around themes of love
and dissent. Their transgenerational durability, extended through archival reissues, cover

culture, pedagogy, and protest, links memory studies to understanding creative reach.
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Although direct stylistic imitation has waned, the meta-lessons of The Beatles continue to
inform creative practice, the music industry, and education in the cultural sector.

In summary, The Beatles’ influence is not a linear inheritance, but a circulatory,
adaptive process. Their most significant legacy is an enduring creative ethos rooted in
experimentation, hybridity, cooperation, and artistic autonomy, and that later practitioners
continue to inhabit, revise, and extend.

Methodological Implications

This study’s methodologies have further implications that could inform future
research. They treated production as evidence by building protocols that analyse timbre,
edits, and orchestration alongside lyrics. The methods valued practitioners as co-theorists,
where interview narratives provided a situated theory of practice considered to be on a par
with scholarship and archives. They used a reflexive, cross-disciplinary design that braids
cultural history, creativity studies, media studies, and interviews to uncover non-obvious
readings. Finally, they shifted emphasis from outputs to processes by examining drafts, out-
takes, and film of recording sessions to see not only what was made but how decisions were
made (versioning, recombination, and rejection).

Pedagogical implications

For creative educators, the study encourages teaching a “permission ecology” of
validation, motivation, and instruction that models how guidance and constraints foster
risk-taking; scaffolding collective creativity by assessing listening, iteration, and negotiated
authorship rather than focusing solely on final artefacts; normalising hybridity and pastiche
by framing them as valid methods rather than shortcuts; and treating the studio as a
laboratory by requiring evidential listening and process logs that connect sound choices to

intent.
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Future Directions
Methodologically, the thesis models a reflexive, systems-aware approach in which
creativity becomes a framework for analysis and a site for empirical exploration. Thus,
knowledge is produced by iterating among archives, sounds, and situated voices, with rigour
maintained through transparent procedures, explicit limits, and cross-checks across kinds of
evidence. While grounded in The Beatles, the framework scales to other ensembles and
creative sectors, and provides a generalisable model for analysing how artistic innovation
both shapes and is shaped by cultural change. Because this study foregrounds Anglophone
reception, a clear next step would be to extend the framework into non-Western contexts.
Therefore, | suggest five areas for future research:
1. Global Comparative Studies
Extend the study’s framework to non-Anglophone contexts by conducting
comparative case studies across Latin America, Africa, India, and South Asia, drawing
on regional archives and local scholarship to assess cultural transferability.
2. Framework Application to Other Creative Collectives
Apply the systems-based creativity framework, including PEG, and sonic rhetoric to
other influential ensembles and collectives, such as Australian music in the 1790s
and 1980s (Oz Rock), Motown, The Beach Boys, Brit Pop, The Velvet Underground,
the punk movement, hip-hop crews, and K-pop production teams.
3. Audience Reception Across Generations
Conduct longitudinal reception analysis using oral histories, diaries, and metadata to
trace how meanings attached to The Beatles’ work have shifted across generations.

4. Computational and Sonic Rhetoric Analysis
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Advance the concept of sonic rhetoric by applying computational methods to
analyse timbre, mix, and arrangement decisions as persuasive elements in recorded
music.

5. Mapping Creative Support Networks

Develop historical maps of “permission ecologies” or support networks (including

mentors, producers, engineers, and institutions) to visualise how access, affirmation,

and collaboration evolve.

The durable lesson is ecosystemic because creativity here is legitimate, competitive,
constrained, tool-mediated, socially entangled, and rhetorically designed. Thus, adequate
theories and methods must hold these dimensions together.

Limitations

| have previously outlined the study’s limitations; however, the most significant
constraint has been the need to narrow its scope. This thesis contains only a fraction of
what | have learned during its making. The sheer amount of “muso knowledge” my
interview participants shared was enormous. Many were witty, erudite, self-aware, deep
thinkers who offered thought-provoking observations, theories and anecdotes. As
mentioned earlier, it confirmed my belief that musicians think differently.

I now recap other pertinent limitations and note how | mitigated them wherever
possible. The scope of the study created an English-language bias and a primary focus on
the UK, the US, and Australia. | mitigated this by drawing on diverse secondary sources and
making explicit boundary statements. The core analysis is temporally limited to the Beatles’
era as a group, from 1957 to 1970. The study only engaged with solo careers when clarifying
group dynamics or legacy pathways. Recall during interviews is situated; memory may be

selective and affected by retrospective sense-making. | strove to balance these inherent
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weaknesses through corroboration with contemporaneous sources and by attention to
narrative function, not just factuality. Similarly, survivorship bias can be a disadvantageous
factor in the examination of curated archives. | mitigated these shortcomings by balancing
the testimonies with poststructural textual analysis and the constant iteration of data. While
the study covers creativity, collaboration, and sociopolitics in some depth, its analytic scope
necessitated a lighter touch on fan studies, business, and technical musicology.

The single-case scope of the study design limits statistical generalisability. | mitigated
this by providing thick description and framing claims in terms of transferability rather than
universality. To mitigate potential bias from my own enthusiasm and identification with the
topic, | structured counter-evidence reviews and explicitly separated evidential description
from interpretation. Finally, due to limitations of space, | could not offer a comprehensive
song-by-song audit of The Beatles’ sociocultural and sociopolitical material, forcing me to
narrow the scope of analysis to a bare minimum of five songs.

Coda

This case study shows that The Beatles’ practice converted abstract creativity theory
into tangible artefacts: songs in which timbre, edits, and form did rhetorical work; a team
ecology where affirmation, scaffolding, and mentorship converted constraint into invention;
and a public persona that braided pleasure with provocation. During the 1960s, popular
music became a site where beauty and critique could coexist; albums became arguments;
studios, instruments; songs, civic statements. The Beatles laid down templates for
experimentation, studio authorship, subtle dissent, and risk-positive collective creativity
that persist wherever creators treat the song as a common space for feeling and thought. |

suggest that extending this systems view beyond The Beatles can clarify how creative work



Mason-Cox 292

moves culture. If creativity is a public resource, then surely studying and teaching it are part
of our cultural stewardship.

The evidence shows that The Beatles did not merely reflect the 1960s; they
redistributed its energies through studio-led, collaboratively authored, publicly validated
creativity. It validates lan Leslie’s assertion that The Beatles “were crucial to the creation of
a post-1960s personality: curious, tolerant, self-ironising, unaffected, both feminine and
masculine” (Leslie, John and Paul 12). Their creative practices normalised risk, hybridity, and
adaptive experimentation as workable norms, while their songs demonstrated how pleasure
can convey critique. The extended PEG ecology—creative license, collaboration, support,
mentoring, and audience co-production—is transferable across generations. Under PEG
conditions, systems alignment, and sonic rhetoric explain how creativity travels from studio
practice to civic feeling. In that sense, The Beatles’ legacy is not a canon but a method. It is
not an archive, but a model for how to move culture. It is a way of making that continues to
widen the horizon of what popular art can do.

As | outlined in the preface, my personal creative journey began with my
grandfather’s permission to think differently. | have been fortunate to have experienced
lifelong autonomy, support, and mentorship. The creative path, while not always easy, has
brought me fulfilment and satisfaction—it has enriched me daily. In turn, as a musician,
songwriter, and performer, | have brought the joy of shared music to my audience, a
perhaps fleeting but worthwhile gift. In Chapter Six, | suggested that once creativity is
“turned on,” it becomes an intrinsic facet of how individuals view every aspect of their

existence. The expression “creative in one thing, creative in all things” emphasises my
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assertion that creativity is a fundamental human trait'3. Therefore, if one’s creative
capacity is affirmed, reinforced, and directed, the chances are that it will flow and grow, as
it stems from a personal perspective and the ability to form connections between ideas.

My unwavering interest in The Beatles has remained a personal and professional
driver. While | would not describe myself as a rabid fan or a pundit, since 1969 | have
listened to their entire output, including every reissue and bootleg | could find; | have seen
every film and documentary, and watched the numerous excerpts from their live concerts
now accessible on YouTube; | have read most of the available books, biographies,
magazines, and articles about the group; listened to many experts’ podcasts; discussed
them with fellow musicians and fans; and | have played their songs in various ensembles,
and as a solo performer. Their influence has also informed my own songwriting and
production choices for the better. Although | have researched this thesis for more than five
years, conducted interviews, and analysed my participants’ testimonies, | have tried to
maintain objectivity. It is only now, as | come to write this conclusion, that | understand
precisely how pronounced their influence has been on me.

The opening chord of “A Hard Day’s Night” still rings.!3° It echoes, not as nostalgia,

but as an invitation—to experiment, to listen closely, to make boldly, and to keep imagining.

138 Attributed to John Cleese.

139 That chord is complex and harmonically rich. It was simultaneously played by Harrison and Lennon

on twelve and six string guitars, McCartney on bass, and George Martin on piano. It can be described musically

as an F add9 with a D in the bass.
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Email No. 1: An invitation to participate in a study about The Beatles
Dear

My name is David Mason-Cox. | am a PhD student from the University of Sydney. | am
writing to invite you to take part in a study into how The Beatles influenced the lives of
musicians, creative practitioners, and intellectuals, through the 1960s and 1970s.

My research aims to use the data collected to establish a greater understanding of the
importance, and the creative influence, of The Beatles, both to people who lived through
the 1960s, and to younger generations. | am interested in learning of your perspective as a
creative artist and wish to ask if, and how, your life has been influenced by The Beatles. By
finding out what you think and feel | hope to develop a more comprehensive picture of their
generational impact.

If you agree to participate in this study, | will interview you via telephone, or Zoom, to ask
you 36 questions. | will record the interview the audio component of the interview for later
transcription. The questions are designed to be open-ended; allowing you to answer in as
much, or as little, detail as you feel comfortable with. The purpose of the questions is simply
to gain an understanding of how The Beatles may have influenced you, from your initial
exposure to the group until today.

If you are interested and would like to know more, | attach a Participant Information
Statement which provides additional detail about the study. Please take the time to read it,
and to discuss it with others, before you make a decision whether or not to participate. If
you have any questions, please email me at dmas6230@uni.sydney.edu.au and | will answer
in greater detail.

If you are not interested in participating, you simply need do nothing. You will not be
contacted again.

Thank you for taking the time to read this email, and for your consideration of this project.
Sincerely

Dave

David Mason-Cox

PhD Thesis title - Tomorrow Never Knows: How creativity enabled The Beatles to shape the
1960s

This study is being conducted under the supervision of:

Professor Catharine Lumby | Responsible Researcher | catharine.lumby@sydney.edu.au
Department of Media and Communications, Faculty of Arts and Social Sciences

The University of Sydney
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If you are concerned about the way this study is being conducted or you wish to make a
complaint to someone independent from the study, please contact:

The University of Sydney Human Ethics Manager | human.ethics@sydney.edu.au | +61 2
8627 8176

Attachment: Participant Information Statement
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Participant Information Statement THE UNIVERSITY OF

SYDNEY

Research Study Title
Tomorrow Never Knows: How creativity enabled The Beatles to shape the 1960s

Professor Catharine Lumby (Responsible Researcher)

Department of Media and Communications, Faculty of Arts and Social Sciences
Email: catharine.lumby@sydney.edu.au

David Mason-Cox (PHD student) | Email: dmas6230@uni.sydney.edu.au

This information sheet is for you to keep

1. What is this study about?
We are conducting a research study about the significance of The Beatles during the
1960s. It also seeks to better understand their legacy, which appears to be immense and
of long-lasting importance.

The bulk of the research project will take the form of textual and archival analysis —
through a case study of The Beatles during their most fertile creative period. It aims to
identify the factors that contributed to the group’s reach, success, and influence.

However, we believe that it is pertinent to compare and contrast the results of this
analysis with real-world research. We plan to achieve this by conducting selective
interviews in order to develop a narrative account of how the lives and perceptions of
creative practitioners have been influenced by The Beatles. We are therefore interested
in learning of your perspective on how The Beatles influenced you.

The research aims to use the data collected to establish a greater understanding of the
importance of The Beatles, both to people who lived through the 1960s and to younger
generations. This project will consider how The Beatles’ growth toward creative maturity
impacted upon the lives of real people.

Please read this sheet carefully and ask questions about anything that you don’t
understand or want to know more about.

2. Who is running the study?
The study is being carried out by the following researchers: Professor Catharine Lumby
(Responsible Researcher) and David Mason-Cox of the Department of Media and
Communications, Faculty of Arts and Social Sciences at The University of Sydney.

The interviews will be conducted by the researcher, David Mason-Cox, under the
supervision of Professor Catharine Lumby, as a small part of an overall research project
designed to meet the requirements of the degree of Doctor of Philosophy (PhD) at the
University of Sydney. It is expected that the information gathered in the interviews may
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contribute to around 10% of the final project.

The collected raw data will not be viewed by any other party apart from the research
team, except as specified by the University of Sydney Human Research Ethics Committee
for monitoring purposes.

This research is unique and is not associated with any other research project. It is not
being sponsored or funded by any outside body.

Who can take part in the study?

Only invitees may participate. You have been invited to take part in this study because
you have expressed an interest in The Beatles and indicated that you may have been
influenced by their work and lives, or it is assumed that this may be the case.

What will the study involve for me?
Some things to consider about this study are:

e This research is not a randomised study. You have been chosen to participate in the
expectation that you can provide an insight into your feelings and impressions during
The Beatles’ heyday and since.

e The study requires no access whatsoever to your personal details or records.

e You will be interviewed via a telephone or Zoom conversation with the researcher.
You may choose the method that makes you feel most comfortable. The audio
component of the interview will be digitally recorded as an audio file and
transcribed.

e You will be asked 37 simple questions about how The Beatles have influenced you.
All answers are useful but answering every question is not necessary. You may skip
any question you don’t wish to answer.

e The estimated amount of time required to complete the interview will depend on
the amount of information you wish to contribute. It could range from 60 to 90
minutes.

e The answers you give will be confidential unless you have given consent to be
identified in some way.

e You may also choose whether or not your answers may be quoted or cited verbatim
in the final study.

e Atranscript of any information you provide will be forwarded to you upon request
following the interview process. You may add to or amend it as you wish. If you
choose, a follow up interview can be conducted to further explain any points that
would like to clarify.
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e If, after reading this outline you are prepared to participate you will be asked to give
your consent (verbally or in writing), agreeing to your answers being incorporated in
the study findings. You can ask for further information at any time prior to, or
during, the interview.

5. Can | withdraw once I've started?
Yes. Taking part in this study is voluntary and you do not have to take part. Please do not
feel that you need to be involved.

If you do agree to participate you may still withdraw from this research project at any
time, for any reason. You need give no reason and here are no special requirements for
withdrawing — you can simply advise of your decision by email, or by phone. Should you
choose, any existing data will be immediately destroyed and will not be used in any way.

Your decision to withdraw will not affect your current or future relationship with the
researchers or anyone else at The University of Sydney.

6. Are there any risks or costs?
We do not expect that there will be any risks or costs associated with taking part in this
study. The greatest disadvantage in agreeing to participate in this research is that you
will spend some of your time answering questions about your feelings and impressions
of The Beatles. As there is no payment for being involved you may consider that the
time required to complete the interview is too great.

However, as the questions mainly relate to an historic period of great social upheaval,
they could cause discomfort in some participants. If you feel uncomfortable answering
any question, please skip it or stop completely. Please do not continue with the
interview if you become upset. If you do feel any discomfort, you can contact Lifeline on
13 11 14 or Beyond Blue on 1300 22 4636 at any time, 24 hours-a-day, for counselling
and assistance.

It is important to note that you are not obliged, and will not be encouraged, to disclose
information about historic illegal activity. While we respect your privacy, we cannot
guarantee absolute confidentiality about illegal activity should we be required by law to
disclose it.

All care will be taken to maintain privacy and confidentiality. However, should you agree
to being quoted, it is possible that you may experience embarrassment if any of the
research data is later published. As previously mentioned, you will not be identified or
cited without your consent and approval.

7. Are there any benefits?
No, you will not receive any direct benefits from your involvement in this research.
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What will happen to information that is collected?

By providing your consent, you are agreeing to us collecting information about you for
the purposes of this study. If you agree by checking the tick box on the consent form,
you may be named or identified in the research papers. The information gathered will
be summarised and incorporated into the researcher’s final thesis which is designed to
meet the requirements of the degree of Doctor of Philosophy at the University of
Sydney. It is possible that parts of that thesis may be published in other forms, for
example in a journal article or a book chapter. We are planning for the study findings to
be published.

Any information you provide us will be transcribed and digitised by the researcher. It will
be stored securely, and we will only disclose it with your permission, unless we are
required by law to release information. The collected raw data, your answers or
interviews, will be encrypted and stored according to best practice on The University of
Sydney’s Research Data Store (RDS), an enterprise grade Network Attached Storage
(NAS) device. At the end of the study the raw data (the recording of your interview) will
be kept for 12 months before being erased, unless you specify that it should be kept.
The transcribed results of the study will be digitised and stored in perpetuity on The
University of Sydney’s Research Data Store (RDS).

The information that you provide will contribute to the prevailing knowledge. The study
will be examining and comparing the information gleaned from the interviews with that
drawn from an extensive study of the existing literature. It is hoped that this will
contribute to a clearer understanding of how The Beatles influenced the lives of real
people. Therefore, the information published in the PhD thesis may be drawn upon and
used in future research.

Australian privacy law gives you the right to access your stored information. As
previously stated, you also have the right to request corrections to any information
about you that you disagree with. If you would like to access your information, please
contact David Mason-Cox.

Will | be told the results of the study?
A transcript of any information you provide will be forwarded to you upon request
following the interview process. You may add to or amend it as you wish.

You have a right to receive feedback about the overall results of this study. That
information will be available well before the PhD thesis is lodged for examination in
2024. All information that you provide will be confidential unless you have given
consent to be identified in some way.

. What if | would like further information?

When you have read this information, the researcher David Mason-Cox will be available
to discuss it with you further and answer any questions you may have. His email address
is dmas6230@uni.sydney.edu.au
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11. What if | have a complaint or any concerns?

The ethical aspects of this study have been approved by the Human Research Ethics
Committee (HREC) of The University of Sydney [HREC Approval No.: 2021/794] according to
the National Statement on Ethical Conduct in Human Research (2007).

If you are concerned about the way this study is being conducted or you wish to make a
complaint to someone independent from the study, please contact the University:

Human Ethics Manager

human.ethics@sydney.edu.au
+61 2 8627 8176

HREC Approval No.: 2021/794
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Email No. 2: An invitation to participate in a study about The Beatles
Dear

Thank you for agreeing to take part in my study into how The Beatles influenced the lives of
musicians, creative practitioners, and intellectuals, through the 1960s and 1970s.

| will contact you soon to arrange a suitable time to interview you. Would you prefer to be
interviewed via Zoom or over the phone? In the meantime, please feel free to email me at
dmas6230@uni.sydney.edu.au if you have any questions about the interview, or my
research in general.

For your convenience, | attach a copy of the Participant Written Consent form. This is to
ensure that you understand the nature of study and consent to participate in it. Should you
wish, you can complete it, scan or photograph it, and email it back to me. Otherwise, | will
go through it with you before we commence the interview, tick the appropriate boxes, and
get your verbal consent to proceed.

Best regards

Dave

David Mason-Cox

PhD thesis title - Tomorrow Never Knows: How creativity enabled The Beatles to shape the

1960s

This study is being conducted under the supervision of:

Professor Catharine Lumby | Responsible Researcher | catharine.lumby@sydney.edu.au
Department of Media and Communications, Faculty of Arts and Social Sciences

The University of Sydney

If you are concerned about the way this study is being conducted or you wish to make a
complaint to someone independent from the study, please contact:

The University of Sydney Human Ethics Manager | human.ethics@sydney.edu.au | +61 2
8627 8176

HREC Approval No.: 2021/794
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Participant Written Consent Form
THE UNIVERSITY OF

SYDNEY

Research Study Title
Tomorrow Never Knows: How creativity enabled The Beatles to shape the 1960s

Professor Catharine Lumby (Responsible Researcher)

Department of Media and Communications, Faculty of Arts and Social Sciences
Email: catharine.lumby@sydney.edu.au

David Mason-Cox (PHD student) | Email: dmas6230@uni.sydney.edu.au

Participant Name

| agree to take part in this research study. In giving my consent, | confirm that:

e The details of my involvement have been explained to me, and | have been provided
with a written Participant Information Statement to keep.

e |understand the purpose of the study is to investigate the influence of The Beatles on
my life.

e | acknowledge that the risks and benefits of participating in this study have been
explained to me to my satisfaction.

e | understand that in this study | will be asked to participate in a telephone or Zoom
interview explaining how | have been influenced by The Beatles.

e | understand that my participation will be recorded in the form of a digital audio
recording.

e | understand that | can ask for a copy of the transcribed interview and that | can add
to, amend, or clarify any point in a follow up interview.

e | understand that my information will be used as part of this PhD project and that
information published in the PhD thesis may be drawn upon and used in future
research.

e | understand that being in this study is completely voluntary and that | am under no
obligation to participate.

e | am assured that my decision to participate will not have any impact on my
relationship with any member of the research team, or the University of Sydney
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| understand that | can stop the interview process or withdraw from the study at any
time, for any reason, with no adverse consequences to me. Should | choose, any
document or recording that | have completed will be destroyed and any information |

have provided will not be used in the study.

| have been informed that the confidentiality of the information | provide will be
protected and will only be used for purposes that | have agreed to. | understand that
information about me will only be told to others with my permission, except as

required by law.

| understand that the results of this study may be published, but these publications
will not contain my name or any identifiable information about me unless | consent to

being identified using the ‘Yes’ checkbox below.
[ Yes, | am happy to be identified
[0 No, | do not want to be identified. Please keep my identity confidential.

I confirm the following:

| consent to audio recordings Yes [J
I would like to review my interview transcripts Yes O
| consent to a follow-up interview if | feel it is needed Yes [J
| consent to my data being used in future research Yes [
I would like feedback on the overall results of this study Yes O

No O

No O

No O

No O

No

If you answered yes to receiving feedback, please provide your preferred contact

details (email/telephone/postal address):

Email:

Telephone:

Postal Address:
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e | understand that after | sign and return this consent form it will be retained by the
researcher, and that | may request a copy at any time.

Participant Name

Signature

Date

HREC Approval No.: 2021/794
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Participant Oral Consent Form Script
THE UNIVERSITY OF

SYDNEY

Research Study Title
Tomorrow Never Knows: How creativity enabled The Beatles to shape the 1960s

Professor Catharine Lumby (Responsible Researcher)

Department of Media and Communications, Faculty of Arts and Social Sciences
Email: catharine.lumby@sydney.edu.au
David Mason-Cox (PHD student) | Email: dmas6230@uni.sydney.edu.au

As the researcher responsible for asking you the questions, | am required to gain your consent
to be interviewed for the purposes of the study. Should you prefer, you may complete this
form in writing. Alternatively, | will read it to you prior to commencing the interview and

record your answer to each item. Is that understood and agreed? Yes [0 No [

Participant Name

Do you agree to take part in this research study? In giving your consent you confirm that:

e The details of your involvement have been explained to you, and you have been
provided with a written Participant Information Statement to keep. Yes [1 No [

e You understand the purpose of the study is to investigate the influence of The Beatles
onvyourlife. Yesd No[ll

e You acknowledge that the risks and benefits of participating in this study have been
explained to you to your satisfaction. Yes [ No [

e You understand that in this study you will be asked to participate in a telephone or
Zoom interview explaining how you have been influenced by The Beatles.  Yes [
No [

e You understand that your participation will be recorded in the form of a digital audio
recording. Yes[d No[

e You understand that you can ask for a copy of the transcribed interview and that you
can add to, amend, or clarify any point in a follow up interview. Yes [ No [l

HREC Approval No.: 2021/794
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You understand that your information will be used as part of this PhD project and that
information published in the PhD thesis may be drawn upon and used in future
research.

YesO NoO

You understand that your participation in this study is completely voluntary and that
you are under no obligation to participate. Yes [1 No [

You are assured that your decision to participate will not have any impact on your
relationship with any member of the research team, or the University of Sydney. Yes

O NoO

You understand that you can stop the interview process or withdraw from the study
at any time, for any reason, with no adverse consequences to you. You understand
that, should you choose, any document or recording that you have completed will be
destroyed and any information you have provided will not be used in the study. Yes

O NoO

You have been informed that the confidentiality of the information you provide will
be protected and will only be used for purposes that you have agreed to. You
understand that information about you will only be told to others with your
permission, except as required by law. Yes [1 No [

You understand that the results of this study may be published, but these publications
will not contain your name or any identifiable information about you unless you
consent to being identified using the ‘Yes’ checkbox below.

[ Yes, you are happy to be identified

0 No, you do not want to be identified and would like to keep your identity
confidential.

In giving your consent you confirm that:

You consent to audio recordings Yes [] No [
You would like to review your interview transcripts Yes O No [
You consent to a follow-up interview if you feel it is needed Yes [] No [
You consent to your data being used in future research Yes O No [
You would like feedback on the overall results of this study Yes O No [

HREC Approval No.: 2021/794
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If you answered yes to receiving feedback, please provide your preferred contact
details (email/telephone/postal address):

Email:

Telephone:

Postal Address:

e You understand that after your consent is recorded on this form it will be retained by
the researcher, and that you may request a copy at any time.

Participant Name

Signature (as recorded by the researcher)

Date

HREC Approval No.: 2021/794
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Interview Schedule and Questionnaire

Name of Interviewee: Date of interview:

Time at start:

Location of interview: Time at end:

Duration of interview:

My name is David Mason-Cox. | am a PhD candidate at the University of Sydney.
Thank you for consenting to be interviewed as a part of my research into the creative
influence of The Beatles upon the lives of people in the 1960s and beyond. Any information
you provide will be forwarded to you on request following the interview process. All
information that you provide will be confidential unless you have agreed to be identified.

Your involvement in this study is completely voluntary and you can stop the
interview process at any time. If you don’t want to answer a question you can skip it.

You may withdraw from the study at any time, for any reason. Should you choose,
any document or recording that you have completed will be destroyed and any information
you have provided will not be used in the study. If you would like | will provide you with a
transcript of your interview when it is completed.

| will remind you that you are not obliged, and will not be encouraged, to disclose
information about historic illegal activity. While | respect your privacy, | cannot guarantee
absolute confidentiality about illegal activity should | be required by law to disclose it.

The impact and legacy of The Beatles successes throughout the 1960s is potentially

greater and more diverse than any other single entity of the time. The progress of the four
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scruffy lads from Liverpool to the biggest stars in the world is well documented. There is less
information available about how their creative development influenced others, and fostered
their own creative thinking, particularly in Australia and New Zealand. This research project
is aimed at acquiring an insider’s perspective. By finding out what you think and feel | hope
to develop a more comprehensive picture of their influence.

The questionnaire is designed to be open-ended. The aim is to allow you to answer
in as much, or as little, detail as you feel comfortable with. There are no wrong answers. The
purpose of the questions is simply to gain an understanding of how The Beatles may have
influenced you, and in particular, your creativity, from your initial exposure to the group
until today.

If any question evokes a memory that causes distress, please do not answer it. For
help and advice in this situation you can contact Lifeline on 13 11 14 or Beyond Blue on
1300 22 4636.

Research Questions

Please answer in as much, or as little, detail as you feel comfortable with providing.
01. When did you first become aware of The Beatles?
02. What impact did that first awareness cause?
03. Can you recall how you felt about them at the time?
04. What initially most impressed you about The Beatles?
Their music
Their image
Their collective sense of humour

Other

05. When did you start to feel that The Beatles might become important to you?



06.

07.

08.

09.

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.
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In what way did you feel that they might become important?

Did the advent of The Beatles era alter your perspective in any way?
The Beatles themselves were influenced by, and recorded many cover
versions of, songs by American artists. Did their influences and choices affect
you in any way?

Would you say that your exposure to The Beatles influenced to you play
music, write songs, or be creative in any way?

If so, how did The Beatles initially influence your creativity?

Were you aware of their influence on creative thinking overall?

Were you aware of The Beatles’ influence on other musicians and music in
general?

Were you aware of their influence on fashion?

Did The Beatles’ visual image have any impact on your own sense of style?
Do you recall your reaction to the first Beatle film, A Hard Day’s Night?

Do you recall your reaction to the second Beatle film, Help!?

After your early exposure to The Beatles did your interest in the group
increase or decrease?

Can you describe how your interest changed over time?

What, if anything, did you feel as The Beatles began to transform both their
visual image and their music?

Were you influenced in any way by those changes?

What period of The Beatles’ career was, or is, most important to you? Please

mark any or all the periods that matter to you.

e 1963-1964 — in this period the following major works were released:



22

23.

24.

25.

26.

27.
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Albums: Please Please Me, With The Beatles, A Hard Day’s Night, Beatles For Sale.
Film: A Hard Day’s Night.
e 1965-1966 — in this period the following major works were released:
Albums: Help!, Rubber Soul, Revolver. Film: Help!
e 1967-1968 —in this period the following major works were released:
Albums: Magical Mystery Tour (Double EP), Sgt Pepper’s Lonely Hearts Club Band,
The Beatles (the White Album). Film: Magical Mystery Tour.
e 1969-1970 —in this period the following major works were released:
Albums: Yellow Submarine, Abbey Road, Let it Be. Films: Yellow Submarine, Let it Be.
e Post breakup 1971-2020 - in this period the following works were released:
Albums: The Beatles At The Hollywood Bowl! (1977), Live at The BBC (1994),
Anthology 1 (1995), Anthology 2 (1996), Anthology 3 (1996). Films: The Beatles
Anthology (1995), The Beatles: Eight Days a Week — The Touring Years (2016), Get
Back (2020).

. Can you explain The Beatles’ influence on you during any, or all, of those

periods? Provide as much detail as you like.

Were you aware of The Beatles having any influence on youth culture?

Were you aware of The Beatles having any influence on the counterculture?

Did The Beatles’ musical experimentation have any impact on you? If so, can

you outline how you were influenced?

The Beatles’ lifestyle choices often made headlines. Did they have any impact

on you? If so, can you explain how you were influenced?

Did The Beatles’ dalliance with Indian philosophies and eastern mysticism

have any impact on you? If so, can you outline how you were influenced?
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28. Did the song “All You Need Is Love” (1967) have any direct impact on you? If
S0, can you explain its impact?

29. Did the song “Revolution” (1968) have any direct impact on you? If so, can
you explain its impact?

30. Is there any one song by The Beatles that particularly resonates with you? If
so, can you explain why it has affected you?

31. Is there any one album by The Beatles that particularly resonates with you? If
so, can you explain why it resonates with you?

32. How would you describe the importance of The Beatles in your life?

33. How would you describe the importance of The Beatles in the lives of other
people you know, or have known, including younger generations?

34. What, if anything, have you learned from The Beatles?

35. How would you sum up what The Beatles mean to you now?

36. Do you think that The Beatles’ influence changed the world in any way? If
so, can you explain it has been changed and why you think this?

37. Is there anything else that you would like to add?

Thank you for your time and your thoughts. Both are much appreciated.

HREC Approval No.: 2021/794
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Appendix 2— Biographies of the Interview Participants

Tim Armstrong www.timarmstrongband.com
Tim Armstrong (1962) is a versatile New Zealand singer, multi-instrumentalist,
songwriter, record producer, and jingle writer. He leads The Tim Armstrong Band, and has the

role of John Lennon in Abbey Road, The New Zealand Beatles Show.

Interviewed: 16 Feb. 2022 Interview duration: 01:55:00

Kevin Bennett www.kevinbennettandtheflood.com

Kevin Bennett (1952) is a highly respected singer, guitarist and songwriter. His Sydney
roots band, The Flood, were CMAA Gold Guitar winners in 2006 and 2020. He also won Gold
Guitar awards for collaborative records and songwriting in 2011, 2016 (two), 2019, 2021, and
2025. He has also recorded numerous albums with The Honeymoon, Moving Pictures and
Chasin’ the Train.

Interviewed: 08 Feb. 2022 Interview duration: 03:28:00

Paul Berton

Paul Berton (1956) is a guitarist, producer, composer, musical director, and educator.
He currently teaches music at NSW TAFE and tours with Leo Sayer, John Waters, and Jeff Duff.
Berton rose to prominence as a long-time member of Renee Geyer’s band. He regularly
performs as MD and guitarist in touring shows, including Australia’s standout Beatles tribute,
All You Need Is Love, with the SSO at the Sydney Opera House.

Interviewed: 28 Jan. 2022 Interview duration: 02:37:00
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Graham “Buzz” Bidstrup www.ganggajang.com

Graham “Buzz” Bidstrup (1952) is a drummer, songwriter, music producer, and artist
manager. He was the drummer and songwriter with The Angels (co-writing “No Secrets”), and
Ganggajang. Bidstrup has produced or co-produced over fifty albums and soundtracks and has
played as a session musician on records by Jimmy Barnes, Australian Crawl, and Mondo Rock.
He has managed Jimmy Little and Nathan Cavaleri.

Interviewed: 14 Feb. 2022 Interview duration: 02:58:00

James Black

James Black (1956) has played guitar and keyboards with various artists, including
Mondo Rock, Men at Work, and The Black Sorrows. He was the musical director, guitarist and
keyboard player for The RocKwiz Orkestra for twelve seasons on SBS TV. Black is also an
accomplished songwriter, film and television composer, session player, artist manager and
record producer.

Interviewed: 02 Jun. 2022 Interview duration: 02:55:00

John Brewster-Jones

John Brewster-Jones (1949) is a guitarist, songwriter and vocalist. He was a founding
member of The Angels and co-wrote most of their hits. He also played with The Party Boys in
the late 1980s. He now performs with The Angels, The Brewster Brothers, and plays solo Bob
Dylan tribute shows.

Interviewed: 19 Jul. and 22 Aug. 2022 Total interview duration: 03:57:00
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George Byrne www.georgebyrne.com
George Byrne (1976) is a Sydney-born photographer, artist, singer, songwriter, and

MTV composer. After releasing his first album in 2009, he moved to Los Angeles to record for
Universal. While developing his musical career, he began creating large-scale photographs of
everyday surfaces and landscapes to produce painterly abstractions. His experimentation with
manipulation and assemblage proved so popular that he refocused his attention on his visual
art. However, his passion for music was reignited by the Get Back documentary, and he now
balances the two aspects of his creative life.

Interviewed: 02 Jun. 2022 Interview duration: 01:25:00

Brian Cadd www.briancadd.com

Brian Cadd AM (1946) is a singer-songwriter, keyboardist, film composer, producer
and record label founder. He was a child prodigy and was offered his first professional job as a
pianist for a children’s TV program at age 12. Cadd was a founding member of Axiom (with
Glenn Shorrock) and co-wrote their three hit singles. Before returning to Australia, he toured
and lived in the US, the UK, and Europe as a musician and songwriter. Cadd has released
fourteen solo or duet albums and albums with The Groop, Axiom, The Bootleg Family Band
and The Flying Burrito Brothers. Until recently, he was touring with Glenn Shorrock. His
autobiography “From This Side of Things” was published in 2010.

Interviewed: 30 Mar. and 04 Jul. 2022 Total interview duration: 01:55:00

Dave Faulkner www.hoodoogurus.net
Dave Faulkner (1957) is a singer, songwriter, guitarist, keyboardist and film composer.
He is best known for his work as the lead vocalist and songwriter of Australia’s Hoodoo Gurus,

who have released ten acclaimed albums. He was inducted into the Australian Songwriters
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Hall of Fame in 2023. Faulkner has served as the music critic for The Saturday Paper and was
an ambassador for the National Office for Live Music.

Interviewed: 28 Apr. 2022 Interview duration: 01:30:00

John and Lynn Forbes

John Forbes (1956) and Lynn Slamon Forbes (1956) are a creative team based in
Brisbane. John is a drummer, vocalist and producer who plays with various local artists, while
Lynn, a gifted vocalist, is now an in-demand vocal coach.

Interviewed: 23 Jun. 2022 Interview duration: 02:46:00

Dave Glyde

Dave Glyde (1940) first met The Beatles in Hamburg in 1961 when he was a member
of Sounds Incorporated, a British instrumental group backing Gene Vincent. After signing with
Brian Epstein’s management company, the group often opened for The Beatles on tour,
including their 1964 Australian Tour. In 1967, he played saxophone on “Good Morning Good
Morning,” a track from Sgt. Pepper’s Lonely Hearts Club Band. Glyde was a lifelong friend of
George Harrison and “Richie” Starkey. After emigrating to Australia, he worked as a
saxophonist and arranger with The Daly-Wilson Big Band and an array of top local and
international artists. He was still playing regular shows at eighty-three.

Interviewed: 09 Apr. 2022 Interview duration: 02:10:00

John Grant
John Grant (1950) is a Sydney guitarist who has made a lifetime career in music. For
fourteen years, he was a first-chair guitarist in Geoff Harvey’s band for the Nine Network’s

The Mike Walsh Show and Midday. Grant has backed many international and local artists and
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played thousands of shows. He has played just about every style of music and continues to
please crowds with his versatile style.

Interviewed: 20 Jul. 2022 Interview duration: 01:28:00

James Griffin www.jamesgriffin.com.au

James Griffin (1953) is an Australian singer, songwriter, poet and spoken word
performer. His forty-year career ranges from solo acoustic work through New Wave and Alt.
Country. Griffin co-wrote The Black Sorrows hit, “Snakeskin Shoes” and the Golden Guitar-
winner, “Changi Banjo.” He has also written and hosted many ABC TV and radio programs
about music, books and writing.

Interviewed: 22 and 29 Jun. 2022 Total interview duration: 03:36:00

Ross Hamilton www.stringybark.com

Ross Hamilton (1950) is a singer, multi-instrumentalist and producer who performs
solo and with the Sydney band Stringybark. After a notable career in the Australian film
industry, Hamilton returned to his first love and began performing music professionally in the
1990s. He has since released seven albums. Although he specialises in Australiana and Celtic
music, he has a broad and enduring interest in rock, pop and country.

Interviewed: 18 Feb. 2022 Interview duration: 03:24:00

Charlie Hull and Martine Monroe www.nomadmusicaustralia.com
Charlie Hull (early 1940s) is a pianist, arranger, and producer with extensive
experience in the Australian entertainment industry. After graduating from the Sydney
Conservatorium, he worked with the Daly Wilson Big Band as arranger and pianist before
becoming Marcia Hines’ long-time musical director in 1979. Hull has been musical director or

arranger for the Australian stage productions of Priscilla, Queen of the Desert, Dusty The
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Musical, and Shout! The Legend of The Wild One. He has also produced dozens of albums for
the international dance spectacular Burn the Floor.

Martine Monroe (1959) is a Belgian-born singer, songwriter, graphic designer, video
and audio editor. Her background is steeped in theatre and popular music. Monroe starred in
the ABC concert series A Toast to Piaf with the Queensland Symphony Orchestra and has
toured as a backing vocalist with Doug Parkinson, Marcia Hines, Leo Sayer, Brian Ferry, Glenn
Shorrock, and John Paul Young.

Interviewed: 11 Mar. 2022 Interview duration: 02:26:00

Jenny Kee www.jennykee.com

Jenny Kee (1947) is an iconic Australian fashion designer who first met The Beatles in
Sydney in 1964. She was awarded an AO in 2018 for her distinguished service to the
Australian fashion industry as a textile artist and clothing designer. Kee’s creative work has
been shaped by an eclectic mix of global influences and has appeared on silk, paper, wool,
cotton, ceramics and canvas. Her autobiography, A Big Life was published in 2006.

Interviewed: 06 Apr. and 03 Jun. 2022 Total interview duration: 02:25:00

Kesl*

Kesl (1948) is a theatre and events professional who first saw The Beatles live in
Nottingham in 1964. He later graduated from the Guildhall School of Music and Drama. He
has worked internationally as a musician, actor, stage manager, production manager, director,
and producer of corporate theatre and major government events.

*(Kesl is a pseudonym).

Interviewed: 09 Feb. 2022 and 16 Jan. 2023 Total interview duration: 03:46:00
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Justin McCoy www.highlystrungmusic.com.au

Justin McCoy (mid-1950s) is an Australian vocalist, guitarist, and award-winning
composer, arranger, and producer. McCoy is also a founding member of the Sydney group Hat
Trick. Since 1994, he has composed and produced the music for hundreds of episodes of
shows by ABC TV and Grainger TV Australia. McCoy and his family band are in great demand
and regularly play on cruise ships.

Interviewed: 11 Apr. 2022 Interview duration: 02:18:00

Eric McCusker

Eric McCusker (1953) is a respected songwriter and guitarist. His most notable
achievements include writing the hits “Come Said the Boy,” “State of the Heart,” and
“Chemistry” for his group Mondo Rock, and “No-One Comes Close” for John Farnham’s
Whispering Jack album. He is active as a songwriter, writer, and performer, and at the time of
the interview, he was working on a musical, Ava (at the End of the World). McCusker was on
the Board of Directors of APRA for 24 years and has taught songwriting at Monash University
and Music Business at NMIT.

Interviewed: 01 Jul. and 08 Jul. 2022 Total interview duration: 04:17:00

Chris Mearns

Chris Mearns (1950) is a multi-instrumentalist, songwriter and producer. For over two
decades, he balanced his career as a musician with his role in the Training Aid Program for the
Department of Foreign Affairs. He is currently a member of numerous bands, playing bass and
keyboards in various musical styles including rock, pop, jazz, folk, and country.

Interviewed: 16 Feb. 2022 Interview duration: 03:00:00
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Chris Mearns and Richard Johnston

Richard Johnston (1950) is a businessman who studied Philosophy and Religion before
taking over the family’s timber mill. Although not a musician, he developed a deep
appreciation of lyrical content and musical expression through his close and lifelong friendship
with Mearns and his bandmates in the Southern Highlands of NSW. The Beatles significantly
influenced the two, underpinning their mutual growth from adolescence to adulthood.

Interviewed: 20 Jun. 2022 Interview duration: 01:23:00

Mike Morris

Mike Morris (1945) was the lead singer, guitarist, and songwriter with the popular
and influential Sydney band The Allusions between 1965 and 1967. Morris’s “The Dancer” and
their cover of “Gypsy Woman” were both top twenty hits in Sydney in 1966 but failed to
achieve chart success interstate. After a stint overseas, he returned to Australia and worked in
country-rock bands. Although he downplays his talents, Morris and The Allusions were
revered by many musicians, including several other interview participants.

Interviewed: 17 Feb. 2022 Interview duration: 01:06:00

Russell Morris www.russellmorris.com.au

Russell Morris AM (1948) is an acclaimed singer, guitarist and songwriter who had five
Australian Top 10 hits between 1969 and 1973, before relocating to the US. He has recorded
over twenty albums since 1971, including a live album with Brian Cadd and five with Jim Keays
and Darryl Cotton. Two albums from his Australian blues trilogy, Sharkmouth, Van Dieman’s
Land, and Red Dirt, Red Heart, won ARIA awards in 2013 and 2016.

Interviewed: 13 Apr. 2022 Interview duration: 01:35:00
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Martin Newell www.cleanersfromvenus.com

Martin Newell (1953) is an English singer and songwriter. He is regarded as a
significant figure in the history of cassette culture and DIY music, with releases by Cleaners
from Venus. In 1993, Newell released his first non-cassette solo album, The Greatest Living
Englishman, produced by XTC’s Andy Partridge. It was a critical and commercial success, and
he has since released eighteen albums. He is also well known as a poet, columnist, and
author, and has been the subject of three documentary films.

Interviewed: 20 Jul., 03 Aug., and 10 Aug. 2022 Total interview duration: 04:01:00

Patrick O’Donnell

Patrick O’Donnell (1969) is an Orange-based singer, guitarist, songwriter and
producer, known for his work with Wild Things Run. He also performs as one half of The
O’Donnell Brothers, an acoustic duo that explores roots and folk influences, showcasing his
range and deep musical connection with family. O’'Donnell is the founder and owner of Rolling
Wheel Studios, where he writes, records, and produces music for a wide range of artists.

Interviewed: 04 Jul. 2022 Interview duration: 02:46:00

Suzi Quatro www.suziquatro.com

Suzi Quatro (1950) is an American singer, bass guitarist, songwriter, and actress. She
has been called “the female rock pioneer” and is cited as an inspiration for Chrissie Hynde,
Tina Weymouth and Joan Jett. Quatro scored a string of hit singles in Europe and Australia,
with “Can the Can” and “Devil Gate Drive” reaching number one. Her popularity in Australia is
legendary, having broken attendance records at many venues. Suzi Q, a documentary about
her life, by Melbourne-based director Liam Firmager, premiered in 2019.

Interviewed: 28 Apr. 2022 Interview duration: 01:00:00
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Phil Rigger

Phil Rigger (1956) is a Sydney-based musician, songwriter, film and television
composer, and music and video producer. He was the lead vocalist, trumpet player, and
songwriter with the group Outline. Rigger has produced and engineered innumerable albums
and was the driving force behind the surround-sound audio-visual experience “Tributary—See
With Your Ears.”

Interviewed: 07 Jun. 2023 Interview duration: 02:39:00

Leo Sayer www.leosayer.com
Leo Sayer (1948) is a legendary British singer, songwriter, and producer whose first

album was recorded at Apple Studios in 1973. Over the next four years, he had great success
in the UK, Europe, and Australia. In 1977, he had two consecutive number-one hits in the US
with “You Make Me Feel Like Dancing” and “When | Need You”. Sayer relocated to Australia in
2005 and has since released five albums, bringing his total output to seventeen studio LPs. His
interest in The Beatles is reflected in his 2022 solo recording, Northern Songs, which features
versions of nineteen classic tracks in Sayer’s unique style.

Interviewed: 02 Mar. and 08 Mar. 2022 Total interview duration: 04:36:00

Gary Seach

Gary Seach (1949) is a Sydney guitarist, singer, and audio engineer. He was a
professional musician from the late 1960s until the mid 1980s, when he began a career as
front-of-house sound engineer for The Hoodoo Gurus, The Church, and other touring groups.
Seach played in Toby Jug, and Harry Young and Sabbath, before forming his own group Magic
in 1975. He later played guitar and sang in the Idle Rich and Mad Gorilla before becoming an
audio technician.

Interviewed: 30 Jan. 2022 Interview duration: 02:35:00
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Sam See

Sam See (1949) is a Melbourne singer, guitarist, keyboardist, songwriter, musical
director, and producer. An active professional musician since the 1970s, he has been a
member of Sherbert, The Flying Circus, Fraternity, Goanna, Country Radio, and The John
Farnham Band, and wrote Farnham’s hit “Reasons.” See was musical director for Steve
Vizard’s “Tonight Live” and for joint tours by Brian Cadd and Glenn Shorrock. He currently
plays with the Pardoners.

Interviewed: 22 Feb. 2022 Interview duration: 03:45:00

Glenn Shorrock www.glennshorrock.com

Glenn Shorrock AM (1944) is a British-born Australian singer and songwriter, best
known as the lead vocalist of The Twilights, Axiom, and the Little River Band. He released his
first solo album in 1982. Shorrock was twice inducted into the ARIA Hall of Fame: as a solo
artist in 1991 and as a member of Little River Band in 2004. Among his biggest hits are “Cool
Change” and “Help Is on Its Way.” Until recently, he was touring with Brian Cadd. Shorrock
released his autobiography, Now, Where Was I? in 2018.

Interviewed: 08 Mar. 2022 Interview duration: 01:07:00

John Spence www.johnspence.au
John Spence (1954) is a Northern Beaches singer, guitarist, songwriter, and television
and event producer. He was the leader of The Fargone Beauties, the originators of
“thrashgrass”, who played classic rock songs in a bluegrass style. The band released three
albums, performed countless gigs, and every major country music festival in Australia. Spence
later moved into production roles with the Sydney Olympics, the Golden Guitar Awards, The
Guitar Show, and hundreds of concerts. He released his latest album, Burning Sky, in 2024.

Interviewed: 16 Feb. 2022 Interview duration: 01:43:00
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Holly Tessler

Dr Holly Tessler (1970) is a US-born academic. She is a founding editor of the Journal
of Beatles Studies and Programme Leader of the master’s degree course, The Beatles, Music
Industry and Heritage, and Senior Lecturer, Music Industries at the University of Liverpool.
Before her academic career, she worked in commercial and public radio stations in the US.

Interviewed: 12 Apr. 2022 Interview duration: 01:26:00

John Waters

John Waters (1948) is a British-born actor, singer, guitarist, and songwriter with a
distinguished career in entertainment as a star of stage, stage musicals, film, and television.
He co-wrote, produced, and starred in the one-person show, Looking Through a Glass Onion,
a tribute to John Lennon, which toured nationally and internationally for 30 years. He has
released many CDs, including Cloudland, an album of originals, in 2011. He currently performs
around Australia with The John Lennon Songbook, in Radio Luxembourg — the story of the
British Pop Invasion, and in Le Chanson de Jacques Brel.

Interviewed: 06 Apr. 2022 Interview duration: 04:49:00

David Williamson www.davidwilliamsonplaywright.com
David Williamson (1942) is an Australian dramatist and screenwriter with a flair for
naturalism and the local vernacular. He is acclaimed for his topical comedies that explore the
pulse of Australianness. He lectured in thermodynamics and studied social psychology before
becoming a full-time writer in the 1970s. Williamson is Australia’s most successful playwright
with major stage works such as Don’s Party, The Removalists, The Club, Travelling North,
Emerald City, and Brilliant Lies. Williamson’s memoir, Home Truths was published in 2021.

Interviewed: 16 Feb. 2022 Interview duration: 01:16:00




