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BEATLES FOR SALE





First Released 4/12/1964

This is the fourth album from the Beatles, and many critics site this album as a low point in the Beatles career.  There appears to be a digression  as they went from having all of their own material on the previous one to doing covers again.  They look tired on the cover, and the title of the album showed the Beatles may not have been at their creative best and were exhausted from all the touring they were doing.  The album is not the best piece of work done by the Beatles but it shows a transition from the lovable moptops to a more serious group.



No Reply 

KEY
C Major

TIME SIGNATURE
4/4

FORM
Verse -> Verse -> Bridge -> Verse -> Outro

Style and Form

The intense and complex emotion of No Reply comes as much from its construction as it does from the screaming, double-tracked lead vocal. 

The overall form is compact. There is only one bridge which is followed by only one verse. The bridge is noteworthy in that is the same length as the verses i.e. sixteen bars. 

The form is similar to that of Day Tripper but for different reasons. In Day Tripper the bridge is so climactic that a repeat would have been an anti-climax, but in No Reply, the bridge provides relief from the intensity and dramatic shape of the verses. The lyrics for the three verses form an ABB pattern. The reason for not repeating the first verse at the end (i.e. ABA) is because the title phrase, first heard in verse A reappears the bridge. 

All phrasing of all sections is with pickups that precede the downbeat. As a result of this, many of the phrases have rests of a full bar or longer at their ends. This creates an undercurrent in which the listener feels as if the singer is dramatically pausing to let his individual points sink in before proceeding in each case. 

The placement of an unhappy love song in the important slot of album opener, followed by two more downbeat originals ( I'm A Loser and Baby's In Black), was unprecedented for the Beatles, and would turn out to be unique. 

Melody and Harmony

The tune is not purely pentatonic but several pentatonic licks are in the foreground.  For example fragments taken from the descending pitch set of E-D-C-A-G,  the opening figure ("This happened once before") and the title phrase at the end of the same line ("no reply-y-y"). 

The verse has an overall melodic contour of an arch, though all its phrases, except for the climactic 3rd one, make descending gestures. The bridge is an arch, the majority of whose melodic material ascends. 

Six of the seven chords of the home key, C Major, are used along with two secondary dominants, V-of-vi (E Major) and V-of-ii (A Major). 

A new chord is used for the first time in this song - the ii6/5 chord, which is the ii7 chord in its first inversion (d minor 7th chord with the f-natural in the bass.)  This chord sounds as though ii and IV were super-imposed on each other. 

The harmonic rhythm in every phrase of the song other than the 3rd phrase of the verse changes chords on each of the first three bars, and sustains the 3rd chord through the 4th bar. The 3rd phrase of the verses changes chord in every bar. 

Arrangement

The basic combo on the backing track makes prominent use of acoustic guitar and is supplemented by small parts for piano and handclaps. 

In the vocals, John is double-tracked as lead for all verse phrases except for the 3rd one. In the 3rd verse as well as in the bridges, Paul sings in harmony above him. 

In the backing track there is quiet scoring for acoustic guitar, bass, and drums without cymbals in all verse phrases except for the 3rd one. In this verse, as well as the bridges, cymbals are added to the drumming, piano and electric guitar. For the bridge handclaps are added. 

Verse

It starts in the midst of the action (in medias res); something the Beatles seem to have liked doing. Both the rhythmic pickup of the vocal part as well as the chord progression contribute to this effect. The first downbeat in the song is actually on the syllable "fore" in "This happened once before." The first chord of the song is the ii6/5 which moves quickly to V - I. 

It is a straightforward 4 x 4, 16 bar verse but the AA'BA'' shape created by the four phrases is noteworthy: 

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

        |d

|G

|C

|-

|

C:
 ii6             V
         I(added sixth)

          5

        |a

|e

|F7

|e

|

         vi              iii             IV7             iii

        |d

|G

|C

|-

|

         ii6             V
         I(added sixth)

          5

The A phrases are musically straightforward. There is a full cadence with a two-bar prolongation of the tonic. The tune turns all the C Major chords into added-sixths. 

The contrasting B phrase ("I saw the light/I nearly died") is the focal point of dramatic tension for the entire song; this material is recycled in the coda. The syncopations are quite violent, with the chords changing in each of the four bars on the quaver note just preceding the downbeat. 

In terms of dissonance, the melodic note, A, is left hanging (on the word "light" or "died") after the a minor and F Major chords shift back to the e minor chord. 

The repeat of the A phrase at the end of the verse makes for a dramatic "arch" shape; pulling back from the emotional peak of the previous phrase. Harmonically, the positioning of this last phrase to the end of the B phrase provides an e-to-F chord progression which finally moves up to G. 

Bridge

The bridge is 16 bars long. It repeats the following eight bar phrase to create an AA form: 

        |C

|E
    
|A
    
|-
    
|

         I

 V-of-vi
 V-of-ii

        |d

|F

|C

|-

|

         ii

 IV
         I

The delivery intensifies for this section, but without the hard syncopations, there is little of the earlier tension. 

The E and A chords create a sense of modulation which is dispelled. The E chord could be a V-of-vi, and the appearance of A Major instead of a minor is another surprise. 

Outro

The verse is repeated once more following the bridge and then there is a four-bar coda which is a variant on the B phrase of the verse: 

        |a

|e

|F7

|C

|

         vi

 iii

 IV

 I9                                                         

In the bar just before this coda Ringo throws in a hard syncopation just before the downbeat, with the rest of the ensemble not joining him. 

The final chord is noteworthy; a freely dissonant added sixth plus added ninth (notes A and D sounding on top of a C chord).



I'm A Loser

KEY G Major 

TIME SIGANTURE 4/4 

FORM Intro -> Verse -> Refrain -> Verse -> Refrain -> Solo Break (half-Verse + Refrain) -> Verse -> Refrain -> Outro (fadeout) 

Style and Form 

This one contains a stronger blend of folk elements than almost anything else the Beatles had done to-date. 

Apart from the semi-acoustic arrangement, the form (with the exception of the break and outro) presents a ballad-like straight alternation of verse and refrain. The lyrics are different for each verse and imply a kind of narrative that is told in 2nd person direct address, and ends on a cliché moral note ("... pride comes be-fore a fall..."). 

The most unusual formal touch here is the instrumental break section that is a half-verse plus refrain. The ad-lib intro and recapitulation of the break that occurs in the outro are also noteworthy. 

Melody and Harmony 

The melody is closer to the Mixolydian mode than blues, with the Major 3rd (B) and flattened 7th (F) consistently emphasized in the verses. The naturally occurring Major 7th (F#) occurs only in the refrain section along with the 6th degree of the scale (E) which is emphasized there after having been withheld during the verses. 

The harmony is also modal because of the heavy use of the flat-VII chord. The continual juxtaposition of the flat-VII (F Major) to the V chord (D Major) in this song makes for a cross relation between the F natural of the one chord with the F# of the other. 

There is a small number of chords involved overall, and the whole thing is strictly in G Major with no hint of modulation; another aspect which suggests the folk style. 

Arrangement 

The details of the arrangement seem more organized than usual toward maximizing contrast between the verses and refrains. In the verses, John sings a single tracked solo, the bass line is in a predominantly four-in-the-bar oom pah pattern, and the percussion is restrained. For the refrains, John is double tracked and joined by Paul's harmonizing above him, the bass line is walking, and the percussion gets noisier. 

The rhythm guitar provides a background containing a high level of noise from the pick being strummed across strings. The lead guitar provides bent-note chords during the verses. 

John's harmonica makes its first appearance here since I Should Have Known Better, and this time it is used more sparingly used. 

Intro 

This is a rare Beatles intro that is played ad-lib and out of tempo. Formally, it is a truncated version of the refrain section: 




 |A Tempo ---->


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


|a
|D
||F

|-
D
|

G:
 ii
 V
  flat-VII

V

Verse 

The verse is sixteen bars long. Although it is harmonically built out of four repetitions of the same four-bar chord progression (another folk-music device), the melodic phrasing creates two eight-bar couplets: 


 ----------------------------- 4X ------------------------------


|G

|D

|F

|G

|

G:
 I

 V

 flat-VII
 I

The tune is roughly arch-shaped with unusual and awkward leaps that take John down to a low G that is difficult for him to reach. John makes the most of a bent-note D-C appoggiatura which occurs toward the end of each verse; for example on the word "known" in the first verse. 

In several places, the tune forces dissonant notes against the underlying chords; noteworthy are the G's in the second half of the first couplet which clash over both the D and F chords, on the words "should" and "never" - reminiscent of I'll Cry Instead. 

Refrain 

The bridge is eight bars long and is built out of two four-bar phrases that are melodically parallel even though they are on top of different chord progressions. Noteworthy is the subtle effect of the last bar of this section, the only place in the song where the harmonic rhythm quickens beyond one chord change per bar: 


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


|a7

|D

|G

|e

|


 ii

 V

 I

 vi


|a

|F
  D
|


 ii

 flat-VII V

The verse had been harmonically static and closed in shape, and this refrain, even without any kind of modulatory material, makes a contrast in the way that it starts away from chord I and ends up on chord V, providing motivation for the section which follows. 

The free dissonance between melody and harmony in the verse is continued here; an example being at the beginning of the second phrase - E over the G chord and D over the e chord on the two syllables of “loser”. 

Paul drops out of his supporting vocal role for the last half-phrase of this section leaving John's solo. 

Break (Harmonica and Guitar Solo) 

This break is sixteen bars long and is pieced together from the first eight bars of the verse plus a complete refrain. 

Again there is melodic dissonance against the harmony in both harmonica and guitar parts, and the percussion reaches its peak during this break. 

Outro 

The outro provides a virtually note-for-note recap of the break section but faded out.  Ringo inserts an elaborate fill (the only one in the entire song) in between the first two phrases of this outro. 

SOME FINAL THOUGHTS 

One of the obvious stylistic trends often noted about the Beatles For Sale album is its much larger quotient than usual of unhappy love songs. Out of eight originals, only Eight Days A Week and Every Little Thing are romantically euphoric. 

I'm A Loser is unique, both in terms of general context as well as John's other regretful or bitter songs written to this point of his career. For the first time in this one, the focus is completely on self-blame almost to the extreme of self-pity, but with none of the familiar emphasis on bitter accusations. 



Baby's In Black

KEY A Major 

TIME SIGNATURE 3/4 

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

Style and Form 

Formalistically, this is a complicated song with its refrain, bridge, and guitar solo sections. But this type of form is not unprecedented.  Other examples include It Won't Be Long, When I Get Home, and You're Going To Lose That Girl. 

Stylistically, the song has an unusual combination of elements - the blues tune and choice of chords; the folk-like/hillbilly vocal arrangement, the exotic touch in the final verse where the drone-like open fifths in the bass parts conjure a musical cross between Scottish bagpipes and an Indian tamboura. 

John described it as a waltz, but in spite of the 3/4 time signature, the rapid tempo and agitated mood of the piece seem out of character with that romantic dance form. 

Melody and Harmony 

The melodic mode is almost entirely Major with the exception of some intermittent use of the blues minor third in the refrain. 

Very few chords are used throughout and the song remains firmly rooted in the initial home key. The refrain and verse sections limit themselves to I-IV-V chords, although the bridge adds vi and V-of-V for variety. 

The one notable harmonic detail is the Beatles trademark of directly following V-of-V with IV instead of V. Early and contemporary examples of this are to be found in She Loves You, I Call Your Name and Eight Days A Week. 

Arrangement 

There's an unusual vocal duet with John on the bottom and Paul on top. The lack of textural variety here increases the tension and intensity of the mood. In spite of the predominance of parallel thirds in the two voice parts, there are several places in which they subtly employ more typical Lennon/McCartney counterpoint, e.g. the end of the refrain and the opening of the bridge. 

The instrumental texture is similarly consistent throughout, though in an attempt to avoid monotony and provide contrast, they make a change to the backing for the final verse before resuming the original texture for the closing refrain; an effect which would be repeated in Help! 

Intro 

The intro is four bars long and creates the effect walking in on the middle of the song, just as it was coming out of a refrain section: 


|A
|E
|A
|-
|

A:
 I
 V
 I

The guitar hook heard at the beginning anticipates a key phrase of the tune ("Oh, what can I do") and provides a means of unification from the way it is repeated at the end of every refrain except for the second one. The fourth refrain presents the guitar hook in a different range than elsewhere, a further example of the avoidance consistency.  

Refrain 

The refrain is twelve bars long and is built out of three phrases equal in length: 


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

A:
 I

 V

 IV

 V


|A
|D
|A
|-
|


 I
 IV
 I

The melodic shape is an inverted arch. The harmonic shape is closed. The chords are the I-IV-V of the blues form though the progression is not the traditional one for that form. 

Verse 

The verse is an unusual fourteen bars long and built out of three phrases whose number of bars create the pattern of 4+4+6: 


|A
|-
|-
|-
|


 I


|A
|-
|D
|-
|


 (V-of-IV)
 IV


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




 I
 V
 I

The harmonic shape of the section is closed, and the chords not changing on the phrase boundaries creates a subtle sense of freedom. 

Bridge 

The bridge is eight bars long and would appear on the surface to be made up of two phrases equal in length: 


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


 ii

 V-of-V

 IV

 V

  I

But the second phrase carries all the way through into the beginning of the ninth bar, where it merges with the start of the next refrain. It's an unusual example of this technique, because even the words are merged at the point where the two sections intersect; e.g. "made...dear" instead of "Oh, dear". 

Guitar Solo 

George plays a solo whose only connection to the original refrain melody is to be found in the lilting cadence of its rhythmic pattern. In place of the stepwise melodic arch performed by the singers, the guitar part is full of long jumps, bent notes and free dissonances against the underlying chords.



I'll Follow The Sun

KEY C Major 

TIME SIGNATURE 4/4 

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

Style and Form 

Formally this is a familiar two-bridge model where two verses, one of which is a (partial) instrumental solo, is separated by the bridges. 

The folk-like impression created by the acoustic arrangement and performance style is belied by chord progressions and a tune that is non-folk-like. 

Melody and Harmony 

A relatively small number of chords is used throughout. Although the song is entirely and firmly within its home key of C Major, the manner in which the chords progress during the verse challenges the clear perception of the home key. There's even some slight harmonic awkwardness to the verse as though Paul were consciously striving for something new. 

Chromatic line clichés that are concealed within an inner voice are reminiscent of those in both the earlier Hold Me Tight and the later You Won't See Me. The more obvious example here is John's descending vocal counterpoint during the bridge. 

The verse melody stands out, not only because it contains an unusual series of upward leaps of a fourth, but also for the large pitch range covered by its expressive arch shape. 

Arrangement 

The instrumental backing is characterized by the finger-picking acoustic guitar part, in spite of the electric instruments on the bass and lead guitar parts. There is also an unusual lack of any percussion. 

Paul is singing lead vocal, but John supports.  John doubles Paul in unison for the first half of the verse only to drop out leaving Paul exposed solo in the second half. The bridge features similar byplay between the two of them. 

Intro 

The intro is two bars long and establishes the home key and the background guitar figuration: 


|C
G
|F
C
|


 I
V
 IV
I

As the song unfolds, this intro turns out to anticipate the ending of the verse section, and the same couple of bars provide the outro at the end. 

Verse 

The verse is eight bars long. Though it divides into two phrases of four bars each, it melodically consists of one long phrase: 

inner

line:    D

 E-flat

 E-natural
 F#

chords:
|G

|Fb7

|C

|D

|

C:
 V

 IV

 I

 V-of-V


 G


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


 I
iii
 V-of-V V
 I
V
 IV
I 

Bridge 

The bridge is also eight bars long though its two four-bar phrases are parallel in structure: 


 A-natural
 A-flat

 G


|d

|f

|C

|C7

|


 ii

 iv

 I

 V-of-IV


|d

|f

|C

|d

|


 ii

 iv

 C

 ii

As with the verse, this section also starts out away from the home key, eventually moves toward it, only to close back on the ii chord.  This motivates the verse which follows with its opening on V. 

The downward line cliché provides one of the first minor iv chords for a while.



Eight Days A Week 

KEY
D Major

TIME SIGNATURE
4/4

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



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

Style and Form

The harmony of Eight Days A Week is built out of an exploitation of a "false relation". This harmonic idiom is used quite a bit throughout the Beatles' output.

In terms of form, this is another double bridge with single intervening verse. The lyrics are on the light side in terms of content in spite of the cleverness of the title phrase. The four verses all end with the hook phrase.

False Relations

A false-relation is a chromatic contradiction between two notes in a single chord or in different parts of adjacent chords. In academic tonal theory this is considered a “grammatical error”, but it has been used by composers for expressive effect: 

1. Contradiction between two notes in one chord – this is seen most frequently in the simultaneous use of the major and minor 3rd in a chord; this is one of the factors which makes the blues sound the way it does. 

2. Contradiction between adjacent chords - the ear picks it up only by following the succession of two chords over time, whereas #1 above involves an instantaneous clash. The application of this effect provides a unifying influence on Eight Days A Week. 

False-relations appear in both the verse and refrain of Eight Days A Week. The song is in D-major and the false-relation in each case involves G-natural and G#.  The G-natural has a melodic tendency to fall to F# and the G# has the tendency toward A-natural. 

Melody and Harmony 

The tune throughout stays within a tight range of a 6th; from B up through G. The individual phrases contain some interesting melodic contours.

Six chords are used in the song: I, ii, IV, V, vi, and V-of-V. 

Arrangement 

Texture changes help articulate the form. The backing track contains electric, acoustic, and bass guitars, plus drum kit and hand clapping.  John is double-tracked on the lead vocal and gets some backing from Paul. 

Intro 

The four bar intro turns out to be the 'A' phrase of the verse, performed over a pedal point of D.  The intro is faded in, scored without snare drums and cymbals in the drum kit, and with the bass line pedal pounded out in sustained rapid triplets. Other than the outro which is a repeat of this section, the triplet figure appears nowhere else on the track. 

The combined effect is one of building momentum towards the downbeat of the first verse, at which point the drum kit enters together with the lead vocal. 

Verse 

The verse is a four-square (4 x 4) 16 bars long, with a phrasing pattern of AABA': 


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




(uses G#)
(uses G-natural)


|D

|E

|G

|D

|

D:
 I

 V-of-V

 IV

 I




(uses G-natural)

(uses G#)


|b

|e

|b

|E

|


 vi

 ii6/3

 vi

 V-of-V


|D

|E

|G

|D

|

D:
 I

 V-of-V

 IV

 I

The A phrases are harmonically closed; the B phrase is a harmonic transition both starting and ending away from the home key. The harmonic rhythm is brisk yet even.

Every phrase of this section contains a cross-relation. The one in the A phrase is subtle because the G# in second chord appears in a middle voice while the G-natural in the following chord is in the outer voices. 

In the B phrase the false-relation does not happen between immediately adjacent chords. But the G#/G-natural contrast created by the alternation of the e minor and E Major chords stands out.  The E-minor chord appears in its first inversion with the G-natural in the bass line.

Hand claps appear on beats 2 and 4 of the bar in all three A phrases along with drum kit. For the B phrase the hand claps adopt a dotted rhythm, and the drum kit completely drops out.  John sings the lead vocal throughout and is always joined in harmony on the title phrase when it appears at the end of the verse.  Paul also harmonizes in the B phrase of only the second and fourth verse. 

Bridge 

In spite of its starting off with a clear declamation of the title phrase, the middle section here is a bridge rather than a refrain because its harmonic shape is open ended. 

The bridge makes a contrast to the verses; with the phrase lengths shortened in half while the harmonic rhythm is lengthened. 

The bridge is eight bars long, built out of four short phrases that make an ABA'C pattern: 


|A

|-

|b

|-

|`


 V



 vi


(uses G#)
                 (uses G-natural)


|E

|-

|G

|A7

|


 V-of-V



 IV

 V

The bridge again contains a cross-relation, but interest in this section should be more on the chord V. Eight Days A Week makes very spare use of the dominant chord (V). 

Chord V’s first appearance is delayed until the downbeat of the bridge. It doesn't make any appearance in the verse. 

The first appearance of chord V at the beginning of the refrain resolves to the vi chord instead of the tonic (I). The V-of-V in the second part of the refrain finally moves to chord V itself but by way of the false-relation IV chord. 

The return of the verse following the refrain is the only place in the song that a V-I cadence occurs. Therefore, the verses rely on IV-I (Plagal cadence) to establish the key. 

Drum kit (as well as most of the backing track) drops out for bars 3 and 4 of the bridge but plays for the rest of it. 

Paul's harmonizing all the way through the bridge is particularly good: 


Eight days a week   I  lo- o- o- o- ove you

Paul
E     E    F# E     D  E   D  E  D  E D B

John
A     A    B  A     A  B   A  B  A  B A F#


Eight days a week   is  not enough to show I  care

Paul
E     E    F# E     D   E   D  E   D  E    E  G

John
G#    G#   A  G#    B   B   B  B   B  C#   C# E

The vocal harmonization of the first half of the bridge is in parallel 5ths for the title phrase followed by parallel 4ths for the remainder.

The second half shifts to parallel 6ths and 3rds for the most part, but still uses the same open 4th (E/B) from the second half of the first line in a couple of places in the second half of the second line. 

Outro 

The outro evolves out of the final verse, with a three times reprise of the final phrase. 

The final part of the outro is identical to the intro but the decision to neither repeat the fade in, or to change it into a symmetrical fadeout, is a good example of avoiding consistency. 



Every Little Thing

KEY A Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Refrain -> Verse -> Verse -> Refrain -> Verse (guitar solo) -> Refrain -> Outro (fadeout) 

Style and Form

The form is neither a one- or two-bridge pop model, nor a folk-like alternation of verses and refrains. Instead, it is a hybrid in which the three refrain sections are alternated with double verses.

A number of details show the extent to which the group had compositionally progressed beyond the likes of She Loves You and I Want To Hold Your Hand: in addition to the unusual form there is modally inflected harmony, and a carefully layered instrumental backing with its piano-reinforced bass line and punctuating touches of timpani. 

Melody and Harmony

The harmony is frugal. Aside from I, IV, V and iv, the only other chord is flat-VII. 

The melodic use of the inflected flat-seventh (G natural) in conjunction with the naturally occurring Major third (C#) makes the basic tune more Mixolydian-modal than blues.  The refrain, with its avoidance of a melodic 7th degree of any kind, sounds pentatonic. 

In this song though, there is an unusual and sophisticated example of an irregular harmonic rhythm used to underscore syncopation in the tune. 

Arrangement

John has a double-tracked solo for the verses but is joined by Paul in the refrains for their trademark open-fifth vocal harmony.  This device was not used much on A Hard Day’s Night, but which re-appears again on the Beatles For Sale album, not only in this song, but also on Eight Days A Week and I Don't Want To Spoil The Party. 

The instrumental texture is unusual. There's a lot of noisily strummed acoustic guitar in the middle range, and a heavy bass line that is fortified (at least in part) by doubling in the low octaves of the piano and some punctuation by timpani. Beyond the solo section, there is little use of the lead guitar other than some punctuating chords during the refrain. 

Ringo's brief part on the timpani is history making, not only because it is a relatively early example of the group's incorporating an unusual instrument in their songs, but also because the instrument in question is being played by a member of the group. 

Intro

This two-bar intro is the opening of the verse section as played by solo guitar.  The fact that this intro begins on what is actually the second beat of the bar without any provision having been made as to where the first beat was, throws off the sense of metre until the first verse actually begins. 

Verse

The verse is six bars long and is built out of three short phrases of two bars each. The first two phrases are roughly parallel to each other, with the third phrase providing, a sense of resolution to the opening couplet from the way in which it rounds out the melodic arch of the section.  This kind of construction is as characteristic of John's style as the slow melodic triplet to be found in bar 5: 

chords: |A              |D   E          |A              |G   D          

A:       I               IV  V           I               flat-VII IV

        |b              |E      A       |

         vi              V      I

There is a slow but prominent melodic "turn" around the note A. In bar 5, the A in the bass line functions as a passing note between the B and G# on either side of it while the b minor chord above is sustained, and in bar 6 the E major chord is placed in the 6/3 (first) inversion because of the melodic motion of the bass line. 

The guitar solo section follows the shape of this verse section with the first half being a close paraphrase of the main tune, and the latter half being an improvised extension of the single slow triplet that had appeared in the vocal verses. Although the sung melody of the verse clearly places an A on the downbeat of bar 2 of this section moving to B on the second beat, in all sections where the lead guitar solos (as in the intro, solo section, and outro), it places B on the downbeat creating a characteristic added-sixth sound above the D chord below. 

Refrain

The refrain is eight bars long, being built as a repeat of the same four-bar phrase: 

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

melody: |   E F#  A  F# |E    DD        |     D D   D   |D E     D E    

        |A              |G              |-              |A              

         I               flat-VII                        I

Melodic appoggiaturas are used here. In bar 2, the E on the downbeat is dissonant against the G chord below (another added-sixth) but it quickly resolves downward to the D. Conversely, the D on the downbeat of bar 4 is dissonant against the A chord but it resolves upward to the consonant E. 

The sustaining of the G chord through bars 2 and 3 in this refrain provides another example in the same song of syncopated harmonic rhythm. 

There is also a textural contrast provided here by the drums, which after a relatively low-key presence in the verses, signal the outburst of the cymbals in the refrain by a little fanfare-fill at the beginning of the section. 

Outro

The outro recapitulates the same idea heard earlier in the intro (i.e. the first two bars of the verse played by the lead guitar), but this time it is answered by the singers who set the title phrase of the lyrics to a new melodic phrase that is sung in parallel thirds. This antiphonal pattern is repeated into the fadeout. 

The vocal parts turn the E Major chord in this outro into an E9. 



I Don't Want To Spoil The Party

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

The instrumental and vocal arrangement create a country and western feel to this song, but virtually everything else including the lyrics suggests the pop/rock Beatles style. 

The repeat pattern of the form with its use of a bridge instead of a refrain, as well as the chords and melodic style, suggest the urban pop style more than Country and Western, in spite of the acoustic guitar and vocal harmony mannerisms of the piece. 

Melody and Harmony

An unusually large number of chords are used, including five out of the seven naturally occurring triads (I, ii, IV, V, and vi), plus flat-VII and two secondary dominants (V-of-V and V-of-vi). 

The melody contains no touches of modalism. It is entirely in the Major mode, though the inclusion of the D# in the tune for the V-of-vi chord does stretch the harmony a bit. 

Arrangement

Like several other folk-like songs on this album, the instrumental texture is dominated by the acoustic rhythm guitar part. Even though the lead guitar is used, its presence is so low key the rest of the time that it is hardly noticeable. Even in the intro, where it provides a lead role, it is mixed down behind the rhythm part. 

In the first half of the verse John sings the top part with Paul unusually singing the counter-melody on the bottom for a change. The third phrase of the verse features Paul and George switching to un-folk-like backing vocals of "oooohs" behind John's solo, with the earlier folk texture returning for the final phrase. 

In the bridge Paul is on top and John on the bottom for a stretch of their trademark harmonies.  Noteworthy is the open 5th on the word "love." 

Intro

The intro is eight bars long and with simple chords establishes the home key and sets the stylistic tone for the rest of what will follow: 

        |G      |-      |D7     |-      |-      |-      |G      |-      

G:       I               V                               I

The rhythm and lead guitar take the prominent role in this section with the entrance of the bass and drums carefully held back until the end of it. 

The solo work is reminiscent of the music heard in the rest of the song though this is an extremely unusual example where the material for the intro is not heard again in the song. 

Verse

The verse is sixteen bars long and built out of four phrases equal in length to form an 'AABA' structure. The first pair of phrases form a parallel couplet, the contrasting and climactic third phrase provides both the melodic peak and an increase in the pace of the harmonic rhythm, and the section is capped by a repeat of the opening phrase: 

        |G      |-      |-      |-      |

         I

        |G      |-      |D      |-      |

                         V

        |e      |B      |a      |D      |

         vi      V-of-vi ii      V

        |G      |F7     |G      |       |

         I      flat-VII I

The third phrase divides in two with the B Major chord (V-of-vi) feeling left hanging. The melodic D# which sits above the same B chord results in an indirect cross-relation clash with the D natural that is in the D Major chord at the end of the phrase. 

The way the flat-VII is used here is slightly unusual. It is generally used predominantly in place of V, or else used in alternation with V. Here there is such a clear domination by the V chord that the appearance of flat-VII so near the end of the verse section is a surprise.  Noteworthy is the dissonant 7th made by the E in the melody over this F chord. 

Bridge

The bridge is twelve bars long and is built out of a repetition of the same unusual six-bar phrase:

        |G      |-      |e      |A      |C      |D      |

         I               vi      V-of-V  IV      V 

In contrast to the verse which is closed in harmonic shape, this section is open-ended in order to better motivate the return of the verse which follows it. 

This is another one of the songs on this album to feature the Beatles device of V-of-V moving to V by way of IV, with its inherent cross relation. Beatles For Sale features enough examples of this device that it must have been a “new tool”  for them at the time, comparable to their fixation with Major/minor combinations on Hard Day's Night.

The bridge provides not only a change of pace from the verses but also the melodic peak for the song overall. The verse reached G (i.e. the second syllable of the word "dis-a-ppear"), whereas the bridge stretches it up to A (on the word "be" in the phrase "I'll be glad.") 

Outro

The outro is primarily a recap of the same material heard in the intro though this time it is for the entire ensemble.  



What You're Doing

KEY D Major 

TIME SIGNATURE 4/4 

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

Style and Form

The form of this song is the standard two-bridge model. 

Melody and Harmony

Though clearly in the key of D Major, the heavily syncopated tune makes emphatic use of the blues minor third scale degree (i.e. F natural); it also contains an uncommon number of appoggiaturas, suspensions, and dissonances.

Five chords are used though this is enhanced by the high quotient of melodic dissonance turning many of the triads into added-sixths and free (i.e.non-resolving) sevenths and ninths. 

The chord progressions of both verse and bridge sections give some prominence to  alternating between vi and IV (i.e. b minor and G Major). This device was something that Paul would come back to with increased fascination in Drive My Car. 

Arrangement

The solo use of drums in the intro is a first for The Beatles. The hard thumping is reminiscent of the timpani used in Every Little Thing. The other passing resemblance to Every Little Thing is the heavy lower octaves of the piano. 

The second half of the intro presents an ostinato figure that bears some resemblance to the tune, specifically in terms of its syncopated nature, and the way the last four notes of it echo the hook phrase "what you're doin'". This ostinato provides some unity to the song from the way it is used as a backing obbligato in the verses.

Paul's solo is double tracked throughout. The backing voices alternate between two functions. In the first instance, they are used to punctuate, exclamation-style, the first words of the first two lines of each verse. This anticipates the Beatles most famous use of the technique in Help!, though its worth noting that it had already been tried by them once before in the much earlier P. S. I Love You. In the second instance, the backing voices supply an "oohing" background to the soloist in the second half of the verse. 

The layered handling of the intro and outro here, and the ostinato figure, suggests an anticipation of Day Tripper. 

Intro

The intro is long and layered; its eight bars split into two four-bar sections, the first of which is for solo drums that mark out a repeated drum-fanfare, and the second includes the rest of the ensemble joining with a dual-statement of the ostinato figure: 

                       >         >

ostinato:D -  - F# BAF#E - - ED EF# - -

chords: |D              |G              |D              |G              

D:       I               IV              I               IV

The home key is established entirely by chords I and IV. It is noteworthy how only one other chord (vi) in addition to these two is used until the bridge section.  Chord V is held back until the end of the bridge. 

Verse

The verse is a standard eight bars which breaks up into two four-bar phrases. The verse sections which are followed directly by another verse instead of a bridge are nine bars long, with a two-bar repeat of the ostinato figure that begins overlapping with the last bar of the eight-bar verse: 

        |D      |G      |D      |G      |

         I      IV       I       IV

                                --- ostinato ---

        |b      |G      |-      |D      |G      |

         vi      IV              I       V

Examples of dissonance here include the F-natural in the melody against F# in the D Major chord every time the hook phrase appears (as on the word "you're"), the A-G appoggiatura in the second bar (on the word "doing"), and the G on the downbeat of bar 5 against the b minor chord. 

Bridge

The bridge is eight bars long and divides into three phrases which make an AAB pattern of 2 + 2 + 4 bars: 

        |G      |b      |G      |b      |

         IV      vi      IV      vi

        |E      |-      |A      |-      |

         V-of-V          V

The verse was harmonically closed, and this section contrasts with that. The first half of the bridge is heard almost as though there had been a modulation to the relative minor key (b minor). This section opens away from chord I and ends open on the V chord by way of V-of-V. 

The quotient of melodic dissonance remains the same here as seen in the verse.

A good example is in the last two bars where F# on the downbeat of bar 7 creates an added-sixth, followed by the 4-3 (D-C#) appoggiatura on the downbeat of bar 8. The sustaining of the A Major chord for two bars coupled with the descending melodic melisma on the word "me" is an essentially relaxing or winding-down gesture. In sharp contrast to this, the rhythm backing uses the last beat of the last bar as an energetic springboard into the next verse, and the overlap of the two gestures is effective.

Outro

The outro is longer and more complex than usual. It starts off with Paul making a triple reprise of the final couple of bars of the verse. This had been common in outros on the first two albums, but the most recent was back on I'm Happy Just To Dance With You.

The triple-repeat is followed by a reprise of the intro: first a single statement of the ostinato, followed by four bars of the drum fanfare, accompanied this time in mid phrase by the bass guitar, followed by a recap of the ostinato figure, repeated into the fadeout. 


 

The Cover Songs On The 'Beatles For Sale' Album

  Rock and Roll Music

  Mr. Moonlight

  Medley: Kansas City - Hey, Hey, Hey, Hey 

  Words Of Love

  Honey Don't

  Everybody's Trying To Be My Baby 

Important points to consider –

1.
Another album of 14 songs, 8 of which are Beatles originals and 6 of which are covers. 

2.
The tendency of With The Beatles of their dipping back into their pre-fame repertoire is continued further here. 

3. The Beatles stay closer to the originals this time than they had before, in spite of an earlier trend toward liberal reworking on With The Beatles.

4. Notably, the original key choices and section orderings are closely followed for most of the songs.

5. Stylistically, this set of six songs is evenly weighted between straight rock, rockabilly and pop/novelty. 

6. No Girl Groups are represented in this group of covers. These covers could be described this as a tribute collection of songs. 

7. Five out of these six covers were originally recorded by their composers.  This was not the case earlier on, and this was a conscious part of the "tribute" element, based on the group's firmly established preference by this point in time for recording their own original material as much as possible. 

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

