PAGE  
34

A HARD DAYS NIGHT





First released 10/7/1964




A Hard Day's Night is the third album from the Beatles, and it is also the first to have only Lennon/McCartney songs on it. John was writing prolifically at this point and wrote 10 of the 13 songs on the album.  Paul’s three songs included the hits Can't Buy Me Love and And I Love Her.  

The album is actually a soundtrack to the Beatles first movie, of the same title. The title itself is from a mistake Ringo said.  The Beatles were working on the set and as it was a tough day, Ringo commented that it was "A Hard Day...." and when he noticed it was night, he put "night" on the end of it.  The movie mirrored the lives of the Beatles at the time. Allen Owun, the writer, watched the Beatles for quite some time, and when he wrote the script he was careful to try and adequately display their personalities.  The Beatles act as their goofy selves and are the cause of some trouble around them.  



A Hard Day's Night

KEY G Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Bridge -> Verse -> Verse (solo) -> Bridge -> Verse -> Outro (fadeout) 

Style and Form
Though much less blues-derived than either Can't Buy Me Love or You Can't Do That, A Hard Day's Night bears close comparison to both of those songs. All three of them share the same long form, with two bridges and an instrumental break. A Hard Day’s Night takes one step further the concept, seen in the other two songs, of a style which is a fusion of traditional blues elements and the more recognizable Beatles trademarks. 

In A Hard Day’s Night, only the 12-bar length and AAB phrasing of the blues remains along with some of the minor 3rd melodic flavour, but the rest is stylistically Lennon and McCartney. 

Aside from several innovations in the area of harmony and arrangement, its rhythmic resources make an especially strong contribution. Behind the energetic and syncopated surface, there is a forward thrust generated by the way the music exploits contrasts of pace and activity. 

Melody and Harmony

The verse features emphasis on the blues melodic flat 7th, but with the exception of the closing phrase ("feel alright"), the melodic third is clearly Major, rather than minor. By contrast, the bridge is in the Major mode. All this is similar to the melody of You Can’t Do That. 

Overall, the words are sung with one note per syllable. However, in contrast, there are many long-sustained notes which are frequent but irregular. The verse contains an unusually large number of different rhythmic values, all the way from minim to semi quaver notes, and a steady stream of syncopations.

The song is firmly in the key of G Major, though the bridge presents a short-lived and weakly established shift to the unusual key of iii (b minor). 

With the exception of the opening/closing sonority, the choice of chords is familiar. Although the Beatles had already used the flat-VII chord on few songs that pre-date this one, its appearance here is a notable early example of its use. 

A couple of dissonant clashes between the tune and the chords are continually reiterated. In the verse, the melodic note ‘D’ appears first as a 9th against the C Major chord (as on the word 'days' of the opening line) and later as an added-sixth against the F Major chord (as on the syllable "wor" in "working", and on the word "like"). Similarly in the bridge, the melodic note ‘A’ clashes as an added-sixth against the C Major chord on the word "tight". On a subtle level the casualness with which the dissonance is used adds a characterizing effect to the song. 

Arrangement

The sound effect is the result of the drumming style being kept unvaried throughout. With the exception of some four-in-the-bar beating on a cowbell during the bridges, there is a thumping on drums and cymbals in place of the sort of drum fills and texture changes that Ringo usually does to differentiate the formal sections.  This adds to the thrust of the song. 

This is the song in which the characteristic sound of George's 12-string guitar would establish itself. Its appearance in the opening and closing chords, as well as the manner in which it is doubled with electric piano in the solo section are among the more instantaneously recognizable sound bites of pop music. 

John and Paul's vocals use double-tracking throughout, but their arrangement features a novel technique. John takes most of the verse as a solo, and the same for Paul with the bridge. The first half of the verse's closing phrase is done as a duet in parallel thirds on an unusual downward chromatic run.  This contrasts well with the alternating solo passages. 

Intro

The first chord’s great effect is not only related to the pitch content, but to the sudden, crisp attack as well. 

It is a superimposition of the chords of d minor, F Major, and G Major; i.e. it contains the notes D, F, A, C, and G - only the B is missing.  This chord functions as a surrogate 'Dominant' (V) with respect to the chord on G which begins the first verse. 

This intro is two bars long. The pause is a good example of how suspense and a sense of rising expectation can be created. 

Verse

Although the 12-bar blues chord progression is not used, this verse section is still twelve bars long and built out of three phrases equal in length that form an AAB pattern: 

        b. 1 - 4, 5 - 8

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

        |G      C       |G              |F              |G              

G:       I      IV       I               flat-VII        I

        b. 9 - 12

        |C              |D              |G      C       |G              

         IV              V               I      IV       V

The harmonic shape is closed, and the appearance of a V - I cadence is delayed until the third phrase, but  the G chord has been confirmed as chord I of the home key several times by the less formal means of the IV and flat-VII chords. 

A couple of factors help lend some shape and sense of direction to the verse; e.g. the syncopated stress and sustained duration given to the melodic F naturals in bars 3 and 7, and the withholding the melodic climax until bar 10 where it is embellished by the brief duet of the two singers. 

Bridge

The bridge is eight bars long and built out of two phrases equal in length and parallel in melodic shape: 

        |b      |e      |b      |-      ||G     |e      |C      |D      ||

G:       iii     vi      iii              I      vi      IV      V

(b:      i       iv      i )

The first phrase presents a slight modulation to the key of b minor. The new key is never formally established by any kind of dominant - tonic (V - I) cadence but the b - e - b chord progression sounds as though it were i - iv - i in the key of b minor. In the second phrase G is quickly re-established as the home key via a rock cliché chord progression. 

The avoidance of consistency can be seen in the small variations: e.g. the completion of Paul's solo and the return to John's vocal at the end of the first bridge is spliced with virtually no overlap, whereas in the repeat of the bridge, John creates a small spontaneous-sounding overlap by coming in a beat early moaning the phoneme, "Oh ...".

Solo

The solo is melodically unconventional but blues-like at the same time. The execution of bars 3 and 7 of this solo sounds almost impossibly fast. 

Formally, it is the sort of semi-solo which occurred back in From Me To You, where the instrumental is abandoned in the final phrase of the section in favour of a refrain-like reprise of the vocals heard in other iterations of the verse. 

Outro

The outro starts off with their trademark triple-repeat of the last half-phrase of the final verse, but it ends on virtually the same chord with which the song began. This provides some unity to the song overall, but the use of a non-I chord ending is unusual, and at the time, was virtually unprecedented in a rock song.  Also non-I openings were still unusual. 

Although the chordal outlines played into the fadeout by the lead guitar have none of the impact of the opening chord, the effect at the end is just as suspenseful as the opening. In the film it bridges the gap between the opening credits and the first scene.



I Should Have Known Better 

Intro 

A number of musical elements which characterize the entire song are presented in the short and simple four-bar introduction:  The alternating I-V chord pattern continues beyond the intro to five bars of the verse. 

In the backing arrangement there is acoustic guitar, light drumming, and a melodic and active bass which is mixed far back. 

The blues harmonica 'e-f-e' melodic pattern creates a series of dissonances against the recurring D chord in the accompaniment - the 'e' on the downbeat making a 9th, and the f-natural making a cross-relation against the f-sharp of the chord beneath.  The harmonica is actually used sparingly, its primary function being to introduce each verse in turn.

Verse 1 "I should have known better with a girl like you ..." 

A most unusual feature is that the verses come in two variants; those which are followed by another verse (as are the first, third, and fourth) are characterized by a ten-bar length and a closed harmonic shape; i.e., in G Major, both beginning and ending on chord I: 

         
 -- 5X --


   -- 2X --



|G   D    |e   e   |C
  |D
  |G   D    |


G:
 I   V     vi6 vi   IV     V       I   V




     3

Other points of interest in verse variant #1 are the phrasing of the words, as well as the melodic structure. The ten bars are phrased as 6 (actually 4 + 2) + 4. The extra middle two bars ("that I would love everything that you do") with their repeat of the melody from the preceding two bars create a free-verse feel. 

The slowing of the harmonic rhythm in bars seven and eight adds contrast, just as the return of the I-V harmony in bars nine and ten adds symmetry. 

The closed harmonic shape is reinforced by the melody which hovers around a relatively restricted choice of notes. 

The melodic emphasis on the note 'e' not only extends the D9 sonority from the intro, but also creates an added-sixth chord on G. 

Bar six features the rare occurrence in this genre of a chord in non-root position; the e chord is sustained through the entire bar, with a bass line which descends from G down to E, placing the chord at the beginning of the bar in first (6/3) inversion. 

There's no harmonica here, except in bars nine and ten, where it introduces the next verse. 

Verse 2 "Woah-oah, I never realized what a kiss could be ..." 

Verse variant #2 is used for those verses (i.e. the second and the fifth) which lead directly into a bridge section, and is characterized by an eight-bar length and an open harmonic shape; i.e., starting in G major but leading to the key (ending on chord V) of the relative minor key of e: 

         
 -- 5X --



|G   D    |e   e   |C
  |B     |


G:
 I   V     vi6 vi   IV




     3





e:  VI     V 

Bridge "And when I tell you that I love you ..." 

The bridge is an unusually long and well developed sixteen bar section of four different phrases, starting in the key of e minor and eventually modulating back to the home key of G Major via a pivot on the C chord in the ninth bar: 


|e
|C
|G
|B
||e
|-
|G
|G7
|

      e: i
 VI
 III
 V        i
 
III
 V-of-VI


|C
|D
|G
|e
||C
|D
|G    D   |G    D   

      e: VI

      G: IV
 V
 I
 vi 
  IV
 V
 I    V    I    V

The melodic line, over the course of the four phrases, creates a nice arch shape, with the climax on the upward falsetto flip of the twelfth bar. The large amount of melodic ground covered by this bridge is in contrast to the more restricted pitch range of the verses. 

The arrangement introduces the electric guitar in the bridge underscoring the first beat of every bar with a single strummed chord. This effect actually begins on the last bar of the previous verse, smoothing over the join between the second verse and the bridge. 

The harmonica returns in bars fifteen and sixteen for the arrival of the next verse. 

Verse 3 - "So-o I should have realized a lot of things before ..." 

Another variant #1 verse. 

Verse 4 - Guitar Solo 

This is another variant #1 verse, featuring a guitar solo in place of the usual vocal. This solo is a repetition of the original melody with a little embellishment.

The solo ends with a surprise touch in that the melodic leading tone of f# near the end of the solo, instead of resolving to g, is followed by an added-sixth G chord with e on top. 

This solo section is the only one in which the harmonica continues its ostinato pattern all the way through a verse, creating some dissonant tone clusters against the melody of the guitar; in particular, against the added-sixth chord at the end. 

Verse 5 - "Woah-oah, I never realized what a kiss could be ..." 

This is a repeat of the second verse, including the same lyrics. 

Bridge 2 - "And when I tell you that I love you ..." 

The only difference between this and the first bridge is the shift, for the first time in the song, to a single track recording of John's voice. The double tracking is restored for an instant in order to reinforce the falsetto flip. 

Outro - "You love me too ..." 

The second bridge is followed by an outro which fades out with the same musical pattern and arrangement of the intro but with the voice added. 

The Overall Form 

The form is an unusual variation on the standard two-bridge model: 

intro-v1-v2-bridge-v1-v1/solo-v2-bridge-outro 

The unusual features are the appearance in the middle of three verse sections in a row, and the appearance of the second bridge at the very end with no verse section following. 

Rhythmic Details 

Underlying all the structural and harmonic details, there is a pervasive use in this song of syncopated accents on the last quaver note of the bar.  This accent is on the offbeat of "four-AND". This element not only helps unify the song, but also underlies the extent to which this song “swings”.



If I Fell

KEY D Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse (original) -> Verse+extension -> Verse+extension -> Verse (original) -> Outro (w/complete ending) 

Style and Form

This was one of the most soulful songs Lennon and McCartney had yet written at the time of its release, and the harmonic techniques contained in its intro remains one of their most effective.  The form is also unusual. Instead of a discrete bridge or refrain section, formal contrast is provided by a bridge-like extension that grows out of each of the inner two verses. 

Melody and Harmony

The melody, though punctuated occasionally by leaps, moves primarily step-wise and contains a couple of upward runs; this in spite of the theme of "falling" in the lyrics. 

The motif of step-wise, scalar motion is carried forward in the harmony with the repeated use of the I-ii-iii chord-stream. The harmony carries with it a strong jazz bitter sweetness, the result of the prominence given to the minor iv chord and the use of a 7/9 chord at the climactic point where the verse extension starts. 

The intro actually starts off in a different key (D flat Major) to the rest of the song, though this is not immediately clear. Despite a tonally disorienting opening, the rest of the song stays closely rooted to the home key without any hint of a modulation. 

Arrangement

John solos in the intro, but the rest of the song has Paul on the lead with John singing harmony below him in a funky style in which they use open fourths and fifths. The overall melodic range is relatively wide with the intro in John's baritone range, and Paul's lead in the high end of his range. 

Intro

The intro is eight bars long and built out of two parallel phrases equal in length: 

        |e-flat         |D (natural)    |D-flat         |b-flat         

D-flat:  ii              flat-II         I               vi

        |e-flat         |D (natural)    |e7(natural)    |A              

         ii              flat-II

                      D: I               ii              V 

Quite unusually for Lennon and McCartney there is an intro in the style of George Gerswhin or Cole Porter. It's fully developed with material not heard in the remainder of the song, and set-off from what follows by a different texture in the instrumental backing track

At the start it is assumed that the opening chord (e-flat minor) is the i chord of the home key but as the music falls first through D Major and then continues down to D-flat Major.

It's only after the return to the e-flat chord in bar 5 that there is a feeling of stability, only now, this e-flat chord feels more like a ii in relationship to the D-flat chord of the previous bar. The second time around, the music makes an harmonic pivot, using the same D Major chord that had appeared in passing during the first phrase, now as the I of the actual home key of the song. 

Verse (original)

This verse is ten bars long and breaks down into two parallel four-bar phrases that are followed by a two-bar connector which leads back to the next verse: 

        b. 1 - 4, 5 - 8

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

        |D     e     |f#          f-nat.   |e7             |A              

D:       I     ii     iii        flat-iii   ii              V

                                 diminished

        b. 9 - 10

        |D              |g      A       |

         I               iv     V

A kind of harmonic openness is another unifying motif of the song in that both sung phrases of this verse, as well as the connector, end on the V chord. So does the bridge-like extension below. 

The chord on the fourth beat of bar 3, flat-iii diminished, is more accurately described without any 'roman numeral' as a chords that is the result of linear motion of the various parts as they transition between the chords on either side of it: 

                       "heart           to     you ..."

                Paul:   C#              B  |   D

                John:   A               G#     G-natural

                Bass:   F#              F-nat. E

Noteworthy is the vocal open 5th in the above example, as well as the similar open 4th at the beginning of bar 9. 

The minor iv makes its first appearance in the final bars of this section and it too recurs throughout the song. 

Verse + extension

The first eight bars of this alternate verse section are identical to the original verse, but a new extension starting in bar 9 is seven bars long: 

        b. 9

        |D7/9           |-              |G              |

         I ..... V-of-IV                 IV

        |g              |-              |D              |A7             

         iv                              I               V

The sense of D Major as the home key remains clear but is made bittersweet by some of the chord choices and the way they are orchestrated; e.g. the stretch in the vocals required for the D7/9, and the small shift by John from B-natural to B-flat (on the words "and I") in order to change the Major IV to a minor iv, accompanied by Paul's trembling voice the second time around. 

The phrase "sad if our new love" contains an unusual melodic cross-relation between the F-natural (on the word "our") and the F# two words later on "love." John, after singing most of this phrase in parallel thirds with Paul, breaks out of the pattern with a slide from E all the way down to A on the downbeat of bar 14. 

Outro

The final verse is essentially identical to the initial one though it leads into a brief coda. The open 4th in bar 9 is repeated again. 

The coda is a touching echo of the "sad if our new love" phrase, provides the lead guitar with its solitary moment in the limelight. And then the song gently ends on a surprisingly reverberated single chord.


 

I'm Happy Just To Dance With You

KEY c# minor/E Major 

TIME SIGNATURE 4/4 

FORM Intro + Refrain (2nd half) -> Verse -> Verse -> Refrain -> Verse -> Refrain -> Verse -> Outro (w/complete ending) 

Style and Form

A brisk tempo combined with small section lengths make this a short song but with a longish form; the refrain is repeated twice and the latter half of it appears as part of the intro as well. 

Melody and Harmony

The melody of the refrain is quite pentatonic and has a shape in which downward moves predominate. In contrast, the verse melody is not restricted pitch wise, and its shape more closely resembles an arch. 

This is another song in which a Major key (E) and its relative minor (c#) continually alternate as the apparent choice of home key. The verse is always in the Major mode, but the intro and the refrains always start off in the minor mode. In the outro, this develops into a brief moment of  conflict before it is resolved in favour of the Major mode. 

Major/minor conflicts must have fascinated John and Paul during this era judging from the number of songs which use the device. This Major/relative-minor technique  appears in Not A Second Time and And I Love Her. And a similar trick of alternating a Major key with its parallel minor (e.g., A Major/minor) appears in Things We Said Today and I'll Be Back.

Harmonic features are not the only devices to resonate from one song to another on the  album. In If I Fell, the unusual technique of having three chords in a row moving downward in half-step root motion also appears in Things We Said Today. 

The chord selection in this song is quite straightforward though the use of an augmented alteration of V in place of the more normal Major chord is noteworthy. 

Arrangement

George’s double-tracked lead vocal is his only moment in the musical spotlight. 

The "oh-ooh" backing part for John and Paul in the refrains underscores the rhythmic hook of the song.  From the second bar, the move from the f# chord to the one on G# which recurs over and over again throughout, is always delivered along with a heavy syncopation on the half beat between '2' and '3'; i.e. "on 2-AND". During the intro and first refrain Ringo punctuates this with one of his characteristic fills. 

The use of the backing voices is carefully staged. In the first refrain they appear only after the second phrase ("is everything I need"), whereas in the second refrain it appears after the first phrase as well ("Just to dance with you ..."). 

The instrumental backing track is a little fuzzy though John's rhythm guitar work and Paul's bass line both stand out clearly. 

Intro + Refrain (2nd half)

This section is eight bars long and is built out of four two-bar phrases, the first three of which are based on the same chord progression: 

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

        |c#             |f#     G#      ||A     B       |E      B       

c#:      i               iv     V         VI

                                        E:IV    V        I      V

The first four bars are entirely instrumental, while the latter four present the second half of the refrain (which comes later). 

Following the establishment of c# minor as the apparent home key and repeated emphasis of this, the song pivots around toward the relative Major in the final couple of bars. 

Verse

The verse is also eight bars long and built out of four two-bar phrases. The first two phrases form a parallel couplet while the last two are one long phrase which balances out the first two: 

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

        |E      g#      |f#     B       |

E:       I      iii      ii     V

        |A              |E      c#      |A      B aug.  |E      (B)     

         IV              I      vi       IV     V        I      (V) 

In spite of the formal similarity between this and the other sections, contrast with the intro and refrains is provided by the key being clearly E Major, and the fact that even though the tune contains some syncopation, that hook rhythm on the chord changes is avoided here. 

A vi chord (c#) would have been a more likely choice to put in between I and ii at the beginning of this section than the iii chord (g# minor). The chord-stream parallel motion  in the iii-ii progression adds a jazz touch that would have been missing had vi been used.

Refrain

The plan of the refrain is identical to the intro. The only difference is that the first half of the section contains an opening vocal phrase to balance out what had been heard earlier as just the second half. 

Outro

The outro is a seven bar section that merges with the last bar of the final verse. This section begins as an interrupted cadence coming off the B augmented chord in the seventh bar of the verse. 

        |c#             |f#     G#      |A      B       |

E:       vi                              IV     V

      c#: i              iv     V        VI

        |c#             |f#     G#      |A      B       |E      ||

E:       vi                              IV     V        I

c#:       i              iv     V        VI

In many of their earlier songs, the triple repeat of a final phrase during the outro had become a trademark. Here, in a novel variation on this idea, they do the interrupted cadence twice in a row before resolving the third time around to the home key. 



And I Love Her

KEY
E Major/c# minor -> F Major/d minor

TIME SIGNATURE
4/4

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

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

Style and Form

And I Love Her is the first of Paul’s original love songs to be released, and an early example of the Major/minor key harmonic twist that emerges as a favoured stylistic technique of the Beatles over the long run. 

The plaintive bitter sweetness of And I Love Her derives from it's tonal ambiguity of whether is Major or minor. 

The song continually moves back and forth between a minor key (c#-minor) and its relative Major (E-Major). Another point of interest in this song is that it makes a modulation up one-half step at the beginning of the guitar break. 

The form is unusual; one bridge, with 2 verses preceding and 3 verses following; and the middle verse of the final three scored for guitar solo. 

Major/minor Relatives, Modulations, and Pivot Chords Defined

Major and minor keys are said to be relatives when they share the same key signature. (e.g., C major/a minor, F major/d minor etc.). 

Implicit in the sharing of a key signature is the fact that they share the same chords, although each chord has a different harmonic meaning depending on which mode is being used. For example, in the pair of keys C major/a minor, the d minor triad is common to both but it's the II chord of C and the IV chord of A. 

The common chords makes it easy to modulate between the two keys. Such chords are called pivot chords when they're used to effect a smooth modulation from one key to another. In terms of aural perception, one experiences such a chord initially in the old key, but within the following two chords, one retrospectively hears it as part of the new key. 

Melody and Harmony

The verse tune contains McCartney appoggiaturas and has the melodic contour of a curve; the first three phrases reiterate an upward move, with the final two phrases picking up at the top, traveling all the way down to a low point, finally finishing around the mid point. The bridge tune, by contrast, features a triadic pattern. 

The six chords used are common between E Major and c# minor: E, f#, g#, A, B, and c#. 

Arrangement

The sparse backing track contains acoustic lead and rhythm guitars, electric bass, and in percussion, the gentle tapping of claves (small cylindrical wood blocks).  Paul's lead vocal is double tracked throughout. There are no backing voices. 

Resting on beat one becomes a motif for the song; both the opening guitar hook as well as all of the vocal phrases begins with a rest on the first or third beat of the bar.  

The intro/outro guitar hook appears only in verses 1 and 3. 

The arpeggio figure that appears throughout verse 2 is delayed a couple of bars entering in verses 3 and 5. 

The bridge features prominent, slow strumming of rhythm guitar chords on the downbeat. The same reappears for the final chord. 

Intro

The four-bar intro repeats the following progression of two chords. 

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

        |f#
 
|-

|E

|-

|

E:
 ii
                         I

Starting on a non-I chord in this context is ambiguous. 

The guitar plays C# on the downbeat of each chord change. In the case of f# minor, that note is part of the chord, but in the case of E Major, the C# turns the chord into an added 6th.

Verse

The verse is an unusual 10 bars long and is built out of 5 short phrases in a pattern of AA'ABC: 

        |f#
|c#
|f#
|c#
|f#
|c#
|A
|B
|

E:
 ii





 IV      V

c#:
 iv
 i
 iv      i
 iv      i       VI

        |E
|-
|

E:
 I

From the intro it appears the key is E major, but as soon as the verse begins the f#-minor chord moves to the c#-minor chord in a IV-I (Plagal) cadence; this is repeated three times.  This gives the impression of being grounded in the relative minor. But in the last line of the verse it moves from the c# minor chord to a straightforward IV - V - I cadence back into E major again. This all happens smoothly because of the pivots which are shown above. 

Bridge

The bridge is 8 bars long with a phrasing pattern of ABBC: 

        |c#
|B
|c#
|g#
|c#
|g#
|B
|-
|

E:
 vi
 V
 vi
 iii
 vi      iii     V

Both verse and bridge have similar patterns of harmonic rhythm; steady throughout but with the final chord sustained for two bars. 

The contour of the chord progression in this bridge closely echoes that of the verse; down a step, back up, down a fourth, etc. The harmonic shape converges on chord V of the Major key, but the direction is unsettled up to that point; with the c# chord of the relative minor filling three of the eight bars, and a possible modulation to the key of g# minor. 

The transition from this bridge to the verse that follows provides another harmonic uncertainty with chord V not immediately resolving to E Major, with the next verse leading off with a Plagal cadence in the key of the relative minor. 

Guitar Solo

Instead of a repeat of the bridge, there is a verse of guitar solo. In the instant the guitar solo commences, the music modulates up one half step; from the original key pairing of  E/c#, it is now in F/d.. 

While such up shifts for later verses are not unusual in a 2-minute love song even from  the fifties, this one is unusual because the first chord in the new key is chord IV. It contains no notes in common with the previous key. In this specific case, it is a g minor chord (g-b flat-d) in a key of 4 sharps. 

Outro

There is one final verse following the solo in which everything is as before except that the music is transposed a half tone higher, followed by an outro very similar to the introduction with one critical difference: 

        |g
|-
|F
|-
|g
|-
|D Major|-
|

F:
 ii
         I               ii

d:


                 iv              I#3

The song ends on the Major of the relative minor; This technique has been around since the Baroque period in which it was considered dissonant to end on a minor chord so many pieces in minor keys ended in this way.  Technically this is a Tierce de Piccardy.



Tell Me Why

KEY D Major 

TIME SIGNATURE 4/4 

FORM Intro -> Refrain -> Verse -> Refrain -> Verse -> Refrain -> Bridge -> Refrain -> Outro (w/complete ending) 

Style and Form

Tell Me Why is not one of the more forward looking songs on the album. The very limited set of chords, and the antiphonal vocal arrangement seem familiar and predictable. 

The form is also unusual both in that way it leads off with a refrain, but even more so in the way that the lone bridge section is saved for near the end. 

Melody and Harmony

The melody of the refrain is in a pentatonically Major mode and is rhythmically stretched out, whereas the verse emphasizes the blues minor third of the scale and is rhythmically more jumpy. This melodic differentiation between sections is a trait seen in several other songs of the period, one of the best examples is Can't Buy Me Love.

The harmony is limited to the I-vi-ii-V cliché chord progression. This set of chords is used in both the refrain and verse sections but the melodic differences mentioned above as well as the use of a walking bass line in only the refrains, make those sections sound and feel different than they really are. 

The song contains a higher than average number of dissonant 7th and 9th chords by virtue of the high number of appoggiaturas.

Arrangement

This song provides a good example of how a rhythmic motif may serve as a hook. In this case the intro, refrains, and outro, have a triplet drum fill that precedes the downbeat, followed in the next bar by a syncopation on the quaver note between the second and third beat (i.e. on "two-AND"). 

Falsetto singing also appears as a leitmotif. 

Intro

The four bar intro presents an instrumental, quadruple repeat of the ii - V chord progression (e7 -> A7) that is arranged around the rhythmic 'hook' described above. 

Notable are the non-I start as well as the rhythmic hook for drums starting the song. 

Refrain

The refrain is twelve bars long. It consists of two parallel phrases equal in length, each of which is subdivided into a four-bar main phrase followed by a two bar connector: 

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

        |D      |b      |e      |A      ||D  b  |e   A  |

D:       I       vi      ii      V        I  vi   ii  V

This chord progression occurred earlier in This Boy.  It is also a tonally open-ended progression with its ending on V, and this is emphasized by the way in which the connector phrase recapitulates the entire progression of the first four bars in harmonic double time.

The walking bass contrasts with the stretched out melody and creates an illusion that the chords change more rapidly than they actually do. 

The unifying rhythmic hook always appears at the end of the each six-bar phrase. 

Verse

The verse is eight bars long and, similar to the refrain, is built out of two parallel phrases equal in length: 

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

        |D              |b              |e              |A              |

D:       I               vi              ii              V

The bass line also contrasts with the melodic line. 

Bridge

The ten-bar bridge consists of two four-bar phrases followed by the two-bar connector, which has become familiar from the several repetitions of the refrain: 

        |G      |-      |A      |-      |

         IV              V

        |b      |-      |e      |A      ||D   b |e   A  |

         vi              ii      V        I   vi ii  V 

This section is setup via a small modification made to the end of the refrain that precedes it. Instead of repeating the I-vi-ii-V progression in the final two bars of that refrain, there is a plain sustaining of the D chord for the full two bars. The longer that this chord is prolonged the more it changes from a I into a V-of-IV. The same effect as in This Boy. 

In addition to the falsetto of the second phrase, this bridge is also made dramatic by the slowing of the harmonic rhythm, the two bars of drumming triplets, and a consistency avoiding elimination of the syncopation in this repeat of the connector phrase. 

Outro

The four-bar outro is entered as an interrupted cadence coming off the V chord that ends the preceding refrain: 

        |b              |B-flat         |A4 -- 3        |D              

         vi              flat-VI        |V               I

It is entirely instrumental, built out of a novel chord progression, and contains a hard  syncopation in every bar. It is reminiscent of the codas to both Please Please Me and It Won't Be Long.

 

Can't Buy Me Love

KEY C Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Refrain -> Verse -> Verse (guitar solo) -> Refrain -> Verse -> Outro (complete ending) 

Style and Form

This is a standard long form with two refrain-like bridges separated by two verse sections, one of which contains a guitar solo. However the combination within the same song of a verse section so traditionally blues with a refrain/intro/outro that is equally non blues is not routine and makes this ground-breaking in its own way. 

Harmony and Melody

The verse section uses only the standard three chords of the 12-bar blues form: I, IV and V (C, F, and G Major respectively). Its melody strictly uses flat thirds and sevenths (notes E and B-flat) and this makes for similarly traditional-blues cross-relations with the E- and B-naturals of the chords below it. 

By contrast, the intro/outro heavily uses the iii and vi chords (e and a minor), and its melody strictly uses the diatonic third of E-natural, which indicates something other than straight blues. In the refrain the two modally different verse and intro/outro sections are contrasted directly with each other in alternation. 

Arrangement

The melodic line plays off a stream of syncopation against the steady four-in-the-bar jazz beat of the accompaniment. The effect of this is softened by Paul's solo vocal being double-tracked. 

The use of cymbals everywhere in the song except the intro and outro is a typical Beatles example of texture used for purposes of formal articulation. 

Intro

Other early Beatles songs with 'in medias res' openings include All My Loving and She Loves You, but this is one of the most audacious, with the home key not becoming clear until close to the end of the intro. 

The section is an unusual six bars long. In a trademark move of theirs, this intro is merged with the beginning of the verse: 

Melody:      CEG|G
|E
|G
|E   CEG|G      |E      ||(verse)

Chords: 
|e
|a
|e
|a
|d     
|G
||C

     C:

 iii     vi     iii     vi     ii      V        I

The primary melodic notes outline the C Major home-key triad like a bugle call, while in contrast, all the chords up until the G in bar 6 are all minor. 

Verse

The verse sections are all strict 12-bar blues. The one unusual detail is in the re-appearance of chord I being delayed until the final bar instead of coming back in b. 11: 


b. 1


|C
|-
|-
|-
|


 I


b. 5


|F
|-
|C
|-
|


 IV

 I


b. 9


|G
|F
|-
|C
|


 V
 IV

 I

In addition to the blue-note cross relations (e.g. the melodic E-flat against the E-natural of the C Major chord in b. 1), there are several appoggiaturas which add to the chords. Examples include 'D' on the downbeat of b. 2 and 6, the G on the downbeat of b. 5 and 1. 

The halting of the ensemble for an instant after the downbeat of b. 10 (as in "I don't care too much for money") is crisply executed, and a good example of the power of silence. 

Refrain

The refrain is very similar to the intro, but is eight bars long, and falls into four brief 2-bar phrases. The words make an AB-AC pattern that is echoed by the music: 

Melody:      CEG|G
|E
||E-flat D|C    CGE|

Chords: 
|e
|a
||C       |-

     C:

 iii     vi       I



|G
|E   
||D   F  |G      ||(next verse)



|e
|a
||d
 |G
 ||C



 iii     vi       ii      V        I

The blues E-flats in bar three and the E-naturals both earlier and later in the section is the most distinctive detail of the entire song. 

Guitar Solo

This is one of George's good early solos. It contains a paraphrase of the tune in bar 9. 

In between the preceding verse and the beginning of this section is an additional bar which serves to highlight the start of the solo. This is sort of a reverse of merging sections

Outro

This section is identical to the intro except that it includes the additional two bars of C Major that were missed off at the beginning by the start of the first verse.


 

Any Time At All 

The Form 

refrain-verse-refrain-verse-refrain-bridge-refrain+coda 

It is unusual on three counts: 

1. The use of a recurring refrain, while a common device in other pop and folk music, is not often found at all in the early work of the Beatles. 

2. There are only two verses in this song, motivated by the number of repeats of the refrain and the placement of the bridge so close to the end. 

3. The bridge introduces new material, rather than recycling material from the refrain or the verse as is more common. 

Refrain - "Any time at all ..." 

The song begins with a startling drum hit on the second beat of the bar, though where this fits into the time signature is not clear until at least the next repeat of this refrain in context. 

The refrain is a standard eight bar length and has a closed harmonic shape. While the chords are nothing unusual, the harmonic rhythm is varied, and the use of the vi-I progression at the start is a favourite of Lennon/McCartney. 

        |b      |D      |A      |-      |b      |G   A  |D      |-      

D:       vi      I       V               vi      IV  V   I

The vocal tune and arrangement also have a number of points of interest: 

1. The tune is  full of appoggiaturas which can be heard on each occurrence of the word "all" in this refrain, as well as on the word "any" in bar 4, and the occurrence of "call" and "I'll". The use of several blues f-naturals in the tune, which make for cross relations with the f-sharps of the chords serves to enhance the effectiveness of the appoggiaturas. 

2. The tune is constructed out of several short phrases with enough room between each of them for a series of antiphonal figures in the guitar and bass parts. These phrases themselves are noteworthy. The first one is a sort of mirror image of the first phrase of the tune; the second one carries on the appoggiaturas; the last one, at the very end of the refrain (g-f#-e-d--f#) is also appoggiatura based, but is also a melodic motif which reappears at the climax of the bridge. 

Verse - "If you need somebody to love .../If the sun has faded away ..." 

The verse is an unusual fourteen bars long and is built out of two repetitions of the following phrase: 

chords:

|D
|f#
|b
|g
|D
|A
|D
|

bass line:
 D
 C#
 B
 Bb
 A
 C#
 D

D:

 I
 iii
 vi
iv
 I
 V
 I

When the above phrase is repeated, the first bar of the second iteration is joined to the last bar of the first one. 

Bridge 

The bridge is an unusual ten bars long, and there is a high level of harmonic tension which develops over most of its duration, due to the repeated approach-avoidance with the V chord: 

|e*
|A
|e*
|A
|G
|A
|G
|A
|D     |-     

 ii
 V
 ii
 V
 IV
 V
 IV
 V
 I

The build toward a climax uses slow triplets in the lead part, a Lennon trademark in so many songs. 



I'll Cry Instead 

KEY G Major 

TIME SIGNATURE 4/4 

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

Style and Form 

This is a standard two-bridge model with neither an instrumental solo section nor double verse in between the two bridge sections. Unusual is the lack of an outro; instead, the song simply comes to a complete halt at the end of the final verse. 

Melody and Harmony 

Like many other songs on the album, the melody is heavily blues influenced but only in the verses, but the use of the blue minor third and seventh is not consistent. In the tune there is a continual alternation of b natural and b flat.

Similarly, the chords of the verse are limited to the blues I-IV-V, while the bridge features a full-blown but short-lived modulation to the key of V (i.e. 'D'). 

Arrangement 

John's solo is the only vocal part heard on this track. The double tracking is better synched than usual, even though the Beatles had not discovered the special effect of 'ADT' at this point. 

The overall instrumental sound is countryish by virtue of the strumming style of the rhythm guitar, the chordal obbligato part for the lead guitar, and the prominent use of the tambourine. They all arrive at the opening G Major chord from the note below, and this effect recurs throughout. 

Intro 

The intro is short with two bars worth of vamping on the I chord (i.e. G). The guitar part hints at a shift to the IV chord (C) on the off beat, but these are heard more as transitional tones filling in between the I chords on either side, rather than a change of chord root. 

Verse 

The verse is sixteen bars long with four phrases all of equal length: 


|G
|-
|-
|-
||G
|-
|D
|-
||

G:
 I





 V


|C
|-
|-
|-
||G
|D
|G
|-
||


 IV



  I
 V
 I

The harmonic rhythm is slow, but the speed-up in the final phrase helps create a sense of formal closure to the section. 

The melodic phrase heard over the C chord in bar 9 ('d-f-d-c-b-flat-c' as in "if I could see you now") -- with it's flat 7th and 3rd, as well as the way in which the f and d run over the C chord below it, are characteristic of both this song and the Beatles blues style of this period in general. 

The penultimate phrase of each of the two verses which follow a bridge section feature the other guitars dropping out to make way for a long walking bass solo plus tambourine. Together with the words that starts off these verse ("and when I do you better ..."), this musical effect has a way of connecting them to the preceding bridges and making them feel as if they tie off some of the material unfinished back in the bridge. 

Bridge 

The bridge is eight bars long with two phrases of equal length: 


|b
|-
|A
|-
||D
|-
|e
|A  D
|

G:
 iii






    V

D:
 vi

 V

  I

 ii
 V  I

The pivot modulation from G to D is awkward. 

A clear sense of key is not established again in this section until near the end when the new key of D Major is firmly established by its ii-V-I progression. Just as this happens, it returns to the home key in the final bar of the section, a moment which contains the fastest stretch of harmonic rhythm in the entire song. This jumpy tonal shifting around  reflects some of the unease of the lyrics. 



Things We Said Today

Things We Said Today is one of the earliest and best examples of the innovative harmony which The Beatles were capable of. 

Form

The form is straightforward with four verses and two bridges: 


Intro-> Verse-> Verse-> Bridge-> Verse-> Bridge-> Verse-> Outro

The omission of an instrumental solo section (which would have probably appeared either in place of the third verse or as an additional verse section preceding the second bridge) keeps it from becoming too relaxed. The outspread form helps the mood, but the omission of the instrumental keeps the listener focused with some urgency on the fact that the protagonist has a lot that he must say before this moment passes. 

Harmony and Modality

The song is in the modal-sounding minor key of a.  In the verse sections, the minor v7 (e min7) chord with no g# is used in place of the more functional Major one (with the g#). In contrast, the start of the bridge sections features a shift to the parallel Major key of A, reminiscent of  I'll Be Back. 

The inclusion of the foreign note of B flat throughout the song adds to both the melody and harmony. 

Melodically, this B flat in the context of A minor is suggestive of the Phrygian mode (the white note scale starting on E). 

On the harmonic side, a B flat chord is used in both the verse and bridge as part of a move which had started off as an aggressive excursion away from the home key which is aborted. The B flat chord in any mode of A is the flat II or Neapolitan chord (so-called because of its overly frequent use in 17th century opera).  The Beatles resolve it directly to the I chord rather than via the V chord as is more customary in classical music. They recycled the exact same thing in You're Going To Lose That Girl. 

A Scarcity Of Songs In Minor Keys

This is one of the few early Beatles songs to be so fully grounded in the minor mode. Through July '64, they had recorded 51 songs for release (15 covers, 1 by Harrison, the remainder by Lennon and McCartney), the majority of which are in Major keys. 

Only 7 songs that are minor:  the cover, Taste of Honey, George's Don't Bother Me, Not A Second Time, And I Love Her, When I Get Home, Things We Said Today, and I'll Be Back 

The last 5 songs in the list above all make use of switching back and forth between Major/minor phrase or section endings.

Vocal Arrangement

The vocal arrangement of Things We Said Today is neatly organized using only Paul.

The first verse is single track with two exceptions: the third phrase (in every verse) has Paul harmonizing in parallel thirds with himself, and the second half of the last phrase of this verse (on the words "things we said today") shifts to double-tracking. 

The remaining verses and both bridge sections are double- tracked in unison with a few similar exceptions as above: the third phrase of each verse uses the same parallel thirds as in the first verse (each voice of which is single tracked), and the second half of the last phrase (again, on the title phrase) has Paul harmonizing with himself in early-Beatles-sounding open 4ths. This same harmonization appears one other place, at the end of the second phrase of the final verse; again, avoiding rote consistency. 

Intro

The intro is a brief two bars in which the backing texture of the verse is established. The even strumming of acoustic guitar and drums sets a tranquil mood 

Verses

The verse is a standard sixteen bars long, and contains four phrases of even length. Three of these phrases (the first, second, and fourth) are musically similar. Harmonically too, they are static featuring in every bar either the lone a minor chord, or with a change to e minor 7 on the off beat. 

In the third phrase of this section ("Some day when we're dreaming ...") the mood noticeably darkens, largely as a result of a momentary tonal ambiguity. It's clear right at the beginning of this phrase that the music is headed away from the home key, but it is kept uncertain. With the B flat chord in the last bar, it is uncertain whether it might move to the new key of F, or move along the circle of fifths to the remote E flat chord.  At this moment of extreme tension, the B flat chord resolves surprisingly back into the home key. 

Details such as the broad arpeggios in the electric guitar on the downbeat of each bar and the free-form way in which the words are sung over the underlying rhythm in slow triplets and syncopation, not to mention the harmonized duet also help set off this third phrase from the other three. 

Verse Variations

The first verse is the only one which is followed immediately by another verse and as a result, it includes a one-bar reprise of the intro including the rhythmic fanfare. Similarly, the final verse connects into the outro which is a reprise of the opening material. 

Verses two and three connect to bridge sections and feature a surprise ending on A Major instead of the minor chord expected. In these verses which join the bridges, the new texture of the bridge begins in the final bar of the verse itself. 

Bridge

The bridge sections provide sudden contrast in virtually every category: the harmony shifts entirely to the Major mode, the percussion gets noisier including the addition a tambourine, and the bass line features a different rhythmic and melodic pattern. The  harmonic excursion and sudden return which of the verses is now even further developed. 

These bridges are each eight bars long and contain two phrases of even length. There is melodic parallelism between the two phrases which is made bittersweet by a difference in their harmony. The melody too is chromatic and adds to the emotional intensity of the section: 

melody:   C#

 D

 D#

 D natural


 |A

|D

|B

|E7

|

A:
  I

 IV

 V of V

 V7

     C#

 D

 D#

 D natural
  C nat.

    |A

|D

|B

|B flat

||a

     I

 IV

 V of V

 flat II
  i

Outro

As is common in songs of this period, the outro presents another reprise of the introductory material repeated into a fadeout. 



When I Get Home 

KEY A Major/a minor/C Major 

TIME SIGNATURE 4/4 

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

Style and Form 

The most unusual item found here is the key scheme. There are a relatively large number of songs on the album which make use of either relative Major/minor shifts (e.g. And I Love Her and I'm Happy Just To Dance With You ) or parallel Major/minor shifts (e.g. Things We Said Today and I'll Be Back). When I Get Home is the only example in which both techniques are used in the same song. 

The form of the song is also unusual, starting off with a refrain, but also containing a bridge.

Melody and Harmony 

The parallel Major/minor tonality is based on the keys of A, with the refrain starting out in A Major but ending in a minor. The relative Major/minor tonality is based on the relationship between the appearance of a minor and C Major which dominates the verses as well as the bridge. 

Surprisingly only six different chords are used in the entire song to exploit such a complex tonal situation, in which the sense of where the home key is kept continually off-balance. 

The melodic style is declamatory with short phrases of 3-6 notes; a Beatles trademark as far back as Love Me Do. 

Arrangement 

The instrumental backing contains a fuzzy/boomy texture heard on several other tracks from the same album, though some of the drum work (such as fills which bridge the gap between the ends of refrains and the beginning of verses) stands out.

The vocal arrangement features John single tracked in the verses, double tracked for most of the bridge, and accompanied for emphasis by the others in the refrain. 

The refrain contains a rhythmic hook in the recurring syncopations on the final quaver note of the bar. 

Refrain 

The refrain is eight bars long and is structured out of two parallel phrases of two bars each that are balanced out by a single phrase of four bars: 


|A

|-

|-

|-

|

A:
 I


|D9

|G

|a

|G

|


 IV 

 flat-VII
 i

 flat-VII







     C:  V

The melodic use of G naturals in the A Major context of the first two phrases lends a blues touch. The last phrase has the melodic E over the D chord in bar 5, followed by the F natural over the G chord in the next bars. 

In terms of structure, this section begins at a point of climax, giving the feeling of having walked in on something already in progress. This effect is further heightened by a surprising series of harmonic moves in the last couple of bars; first the arrival of a minor in a place of the expected Major, followed immediately by the G Major chord which pivots as a dominant V chord over to the key of C Major. 

Verse 

The verse is eight bars long and structured in similar to the refrain. This time, the initial two-bar melodic phrase is repeated three times before opening out the final time: 


|------------- 3X --------------|


|C

|F        
|G

|-

|

C:
 I

 IV 

 V

Instead of containing blues elements, the tune in this section is filled with little chromatic scale riffs. In common with the refrain is the melodic emphasis on the F natural over the G chord near the end. 

The tone of this verse is hard-edged, and it is designed to not only contrast with the turbulence of the refrain, but also, by virtue of its repetition and harmonically open ending on V, to build toward that next section. 

Bridge 

The bridge is ten bars long, and can be broken down into a series of five short two-bar phrases: 


|C
|a
|C
|a
|

C:
 I
 vi
 I
 vi


|F9
|G
|F
|G
|a
|G
|


 IV
 V
 IV
 V
 vi
 V 

The final bar of the refrain which immediately precedes this bridge is modified to sustain the a minor chord. 

Outro 

The outro of this song is in the form of a reprise-like extension of the final refrain. In bar 7, an A Major chord is substituted for the expected a minor, which motivates a repeat of the second half of the refrain, starting from the D Major chord; except, for the final surprising ending on C. 

As the final C chord reverberates and fades away, there is a resonance of the note F#. The subtle appearance of this dissonant and foreign tone lends a connotation of something left unresolved which fits in with the spirit of what has preceded. 



You Can't Do That

KEY G Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Bridge -> Verse -> Verse (guitar solo) -> Bridge -> Verse -> Outro (w/complete ending) 

Style and Form

This foreshadows a heavier, harder-rock sound for the group that would infiltrate an increasingly large portion of their repertoire over the next couple of albums.

Harmony and Melody

The G Major home key is evidence that they were moving away from the favorite choice of E Major on the first two albums, as evidenced by the four songs in G on the A Hard Day's Night album; I Should Have Known Better, I'll Cry Instead, You Can’t Do That, and the title track. 

The melody of the song is jumpy throughout, both in terms of rhythmic syncopations and interval leaps. The blues verse uses the flat seventh scale degree (F-natural) with  consistent dissonant collisions with the F-sharp in the D Major chord (as in "I told you before").

The most dissonant moments in the song are the clash of F-naturals (the flat seventh degree) in the voice part against C Major chords in the accompaniment at two places in every verse - on the word "you" in the phrase "and leave you flat", and at the climax, on the word "Oh!" in the phrase "Oh!, you can't do that." 

The bridge introduces additional chords to the blues I-IV and V and implying a modulation toward the key of the relative minor, e. Unusually, both Major and minor B chords appear in this section. 

Arrangement

An ostinato figure characterized by moving between the Major/minor melodic third is a unifying device throughout much of the intro, outro, and verses wherever the G Major chord is sustained.

The intimate direct-address of the lyrics is enhanced by the single-tracking of John's lead vocal, in which he uses a number of varied shadings of tone. 

The backing vocal part for Paul and George, runs at cross-currents to the direct-address of the lead, even while it reflects upon the angularity of the melody and the rhythm track. This is a stylistic trademark that would reappear later in songs like Help! and You're Going To Lose That Girl. 

In this song, the syncopations are more emphasized because of the way the drums mark the spot where they take place. In the last phrase of each verse, after the phrase "because I told you before", Ringo beats out in even quaver notes the beats of 'and-four-AND- one.' 

This song also uses what would become George's familiar 12-string guitar sound of the period, as well as the inclusion of the unusual choice of cowbell and bongos in the rhythm section. There is also an electric keyboard doubling the ostinato figure in the opening. 

Intro

The intro is for instruments only, providing four bars of chord I with the ostinato figure, and the entry of the bass and percussion delayed until the third bar. Both the suspense- building use of a single chord which continues into the verse that follows, and the staggered entry of the instruments anticipate Ticket To Ride and Day Tripper. 

The 'four-AND' syncopation is pervasive right from the start. Not only is it in the ostinato figure, but it is also picked up by the rest of the ensemble entering in bar 3 zooming into the G chord from the F# below. 

Verse

Harmonically, the verse is a twelve-bar blues frame, but the content and phrasing belies this. The melody is composed with little or no parallelism among the phrases. The one exception is in the way the first four bars subdivide into a little couplet ("I got something to say that might cause you pain/If I catch you talking to that boy again"). 

Because of the jumpiness, there is no overall arch or other clearly directed shape to the tune. Consequently, the climax of this section ("because I told you before ...") is motivated by rhythm and chord progression, rather than melodic contour. 

The layered arrangement occurs in the typical way in which the backing vocals first start in the second verse. 

A small change in the harmonic plan differentiates the verses which lead to other verses from those which lead to a bridge. The former move to the V chord (D) in their last bar, while the latter sustain the chord I. 

Bridge

The bridge breaks the strict mold of the blues. The melody in this section omits all blue notes in favour of Major third (B-natural) and the Major seventh (F-sharp). 

This is an eight bar section that subdivides into two roughly parallel phrases equal in length, the first of which is harmonically closed off while the second one ends open in order to set up the following verse. Additionally, there is a brief modulation to e minor: 


|B

|e

|a 
 b
|G

|

      e: V

 i

 iv

 VI





       G:ii
iii
 I


|B

|e
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|b
D
|

      e: V
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       G:ii
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Though short-lived, the move toward e is immediate. Not only does the section start off with the B Major chord, but the syncopated D# in the tune is the longest sustained note in the entire song.  The music turns quickly back to the home key by the awkward root progression of ii-iii-I. 

The backing voices are also handled different in this section, now used for emphasis instead of the antiphonal counterpoint heard in the verses. It is difficult to tell if it is John double-tracked or him and George or Paul singing together in unison. 

Guitar Solo

The mood of agitation, as well as the interjections of the backing vocalists, are continued into the solo, where chords and tremolo bent notes prevail over a sustained melody.  Around bar 9 of this section as the chords change to V (D), it sounds as though the fragmentary riffs might develop into a longer melodic line, but the solo closes in the same disjointed mode in which it began. 

The screaming at the beginning of a solo section is a Beatles tradition going back to I Saw Her Standing There, but John's growling gesture at the beginning of this one goes beyond this convention. 

Outro

The outro is abrupt and brief. It is entered immediately following the end of the last verse. It consists of only two bars of the familiar ostinato figure scored, in complete symmetry with the song's opening, without drums, although here the bass guitar is included. The lingering on the penultimate F# at the end is a surprise. 



I'll Be Back

The bitter sweetness of I'll Be Back stems from its effective shifting constantly back and forth between the Major and minor modes of A. 

Form

 
Intro-> Verse -> Bridge-1 -> Verse -> Bridge-2 -> Verse ->



-> Bridge-1-> Verse -> Outro

Unusual is the total of three bridge sections, the middle one of which is musically different from the outer two, even though it bears some resemblance to the others. 

The intro is two-bars long, but is crucial for the way its A Major sets the surprise for the verse which follows beginning in a minor. 

The outro recapitulates this same notion. The standard device of a figure repeating into a fadeout is actually of programmatic significance because it helps the listener visualize the hero heading off into the sunset with the ambivalent feelings in his heart. 

There is another example of the avoidance of consistency - the final verse is half of its normal length

Apart from the introduction of the Major/minor device, the other noteworthy feature is the open pickup figure on acoustic guitar. 

This little figure (f#-b-e-c#) is repeated throughout, and its melodic content and rhythmic syncopation become a leitmotiv of the piece. 

Verse - "You know .../Cause I .../You could .../You, if ..."

The verses consist of two repetitions of the same six-bar phrase, or more precisely, a four-bar phrase with two trailing bars: 


|a
|G
|F
|E
||A
|-
|

a:
 I
 VII
 VI
 V
  I#3

In spite of the strong pull of the descending bass line, the harmonic shape of the verse is closed, beginning and ending in A. The unchanging harmonic rhythm of one chord per-bar only reinforces this further, in spite of the syncopation in the voice parts. 

The vocal arrangement of the verses uses simple parallel thirds sung by John and Paul throughout. There is a timbral paradox in that overall, John's voice dominates in the melody, yet John is on the bottom part, and it's actually Paul on the top part; this can be found in much of their repertoire. There is also the repeated use of a mordent in the third bar of each phrase; also a trademark of theirs. 

Bridge-1 - "I love you so .../I want to go ..."

This bridge opens up with a move to the key of f# (the relative minor of A). It does not  settle firmly in the new key, heading immediately back to chord V of A. 

The varied harmonic rhythm is another source of contrast with the surrounding verses.  There is a syncopation in the chord changes of the last two bars. 

The most unusual thing about this bridge is that bar 5 is only a half-bar and this adds a unique feel to the phrasing of this section.
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Vocally, John is double-tracked here. 

Bridge-2 - "I thought that you would realize ..."

The second bridge starts off differently to the first one, but the two sections are related because the 2.5 bar ending of the first bridge is repeated here. 

The harmonic shape of this bridge is more open at first than the other bridge section

Running from the downbeat of bar 1 through to the downbeat of bar 3, there is a characteristic Lennon descending chromatic line in an inner voice (b-b-flat-a-g#). 

There's also a cross relation of the d# in the B Major chord (bar 6) with the d-natural of the b minor 6/5 chord in the following bar. 

SOME FINAL THOUGHTS 

In considering the thirteen tracks on the A Hard Day's Night album as a whole and in comparison with the group's work which preceded this, a number of interesting trends and other observations are evident. 

A number of earlier trademarks of the group are reduced, if not entirely avoided. In particular, they would seem to have replaced in their two-part vocal counterpoint for more solo lead vocals that get punctuated by antiphonal touches of three part singing. There also seems to be much less of the free-verse uneven phrasing here than before. And with exception of the Major/minor tonality devices mentioned above, there also seems to be less than their typical level of experimenting with unusual chord progressions. 

But there are the signs here of stylistic development as well. In the absence of cover songs for the first time, it is particularly notable how many different moods, tempos, and instrumental textures are included on the album; in additional to the rock songs, there are also ballads such as And I Love Her, as well as a couple of semi acoustic numbers (e.g. Things We Said Today and I'll Be Back) which anticipate the folk rock style heard later on Rubber Soul. 

There are also the examples of increasingly sophisticated word play and imagery, as well as the several ways in which the spirit of the blues are conjured with little if any direct reference. 

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

