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              ABBEY ROAD




           First Released 26/9/1969

This is the last album to be released by the Beatles. Judging from what happened with the work on the previous album, Let It Be, it is surprising that the Beatles decided to work together again.  John wanted to have an album that was straight forward rock and roll and wanted each individual to have his cut on the album.  Paul wanted to have a much more melodic album in which all the songs tied together into a medley.  Each got  what they wanted as side one is a group of unrelated, straight rock songs, and side two is a medley of  songs, mainly put together by Paul and George Martin, who decided to join the Beatles once again.



Come Together 

KEY
d minor/Major

TIME SIGNATURE
4/4

FORM
Intro/Verse -> Intro/Verse -> Refrain ->

              Intro/Verse -> Refrain ->

                  1/2 Intro/Verse (Instrumental) ->

                      1/2 Intro/Verse -> Refrain ->

                            Intro/Outro (fadeout)

Style and Form

Come Together opens the album with a stylistic gesture that remains, over the long run of their career as well as from our historical view of it 30 years later, one of the Beatles key strengths and accomplishments. 

The song has a frugality of material that is one of John's general songwriting traits. 

The song is a  lengthy 4:20. Both the form and proportions are quite expansive. The first refrain doesn't appear until 1:10, and the extended and harmonically static outro occupies a virtually equivalent amount of time at the end. The intro recurs over and over. The mood is one of having all the time in the world, in spite of the fact that both tempo and backbeat are moderately driving. 

Melody and Harmony

The verse tune is in a pentatonic Dorian mode, with minor 3rds, 7ths, and an avoidance of the 6th scale degree. The refrain opens the range upward, and for an instant actually suggests the Major mode; i.e. the final syllable of the word "together" is sung as an F#. 

The harmony is limited to the minor-mode blues chords i, IV, V, assisted in the refrain by an appearance of vi. The music creates an illusion of containing more widespread minor/Major clashing than is actually the case. This is a side effect of the heavy use of Major IV instead of the more naturally occurring minor IV. The only place that F# appears in the song is at the start of the refrain, where it appears as part of a b minor chord rather than a tonic D Major. 

Arrangement

Technological assistance is used to produce a large sound rather than a strange sound.  The bass guitar sounds vibrantly resonant, drums smooth, and the lead guitar is effective. 

The backing track features bass, drums (with an absence of snares), electric piano, and lead guitar. John's lead vocal is primarily single tracked (but distorted by heavy echo), backed up by Paul in places, plus a few patches of careful double tracking by John himself. The last iteration of the intro features an additional lead guitar lick at the end of each bar. 

Intro

The intro is four bars long and vamps on the tonic chord.  Ringo's drum fills are six to the crotchet note. 

The decision to twice use only half of the intro in the second half of the song prevents things from becoming static. By the same token, the return of the full intro just before the closing section is a way of informing the listener that it's getting near the end. 

Verse

The verse is eight bars long and contains four short phrases equal in length: 

        |d
|-
|-
|-
|

         i

        |A
|-
|G7
|-
|

         V

 IV

The harmonic shape is open in an unusual way ending on IV, rather than V. 

Refrain

The refrain is unusually short growing out of the verse that precedes it, presenting the title phrase, and leading straight back into the next intro section. 

        |b
|G   A
|d ...

         vi
 IV  V   i

For such a short little section, this is when the harmonic rhythm shows its only burst of speed in the song. 

Outro

The outro is just short of a full 24 bars. 

An antiphonal pattern between lead guitar and John's chanting of the title phrase starts in bar 3 and continues all the way into the fadeout which doesn't start until quite late. 



Something 

KEY
C Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse -> Bridge ->

                Verse (Instrumental) -> Verse -> Outro (w/complete ending)

Style and Form

Something is one of the most intense and sustained Beatles songs.  Frank Sinatra included Something  in his repertoire, referring to it often as one of the best Lennon and McCartney songs;  Ironically it is a George Harrison song. 

It's a slow, passionate song in which the protagonist stands on the knife edge of likely and inevitably falling in love but without the complete certainty that he will arrive there.  The affirmative and optimistic rising hook phrase that opens and closes the song (as well as each of the verses) is balanced out by a constant falling motion in the bass line and tune. 

Melody and Harmony

The verse tune keeps within the relatively small range of a 6th (G to E), with the bridge opening up at the top to complete the G octave. Melodic motion throughout is dominated by steps and thirds. One jump of a 4th appears in the verse plus two more in the bridge. 

The key scheme here in which the bridge appears in the Major key of VI (the parallel Major key of the relative minor) is a favourite of the Beatles.

The harmonization of descending bass lines also leads to some adventurous choices for individual chords. 

Arrangement

The string orchestra, which enters for the second half of the first verse and stays in for the duration, adds a lush finish to the arrangement. The Beatles plus Billy Preston supplied the backing track of bass, drums, guitar, organ and piano. The piano is most apparent on the finished track when it doubles the dramatically descending bass line solo in the bridge. 

George supplies the entire vocal arrangement in a neat pattern of alternating sections of single tracking, double tracking at the unison, as well as singing in harmony with himself. There is single tracking for the first half of the first two verses, with double tracking for their second halves. In the bridge there is an alternation between harmonization and double tracking in unison. This same pattern is repeated in the final verse. 

George's slide solo has a melodic contour that is noteworthy for the contrast it makes with the verse tune which it momentarily replaces. 

Intro

The song opens with a three bar hook that characterizes the entire song: 

treble
|A

|Bb
B nat.
|C

chords
|F

|Eb
G
|C

bass
|F

|Eb
D
|C ...

C:
 IV

 flat-III V
 I

The harmonic shape is convergent on chord I of the home key by way of an unusual cross-relation chord progression whose harmonic movement depends on the stepwise contrary motion of its outer voices. This forces chord V to appear in its second (6/4) inversion. 

The last bar of this phrase merges with the downbeat of the start of the verse. 

Drum triplets provide a 2-beat pickup to the start of the music; i.e. Ringo starts drumming on the 3rd beat. 

Verse

The verse can be subdivided into an opening 12 bars of verse followed a by 6 bar refrain-like section whose second half is a reprise of the intro's hook phrase: 

        |C

|-

|Maj. 7th
|-

|

         I

        |C7

|-

|F

|-

|

         V-of-IV


 IV

        |D

|-

|G

|-

|

         V-of-V



 V

        |a

|Ab

|G

|D

|

         vi





 V-of-V

        |F

|Eb
G6/4
|C

         IV

 flat III V
 I

The harmonic shape of the verse opens out from I to V. The V chord resolves to vi at the start of the refrain, and the latter converges back toward the home key. 

The harmonic rhythm is quite slow. The D - G root motion of bars 9 - 12 parallels the C - F movement of the first 8 bars, but takes only half the time to do so.

Downward chromatic motion appears in the first phrase of the verse proper tune. The bass line picks up the same idea for the first phrase of the refrain. 

As with the intro, the ending of the first verse merges into the second verse. The same happens with the lead into the bridge though an important change of chord progression is made at that point: 

        |F

|Eb
  G
  |A

         IV

 flat III V

                            A:    flat VII I

Bridge

The pivot modulation from C to A uses the G Major chord serving as both V and flat VII in each respective key.  The appearance of Eb and A Major chords (a root separation of a tritone) sounds abrupt in such close proximity to each other. 

The bridge is 8 bars in length and is built out of an AA' phrasing pattern. Again, the last bar of the section merges with the first bar of the one that follows: 

        |A
G#
|F#
E
|D
G
|A

|

A:       I

 vi

 IV
flat-VII I

        |A
G#
|F#
E
|D
G
|C

|

         I

 vi

 IV
flat-VII

                                    C:   V-of-V V
 I

There is also a syncopated and lengthy downward chromatic lick in the bass line filling the last bar of the first bridge phrase. The same rhythmic pattern is used to set a more soothing diatonic bass lick in the final bar of the bridge when the modulation back to C Major takes effect. 

Outro

The outro grows out of the final verse, with a repeat of the A Major modulation, hinting at a possible repeat of the bridge complete, with a high pitched guitar lick reminiscent of the chromatically descending bass line. But that's quickly cancelled out with an iteration of the original hook. This is the only place in the song where the hook phrase is not merged, but is given its full two bars: 

        |F

|Eb
  G
  |A

|-

|

C:
 IV

 flat III V

                            A:    flat VII I

        |F

|Eb
G
|C

|-

|

         IV

 flat-III V
 I

         flat VI

SOME FINAL THOUGHTS 

One of the hidden strengths of Abbey Road  is the unprecedented (for a "pop" album) extent to which it contains subtle cross references between tracks, whether they be anticipations or flashbacks. The medley on side 2 is where these effects are most obvious and on the surface. But throughout the album, many others correspondences with the level of key scheme or even rhythmic motif are apparent. 

In Something the opening drum triplets are flashback to the drum fills in the opening track, Come Together. The C/A key scheme provides a first example of a harmonic structure that at will emerge as the backbone of the entire medley. 

The number, nature, and inter-relation of such elements on Abbey Road increases naturally with the sequence of tracks.



Maxwell's Silver Hammer 

KEY
D Major

TIME SIGNATURE
4/4

FORM
Verse -> Refrain -> Interlude ->

            Verse -> Refrain -> Refrain (instrumental) -> Interlude ->

                Verse -> Refrain -> Refrain (instrumental) -> Interlude/Outro

                                                        (w/complete ending)

Style and Form

Paul doing another musical hall style number, but a straight-faced black comedy about a brutal serial killer falls flat.

Although the song begins with the start of the first verse without any intro, there is an intro-like interlude that trails each of the Verse/Refrain pairs. 

The "bang bang" lyrics is an example of onomatopoeia words in the Beatles song, which is rare.  Other examples of words that imitate noises found in real life in Beatles songs are:  Bang in Happiness Is A Warm  Gun, Beep in Drive My Car, Bom-pa-bom in All Together Now, Brrrr in You Know My Name ..., Woof in Hey Bulldog, Zap in Bungalow Bill.

Melody and Harmony

The tune covers the wide range of a ninth (from D up to E) and includes a relatively large amount of triadic moves. Melodic peaks are carefully placed throughout. The first part of the verse creates a melodic arch whose apex is on C# (on the word "with" in the phrase "with a test tube”). The connecting phrase pushes it to D (on the word "ready" in the phrase "ready to leave"), and the refrain reaches an e. 

The home key is clearly D Major and the chords used includes a larger than average number of secondary dominants in spite of the lack of any modulation. 

Arrangement

The backing track is based on a small ensemble of piano, bass guitar, and drum kit. Paul's single tracked lead vocal is delivered high in his range with laid back control. Lead guitar, anvil, and Moog synthesizer play decorative roles. George provides intermittent backing vocals. 

Prominence is given to frequent stepwise motion in the bass line. The switch of drumming texture in the verse's connector phase, including the gentle cymbal slashes on the downbeat of bars 1 and 3 is also noteworthy.

Verse

The verse is 20 bars long, opening with a 16 bar section that repeats the following eight bar AB phrase twice: 

        |D

|B

|e

|-

|

D:
 I

 V-of-ii
 ii

        |A9

|-

|D

|A

|

         V



 I

 V

The harmonic shape opens out from I to V. A 9th is added to chord V in the second phrase. 

Downward stepwise motion in the bass line appears in the first two bars of this section, even implying an f# 6/4 chord for the second half of the first bars. This is followed by a downward scale that fills out bar 4, and an upward scale that fills out bar 8. 

This opening is followed in every case by a 4 bar connecting phrase that leads into the refrain: 

        |E7

|-

|A

|-

|

         V-of-V



 V

In this phrase, upward scale motion appears in the tune of bar 3, and is immediately imitated by the bass line in bar 4. 

Refrain

The refrain is constructed from two variant phrases. Variant #1 appears 3 times, sung in its first appearance, but otherwise set as an instrumental break the remaining two times. Its harmonic shape is fully closed. It appears on its own in the first Refrain, and as the second half of the second and third refrains: 

        |D

|-

|E7

|-

|

         I



 V-of-V

        |A7

|-

|e
A
|D

|

         V



 ii
V
 I

Variant #2 appears twice and is sung both times. Its harmonic shape opens from I to V. It appears as the first half of the second and third refrains: 

        |D

|-

|E7

|-

|

         I



 V-of-V

        |A7

|-

|e

|A

|

         V



 ii

 V

Interlude

The interlude is just four bars long and could have easily served as an intro to the track. The harmonic shape is fully closed, though the opening chord progression creates an illusion of wide ranging movement: 

        |D
F# 6/3
|b
D 4/3
|G

|D

|

         I
V-of-vi  vi
V
 IV

 I

The bass line descends from D down to G then right back up again to D. 

Outro

The outro is just a closing repeat of the Interlude phrase, set for the first time in the song to a vocal part. 

Every time the anvil had appeared in the rest of the song to this point it was on beats 1 & 2 of the bar. The shift here at the very end to beats 2 & 3 of the final bar helps seal the ending, and is also a clever detail. 

There are more thematic cross references: 

The home key of D goes back to Come Together and anticipates I Want You (She's So Heavy).  The prominently scale wise bass line flashes back to Something.  The title character here is another unsavoury male figure to go with Mr. Mustard.  The studious Joan resonates with another seriously competent woman on the album,  Pam. 



Oh! Darling 

KEY
A Major

TIME SIGNATURE
4/4 (12/8)

FORM
Intro -> Verse -> Verse -> Bridge ->

                Verse -> Bridge -> Verse -> Outro (w/complete ending)

Style and Form

Paul presents another Beatlesque stylistic hybrid with this song: the emotional ethos of slow and heavy blues mixed with the form and chord progressions of a slow doo-wop. 

There is a surprisingly small number of songs in slow 3/4 in the Beatles output. 

For all of its blues traits, the form is the classic pop two-bridge model with only a single verse separating the bridges. None of the sections matches the length or chord progression of traditional 12-bar blues. 

Formally this song has virtually no intro or outro. 

Melody and Harmony

The tune is made blues-like by the heavy stress given to the flat 3rd and to a lesser extent flat 7th. Scale degree 4 does not appear often. It's avoided entirely in the verse, and shows up in the bridge only at the end of each phrase mainly as an appoggiatura. 

The verse covers a full octave's range, but in the bridge the peak is high C and C#. 

The relatively large number of chords includes I, ii (as well as V-of-V), IV, V, and VI. 

There's also a very rare chord used in the bridge; a F7 ("flat VI").  Technically this is a German (Augmented) Sixth. 

Arrangement

Paul's lead vocal is intense, and the backing track of piano, guitar, drums and bass does a good job of matching forces with that vocal. 

The guitar provides an aggressive part on the off beats in the verses; playing with especial emphasis in bar 4 of verse 2. This switches to an arpeggiated figure that places guitar notes on each quaver note of triplet backbeat for the bridges. 

Paul’s lead vocal is single tracked in the verses, and has heavy echo applied in the bridges. His performance gets looser in the second half of the song, varying the tune in the final pair of verses, and adding a spoken obbligato of "believe me darling"-plus-scream in the second bridge and final verse. 

The drums momentarily shift to playing rapid triplets per triplet quaver note beat in the lead-in to the bridge.  

A gentle wash of backing vocals appears with similar material in all four verses, but enters in a different bar each time. The voices enter in the following bar of each successive verse: 4, 2, 3, 1. 

Intro

The minimal intro consists of a single chord which is played as if on the 3rd slow beat of the opening bar. 

         1  2   3   4

        |-
E #5 
|

A:              V

The augmented chord on E functions here the way a similar augmented V chord did at the end of the bridge in From Me To You. The chord consists of E - G# - B#; the latter note pushes upward to the C# (of the A Major chord) on the downbeat of the next bar in order to resolve. 

Verse

The verse is eight bars long. The lyrics fall into unequal phrase lengths that belie the  four-square form of the music. The phrases are 4 + 1 + 3: 

        |A

|E

|f#

|D

|

  A:     I

 V

 vi

 IV

        |b
E
|

         ii
V

        |b
E
|A
D
|A
E
|

         ii
V
 I
IV
 I
V

The harmonic rhythm increases for the second half of the section. The harmonic shape is essentially closed. The first verse (the only one followed immediately by another verse) ends with chord V to motivate the repeat. The verses that segue into a bridge sustain the A chord but use chord I as a pivot in order to just as motivate the transition. 

It's telling that Paul placed the exclamation mark in the title phrase after the word "Oh!" rather than after "Darling." Note the extent to which the F# - E downward figure (which first appears on the word "darling" in the first bar of the song) is used, appearing in the verse over four different chords, and sounding different each time because of the changing relation played by the two notes with respect to each successive chord: 

· 6-5 appoggiatura on top of A Major 

· 9 - 8 appoggiatura on E Major 

· 8 - 7 - 8 neighbour tone figure on top of f# minor 

· 5 - 4 - 5 neighbour figure on top of b minor 

Bridge

The bridge is also 8 bars long, but this time the phrasing is 2 x 4: 

        |D

|F7 

|A

|-

|

         IV

 flat VI
 I

        |B

|-

|E
F7
|E

|

         V-of-V



 V    flat VI  V

The harmonic rhythm of this section is even slower than that of the verse, though the pace of the chord changes picks up toward the end of the section. The harmonic shape of this section is open on both ends. 

Note how the appearance of the flat VI chord in the first phrase of the bridge a descending chromatic line over bars 1 - 3; F# - F natural - E. 

Outro

The outro is parallel to the intro in its simplicity. 

Harmonically, the flat II (Bb7) penultimate chord produces direct link to the flat VI in the bridge. The song finishes with a dominant seventh chord on I that is a blues cliché.

SOME FINAL THOUGHTS 

The home key of A Major serves a triple role: as V of the key of D which appears as the home of key of surrounding songs; an echo of the modulation to A in Something and an anticipation of the large amount of time given to A as a home key on side 2 of the album. 

Again, triplets and walking bass line licks appear embedded within the fabric of the piece. 



Octopus's Garden 

KEY
E Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse ->

                Bridge (Instrumental) ->

                        Verse -> Outro (w/complete ending)

Style and Form

The charm of Octopus's Garden lies in its simplicity and complete lack of pretension. 

The form is made compact by the relatively long Verse section which might be subdivided into a mini Verse/Verse/Bridge/Verse module of its own. 

Simplicity in this song is apparent in the naïve and barely concealed parallel fifths and octaves between the tune and the bass line and the way in which the instrumental break introduces no really new material in spite of the temporary change of key. 

Melody and Harmony

The tune and lead guitar riffs are almost purely pentatonic, breaking the pentatonicism to embellish the 3rd scale degree, or to give the 4th scale degree some air play by virtue of the A Major (IV) chord in the third phrase. 

Placement of the third phrase in a higher range gives the overall tune an arch like shape. 

The chords are limited to I, vi, IV and V. 

A pivot modulation to key of IV breaks up the monotony though once in the new key all that happens is the same cliché chord progression transposed to the new key. 

Arrangement

The basic backing track consists of bass, finger picking rhythm guitar, lead guitar, drums, and piano, but a very typical amount of attention to detail is applied. 

The basic arrangement of the verse follows a pattern with Ringo singing the first pair of phrases single tracked with just drums, rhythm guitar and drums accompanying. For phrase three, Ringo is double tracked, the piano enters, and the drumming pattern is altered. The final phrase restores the original drumming, adds choral backing vocals singing the words along with the lead, and keeps the piano in. 

The lead guitar has a big solo in the intro, stops in the first verse, plays a limited role in the second, re-enters for another big solo in the break, and then stays on through the final verse for another solo in the outro. 

Scat singing backing vocals (on the phonemes "ooh" and "ahh") enter in the second verse. In verse three they sing the lyrics antiphonally with the lead. And in the outro, the backing vocals are overdubbed in both scat singing and antiphonal roles. 

Intro

The intro is eight bars long and features two phrases equal in length: 

                         1    2  3   4


 1   2  3   4

        |E

|-    B9 E
|-

|-      A   B
|

E:
 I

      V  I


     
IV  V

        |E

|c#

|A

|B

|

         I

 iv

 IV

 V

The first phrase establishes the home key with a syncopated, fanfare-like idea that reappears nowhere else in the song but the final bar. The second phrase introduces the previously mentioned chord progression, though the chords are used at twice the pace as they are in the Verse. 

The chords at the end of bar 4 are heavily inflected; there's an F# in the A chord and a G natural in the B chord. 

Verse

The verse is an expansive 32 bars in length, with phrases of even length (4 x 8) that create a form of AABA': 

        ------------------------------ 2X -----------------------------

        |E
|-
|c#
|-
|A
|-
|B
|-
|

E:
 I

 vi

 IV

 V

        |c#
|-
|-
|-
|A
|-
|B
|-
|

         vi



 IV

 V

        |E
|-
|c#
|-
|A
|B
|E
|-
|

         I

 vi

 IV
 V
 I

Harmonically the first pair of phrases is completely parallel and open. The bridge-like third phase starts off from vi (the result of an interrupted cadence from the V chord in the previous bar), but it also ends open on V. The final phrase is closed at both ends. 

The harmonic rhythm is slow and steady in first pair of phrases; slowed down in first half of phrase three, and accelerated for the end of the final phrase. 

The parallel 5ths can be found in the movement of the root bass note and tune from one downbeat to the next in the first eight bars. Parallel octaves occur in phrase three. 

Instrumental

The instrumental break is sixteen bars long and is a contraction of the verse, featuring only the first and last of its four phrases: 

        |A
|-
|f#
|-
|D
|-
|E
|-
|

E:
 IV

A:
 I

 vi

 IV

 V

        |A
|-
|f#
|-
|D
|E
|A
|B
|

E:
 





 IV
 V

A:
 I

 vi

 IV
 V
 I

A complete pivot modulation to the key of IV (A Major) occurs in this section. 

Outro

The Outro extends the deceptive cadence found in the verse transition to phrase three. 

        |A
|B
|c#
|-
|

         IV
 V
 vi

        |A
|B
|c#
|-
|

         IV
 V
 vi

                                 1 2 3 4

        |A
|B
|E
|- B E
|

         IV
 IV
 I
   V I

SOME FINAL THOUGHTS 

Cross track resonance’s this time include the key choice (E Major as the V of A), the overdub of watery sound effects in the break, and Paul's scalar treatment of the oom-pah bass line. 



I Want You (She's So Heavy) 

KEY
d minor

TIME SIGNATURE
6/8 alternating with 4/4

FORM
Intro -> Verse -> Verse -> Refrain ->

                Verse (Instrumental) ->  Refrain ->

                        Verse -> Outro (w/cutoff ending)

Style and Form

I Want You (She's So Heavy) is one of their most unusual experiments with form, not to mention its odd phrase lengths and changes of time signature. 

It's not quite a medley, rather two separate songs cross cut with each other. One provides the verses, while the other provides the intro, refrain, and extended outro. 

The separateness of the two elements derives from several points of contrast: 

1. Time signature - 4/4 jazzy back beat in the verses compared with slow 6/8 for the rest. 

2. Arrangement - Ensemble texture with lead vocal for the verses, compared with focus on a bass line ostinato and accompanied by slow guitar arpeggios (and cascaded backing vocals in the refrain) for the rest. 

3. Perspective of the lyrics - The verses directly address the love object, while the refrain's refer to her in the third person. 

Beneath all the novelty there lies a heavy foundation deeply rooted in relatively traditional hard blues. 

Melody and Harmony

Overall the song is rooted in the home key of d minor, in spite of the unusual manner in which the verses all start off in the key of a minor (v) before converging towards home. 

The tune is predominantly in a pentatonic minor mode, encompassing scale degrees 1-3-4-5-7. The alternate verse phrases though make effective use of the flattened 5th and 7th; e.g. Ab and Cb (not B natural) in the key of d. 

The verses are harmonically anchored around the chords i, VI, V, and V-of-V, though there is also some uncharacteristically uncoordinated harmony used to connect them. 

Arrangement

The first verse opens in a declamatory style that belies the strict tempo that goes through it. The next two verses have a jazz beat of syncopated quaver notes. The guitar solo reinforces this mood in the way it paraphrases the original tune instead of improvising upon it. The lead guitar doubles the lead vocal the whole way through. 

The final verse is given a heavier treatment, with an increased role for the lead guitar, and a screaming climax for the lead vocal backed by a mysterious bit of unintelligible studio chat. 

The refrains feature ornate riffs in the right hand of the organ part. The "She’s so heavy"  title phrase that leads into it is sung differently against the time signature in almost every case. 

Intro

This brief 5 bar passage in 6/8 time introduces a phrase which will dominate the track.

        |d          |-          |E9/7       |Bb7       |A aug.     |

d:
 i                       V-of-V      VI         V

The harmonic shape is open to another Augmented V chord; shades of the Oh ! Darling intro. The odd 5 bar length combined with the deferred resolution of V-of-V conspire to keep the listener off balance. 

All appearances of this phrase not followed by an immediate repeat of it end with a pause on the final chord, almost as if the phrase were closer to 6 bars instead of 5. 

The ground bass figure used here has a distinctive arch shape and melodic character reminiscent of the themes of some of JS Bach's own pieces based on ground basses such as the Passacaglia and Fugue for organ in c, or the Chaconne for solo violin in d. 

The arpeggio figuration accompanying the bass line anticipates similar passages in several side 2 songs on the album; e.g. Here Comes the Sun, Because, and the coda of You Never Give Me Your Money. The bass line makes a short downward chromatic move from C to Bb in the second half of bar 3, a mirror image of a similar move in the verse bass line. 

Verse

The verse is in 4/4 and has an overall structure of ABA'B', but it divides into a series of unequal phrase lengths, 8.5, 2, 8.5, and 6: 

    |a          |-          |-          |-          |-          |-          

a:   i

                            **half bar

bass:A     C    |D     F    |G  G#+|

    |a     C    |G     F    |   E  |

     i     III   VII6/4 IV      V

    |a         |A         |

     i
        I

           d:   V

    |d          |-          |-          |-          |-          |-          

     i

                            **bar

    |d     F    |C     Bb   |g  g# a |

     i     III
 VII   VI    

    |E9         |-          |-          |-          |-          |-          

     V-of-V

The opening of this section in the key of a minor is an unsettling harmonic surprise, given the intro's ending on chord V to the key of d. 

A Minor changes into A Major at the end of this first phrase allowing the arrival in the home key of d. The second phrase runs roughly parallel to the first one and leads into the third phrase which harmonically is open on the V-of-V chord. 

The chord progressions in the second half of both the first and second A phrases are driven by the bass line which ends in each case with a small chromatic lick upward. 

Noteworthy is the John Lennon details here of ending the A phrases with a half bar, and the slow triplets filling that half bar in the second A phrase. 

There are arpeggios again in this section for the bass riff under the E9 chord at the end. 

Refrain

The refrains are formally AA doublings up of the intro phrase and are 10 bars long. 

Outro

The outro consists of 14 complete iterations of the intro with the final one cut short at the second quaver note of the final bar. This presentation of a short riff in many iterations is an idea that will reappear in more than one song on side 2; e.g. again, the coda of You Never Give Me Your Money, the bridge between Polythene Pam and Bathroom Window, and the series of guitar solos in The End.

The mood increases primarily the results of uninhibited drumming and noisy recording haze that emerge starting after the first several repeats. 

The particular placement of the cutoff reflects some compositional knowledge and experience. The choice they made is at the spot between the two extremes of too obvious or too unsettling. 

SOME FINAL THOUGHTS 

With the exception of Revolution 9 this is the single longest Beatles track. At 7:43 it is half minute longer than Hey Jude.



Here Comes The Sun 

KEY
A minor

TIME SIGNATURE
4/4 with 11/8 and 7/8 in the bridge

FORM
Intro -> Refrain -> Verse -> Refrain -> Verse -> Refrain ->

             Bridge (Instrumental) ->

                   Verse -> Refrain -> Refrain -> Outro (w/complete ending)

Style and Form

Folk influences on Here Comes The Sun are apparent in the series of Verse/Refrain pairs, the prominent role for acoustic guitar, and the generally laid back mood. 

The use of a middle bridge, offbeat pulse patterns and chord choices are pure Beatles. 

Melody and Harmony

The Verse/Refrain tune is constrained almost exclusively to the pentatonic scale pattern running from E up to C#; i.e. scale steps 5, 6, 1, 2, 3. Melodic monotony is avoided by varying the chord progression when certain parts of the tune are reiterated; e.g. the title phrase as it appears in the first two lines of the refrain. 

Harmonically the song is based on I, ii, IV and V.

The verse and refrains both make liberal use of chord V for cadences, but this is balanced out in the bridge by chord progressions which make a root move of a 4th downward. 

Arrangement

Primary elements on the backing track are acoustic guitar, synthesizer, bass, and drums. The synthesizer is used here more to mimic the sound of woodwinds or strings than for its other noisemaking capabilities. 

The vocal parts are sung by George on overdub, with backing vocal parts used here primarily for their emphasizing effect. 

Noteworthy features include:

1. A staggered entrance of instruments during the first two sections: guitar followed by synth in the intro, and piano + strings effect followed successively by bass, then drums, in the first refrain. 

2. The Title phrase in the first refrain is sung single tracked in the first line followed by overdubbing in the second. 

3. Similarly in the first verse, the first "Little darlin'" is sung double tracked, while the second one is harmonized by the overdub. In verse 3, the same phrase is harmonized both times.

4. The last bars of the outro abruptly restore the opening sound of just guitar and synth in a bookends-like formal gesture. 

Intro

The intro is eight bars long and features a repeat of the following harmonically open four-bar phrase:

        ------------------------------- 2X --------------------------

        |A

|-

|D

|E

|

A:
 I



 IV

 V

This passage is identical to what emerges as the Verse section. 

Refrain

The refrain is an unusual nine bars in length and divides into two unequal phrases, making a 5 + 4 pattern.

        |A

|-

|D

|B

|

         I



 IV

 V-of-V

                         ***** ***** ***** *****

                         1 2 3 1 2 3 1 2|3 1 2 3 1 2 3 4|

               bass line: D     C#    B     A

        |A

|b6/5  A6/3  b  |  A     E      |A

|

         I

 ii
I    ii
   I     V       I

        |E

|

         V

The harmonic shape is generally closed, though the section ends with another V chord leaving it open. 

The much Beatles-favoured V-of-V to IV progression with its cross relation, is reversed in this case. 

The second phrase is extended by the use of a sophisticated rhythmic technique in which even quaver notes are accented as if triplets against the backbeat. These groups of three quaver notes are sequenced in a manner that adds up correctly over the course of two bars, but which creates a moment of metrical disorientation and syncopated harmony. 

There is a heavy downward stepwise bass line underlying the syncopated phrase. 

The final bar of the refrain that leads into the bridge is 7/8 instead of a full 4/4. The 7/8 is played as 2 + 2 + 3 so that that final grouping of 3 helps shift the pulse into the slower triplet pulse used in the first bar of the bridge phrase.

Verse

This is the same as the intro. 

Bridge

The bridge is built out of a 6-fold repeat of the following three bar phrase which is harmonically open at both ends. Vocals accompany all but the first iteration. The synthesizer takes on a more dominant role in the final 3 iterations. 

        ------------------------- 6X -----------------------

        |C     G     D     D6/3 |A

|E
   |

      flatIII flat VII I         I               V

The time signatures of these three bars are 11/8, 4/4, and 7/8, respectively. 

The 11/8 bar divides into 3 + 3 + 3 + 2.  The 4/4 bar briefly re-establishes the first tempo.   The 7/8 bar divides into 2 + 2 + 3. 

George had done something similar with back in I Me Mine, though nothing as complicated as this. 

The final iteration of the bridge phrase foregoes the 7/8 bar in favour of four bars in 4/4 on the V chord.

Outro

The quiet elegance of the final phrase of the outro both restores the initial instrumentation of the intro.  The penultimate bar is in 11/8 time and is over a Plagal IV - I cadence. 



Because 

KEY
c# minor

TIME SIGNATURE
4/4

                 ------------ 2X -------

FORM
Intro -> Mini bridge -> Verse ->

                Full bridge -> Verse ->

                        Mini bridge -> Outro (w/complete ending)

Style and Form

This song contains a number of daring concepts in style, form, harmony, and singing. 

The finger picked arpeggios might suggest folk music, and the embellished A Major chords bluesy jazz, but it's difficult to see how any other the other elements in the music and arrangement support either. 

Formally it has the basic contours of a relatively standard Verse - Verse - Bridge - Verse outline, but the recurring mini bridge and the handling of the outro serve to blur a sense of formal articulation. 

Harmonically the song has an overall insecure sense of home key because the mini bridge continually leads the music to D Major, in spite of the repeated establishment of c# minor as the home key throughout the song by standard I - ii - V - I means. 

The overdubbed three-part vocal arrangement creates a mood of contemplation that is sustained with calm intensity. Technique-wise it is related to the earlier Beatles This Boy and Yes It Is, but there is an element that reminds of a piece such as Bach's "Air" from the 3rd Orchestral Suite; better known as Air on a G string. 

Melody and Harmony

The tight interweaving of the three-part vocal harmony makes it difficult to identify a definitive tune.  Noteworthy are the triadic leaps similar to the arpeggios in the accompaniment, and the twisty or oscillating melissmas in the inner voices or the top voice toward the phrase endings. 

Standard chords used here include i, ii (diminished as it usually is in a minor key), IV (in Major form), V, and VI. 

Unusual chords used here are the Neapolitan flat-II chord (D Major in context of a c# minor home key), and the diminished 7th chord built on d which, according to chromatic harmony, can resolve to eight different places; in this song John exploits at least two of those alternatives. 

Arrangement

The 3 + 3 + 2 grouping of the arpeggios figuration resonates with the similar examples of in the previous track, Here Comes The Sun. 

The intro is layered in the familiar Beatles way. The first four bars are for electric harpsichord alone. The next four bars add a guitar doubling the harpsichord part, plucked near the bridge to sound as percussive as a keyboard. Vocals and bass enter with the first mini bridge. The synthesizer, in the style of a brass ensemble, enters in the middle of the full bridge. 

Intro

The intro is eight bars long, breaks into two phrases of equal length, and has an unusual harmonic shape, opening out to the VI chord: 

        |c#

|-

|d# half dim.7
|G#

|

c#
 i



 ii7

 V

        |A

|c#

|A 9/7

|- 13

|

         VI

 i

 VI (a.k.a. V-of-flat-II)

Mini bridge

The mini bridge is only two bars long. It harmonically starts off sounding like a  modulation, but chromatically goes back to the original home key by way of an unusually handled diminished 7th chord: 

S
 A

 G#

  -

A        F#

 F nat.

  E

T
 D

 B

B
 D               D

  C#

        |D

|g# dim.4/3
 c#

         flat-II
 
          i

This downward root movement of a semi-tone makes an effective mirror image with the upward movement from G# to A found in the verses.  The vocals are always wordless in this section. 

Verse

This section follows the intro exactly. 

Full bridge

The full bridge is six bars long and is built as an extension of the mini bridge with a harmonic shape that opens up on V: 

S
 A

 G#

 F#

A        F#

 E#
         C#

T
 D

 B               A#

B
 D              D

 F#

        |D

|e# dim.6/5
|F#

|-

|

         flat-II
 vii-of-IV
 IV

        |G#7

|-

|

         V

Outro

The outro looks like a verse section with a final mini bridge on the end of it. However, the decision to use wordless vocals for the outro, aside from being a unifying gesture for the track taken as a whole, allows the mini bridge preceding the outro to bind with the outro into an ABA substructure. 

The diminished seventh chord, in its appearance at the end of the earlier mini bridge  provides a kind of harmonically open ending to a musical paragraph. 

The diminished chord left hanging unresolved suggests a bedazzled, trance-like state of mind. 

This same chord enharmonically resolves to the A Minor7 which opens the next track. 

SOME FINAL THOUGHTS 

Because was supposedly inspired by John's hearing Yoko play the first movement of Beethoven's piano sonata, op.27 no. 2, the Moonlight.  According to one prominent Beatles scholar, Lewisohn: 

"John, in clearly inspirational mood, reversed the chords, added some simple but eloquent lyrics and the song was written. Simple as that." 

The choice of home key and the triplet-like arpeggiation in both pieces are connections easily made between them. In terms of mood, Beethoven's tempo marking is Adagio Sostenuto. 

The harmonic parallels between them is much more subtle than the simple reversing of chords, but they are there to be found there. With the exception of the diminished seventh chord, every other chord used in this song can be found in Beethoven's 1st movement, including both VI and flat-II played in sequence as early as the 3rd bar. 

You Never Give me Your Money

There is a large amount of musical material here, and it's formally organized in a way that defies easy analysis. 

The song is built in three different sections which are compatible, but virtually unrelated to each other. 

Section 1 - "You never give me your money ..."

This section is built out of three repetitions of the same eight bar phrase; first an unusually long instrumental introduction, followed by two verses of song. 

The harmony of this eight bar phrase is a full cycle of fifths: 


|a
|d
|G
|C
||F
|b dim.
E   |a
  |-    |

a:
 I
iv
VII
III
  VI
 ii
V    I

This progression creates an impression of being both placid and forward moving. The placidity comes from the slow and (except for bar 6) even harmonic rhythm. The movement derives from the chord progression which move in fifths. 

Although the chords are simple triads, this phrase contains some functional dissonance which also helps push it forward; many of the chords contain 7ths or other appoggiaturas on the down beats. 

Rhythmically, this phrase makes use of the syncopated accent on the quaver note that falls between the second and third beat of the bar. Its recurrent appearance in several unrelated sections of this song becomes a subtle source of unity. In phrase 1, this syncopation appears in the melody in bars 2 and 8, and it also shows up in the harmonic rhythm in bar 6.  The 24 bars of section 1 ends with a simple pivot modulation to the key of C, leading directly into section 2. 

Section 2 - "Out of college money spent ..."

This new section is set-off from the preceding by a new texture as well as a change of key. The tempo is the same as before, but the quickening of the harmonic rhythm to two chords per bar, plus the boogie woogie background beat make it seem faster. This section also has the distinction of itself dividing into two contrasting subsections. 

The first subsection ("Out of college money spent ...") is built out of two repeats of this four bar phrase: 


|C
E
|a
C7
|F
G
|C
|-
|

C:
 I
V-of-vi  vi
V-of-IV  IV
V
  I

There's no full cycle of fifths this time, but it's still full of root progressions of a fifth.  The harmony is harder driving in this phrase because of the frequent use of secondary dominants. 

The second subsection ("But oh that magic feeling ...") brings a return of the syncopation and a harmonic switch from C Major to C Mixolydian. The section is built out of five repeats of a three bar phrase, the harmony of which is the Hey Jude progression: 



|B-flat

|F

|C

|


C:
flat VII
IV

 I

The return to a harmonic rhythm of one chord change per bar creates a strong initial sensation slowing down. This segues right into section 3.

Section 3- "One sweet dream ..."

Like section 2 this section begins with an extended instrumental introduction which is partially built out of the material that will appear in the upcoming verse. Like section 2 this section also subdivides into two contrasting subsections. 

The first subsection contains an eight bar introduction followed by an unusual seven and a half bar verse. 

The introduction is one of the most interesting phrases in the entire song. The first four bars are in a chromatically inflected C major; the use of the D Major and E-flat chords being unusual: 


|C
|D
|E-flat   G
|

C:
 I
V-of-V   flat-    V




    III

But it's bars four through to eight in which the harmonies become advanced. The function of this phrase is to modulate back to A. However, the way employed to do this is an extraordinary choice. These four bars are built on a cycle of minor thirds in which both the bass line and the upper melody outline a sequence of diminished seventh chords. Its use here is unique in the work of The Beatles. 

                      C#             E             G            Bb-B-B#-- C#

                   Bb-            C#-            E-           G-

                 G-            Bb-            C#-           E-

Upper voice:  |E-           |G-           |Bb-          |C#-             |

              |             |             |             |                |

Bass line     |C-           |Eb-          |Gb-          |A-              |



      A              C             Eb           Gb-G-G#-- A

The above passage leads right into a short verse of seven and a half bars which subdivides into one phrase of six bars, (the first four of which are a direct transposition of the introduction), followed by a fragmentary repeat which breaks down after only one and a half bars, and leads directly into the next section: 

The final subsection is musically built out of the following two-bar phrase, repeated into the fade out: 



|C

G

|A


|

Bass line:
 C

B

 A

A:
 
flat-III
flat-VII
 I

The first several repeats of this phrase accompany the final lyrics of the verse started in the previous section. The remainder of the repeats first accompany the "One two three four five six seven" chorus, and finally fade out with the implication of a jam session that might go on forever.

The familiar syncopated rhythm shows up in both bars of this phrase, though in another illustration of avoidance of consistency, the harmonic rhythm underscores the syncopation only in the first bar. 

Putting It All Together

The harmonic plan for the three sections is a straightforward arch: 



1

2

3


   a minor           C Major
     A Major

The song presents its own alternative of repetition in place of a more standard form. Even though none of the sections of this song make a return once the music has moved on to another section, there are several sections which consist of a short phrase repeated immediately several times.



Sun King 

KEY
E Major

TIME SIGNATURE
4/4

FORM
[Part A] Intro -> Verse (instrumental) ->

                [Part B] Refrain -> Bridge -> Refrain' ->

                        [Part A'] Verse (sung) (w/complete ending)

Style and Form

Sun King makes a companion piece for Because in the way they share a similar sustained and relaxed but ecstatic affect. 

This song demonstrates John's ingenious approach to form. The track is built up from a small number of short phrases or sections that are flexibly repeated and sequenced in the manner of mosaic tiles. 

Melody and Harmony

The high quotient of chords containing freely dissonant embellishment (such as the added 6th) simultaneously conjures both a jazzy, luxurious feel and a couldn’t care less attitude. 

The key scheme of E Major - C Major - E Major gives further side-2 exposure to the key of C, as well as presenting another 3rd-related key relationship that can be compared to the A Major - C Major relationship that pervades the medley overall. 

The key schemes based on 3rds rather than the cycle of fifths or fourths always bring in one or more of the Beatle-beloved chromatic cross-relations. In this case example, the key of E has four sharps in its signature, the key of C has none. 

Historically, such key schemes became increasingly popular in the 19th century as a reaction to the predictable I -> V or IV key scheme "architecture" during the preceding Classical period. Whereas Mozart or Haydn would virtually never use the 3rd as a key relation, Beethoven uses it increasingly from middle period onward, during the period from Schubert to Brahms. 

Arrangement

The backing track is dominated by two guitar parts, a very prominent bass, and drums. An overlay of cricket-like night sounds and some organ-like synthesizer are also in evidence.. 

Part A is completely instrumental with no vocals. Night sounds, which originated as part of the collage of effects used in the previous track's long fadeout, plus a very soft roll on the cymbals anticipate the actual start of the music. High hat cymbal work is added to the drum part starting after the outro. The crickets are rapidly faded out for good at the end of the second repeat of the Verse phrase. The lead guitar part plays slow triplets for the third repeat of the Verse phrase. 

Part B contains chordal vocals on the phoneme "ah ..." at the start of this section, and this vocal texture remains the same for the rest of the track through the following Part A'.  Backing texture is filled out by an electric keyboard instrument. There is another change in drumming pattern.  John's double-tracked lead vocal breaks away from the backers during the last two phrases of this section. Similarly, the backing vocals have a melodic swell that cascades over John's lead in the final phrase. 

In Part A', chordal vocals continue but switch to a nonsensical jumble of Italian and Spanish.  The words develops the slow triplets idea introduced at the end of Part A. 

Intro

The intro is four bars long and consists of vamping on an added-sixth chord I of the home key: 

        --------------- 2x --------------

        |E added 6th
|-

|

E:
 I

The arrangement is intricate in spite of the static harmony, and divides the phrase into two identical halves.

Verse

The Verse presents three times a pattern created by placing an harmonically convergent two bars in front of the intro: 

        |f#7

|-
&   B13
|E added 6th
|-

|

E:
 ii


    V
 I

All three chord are embellished and the chord change on the fourth beat of the second bar is a harmonic rhythm that does not occur often in the songs of the Beatles. 

There is a chromatic upward lick from F# - G - G# played over the B Major chord. 

Refrain

The transition to Part B begins with a change of key and texture. Coming off the settled  E Major of Part A, there is now two bars worth of a G11 chord. The tempo remains constant and rhythmic activity comes to a halt during these bars. There is no pivot modulation, just an immediate change of key: 

        |G11

|-

|

C:
 V

The G11 looks and sounds like an F Major triad superimposed on the G Major chord. Nevertheless the function of this chord is as a Dominant for the key of C. 

This is most likely the refrain because it's the only place in the song that the title phrase is sung. The mosaic formal approach continues here with this harmonically open four bar phrase repeated twice in a row: 

        |C

|- Major 7th
|G

|A

|

C:
 I



 V

 V-of-V-of-V

Bridge

The mini bridge of this section is four bars long and like the intro, is built out of 2 bars that it repeated immediately: 

        --------------- 2X --------------

        |F

|D

|

         IV

 V-of-V

Noteworthy is the chromatic downward lick in the keyboard part in this section. 

Refrain’

The last phrase of this section is a harmonic variation of the earlier Refrain phrase modified to end up on F: 

        |C

|- Major 7th
|- Dominant 7th
|F

|

         I



 V-of-IV
 IV

                                                      E: flat II

There is another downward chromatic scale fragment over the course of this phrase; C -> B -> Bb -> A. 

Final Verse

The modulation back to E Major for the final part of the song is only slightly less abrupt than the move from E to C in the first place. 

The two-part Verse phrase is repeated here three times in a row as it was in Part A. The first of these iterations is the one place in the song where the phrase is started off with an A in the bass instead of F sharp. This makes the chord in question sound as though it were a IV chord (A Major) with an added sixth. 

The use of Spanish/Italian gibberish for the lyrics of the final part of this song is rather unique even for the Beatles. . 



Mean Mr Mustard 

KEY
E Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse' (segue al subito)

Style and Form

The tempo of Mean Mr Mustard is essentially identical to that of Sun King, at least up until the final phrases, but the switch of backbeat from something that flows to a lumbering march that alternates with more syncopated material disguises that fact. 

It contains odd phrase lengths, more mosaic-like patterns, and a metric modulation.

Melody and Harmony

The tune is based almost entirely on the downward melodic motif of a step followed by a third. The first phrase uses the motif in a scale based downward move. Balancing upward motion is provided in the other two phrases by presenting the motif from a variety of higher locations in the scale. 

Only four different chords are used, with I and V being supplemented by flat IV and flat VII, both of which are borrowed here from the parallel minor mode of the home key. 

Arrangement

The backing track is dominated by bass, drums, and guitars

Shades of a relatively earlier period is a tambourine that enters in bar 4 that stays to the end.

John has the lead vocal to himself for the start of the first verse with Paul harmonizing with him at the 3rd starting in the final phrase and staying on with it for the remainder. 

Intro

Two beats of snare drum preceded by a tiny grace note roll lead the second half of Sun Kings final bar to start this one. This manages to bridge the two songs without missing a beat. 

Verse

The verse is an unusual 14 bars whose inner structure is 4 + 6 + 4: 

      |E

|-

|-

|-

|

E:     I

                   1 2 3& 4  &|1
     1 2 3&  4 &|1

bass:             |B    C C# D|-    
    |-    C# C B|-          |

      |B          |-          |D          |-          |B          |-          

       V                       flat VII                V

      |E
C
|B

|E
C
|B

|

       I      flat VI   V               I    flat VI  V

The bass line in the middle phrase makes a syncopated up and down chromatic approach to the D chord in the middle and the following B chord at the end, drawing added attention to the harmonic cross relations created by the chord changes. 

The cross relation idea is further developed in the third phrase by the use of flat VI. 

Verse'

The second verse is musically identical to the first one except for a straightforward  metrical modulation in the third phrase. This is like the metrical gear shifting demonstrated by George in I Me Mine and Here Comes the Sun.

In this song, with the underlying quaver note pulse constant, the time signature shifts from 4/4 into 6/8 for the final four bars. As a result, the chords change every three quaver note pulses instead of every four. This creates an acceleration effect.  The chord changes suddenly increase in frequency for the last line. 

The transition out of Mean Mr Mustard into Polythene Pam is even more tightly coupled than the inbound one from Sun King. Here, the bass line of the final bar uses a chromatic upward lick to land on a D Major chord which triggers the double plagal cadence that begins the next song: 

        |B

 D
 A
|E ....

         V           flat VII  IV      I



Polythene Pam 

KEY
E Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Intro -> Verse -> Intro -> Outro -> (segue al subito)

Style and Form

Polythene Pam maintains a relationship with the preceding track balanced between the forces of unity and contrast. 

Both songs are relatively abbreviated in terms of both form and duration. The two of them are sequenced to create a single, unbroken and powerful lead into Bathroom Window.

Melody and Harmony

This one provides melodic contour by transposing its simple downward motifs up or down the scale. Of particular note is the chromatic upward movement in the 3rd phrase. 

The two songs have harmonic unity of both home key and, with one exception, the same set of chords. G Major is the one chord that appears in only Polythene Pam
The two songs contrast most sharply in their harmonic progressions.. Mean Mr Mustard starts from I and opens out to V, always returning back to I. Polythene Pam never starts on I but always converges upon it. 

Similarly the two songs use chord V differently. Mean Mr Mustard allows V to serve its role as a cadence chord. Polythene Pam uses V to support and resolve to flat VI; relying instead on flat VII to make cadences, either directly or by way of the double plagal chord progression. 

Arrangement

The Polythene Pam backing track alternates between a sound similar to Mean Mr Mustard , but it provides some relief using different instrumentation and stereo effects for the recurring intro section, and more airtime given to instrumental music minus singing. Some lightness is added by the appearance of acoustic guitar and even the smallest amount of silence surrounding some of the chords. 

John does the lead vocal double tracked. Scat backing vocals in parallel thirds join in the third bar and stay for the rest of the song. 

The two songs have contrasting backbeats, a result of their handling syncopation differently. 

Intro

The final D Major chord of Mean Mr Mustard (and which could have just as easily been the first chord of PP) is found at the end of the album, just before Her Majesty. 

The actual splice that ties Mean Mr Mustard and Polythene Pam together is smooth, though the opening D Major chord (along with the other two chords in the introductory double plagal cadence) is placed over a pedal point of E in the bass: 

        ------------------------------ 2X -----------------------------

         1       2      3        4       1   &   2   &   3       4

rhythm:
|Bom!           Bom!            |    Ba, Ba, Ba, Bom!          

bass:
|E

E

|E



|

chords:
|D

A

|E



|

E:
 flat VII       IV
         I

This instrumental section alternates with two verse sections providing the musical basis for the extended instrumental outro. 

Verse

The verse is an unusual 10 bars long in the pattern AABA':

        ------------------------------ 2X -----------------------------

        |D

A

|E



|

         flat VII       IV
         I

        |G



|B



|

         V-of-flat VI


 V

        ------------------------------ 2X -----------------------------

        |C

D

|E



|

         flat VI        flat VII         I

The change of harmonic rhythm for the middle phrase, combined with the extent to which both outer phrases converge toward I via flat VII but by different routes is noteworthy.

Outro

The outro is long, accounting for 40% of the overall track length. It is 22 bars long and  is eight iterations of the double plagal phrase followed by six bars of just chord I. The last four bars of this phrase contain a dramatic downward scale in the bass line that leads into the next track by making the E Major chord pivot as V of the key of A. 

DA|E  DA|E  DA|E  DA|E  DA|E  DA|E  DA|E  DA|E  E |E |E |E |E |E  A

                                                       bassline:EDC#B   

A lead guitar solo starts during iteration 2 of the double plagal phrase and continues to the downbeat of bar 3 of the plain E Major chord. This is the same point at which John says, "Listen to that now."



She Came In Through The Bathroom Window  

KEY
A Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Bridge ->

                Verse -> Verse -> Bridge (w/complete ending)

Style and Form

Despite its extremely long title, this is quite short in duration. The track length is only 1:57; and that includes the last four bars of the previous track with the falling scale in the bass line

This song also turns out to be the only song in the medley that comes close to one of the traditional forms, but it puts a single verse up front, with two verses between the bridges. 

Melody and Harmony

The tune is blues-like with a melodic emphasis on flat 3 and 7 that turns many of the chords into dominant 7th chords. 

In spite of using a small number of chords, the song manages to include an unusual modulation to the key of flat III, thereby providing another place in the medley where A and C Major are used in direct opposition to each other. 

Arrangement

The backing track is essentially identical to that of Polythene Pam.  The two tracks were recorded in a single long take, though unlike Polythene Pam, this one has no sections that are completely instrumental. The acoustic guitar is heard much less prominently here than on Polythene Pam.

Paul has the lead vocal double tracked throughout. The first and third verse have scat backing vocals sung in falsetto. The bridges have a backing vocal that tracks the lead in parallel 3rds. 

Intro

The last four bars of the Polythene Pam outro, with the downward scale in the bass line, serve as the intro to this song.

The long awaited resolution of the E Major chord to A on the downbeat of the first verse is one of the most vivid moments on the album.  Noteworthy is the way in which the backing vocals and drum work in the 3rd and 4th bars of that verse to create a cascading wave of euphoria. 

Verse

The verse is 16 bars long with four equal phrases that make a pattern of AAAB: 

        ------------------------------- 3X --------------------------

        |A7

|-

|D7

|-

|

A:
 I                               IV

        |D

|-

|A

|-

|

         IV                              I

In the first three lines the lyrics are sung in a manner that avoids the downbeat of the phrase, and shifts the rhythmic emphasis to the third bar. The pattern is broken for the final phase where the effect of allowing the lyrics to coincide with the phrase downbeat for the first time combined with the slow harmonic syncopation created by the sustaining of the D Major chord over the phrase boundary makes the entire verse seem a bit unbalanced. 

There is some prominent lead guitar work filling out the lyrical gaps between the lines. 

Bridge

The unbalanced effect is developed further in the bridge, in which the final two bars of the verse (on the A Major chord) overlap as the start of this section: 

        |A

|-

|d

|-

|

         I                             iv

                                      |D
C
|B
A
|

        |A

|-

|d

|-

|

         I                            iv

                                      C: ii

                                       1   2  3   4    1  2   3   4

                                      |C          B
|-      A       |

        |G

|-

|C

|

|

(C:)   
 V                              I

                                       1   2   3   4

        |G

|-

|C
     A
|

         V                             I

                                      A: flat III  I

The bridge is an unusual 15 bars long, as though it were left one bar short the more regular 16 bars. 

The outbound modulation is effected by using the minor iv chord in context of a Major key as a pivot. The return modulation is more abrupt in terms of it having no harmonic preparation, and the placement of the return A Major chord on the final beat of the final bar of the section. In the first bridge, this makes the start of the next verse again sound unbalanced. 



Golden Slumbers’ 

KEY
a minor -> C Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain -> Verse (segue al subito)

Style and Form

Golden Slumbers’ and Carry That Weight are as mutually integrated with each other as are Mean Mr Mustard and Polythene Pam; the two pairs of songs are even linked together by virtually identical drum fills. Both Golden Slumbers’ and Carry That Weight are built out of a conventional A-B-A arch form which gives each track the impression of being more-complete and less-fragmentary than either Mean Mr Mustard or Polythene Pam. 

Melody and Harmony

The completely diatonic tune has wide-ranging arch-like gestures. The leap of a 6th  appears many times as a motif. 

The diatonic harmony uses six chords and moves primarily around a short cycle of 5ths. 

In spite of opening each verse on an A minor 7th chord the fact is that A minor is never established as a tonal centre or home key. It's more accurate to identify the song as being in the key of C, but with a verse that starts away from it but quickly converges to it. 

Arrangement

The backing track features piano, bass (played by George), and drums, supplemented by a later overdub of string and brass instruments.  The first verse starts off with piano alone, but bass (sparingly at first) and strings are soon added. Drums and brass enter at the start of the refrain, but the texture is lightened toward its final phrase. The second verse is similar to the first one, but this time the drums (in the form of gentle cymbal work) stay in the whole way, and the brass can be heard softly in the background. 

Paul's lead is single tracked with no added backing. His shift into a rather menacing tone of voice for the refrain would seem be a contrast to the gentle lullaby context. 

Intro

The intro consists of two bars of the piano vamping on the tonally ambiguous A minor 7 chord in a rocking figuration:

        |a7

|-

|

C:
 vi

Paul leaves the note E out of the chord, giving the sound of the open 5th (C - G) alternating with the single note A below it.  This further heightens the tonal ambiguity. 

Verse

The verse is an unusual 21 bars long, and is built out of four uneven phrases whose lengths are 8 + 4 + 5 + 4. This is purposeful distortion of what could have easily been an ordinary 16 bars design: 

        |a7    |-    |-
   |-
 |d    |-    |-    |-    |

         iv                       ii

        |G7    |-    |-    |-    |

         V

        |C    |e    |a    |d9   |-    |

         I     iii   vi    ii

        |G7    |-    |C    |-    |

         V            I

The harmonic rhythm is extremely varied; leisurely in the first two phrases, speeding up in the third phrase, and settling in the final phrase. 

The dissonance of the d9 chord in the third phrase is set up by the sustaining of E natural through the entire phrase; where it is a natural member of all the other triads used in the phrase except for d. 

Melodic 6th leaps occur: 

- down: back home...

- up: (lulla)by-ee 

- up: your eyes, you rise 

Refrain

The refrain starts off with what would look like an AA (6 + 6) couplet, but the second line merges with an essential recap of the way the verses end. 

This is another unusual section length (19 bars) that breaks up into four uneven lines (6 + 4 + 5 + 4): 

        |C
|-
|F7
|-
|C
|-
|

         I               IV              I

        |C
|-
|F7
|-
|

         I               IV

        |C
|E
|a
|d9
|-
|

         I
 V-of-vi vi      ii

        |G7    |-    |C    |-    |

         V            I

In this section the note E is sustained the whole way through except for the first two bars of the fourth line, where it steps up to F (to function as the 7 in G7). 



Carry That Weight 

KEY
C Major

TIME SIGNATURE
4/4

FORM
Intro -> Refrain -> Bridge -> Refrain -> Outro (segue al subito)

Style and Form

Carry That Weight picks up on and extends Golden Slumbers’ to provide one of the single most symphonic moments in the Beatles songs.  

In spite of its A-B-A form, the sense of musical independence and self-sufficience is undermined by the combination of: 

1. The building rhythmic momentum that sweeps through it at both ends; 

2. And the borrowing of its bridge and outro sections from ...Money. 

In contrast to the uneven phrasing and changeable harmonic rhythm of Golden Slumbers, Carry That Weight closely follows a more predictable course. 

Melody and Harmony

The refrain tune is diatonic C Major, covers a full octave and is dominated by fanfare-like triadic outlines. The bridge tune, by contrast, is in the melodic minor mode, covers a range slightly smaller than an octave, and is primarily stepwise, though it does continue the fanfare idea with its own single triadic outline (on the last three syllables of the "invitations"); which turns out to be an inversion of the same figure heard in the refrain on the phrase “a long time”. 

Harmonically, the refrains establish C Major as home key by simple means. The bridge provides contrast in the relative minor key of A by making use of the cycle of 5ths. 

Arrangement

The basic backing track used in Golden Slumbers' of piano, drums, and bass continues through this song, though the overdubbed strings and brass effects are more prominently in evidence

The bass work is impressive, alternating between evenly accented perpetual motion for the refrains and syncopated scale work for the bridge. 

The vocal arrangement is choral throughout. The ensemble sounds relatively even in the refrains.  In the bridge Paul's voice clearly dominates. 

The chord changes generally fall exactly on the downbeats, but the tune throughout makes a repeated point of heavy syncopations that fall just ahead of the downbeat. 

Intro

The transition from Golden Slumbers' to Carry That Weight is made without missing a beat by filling out the final bar of the former with a drum figure that rhythmically motivates the start of the latter.

Refrain

The refrain is a 16 bars in length, featuring a literal repeat of this eight bar phrase: 

        |C

|-

|G7

|-

|

C:
 I                               V

        |G7

|-

|C

|-

|

         V                               I

                                       a:III

The first half of the second phrase is a repeat of the second half of the first phrase, making for a syncopated pattern of ABBC. 

The pounding of evenly accented quaver notes on the backing track in the 8th bar of this phrase in its first iteration of each refrain is a particularly stunning effect. 

The second time the eight-bar phrase is repeated, the bass line walks downward to B in the last bar. 

Bridge

The bridge section turns out to be the opening section of ...Money. The section is repeated twice, just as it is in the song from which it is taken, with the first iteration fully instrumental and the second one sung to words. Given the faster crotchet note pulse, this section comes out to be 16 bars per iteration rather than the eight in ...Money.
        |a      |-
|d9  - 8|-
|G7
|-
|C4-3
|-
|

a:       i      
 iv      
 VII     
 III

                                         (V-of-III)

        |F     
|-
|b dim.
|E   
|a
|-
|G13/11
|-   5/3|

         VI     
 ii      V       i

                                      C: vi              V

The harmonic pivot from C Major to A Minor and back again is straightforward. 

Outro

The outro grows out of the second refrain. It actually overlaps with the last two bars, and it turns out to be another transformed reprise of a part of ...Money; its own coda theme: 

            |last 2 bars of 2nd refrain|

            |1  2   3  4   |1   2   3   4  |1   2   3   4  |1   2   3   4 |

            |C         G6/3|-              |A              |-             |

Bass line:  |C         B   |               |A

             I         V                    

The four bar outro phrase goes into a second iteration that is cut short. The fourth beat of the third bar becomes an upbeat to the start of The End. The trickiest thing about the transition is the slight increase in tempo for the new track. 



The End 

KEY
A Major -> C Major

TIME SIGNATURE
4/4

FORM    Part 1 -> Part 2 -> Part 3 (Finale) w/complete ending

Style and Form

The fervent mood of the Golden Slumbers’ / Carry That Weight pairing is taken up another notch in The End, providing Abbey Road with what is the single grandest finale gesture on any album of The Beatles. 

The form here is a mini-medley of three parts in which the loose relationship between the first two parts adds some sense of unity, and the proportional division of time by all three parts creates some feeling of A-B-A symmetry despite the fact that the two outer parts are based on separate materials:

  Part 1 
34 seconds

  Part 2 
55 seconds

  Part 3 
35 seconds

  Total        124 seconds (2:04)

Melody and Harmony

Regarding the melodic content, the final part features one extended and outstretched melodic arch. 

The home key of the track is A Major with a last minute shift, in the second half of the final part, to the key of C. 

Arrangement

Most of the track is backed by the rock ensemble of guitars, bass, and drums, with the small orchestra joining in at the end, around the time the music modulates to C Major. 

The large amount of showy solo instrumental work is unusual if not unique for the Beatles, as is the stereo effects of the drum solo. 

Paul is the vocal soloist for the two outer parts. The middle part uses a group choral chant as part of the background. The final part features a novel effect where Paul's solo is gradually developed into 3-part vocal harmony that includes John and George. 

Part 1

The End begins with a pickup right off the ending of Carry That Weight.  The first part of the song is based around the following eight bar phrase which establishes the home key by unusual means: 

    3   4  |1  2  3  4 |1  2  3  4  |1  2  3  4  |1  2  3  4 |

    A      |D          |-     B     |E           |-        A |

A:  V-of-IV IV                V-of-V V


      I

           |1  2  3  4 |1  2  3  4  |1  2  3  4  |1  2  3  4 |

           |-          |-        B#7|-           |-        A |

                                 #ii dim. 4/2              I

The harmonic shape appears to be closed at both ends, but the opening A chord sounds more like V of D than I of A. 

The diminished 7th chord on the unusual note of B# underlies its resolution to A Major in the following bar: 

                F#
->E

                D#
->E

                B#
->C#

                A
  -

The heavily syncopated effect of changing chords on the fourth beat of the bar in this very fast tempo is effective.

The first iteration of the above phrase is instrumental and is followed by a four-bar drum solo, the last bar of which loops back to repeat the phrase, this time with a screaming double tracked Paul vocal: 

           |1  2  3  4 |1  2  3  4  |1  2  3  4  |1  2  3  4 |

           |-          |-           |-           |-     A    |

                                                        V-of-IV

The second iteration is followed by a longer drum solo of 16 bars. The solo heads toward a unique point of climax which coincides with the beginning of The Ends’s second part.

Part 2 

The second part of The End is built on a 14-fold repeat of the following four-bar frame which has the harmonic shape of a Plagal cadence: 

         Love        you                 Love        you

        |1   2   3   4  |1   2   3   4  |1   2   3   4  |1   2   3   4  

        |A

|-

|D

|-

|

         I                               IV

The 14 iterations is like this: 

  1 - 2

Instrumental backing, only.

  3 - 5

Add choral "Love you," which stays through

            
for the duration.  The instrumental backing

            
gets noticeably thicker in iteration no.5.

  6 – 14
Dueling guitar solos.

Part 3

The third part begins where the 15th version of part twos 2 bar frame would have started. It is made up of one unusually long phrase which contains two changes of time signature and tempo before it is finished. 

This part of the track is introduced by four bars of plain piano vamping on the A Major chord. The change of texture is effectively dramatic. 

Paul's lead vocal starts off by filling eight bars of this vamping tempo. The second line of four bars superimposes a G Major chord in the treble against that unchanging A natural in the bass line. 

The words in both four-bar lines are in the syncopated 3 + 3 + 2 pattern which also occurred in Here Comes The Sun. Paul's single line is spread out into three part harmony starting in the second line and continues through to the end. The high point of the overall melodic arch of this section coincides on the word "love:"

        ------------------------------- 2X ----------------------------

         And         in      the end                                 the

        |1   2   3   4  |1   2   3   4  |1   2   3   4  |1   2   3   4  

chords:
|A

|-

|-

|-

|

bass:
|A

|-

|-

|-

|

         I

         love        you         take                                is

        |1   2   3   4  |1   2   3   4  |1   2   3   4  |1   2   3   4  

chords:
|G

|-

|-

|-

|

bass:
|A

|-

|-

|-

|

The next line of music shifts to 3/4 for just four bars, keeping the crotchet value constant. 

Harmonically this line features an unusual kind of pedal point in which the two inner voices are held constant (instead of the bass note), while the outer two voices descend in parallel 6th: 

        3/4 (where crotchet=crotchet)

         e-            qual            to             the

soprano:|F

|e

|d

|a

|

alto:
|C

|-

|-

|-

|

tenor:
|A

|-

|-

|-

|

bass:
|A

|G

|F

|E

|

The next (and final) line of the section makes another metrical/tempo change; back to 4/4 but with the tempo made slower by setting the value of the new crotchet note equal to a full bar of the previous ¾ time. 

The end of the track is clearly setup for a full cadence, and the partial thickening of the backing track by the reappearance of the strings. The syncopation motif appears again in the way the final word, "make," is sung just before the next downbeat: 

        4/4 (where 3/4 = crotchet)

         love                   you  make

         1       2      3       4    &

chords:
|d7

G7

|

bass:
|D

G

|

         ii

V

The texture is further thickened back to tutti for the last four bars with drums and brass. The reappearance of the high pitched lead guitar at this point is a unifying effect with the middle part of the track. 

Harmonically the final part contains another pedal point which partially disguises the stepwise chord stream of Major triads used. In fact this is actually a Beatles signature progression found at the start of the likes of Eight Days A Week and the title track of Sgt. Pepper. 

chords:
|C

|D

|Eb
  F
|C

|

bass:
|C

|-

|Eb
  F
|C

|

         I

 V-of-V         (flat III)IV
 I



Her Majesty

KEY
D Major

TIME SIGNATURE
4/4

FORM    Intro -> Verse (abrupt ending)

Style and Form

Just when the listener thinks the last recorded Beatles album is over, a crashing D Major chord is then followed by this irreverent little fragment of a ditty. Its ending is as abrupt as its start is sudden. 

In contrast to The End, Her Majesty provides sufficient comic relief to those for whom the previous track is too sombre or stuffy, without ruining that track's sentiment for those who like it. 

Melody and Harmony

The tune covers the range of about an octave, which is unusually large considering its  non arch-like character. 

The chords are dominated by the standard I, ii, IV, V, but it also includes a couple of secondary dominants and a diminished 7th chord. 

Arrangement

Just acoustic guitar and single track lead vocal. 

Intro

It's in D Major but sounds slightly out of tune with respect to what follows. 

Verse

The verse is an unusual eighteen bars long, featuring a 16 bar four-square section, followed by a 2-bar reprise of the last phrase. The 16 bar section has an AA'BA'' pattern: 

bass line D
C#
|B
A
|E

        |D

|-

|E9
A
|D

|

D:
 I

 

 V-of-V
V
 I

        |D

|-

|E9

|A

|

         I

 

 V-of-V

 V

        |b

|-

|D7

|G

|

         vi



 V-of-IV
 IV

        |E#

|D
B
|e
A13
|D
B
|

         #ii4/2 dim.     I
V-of-ii  ii
V
 I
V-of-ii

        |e
A13
|D
cut off after 2nd beat

         ii
V
 I

The D chord is sustained over the first two bars with a walking bass line moving beneath it. 

The first phrase has a closed harmonic shape; the second phrase is open to V. The third phrase opens on vi and closes on IV.  The final phrase is convergent on the home key. 

The harmonic rhythm is kept flexible throughout. No rigid pattern is followed but the pace at which the chords change is picked up for the final phrase. 

The prominence of F# in the tune makes a couple of the E chords into E9's and A chords into A13's. 

The diminished chord that starts the fourth phrase is the same one which occurred in The End. 

The recording ends with an A natural on the second beat of the final bar. What should be the last 2 beats of that bar filled with a D Major chord are missing. This is an effective example of how we are conditioned to wanting the V chord implied by the final A natural to resolve to I.

THESE NOTES ARE BASED ON THE ‘NOTES ON’ SERIES OF ALAN W POLLACK. THEY HAVE BEEN EDITED AND ARRANGED IN ALBUM TRACK ORDER AND MADE SUITABLE FOR AS LEVEL MUSIC OF THE AQA EXAMINATION BOARD BY RAY BURRELL

