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HELP !






First released 6/8/1965

This album, like A Hard Day's Night, is a soundtrack to a movie.  Unlike A Hard Day’s Night, Help! has much more varied effort, and there are about equal songs by John and Paul and even a couple contributions from George. The album opens with the title track written by John, and contains the songs used in the movie first.  This album contains material that is much more introspective which is due to Bob Dylan.  Many people believe, Bob Dylan introduced the Beatles to the mind expanding drug, marijuana.  The effect the drug had on the music and their lives was very dramatic.  The music began to slow and the subjects of the songs change, a change that was to continue through out their career.  



Paul McCartney struck gold one morning when he woke up with a song called Scrambled Eggs in his head. The story is that he woke up one morning with this beautiful melody in his head that he thought he copied because it was so good. He immediately woke up and began to put words to it and what he came up with was, "Scrambled eggs,oh baby I love your legs."  On the set of Help!, Paul would drive Richard Lester (director) insane by repeatedly playing the melody to the song over and over, finally Lester was so fed up with hearing it he asked Paul to stop playing it.  He was criticizing, Yesterday, which in some minds is the best Beatles song ever made. The song wasn't without controversy though. First Paul did not know what to play it on.  He couldn't picture the standard bass, guitar, and drums, and by not playing those he excluded the other Beatles from any contribution and therefore it was questioned whether to call it a Beatles song at all. George Martin thought it would be a good idea to have a string section put on it to only Paul's acoustic guitar and his voice.  A much misleading fact is that this is the first time outside musicians were used.  In fact, it was the flute player on John's You've got to hide your love away, that was the first, but Yesterday was the first time a string section was used.


Help ! is a progression from previous albums and it shows the new directions the Beatles were taking. The album incorporated drugs, new songs, a new movie, and new sounds.



Help!  

KEY
A Major

TIME SIGNATURE:
4/4

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

FORM
Intro -> Verse -> Refrain -> Outro

Style and Form

Despite Help !’s hard driving beat and anxious lyrics, its flat ballad form and prominent part for acoustic rhythm guitar add a folk-like stylistic cross current. 

The folk ballad form, with its repetitious alternation of verse with refrain, had been used before by the Beatles, but it appears much less frequently than the more familiar one or two-bridge pop song forms. 

In absence of the continuing story line upon which the typical folksong relies in order to sustain interest, Help! makes a couple of formal adjustments to avoid monotony: 

1. The lyrics of the three verses create an A-B-A pattern. 

2. The texture of the instrumental arrangement is dramatically lightened up for the first half of the last verse by thinning out the drum part and eliminating the backing vocal part. 

The harmonic rhythm is fairly slow and unvarying throughout. In the verse, except for the phrase "help in any way" where the chords change twice within a bar, the rest of the chords last two whole bars each. In the refrain, the chords last four bars each.  The 16 bar verse is built out of a musically identical repetition of the same 8 bars. 

The harmony is in one key (A) throughout. In spite of the nice effect with the G chord, the refrain provides no relief in terms of excursion to a different key. 

Melody and Harmony

With the exception of the extraordinary upward leap of a sixth to a high C# sung in screaming falsetto (on the word "please" the climax of each refrain) the tune is centered within a small range of just a fifth, from A up to E. The narrowness of the range is further emphasized by the predominance in the tune of motifs that are either triadic or in short downward scale fragments or 3 or 4 notes; all serving to accent the impact of the big leap. 

An unusually large number of chords are used: 6 out of the 7 diatonically available to the home key, plus the modal flat-VII (G Major). 

The flat-VII chord was not invented by the Beatles, but they were to use it quite a bit starting from around the time of the Hard Day's Night album.

Arrangement

With this album the Beatles locked on to the procedure of recording backing tracks before laying down vocals and other finishing touches as successive overdubs.  The basic track includes acoustic rhythm guitar, lead guitar, bass, and drums. 

There is much to admire in the detailed arrangement.  Ringo uses a short, one-beat roll to pickup the first verse and round off each refrain, but to lead into the refrains he opts for the insistent pattern of 7 even quaver notes starting on the half beat after 1. In the first half of the final verse he plays only on the downbeats where the chords change.  Paul uses the dotted rhythmic pattern for just the verses. 

The lead guitar has no part in the verses. In the refrain, it plays percussive chords on the off beats (where it is doubled by the tambourine), and it doubles the descending bass line during the big build up. At the section's climax it overdubs that funky series of chromatically descending arpeggios. 

John provides the double-tracked lead vocal with a complex backing part for Paul and George. 

The backers alternate between adding points of bold emphasis to the lead part with chordal doubling, and providing a form of melodic counterpoint in which both the words and notes they sing subtly intertwine and overlap with the lead. The two sets of words are almost but not quite exactly matching, nor does either of the parts consistently lead or follow. 

The most innovative vocal detail is found at the end of the first line of the verse: 

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

lead
|- C# C# C#|C# C# C# C#|C# C# C#E  C#|-  -  B A- |

                                      *    *        * *

backers
|A -  -  - |-  -  B  A |G# -  -   -  |-  C# E C#B|A

                                                 *  * * * *

Noteworthy is how near the end of the line the backers sing the identical pattern of five notes as the lead, but they trail by a few beats, by which time they not only have to "jump over" the lead (in terms of range), but they sing the figure with very different points of rhythmic emphasis; John puts the main emphasis on the syncopated second C# (on the second syllable of "today") of the figure, but the backers put the accent on the E at its apex (on the first syllable of "never"), which in their part falls smack on the 3rd beat of the bar. 

Intro

The intro is an eight-bar long compressed version of what will turn out to be the refrain section: 

        |b
|-
|G
|-
|E
|-
|A
|-
|

A:
 ii              flat-VII        V               I

The chord progression of the intro is a classic harmonic example also found in Romantic song writers like Schubert and Schumann. During this intro, there is a lot of vagueness as to what key we are in.    The key of A Major is not certain until the verse actually begins.. 

Scale-wise motion, particularly in a bass line or particularly when any line moves chromatically as the top line does here, can make the ear follow and accept some strange chord progressions. In music of the late nineteenth century (for example Chopin or Wagner) this technique could be extended through very long passages creating a floating tonal experience. This example from Help! is a small example of this technique - it extends over only three chords, the outer two of which are clear tonal anchors. 

Given that the harmonic rhythm is slow throughout, this unusual chord progression which is repeated four times in the course of the song is a touch which adds a much needed feeling of forward and outward movement. 

Verse

The verse is sixteen bars long; built out of a repetition of the following eight-bar phrase which breaks down into a 4+4 pattern: 

        |A

|-

|c#

|-

|

         I        


 iii

        |f#

|-

|D
G
|A 

|

         vi    



 IV
flat-VII I

Refrain

The refrain based on the same musical design as the outro, is stretched out to double the length (16 bars) by multiplying the harmonic rhythm by a factor of two. This change reveals a hidden element of "slow build up" not apparent in the faster/shorter intro version: 

        |b
|-
|-
|-
|E
|-
|-
|-
|

A:
 ii                            flat-VII

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

         V                             I

Outro

The final phrase of the refrain with a V chord on the word "help" is strongly implied by the voices: 

         Please
         please
 help 
 me

        |A

|-
(E)
|A

|-

|

         I

        (V)
 I

This pattern is changed in the final refrain and made into an example of a deceptive cadence, in Bach style; i.e., the word "me" in the final refrain is given an f# (vi) chord. As in all such cadences, things are quickly put right in the following and final phrase. 

The final chord of this song is another added sixth chord. In contrast to the attack on this chord at the end of  She Loves You,  the Beatles use it in Help ! with great subtlety; the plain A chord is given on the down beat, and the sixth is added as a melodic neighbouring tone, off the beat, in falsetto voice on "Ooh". 



The Night Before

KEY D Major 

METER 4/4 

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

Style and Form

With its strong blues foreground that is balanced out by the pop style that underlies it, this song provides about as good an example as there is of the Beatles desire to play genuine 12-bar blues. 

They use the standard long form here, one of their favourites, with its two bridges that are separated by two verse sections, the second one of which is partly for instrumental solo. 

In addition, there is a unifying effect created by the recurring use of chromatic shifts and scale fragments; anticipatory shades of Paul's later You Won't See Me, which share a certain amount of similarity with this song at the level of its subject matter. 

Melody and Harmony

The song utilizes a relatively large number of chords (eight), half of which are foreign in one way or another to the home key. In addition to the I, IV, V, and vi, there is also the flat-III, minor iv, flat-VII, and V-of-V. 

In terms of chord progressions, this just may be the first place that The Beatles would use flat-VII in between I and IV. The song also features the first example in a while of the minor iv used in a Major key. 

Chromatic shifting appears under a number of guises. The first and most prominent example is in the opening phrases of the verse where the melodic prominence given to the blues minor 3rd (F natural) in phrase 1,2, and 4 is contrasted with a switch to the major 3rd (F#) near the end of phrase 3.

Other uses of the same idea are found in the alternation between B natural and B flat implied by the chord change between b minor and g minor in phrase 3 of the verse.

Arrangement

Paul's vocal lead is double tracked throughout and he repeatedly throws in a little Gershwinesque grace note in the final phrase of the verse (on the word "did") that is similar to something John did in I'm A Loser. 

The vocal arrangement of the verse is of particular interest. What appears at first as a  call-and-response pattern actually turns out to be a single thread vocal line shared  between the double-tracked soloist (Paul) and the backers. Last time they did anything like this was in Please Please Me. 
The prominent appearance of the electric piano here again would seem to suggest that its sound was something the group had latched onto during the late spring of '65. 

Intro

This is one of those songs where the instrumental texture is relatively unvaried throughout.  This section is one long eight-bar phrase with a slow harmonic rhythm and a chord progression that neatly opens out to V, thereby providing motivation for the verse which follows: 

        |D      |-      |F      |-      |G      |-      |A      |-      

D:       I               flat-III        IV              V 

Two interesting  rhythmic details are Paul's C# - D anticipation of the first downbeat; and the manner in which the syncopated parts combine during in the last couple of bars to make for a compound rhythm that is close to even quaver notes. 

Verse

The verse is a standard sixteen bars long and is made up of four equal phrases that form a  pattern of aabc. 

The structure is abetted by the harmonic scheme. The first two phrases open up widely to the V chord. The third phrase, rather than providing any kind of resolution, further heightens the suspense and adds a touch of anxiety by its staying away from chord I and introducing the ominous sounding minor iv chord. The final phrase puts everything right with its return to chord I. In the verses that are followed by another verse the harmonic ending is modified so that a motivation for a return to I at the beginning of the next verse is motivated by a forced move away from I at the last moment. 

Although the lead and backing vocalists share the melodic spotlight in the first two phrases, they overlap at the seams of their respective parts. This creates an effect at the beginning of the second phrase, where the backers falling away from the lead subtly suggests a kind of sighing accompaniment. The manner in which the backers continue on in the third phrase entirely as part of the background wash, only to dramatically desist entirely for the final phrase, also makes for a dramatic effect. 

George, introduces his solo section with an enthusiastic "Yes!". There's a more half-hearted "yeah" that precedes the second bridge. 

The guitar solo is doubled at the octave and sounds more worked out and painfully practiced than it does improvised; further evidence of this is the way that both phrases of it are repeated identically. The interjectory nature of the solo and the dissonant manner in which its melodic content is against the chords below it sound out of style with the song.

Bridge

The bridge is eight bars long and built out of two equal phrase: 

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

         V       V-of-IV IV               vi     V-of-V  V

As is a well-established convention, a subtle change of the percussion pattern is used here to help the bridge sound more set-off from the surrounding verses. 

With the exception of the intro, the harmonic rhythm of this song is relatively fast throughout.  The song makes a slight modulation toward the key of G, but it pivots back to set up a return to the home key with its finish on the V chord, set up by V-of-V. 

The melodic climax of the entire song occurs at the very end of this section on the high note 'A'. This is especially dramatic in context of the constricted melodic range of the song overall.

Outro

The complete ending consists of a simple reprise of the final phrase that is built out of an extension to the end of the verse: 

                                |reprise|- guitar riff  ||

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

         I       IV      I      flat-III I

The return of the solo guitar for a final fanfare lick lends a touch of unity, and anticipates what is essentially the same gesture that would appear much later in Penny Lane.



You've Got to Hide Your Love Away

A song that both further exemplifies some of John's signature style traits, as well as one which, in its time, broke some new ground. 

Harmony

It's tempting to attribute John's harmonic frugality as more a reflection of a limited vocabulary than a conscious element of style. Much of his output (both early and late) is heavily blues based or influenced, but during the Sgt. Pepper and White Album period, several examples, such as Strawberry Fields Forever and I Am the Walrus have imaginative chord progressions. 

This song is built exclusively out of four chords; in order of appearance, G, D, C, and F. The key is G major, so in addition to the standard I, V, and IV, there is also the modal sounding flat VII chord. 

The use of such limited harmonies contributes to the closed tonal shape of the song. There are no modulations away from the home key. To compensate for this, each of the two phrases of the verse section opens up to either chord IV or V which at help motivate the refrain, and similarly, the two phrases in the refrain section each end on V which leads back into the next verse. 

Almost Pure Modal Harmony

This flat VII chord, which became so much a part of the Beatles' vocabulary, becomes noticeably more common starting with the Help! album. 

Prior to this album, the only Lennon/McCartney song with a flat VII in it is the title track on A Hard Day's Night. On the Help! album, in addition to the title track, the next four Lennon/McCartney songs on side one all contain this chord; i.e. The Night Before, our current song, Another Girl, and You're Going to Lose that Etc. Maybe the composer(s) were playing with a new harmonic device with this flat VII chord. 

The harmonic style of You’ve Got To Hide Your Love Away is almost modal because of the use of the Major V chord together with the flat VII. 

The Arrangement

The arrangement of this song is notable on two grounds: the almost exclusive use of acoustic instruments, and the first use of a hired studio musician to supply a part played on non-pop band instruments; i.e. alto and tenor flutes. This became a major clue to the new direction of the Beatles for many albums to come. 

The Form

For a change, there is nothing unusual in this song regarding phrase lengths; everything is built out of even numbers of bars and phrases. Noteworthy though, is the  folk-like form, the most unique feature of which is the way the verse containing the instrumental solo is pushed all the way to the end: 


Verse - Verse - Refrain - Verse - Verse - Refrain - Verse/Solo 



I Need You

KEY A Major 

TIME SIGNATURE 4/4 

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

Style and Form

This song has an intriguing stylistic mix, this time from George. The pop-rock core is augmented by a folk-like undercurrent that shows itself most strongly in the haunting pseudo-modality of the tune. 

The choice of form is the shorter two-bridge model where the bridges are separated by only one section. 

George's blurring of the division between verse and bridge sections by the phrasing of the lyrics shows up again here though in not as pronounced a form as the one observed in You Like Me Too Much.

Melody and Harmony

A relatively large number of chords are used (seven), though nothing more exotic than a V-of-V. George's taste in chord progressions is reflected here in both the holding back of the V chord for as late as the bridge, and his reliance in the verse on IV  I and the even more indirect stepwise choice of ii - I to establish the sense of home key. 

The verse derives a folk-like modalism from the manner in which its melody is restricted to a pentatonic scale (A-B-C#-E-F#) with the solitary exception of one note that is a flat-seventh (G natural), not part of the scale for the home key.  This comes at the end of the second phrase. This tune is also made distinctive by its large number of appoggiaturas, several of which he leaves dissonant, resulting in non-harmonic tones left hanging at the ends of vocal phrases.

Arrangement

The backing track has a nicely balanced, airy texture of acoustic rhythm guitar mixed with a part for electric pedal tone guitar in which the latter instrument sounds almost like a keyboard. 

The vocal track is pure Middle Period Beatles.  The composer double-tracked on the lead and the two others providing an instrumental-like backwash of "ahhhs" in second half of verse and bridge. 

The pedal tone fills at the phrase endings become a leitmotif for the song.  In a couple of instances where the vocal phrases end up on an unresolved dissonance, these guitar fills are necessary to tie up what would otherwise be a loose end. 

Intro

The intro is a mere two bars worth of vamping on the I chord, but quickly introduced are  both the basic instrumental texture of the entire song as well as the melodic two-part turn on C# (C# -> B, D -> C#) which recurs as a motif in all the verse sections which follow. 

Verse

The verse is an unusual fourteen bars long made up of four phrases which create an aa'bc pattern. The last phrase is half the length of the other three and this lends a subtle feeling of free-verse. 

The pedal tone guitar turn around C# heard in the intro reappears at the end of three of the four phrases of this verse (but slightly varied), overlapping in each case with the last two notes of the vocal line in each case. 

In the first two of these phrases the vocal line finishes off unusually with an appoggiatura that creates an unresolved dissonance against the chord below it

In the first and second phrases, C#-B and A-G are respectively sung against an A Major chord. Without the D-C# resolution played by the second half of the guitar turn which follows, the music would be left hanging in each of these cases. 

Bridge

The bridge is nine bars long and its two unequal phrases present an elongated free verse effect that is the exact opposite to the similar effect seen in the verse: 

        |D              |E              |A              |-              

         IV              V               I

        |D              |E              |B              |E      |-      

         IV              V               V-of-V          V 

This bridge section provides contrast to the surrounding verses because the home key is established here with more forceful clarity than anywhere else in the song.  Noteworthy is the use in this section of both V and V-of-V

Outro

The eight-bar coda is developed as an extension to the final verse, and it starts where the  fourth phrase of the verse section is usually to be found: 

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

         I               vi              IV              I

Harmonically, the coda is built out of the I-vi-IV cliché minus the expected chord V, but the omission of this chord is in keeping with the rest of the song. 

The vocal line at this late stage of the song repeats three times the same exact melodic phrase of three notes (A - B - C#) over each chord change. The effect is especially striking where the ending on C# creates a Major 7th dissonance against the D Major chord; the resolution to which, is provided by the now familiar D - C# of the guitar part. 

I Need You scores uniquely for its bitter sweetly mixed tone of plaintive, terminal desperation. 



Another Girl 

KEY A Major 

TIME SIGNATURE 4/4 

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

Style and Form 

In the Help ! film, Paul is out on a beach holding a woman sideways and 'playing' her like a bass guitar.  In this song there is a cross-section of the trademarks of the Beatles to this point of their career. 

In this song there is another example of John's influence on Paul. Though the influence in this case is not as obvious on the surface of things as it is in the case of Paperback Writer and Rain, the parallels between Another Girl and You're Going To Lose That Girl are as striking as they are surprising.

The form sounds more unusual than it actually is because of the extremely refrain-like final phrase of the verse section. The last time this effect was used was back in You’re Going To Lose That Girl and It Won't Be Long. Once this phrase is incorporated as part of the verse proper, the form reveals itself as one of the standard forms, with two-verses, two-bridges, and only one verse intervening. The use of a pseudo-refrain, especially when it also appears as the song's introductory section, does have the power to confuse and make the form ambiguous. 

Melody and Harmony 

The melody makes prominent thematic use of downward chromatic scale fragments and limitation around the same few notes in a constricted pitch range; both Beatles trademarks. 

Although the song is not 12-bar blues in terms of chords, tune, or phrasing, the melodic stress on the flat 3rd (C natural) and flat 7th (G natural) scale degrees projects a blues feel. 

The verses rely entirely on I, IV, V, and the flat-VII used as a neighbouring chord between two instances of I. The bridge, though, features an unusual (in context of the Beatles) full-blown modulation to the key of C Major whose relationship to the home key is that of "relative Major of the parallel minor"; the latter being one of this songs principal connections with You’re Going To Lose That Girl. 

The emphasis on the melodic flat 3rd is stronger than average here to create a Major/minor ambiguity regarding the mode of the home key that is reminiscent of I'll Be Back. The effect is especially noticeable where the music returns to A Major at the end of the bridge.

Arrangement 

Paul is double tracked on the lead vocal with the familiar italicizing effect of the backing voices joining him on the recurring title phrase.  George supplies notable guitar fills, the frequency and raucousness of which both increase over the course of the song. 

Intro 

The song opens vocally with absolutely no instrumental cue, yet another affinity with John's You’re Going To Lose That Girl. 

The intro turns out to anticipate the final phrase of the verse section. It's a phrase whose length comes out to be closer to five than four bars; at the very least, it ends on the downbeat of the fifth bar. A side effect of this is that the phrase tends to suggest an overlap with the beginning of whatever follows it whenever it appears: 






|Verse -->


|A
|D
|A
|D
|A ...

A:
 I
 IV
 I
 IV
 I 

Verse 

The sixteen bar verse has a phrasing pattern of AABC.  The IV chord which gets sustained through four bars that don't exactly coincide with where the phrase divisions lie provides a good example of how harmonic rhythm can be used to strong effect. 

Bridge 

This eight-bar section sounds as though it starts as an extension of the 'refrain': 


|C
|G
|C
|G
|C
|E
|A
|E
|


 I
 V
 I
 V
 I





       a:III
 V       I 
 V

The music briefly modulates to the key of C Major before it pivots back to A. The pivot in this case relies on the listener expecting a return to a minor with the A Major chord then coming as a surprise twist. 

The pivot into the modulation is interesting; forcing the listener to hear the final D chord in the preceding verse as both IV in the home key as well as V-of-V in the new key, the latter not being resolved until two bars into the bridge. 

The bridge provides melodic contrast with the verses in the way that the limited note range is replaced here by an extended arch shape which supplies the melodic high point of the piece. 

Outro 

The outro is a simple extension of the verse ending with the title phrase repeated three times in canon. 

The trailing guitar lick at the very end is a touch that helps unify the song overall from the way in which it carries forward both the motif of the guitar fills and the blues-like undercurrent.



You're Going To Lose That Girl  

KEY
E Major

TIME SIGNATURE
4/4

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

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

Style and Form

You're Going To Lose That Girl and Help! make for an interesting pair of compositions to the extent to that both songs similarly exploit the flat-VII chord, and share a similar approach to their backing vocals. 

But You’re Going To Lose That Girl also does some unusual formalistic things of its own which belie this being the standard "double bridge" model with single verse intervening.  

The same title-based hook phrase is used to both open the song as well as end each verse with a kind of mini-refrain.  The bridge is shortened by a single bar of what would have been a more expectable length of eight bars. 

The transition into the bridge involves both an extension of the verse's length and a harmonic twist. The transition back from the bridge involves both a different harmonic twist and shortening of the bridge's length. 

Details such are these are among the tangible musical elements that "define" the Beatles style and sound. Such tricks are neither unique to this song nor were necessarily invented by the Beatles themselves. Rather it is the freedom and liberality with which such tricks are deployed throughout the Beatles songs that stands out dramatically against the backdrop of standard pop music of the period from which the Beatles emerged. 

Melody and Harmony

The introductory hook phrase is notable for its pentatonic sound and broad arch shape marked by long jumps. The rest of the melodic material is placed in a lower range. 

The tune of the intro begins with a pickup that precedes the first downbeat of the song. The verse and bridge, by contrast, begin after the downbeat of their respective sections. 

A relatively large number of chords are used, along with a change of key for the bridge section that makes good use of pivot modulations. The harmonic rhythm is fast throughout, with a chord change on almost every bar except in the bridge. 

For the verse the indigenous choices of I, ii, V, and vi are supplemented by V-of-vi (in place of iii) and flat-VII. The bridge supplements its use of I and IV with its own flat-VII. 

The home key of the song is E Major but its bridge is clearly in the remote key of G Major. The bridge is a full-blown interlude in that second key. It is a remote key because there is no G chord (either Major or minor) that's native to the key of E.  There are four sharps in the key signature, the third of which is G#. In fact, there are no chords common between the two keys. 

The only relationship between E Major and G Major is that G is the relative Major of the parallel minor key. 

Given the lack of naturally occurring common chords, the pivot modulation is cleverly made by exploiting the flat-VII chord, treating it as the V of the key of flat III.  In  Help!  there is a different, but equally creative and unusual application of the flat VII chord. The fact that Help! and You’re Going To Lose That Girl were composed in close proximity to each other implies more than mere coincidence. 

Going to a remote key is one thing, but getting back to the original one can be even more challenging. In this case, the Beatles use a “new” pivot chord; treating the F Major chord as both the flat-VII of G and the flat-II of the original home key. 

Flat-II is sometimes called the "Neapolitan chord". It's actually an unusual chord in  classical music; a lot of Baroque music uses this chord in final cadences such as flat II->V-I with the flat II in its first inversion. Usage of the flat II chord in You’re Going To Lose That Girl is unusual in that it appears in root position and without a V chord between it and the I. This is not the first time the Beatles used this device; it is used with similar effect in Things We Said Today to slide back to the home key from the bridge. 

Arrangement

The backing track is the standard combo backed up by a bottom-heavy piano part, and bongos. John sings lead, heavily echoed and double-tracked throughout, with repeated falsetto for the notes from high G# and upward that occur at the end of each verse. 

The backing vocals of Paul and John contrast with the ones in Help! despite their similarities. Since the backers in this song consistently trail the lead, their overall melodic impact is more in the way of antiphonal obbligato, in spite of their frequent overlap with the lead part. 

Intro

The intro is four bars long and has an open harmonic shape, moving from I to V, and motivating the verse which follows.  This is another “in medias res” opening: no intro, not even a single chord from which the singers can find their opening notes. 

Verse

The overall section is like a 12-bar blues frame with different harmony; here all three phrases open out from I to V.

All verses that are not immediately followed by another verse (which means all the verses in the song except the first one) are extended to an unusual 14 bar length by the following half phrase which effects the modulation to G in the bridge by pivoting on the D Major chord: 

        |f#

|D

|

E:
 ii

 flat-VII

                     G:  V

The middle verse features a lead guitar solo with the backing vocals still hanging on, and the complete vocal chorus (including lead) resuming in the final A phrase. 

Bridge

The bridge section is an uneven 7 bars long and moves along in G and then, just as deftly as it shifted there from E, it shifts back as follows to E for the next verse: 

        |G

|C

|G

|-

|

G:
 I
 
 IV
 
 I

        |G

|C

|F

 E

         I

 IV
 
 flat VII

                       E:V-of-flat II
 flat II
  I

Outro

The outro develops out of the final verse at just the point where it sounds like third bridge might be coming. Instead, that flat-VII, D Major chord is used as the start of a surprise concluding double Plagal cadence, the only place in the entire song where the harmonic rhythm exceeds one chord per bar: 

        |f#

|D
    A
    |E

|-

|

         ii

 flat-VII   IV
     I

It's unusual that a song with so much harmonic movement from I to V should choose to end with this heavily Plagal formula. 



Ticket To Ride

KEY A Major 

TIME SIGNATURE 4/4 

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

Style and Form

After the folk-like originals and nostalgic covers of the Beatles For Sale album, Ticket To Ride brings with it a tight toughness that is welcome to those wondering if the sharp edge of the group's attitude and style had fled following the Hard Day’s Night album. 

The form is an ordinary two-bridge model with only one verse in the middle and no instrumental section. The special features here are to be found in the arrangement, especially in its exploitation of texture, rhythm, and harmonic dissonance. 

Melody and Harmony

Although the tune does not make a primarily blues impression, both the flat 7th and minor 3rd scale degrees do bear some melodic emphasis in the verse and bridge, respectively. 

Five of the seven chords that naturally occur in the home key as well as the flat-VII chord are used. No other chords show up nor is there any hint of modulation. These harmonies is spiced up by the liberal use of free melodic dissonance and a suspense factor created by the slow harmonic rhythm. 

Regarding dissonance, Major ninths and seconds appear as though a leitmotif. Not only is there an unusual number of 9th chords in the song, but the bare interval is also found within the opening ostinato figure as well as in the repetitious vocal line which takes the song out at the end. 

Arrangement

The ostinato figure played by the solo 12-string guitar at the outset provides a great deal of unity to the song. As can be seen in other ostinato-driven songs of the Beatles, these recurring, motorized little figures seem to create the illusion of being there in the backing track more of the time than is actually so. If the figure is apparent at both the beginning and end of a section, as long as there is something of sufficient interest to divert your attention in the middle, you will subconsciously assume that the figure has continued all the way through.

The ostinato used here is not as distinctively melodic as in either What You're Doing or Day Tripper but it does have a syncopated rhythm which carries all the through to the characteristic backbeat of the intro and first two verses: 

                                    >     >   >

        rhythmic emphasis       1 & 2 & 3 & 4 &

        ostinato                A   E C#A B   E

                                    >     >   > 

The tambourine is relegated to simply marking the 2nd and 4th beats of virtually every bar in every verse. 

The vocal arrangement is complicated, with three alternating textures used in the verse, alone. The first half of the first phrase is sung by John, solo and single-tracked. Paul joins him above on counterpoint for the remainder of this phrase into the first half of the next one, and then leaves John as a solo at the phrase's end. John then sings the third phrase double tracked with Paul joining him for a final touch of counterpoint at the end of the fourth phrase. 

Intro

The intro consists of a four-fold presentation of the ostinato figure over chord I. The ensemble joins the solo guitar with a slow drum roll just before the downbeat of bar 3.

The parallel between this and You Can't Do That or Day Tripper is noteworthy. The accentuation here by the drumming of the syncopated rhythm in the guitar ostinato is especially gripping. 

Verse

The verse is sixteen bars long, built out of four phrases equal in length. The section more logically splits right down the middle, with the first half providing an eight-bar  section that harmonically opens up to the V chord, and the second eight bars providing a refrain-like ending which veers back toward the I: 

        |A      |-      |-      |-      ||A     |-      |b      |E      

A:       I                                               ii      V

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

         vi      IV      vi      flat-VII vi     V       I

The tune has an unusually high amount of rhythmic syncopation against the underlying beat (on "four-AND") as well as melodic dissonance against the underlying chords.  Two examples here are noteworthy. First off, the melodic sustaining of the pitch E over the b chord in bar 7, on the second syllable of the word "away". Even better is the climactic part over the G Major chord in bar 12, with John singing the pitches F#-E-C# on the stretched out word "ri-i-de", none of which is consonant with the chord below it. 

The vocal counterpoint at the beginning of the second phrase not only features their trademark parallel, open fourths, but Paul's initial stress on the pitch B provides a development of the added- ninth inherent in the opening ostinato figure. Also noteworthy is how John's initial stress on G natural adds a subtle, partly hidden touch of the blues:

        Paul:   B       B       A   G   A       A

        John:   G       G       E   D   E       EDC#

Bridge

The bridge is eight bars long and built out of a parallel repeat of the same four-bar phrase: 

        |D      |-      |-      |E      |


 IV                      V 

Contrast is provided by virtually every compositional means: 

· the vocal arrangement shifts to parallel thirds except for a couple of stray quaver notes in which John is left as a solo for a split second (for example the second syllable of the word "goodbye.") 

· the rhythm section, including the tambourine, shifts away from syncopation to a pattern of relatively even quaver notes in which the off-beat (on 2 and 4) pattern, first heard from the tambourine in verses, now in the drums. 

· the harmony, even though it features no kind of modulation, does manage to stay entirely away from the I chord, the section ending firmly on the way back towards it. 

A new guitar riff is used at the very end of the section to lead back into the next verse. Its melodic and rhythmic features are reminiscent of the opening. The F# that marks the apex of this new figure makes another added ninth chord here. 

Verse Variants

This song has a higher than average number of small twists applied to the arrangement of its later verse sections. 

In the third verse, John adds the word "yeah" to the end of the second line (in addition to  the one that repeatedly appears at the end of the first line), and he prefaces the third line with an "Oh", this variation being repeated in the fourth verse as well. 

Ringo provides an even semi quaver note pattern as a fill between the second and third lines of the third verse in place of the plain roll he uses elsewhere in the song. In the final verse he does not play a roll or fill, but only a single whack "on FOUR!". 

One particular variant feature rises above the status of mere detail to assume structural significance. The hard syncopations mentioned above which characterize this song are actually found to be subdued starting right after the second verse.  The bridge dispenses with the syncopation as a matter of contrast, but in both of the final verses, Ringo's drumming is the more evenly played quaver note patterns introduced in the bridge instead of returning to the syncopated pattern; this, in spite of the fact that the guitar ostinato (from which his syncopated patterns were derived in the first place) does continue to make its own appearance. This could hardly have been accidental and there is some subtlety embedded in this drumming change. 

Outro

In the outro, the syncopation is loosened even further than it was for the bridge. 

This time, the effect is one of a sudden, accelerating release of all tension. John would later use a similar effect at the end of  She Said She Said. 

At the very end, the final vocal lick, which is otherwise double-tracked in unison, splits for an instant to include one last example of a Major second. 



The Cover Songs Appearing On 'Help!' 

The use of cover songs by The Beatles as "fillers" was something on which they would never have to rely upon again; with the exception of their arrangement of the traditional Maggie Mae for Let It Be.



Act Naturally

KEY G Major 

TIME SIGNATURE 4/4 

FORM

    Intro -> Verse -> Bridge -> Verse -> Break (intro) ->


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

COMPOSER Russell/Morrison 

INFLUENTIAL VERSION Buck Owens (1963) 

This Rockabilly number goes much further down the "countryish" path than any Beatles original had to-date but it works in context, due in large part to Ringo's rough vocal. 

The music is built on a set of chords limited to just I, IV, V, and V-of-V; the latter held back for the end of the bridge. The arrangement is characterized by a recurrent obbligato for the low strings of the guitar (E tuned down to D) and the tapping of drumsticks. 

Beyond the lead vocal, the Beatles version matches the original in many other respects including same key, same basic arrangement right down to the tapping, and the backing vocal part for the bridges. 

There are some differences with the most significant being the form: the music used by the Beatles for Intro/Outro/and Break appears in the original only for the break and even there it is used in abbreviated form. At the detailed level, the original uses a boogie-like arpeggio bass line for the bridge while the Beatles stay with the oom-pah figure used in the verse. Paul continues the backing vocal into the final verse whereas the original omits it. 



Bad Boy

KEY C Major 

TIME SIGNATURE 4/4 

FORM

                    - 2X -

           Intro -> Verse -> Break -> Verse (w/complete ending)

COMPOSER Williams 

INFLUENTIAL VERSION Larry Williams (1959) 

The common wisdom on this as a cover choice by the Beatles is that it was aimed in particular at The American Audience, as if somehow the humour contained might be found incomprehensible in Europe. The amusingly disruptive behaviour described in this song as somehow traceable to an unhealthy preoccupation with rock-and-roll is as American as can be. 

The Beatles version features a single-tracked vocal by John, equally good lead guitar work that mimics the original closely by George, and the rhythmic shaking of a tambourine. The form matches the original. 



Dizzy Miss Lizzy

KEY A Major 

TIME SIGNATURE 4/4 

FORM

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

Intro -> Verse -> Verse (solo) -> Verse -> Verse (w/complete ending)

COMPOSERS Williams 

INFLUENTIAL VERSION Larry Williams (1958) 

This Williams song is of the genre in which every single section is in the strict 12-bar format. No Beatles album to this point would be complete without at least one example of this. The distinctive feature is the blues lead guitar ostinato figure used as solo material in the intro and Break and as an obbligato in all the verses. 

John is double-tracked throughout and seems to be bursting out with various "oohs" and "ows" which are not very much in evidence on the original; perhaps he was getting mixed up between this song and the previous one, the original of which does have the lead singer doing “oohs” and “ows”. 

Though a boogie-woogie piano part figures prominently in both versions, the original has more of a stage band sound than the less gutsier sound of the Beatles. Williams performs in B-flat and he inconsistently sustains chord I in bar 12 instead of always shifting to V as the Beatles do. 



It's Only Love 

KEY C Major 

TIME SIGNATURE 4/4 

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

Style and Form 

The combination of a soft texture with a Moderato tempo is a bit different for John though the emotional stance of the lyrics is more like him. 

The form is structurally both short and simple.  The formal boundary between Verse and Refrain is blurred and it might be argued that the song can be even more compactly described as a repetition of a single larger Verse + Refrain combination section. 

Melody and Harmony 

Chromatic scale motion, always one of John's favourite features, has an influence on both melody and harmony in this song; creating here side effects such as cross-relations, augmented triads, and harmonic root movement of a tritone. 

In spite of the relatively small number of chords that are used throughout, the song uses the flat-VII (B flat) chord in two entirely different contexts.  It's the same chord but with a different meaning, the result of a change in approach. 

The melodic hooks of the song feature a 6-5 appoggiatura, whether it's the descending guitar lick of the intro/outro, or the main vocal line; in the verse, on the words "(be)side-you", and in the refrain on the word "hard". 

Arrangement 

The overall sound of the piece is one that is difficult to categorize. The prominence of the guitar parts and relative absence of percussion would suggest a folk-like impression, but the hazy finish works against that style. 

The acoustic and electric guitars remain well isolated from each other on the two stereo tracks in spite of all haze. The lead part consists heavily of choppy chords applied to the syncopated off-beats and short melodic fills between the phrases. 

The vocals feature John all the way; single tracked solo in verse, and doubled up in the refrain. 

Intro 

This song has a four-bar intro which economically establishes the instrumental texture, tone, and tonality of the entire song: 


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


|C

|a

|

C:
 I

 vi

The intro, (as well as the outro and part of the refrain) place an almost hook-like emphasis on the I-vi progression, which is an old Beatles trademark starting back as far as Misery and running heavily through the 'A side' of  With The Beatles. 

Verse 

Similar to I've Just Seen A Face, the verse here is a twelve bar section whose AAB phrasing pattern matches that of the blues even though such a connection is supported by neither the harmony nor the style: 

The downward chromatic bass line at the start forces a strange root progression of I-iii-flat-VII. The effect of this is softened by the bass line itself and the placement of the iii chord in second inversion. 

The use of flat-VII sounds like the IV-of-IV variant familiar in the second half of Hey Jude. 

A constant low-level of harmonic dissonance is exploited, evocative of the vague uneasiness described in the lyrics. Some of it is clearly resolved, e.g. the 4-3 suspension implied by the lead guitar part in bar 3, and the augmented chord caused by chromatic motion, this time upward for a change.  Other examples can be seen in the added sixths implied by the vocal part over the F and G chords in the last phrase (on the words "so" and "to/it"). 

The first two phrases open out to V,  and this goes to heighten the sense of musical frustration and backing off that is inherent in the movement from V to IV. 

The ending of the section with the trademark I-vi progression is so open ended in feeling that the dividing line between the verse and refrain is much less clear. 

Refrain 

The refrain is eight bars long and built out of two roughly parallel phrases that are equal in length. The first phrase leads into the second one exactly the same way it itself had been set up by the verse ending. The second phrase leads back toward the following verse with its ending on V: 


|B-flat

|G

|C

|a

|


 flat-VII
 V

 I

 vi






 6   -> 5


|B-flat

|G

|F

|G

|

  
 flat-VII
 V

 IV

 V 

With the verse ending on the vi chord (a minor), the first chord of this refrain would be expected to be either IV (F) or ii (d).  The move to B flat, is a surprise, and furthermore sets up a cross-relation when the next chord after it is V (G). This use of flat-VII as a subdominant was used in All My Loving. As a device, it is similar in structure and effect to the way in which V-of-V is followed by IV, which also turns out to be a much favoured harmonic device of the Beatles.  A tambourine is added for this section to provide some contrast in the instrumental backing. 

Outro 

The outro is so smoothly handled that it occurs seamlessly. It starts off with a single small reprise of last half-phrase of the refrain that is stretched out for an extra three of bars by John's falsetto melissma.



You Like Me Too Much

KEY G Major 

TIME SIGNATURE 4/4 

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

Style and Form

George had been granted his first solo shot as a songwriter with Don't Bother Me on With The Beatles. 

In spite of its resemblances to the Lennon&McCartney songs which surround it in context, You Like Me Too Much contains enough substance which show it belongs to George, especially in its chord progressions and the attitude of its lyrics. 

The form of the song also contains a number of formal distinctive trademarks: the apparently ad-lib/slow intro, the deployment of both a bridge and break, and the subtle manner in which verse and bridge relate with each other in terms of both music and words. 

Melody and Harmony

The entirety of the melody lies within a narrowly constricted range of only six notes; from G only up to E above it, and the verse has a circular repetitiveness.

Furthermore, a falling scale fragment permeates the tune as a leitmotif in both verse and bridge. By way of contrast, the break uses a chromatic scale fragment which both rises and falls. This chromatic idea also makes unifying appearances at the end of the bridge, as well as in the intro and outro. 

A larger than average number of chords are used here; six out the seven which appear diatonically in the home key (I through vi), plus flat-III, and a couple of secondary dominants.

But more so than the variety of chords, it is in their unusual sequencing that George's particular style is distinguished. The more typical pop song, whether influenced by blues, rock, folk or whatever, is dominated by chord progressions that start from (and/or move steadily toward) the tonic (I) or dominant (V). As a result, progressions which lie along the circle of fifths and involve root movement of a fifth upward or downward also typically predominate. 

In contrast, George demonstrates a predilection for root movements that are stepwise or by thirds. He also likes to defer bringing things to a sense of climax or resolution, and even once he finally reaches that point, their is a tendency for him to step away from it  one more time; a musical technique and effect which matches and reflects the strong subtext of vague dissatisfaction which is a feature of so many of his lyrics. 

Arrangement

The choice of home key and the prominent role of the piano suggest a superficial connection between this song and the subject of  Tell Me What You See.  In fact, these two songs were recorded at back-to-back sessions. 

The Steinway-reinforced electric piano part provides the song with a rhythmic hook with  its relentless, syncopated accenting of the quaver note between the second and third beats (on "two-AND"). The piano also embellishes many of the chords with added 6ths and 7ths, lending a slightly jazz feel to the backing. 

George is vocally double tracked in unison for the start of each verse, with a second harmonizing vocal line (either Paul or George overdubbed) added for the title hook line and continuing through most of the bridge. The harmonization is primarily in parallel thirds though a Beatlesque open fourth is occasionally used (e.g. on the final "you" in each verse). 

Intro

The intro only seems to be slow and out of tempo because there is no percussion backbeat behind it. When compared with the outro, in which the virtually identical phrase is recapitulated with backbeat, it can be heard that the tempi of the two is quite close, with just a small amount of rubato applied to the intro. 

The song starts off with a drawn-out six bar phrase in which the home key is clearly defined before the song moves on to deal with less direct chord progressions: 

        |G      |-      |B-flat  |D      |G      |-      |

G:       I               flat-III V       I

The use of flat-III this early is unusual. When its F-natural is melodically sustained against the following D Major chord (with its F#) there is a small clash which is the most blues-like moment of the entire song. 

A touch of reverb is applied in this short passage to one of the keyboard parts and some tremolo to the other one. The latter effect returns in both the break and outro, but the former one is not repeated elsewhere. 

Verse

The verse is sixteen bars long and contains four phrases equal in length. The first two phrases form a couplet followed by a bridge-like third phrase which leads to the closing title hook: 

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

        |a      |-      |C      |G      ||

         ii              IV      I

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

         iii             V                I      IV      V

In spite of  the plentiful use of chord I in this verse, the harmonic shape of the section is open on both ends; both starting and ending away from tonic. Furthermore, the setup of IV via ii and the setup of V via iii are examples of the weak chord progressions that create a sense of avoidance of harmonic closure. 

Bridge

The separation of this bridge as a section distinct from the verses which adjoin it is significantly blurred by the flow of the lyrics. The opening bridge line ("I really do") follows seamlessly from the verse ending ("you like me too much and I like you"). Similarly, the ending of the bridge ("If you leave me") moves just as smoothly into the next verse ("I will follow you ..."). 

The harmony here, being even more open-ended than the verse on both sides, helps support this sense of formal roundedness. The large number of secondary dominants and  syncopation in the last couple of bars create a semi-modulatory feeling. It could be interpreted as an almost but not quite complete pivot modulation to the key of D. Noteworthy is  how the continuation with the next verse (starting on ii) winds up, leaving the resolution of this V chord deferred until later. 

        |e              |-              |A              |-              

         iii                             V-of-V

        |b              |A              |E      A       |A      D       

         ii              V-of-V     V-of-V-of-V V-of-V          V

One other source of contrast in this bridge is the temporary addition of a tambourine to the backing track. 

Break

The break is a clever combination of a 12-bar instrumental blues frame with the four-bar sung title hook phrase grafted on at the end. 

As a contrast to the underlying blues form, the piano and lead guitar parts exchange chromatic scale riffs during the instrumental portion. 

Outro

The outro in introduced by one more small reprise of the title hook phrase.  From there on, it's a reprise of the intro except that this time it's accompanied by the steady support of a drumbeat.


 

Tell Me What You See

KEY G Major 

TIME SIGNATURE  4/4 

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

Style and Form

In context of some of the more innovative songs of this era, this one is part of a small group of songs that might be described as nice but not ground-breaking. Several well-established Beatles trademark devices and novel touches are apparent here.  The larger than usual number of cross-references and associations with other Beatles songs seems to reflect this. 

The overall mood and technique here are relatively simple and straightforward

The form is again the familiar one of two-bridges-but-no-solo, yet the verse section is unusual in that its second half sounds a bit like a refrain.  Even more unusual is the way that a mini-solo is worked into the second half of the bridge itself. 

Melody and Harmony

The song is clearly in the key of G Major. A recurring emphasis on the flat 7th scale degree (F natural) at the beginning of each bridge lends some touch of the blues, but compared to examples like A Hard Day's Night or Ticket To Ride, this one contains an extremely mild version of it. 

The harmonies are very plain, being limited to the major chords of G, C, and D (i.e., I, IV, and V). The G chord that opens the bridge with an F natural in the melody actually functions as a V-of-IV.  The harmonic rhythm is more varied and this makes up for the small number of chords. 

Arrangement

The prominent solo part for electric piano as well as the several exotic percussion instruments used during most of the song instead of the full drum kit provide a bit of novelty to the backing track. This texture also turns the song into the most strongly Latin-influenced of any Beatles original since the days of Ask Me Why and P.S. I Love You. 

The vocal arrangement features two voices throughout, though the two parts alternate frequently between phrases sung in harmony and those sung at the unison or octave.  The words communicate the kind of desire for loving union that will never accept 'no' for an answer in spite of all distance and other obstacles.  This device takes on an almost programmatic significance; the operative phrase in this regard being “we will never be” 

Intro

With just two bars of vamping on the I chord (G), the predominant mood and texture is quickly established.  The music starts a small instant before the downbeat and this subtle gesture has a way of pulling you into the song. 

Verse

The verse is sixteen bars long. Though it splits into four phrases that are equal in length, the structure is more accurately described as two eight-bar couplets; the first being verse-like and the second sounding more like a refrain, with its slower harmonic rhythm and hook-phrase ending: 

        |G      C       |D      G       |G      C       |G              

G:       I      IV       V      I        I      IV       I

        |G      C       |D      G       |C      D       |G              

         I      IV       V      I        IV     V        I

        |C              |G              |C              |G              

         IV              I               IV              I

        |C              |G              |C      D       |G              

         IV              V               IV     V       I 

The tune is distinguished by its opening with a dramatic upward leap of an octave and its abundance of appoggiaturas. In terms of shape, it gets stuck around the 5th scale degree (D) and contains no appearance of the 7th scale degree (F#).  

The vocal arrangement features two-part harmony in first two bars of the first couplet (with John on the tune) but the remainder of this section has them singing in unison. 

Bridge

The bridge is an even eight bars but its structure is unusual. Only three of the four bars in the first phrase are sung. This phrase is rounded out by a fanfare-like riff on the electric piano (featuring a slow triplet), and leads to a second phrase that is entirely instrumental: 

        |G              |-              |C              |-              

        |G              |D              |G              |-              

Other sources of contrast are the slower harmonic rhythm and the sudden appearance for the first time in the song of the complete drum kit. 

A unifying connection with the music of the verses is the continued high number of appoggiaturas and that leap upward at the end of the piano solo; a sixth this time instead of an octave. 

Outro

The outro is a compressed variation of the bridge in which only the first phrase is presented as modified so as to lead to a complete ending. 

The surprise touch of humming without words at the end had been used to equally satisfying effect by John way back in All I've Got To Do.  

SOME FINAL THOUGHTS 

During much of 1964 the Beatles could be seen as branching out into unaccustomed styles and cross-blends, but the marked trends are in the direction of first blues, and later folk elements. The turning here toward the Latin beat is a big divergence. 

This also shows not only a flexible versatility, but even a restless determination to keep trying new things and not repeat themselves too much. In perspective of what was yet to come from them over the next few years, this simple song might be a clue to several new directions. 



I've Just Seen A Face

KEY A Major 

TIME SIGNATURE 4/4  

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

Verse -> Refrain -> Verse (solo) -> Refrain -> 

Verse -> Refrain -> Refrain -> Refrain -> Outro  

Style and Form 

The form is reasonably clear in some sense, but it's also unusually complicated and would appear to have absorbed the influence of several styles. The two verses in a row near the beginning are pure pop/rock. The strict alternation of verse/refrain in the second half is rather folk-like. The triple refrain as an outro is reminiscent of rhythm and blues. The whole thing is introduced by an extraordinary intro that is not easily categorized. 

Melody and Harmony 

Only four chords are used but this limited number are cleverly deployed so as to alternately suggest two different styles: the pop/rock cliché of I-vi-IV-V in the verses, and the blues V-IV-I in the refrains. 

Melodically there are several trademarks again: the limitation around a tight pitch range during the verses, with a bit more freedom during the refrain. The tune is also filled with Paul's much favored appoggiaturas. 

Arrangement 

The instrumental texture is strongly characterized by the folk sound of several acoustic guitars. The use of wire brushes in place of the usual wood sticks for the drum kit, not to mention overdubbed maracas (in the refrains and guitar solo) create associations with other styles. 

Paul is single tracked on the lead vocal. During the refrains, he provides his own contrapuntal backing part in the same nasally affected Country and Western voice used to back Ringo in Act Naturally.
Intro 

This fully instrumental introduction is unusually long and musically involved. It features a motif in slow triplets that never shows up again for the remainder of the piece, and the long scalic bass line whose full octave span stretches out over the complete length of the intro has embedded within its ending the "La-da-da da'n'da" hook phrase (i.e. D->C#->B AG#->A). 

The slow triplet pulse creates a deceptive sense of tempo. When the verse finally starts  with its four beats, it is sustained for the remainder of the song and there is a feeling of acceleration as though the tempo had changed. But this is entirely an illusion, anticipating what would show up later in We Can Work It Out. 

The illusion of acceleration is aided by the phrasing. The intro has an unusual ten-bar length and is built out of three phrases, the last one of which is shortened and thus hastens the arrival of the first verse. 

Harmonically, the song opens away from the home key but quickly converges on it. Even though the bass line starts off unaccompanied with the pitch of the home key, the first chord is f# and until the end of this section the sense of harmonic grounding is  suspended; similar to though not quite as intense as the opening of Help! 

top-most line:
|F#
|A
|C#
|F#
|

chords:

|f#
|-
|-
|-
|

bass line:  A G#
|F#
|-
|-
|-   E  |

A Major:
 vi
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|verse --->

top-most line:
|E
|D
|C#

chords:

|E 6/4
|- susp
|A

bass line:
|B
|A   G#
|A



 V

 I 

Verse 

The verse is blues-influenced to the extent that it is twelve bars long, consists of three phrases, and its harmonic rhythm is mostly slow throughout. Noteworthy though, is that the chord progression used is distinctly ‘pop’: 


|A
|-
|-
|-
||f#
|-
|-
|-
||


 I



  vi


|D
|-
|E
|A
||


 IV

 V
 I

The first two phrases are virtually identical, tune-wise, though they sound different  because of the chord change, not to mention the lyrics. 

The bass line motif of the intro is continued but abbreviated in length. In bars 3-5 the tune goes down the scale in parallel 10ths with the bass, and the same basic idea occurs in bars 7-9 using parallel 5ths 

Refrain 

The refrain is eight bars long and splits into a couplet of two short phrases that are balanced out by one longer one: 


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


 V

 IV

 I
 IV
 I 

The chord progression and the unique appearance within the song of a melodic minor 3rd (on the first syllable of the word 'calling') give this section a slightly more blues feel than the rest of what surrounds it. 

Solo 

The solo is almost a repeat of the tune, but is cleverly transformed in character by the rhythmically flat playing of it. 

The slight departure from the tune in the final three bars (the guitar melodically harmonizing a 3rd below where the tune itself should be) is a welcome variation, especially as it is followed by a flourish one octave up at the end. 

Outro 

The use of a triple repeat to signal the approaching end of a song is a Beatles trademark. This has sometimes been used as a small reprise of a phrase no longer than two to four bars. The repeat here of an entire eight bar chorus is unprecedented. 

The last refrain leads into a little instrumental reprise that is full of associations to earlier material of the song. Primarily, a snippet of the last part of the intro which adds a formal symmetry and allows the song to be summarized by its "La-da-da da'n'da" hook phrase. 

SOME FINAL THOUGHTS 

By this point they had been freely borrowing and blending various stylistic elements of pop, rock, folk, blues, and other styles for quite a while. This otherwise simple folk rock song goes a long way in terms of the number of diverse styles juggled simultaneously as well as the effortlessly seamless manner in which they are fused. 



Yesterday 

KEY F Major 

TIME SIGNATURE 4/4 

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

Verse -> Bridge -> Verse -> Outro 

Style and Form 

This song is so well established in the pop-cultural subconscious that it's difficult to relate to it objectively. 

It's a fine piece of work with something going for it in virtually every department: the unique arrangement, an attractive tune, some asymmetrical phrasing and a couple of offbeat chord progressions. 

One should not be fooled by whatever unique and interesting factors surround the song's history and production into thinking of it as more unique and different than it is. This song actually lies along the same compositional and moody lines of the other hymn or anthem-like ballads which characterize some of Paul's highest achievements, especially in the post-Sgt. Pepper period. 

The form here is the shorter two bridge model, and the tempo is slow. 

Melody and Harmony 

The melodic phrases are consistently arch shaped and filled with sentimentally expressive appoggiaturas. 

The overall home key is F Major but the music demonstrates a tendency to repeatedly veer off toward the relative minor key of d. This device sets a mood for the song in which all attempts at putting on a positive face are betrayed by melancholy.  Paul had used a similar harmonic trick in his similar earlier offering of And I Love Her.

Arrangement 

The instrumental backing consists entirely of acoustic guitar and a string quartet (2 violins, viola, and cello), with the two elements mixed apart from each other on separate stereo channels and the vocal split down the middle. Paul is single tracked virtually all the way through except for a short patch of double tracking to reinforce the high notes at the end of the first bridge. 

Even without the usual electric guitars and drums, some standard features are used such as the layered effect of holding back on the bowed strings until the second verse, and the manner in which the quartet never plays the same section exactly the same way more than once. Noteworthy is the ominous interjection by the viola in the second bridge, and the sustained high note in the first violin during the final verse.  This is an anticipation of the similar effect created for the second half of Hey Jude.

The bass line is played with special emphasis, whether in the hard-picked notes on the low strings of the guitar or reinforced by the cello. 

Intro 

The intro consists of just two bars of guitar vamping on an open-fifth drone-like scoring of chord I, minus the third degree whose presence would have made clear whether its in a Major or minor key. This small detail starts the proceedings off on an ambiguous note. 

Verse 

The verse is an unusual seven bars in length and divides up into three phrases:
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The music harmonically heads to the relative minor key of d even before the Major home key of F has been properly established. The arrival on the d minor chord in the third bar is the first time in the song that there is a sense of being harmonically grounded. 

The chord progression in which V-of-V is followed by IV was always very popular with both Lennon and McCartney, but usually in the faster and harder driving songs like She Loves You, and Eight Days A Week. In Yesterday, the effect of the cross-relation is blunted by the inner voices of the backing, a Barber Shop Harmony-like descending chromatic line which is intrinsic to this chord progression. 

There are extremely effective appoggiaturas on the first syllable of the opening word as well as the words "far", and "here". 

Bridge 

The bridge is eight bars long and built out of two four-bar phrases.  
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The phrase endings of this section are the only place in the song where the home key is clearly established by a clean Dominant-Tonic (i.e. V-I) cadence. The starting off in this bridge from the harmonic perspective of the relative minor key makes these phrase endings in F sound almost as much like the end result of a modulation away from the home key rather than the a return to it. 

The end of the second bridge features an effective melodic variation. In the first iteration of this section Paul sustains the high F (on the syllable "day .....") with one of the strings playing a descending counter-melody (F-C-B-flat-A) against him. In the second bridge, Paul now includes that subordinate phrase as part of the main line. 

Noteworthy too is the stepwise descending bass line which spans bars 2-3 of each phrase in this section. 

Outro 

The outro contains just a single reprise of the final phrase performed as a hum. 

The descending chromatic inner line is used to accompany the vocal line minus the supporting bass line below it. 

SOME FINAL THOUGHTS 

The scoring for string quartet and acoustic guitar is truly inspired. By the time this song appeared, the Beatles had well established their flair for creating stylistic hybrids from surprisingly diverse elements; yet this one is more than just another crossover. 

There is an ironic tension drawn between the ‘romantic’ content of what is played by the quartet and the restrained, spare nature of the medium in which it is played. 

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

