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                       LET IT BE





First Released 8/5/1970

The White Album was the beginning of the break up of the Beatles and Let It Be  illustrated the tensions between them were  escalating.  Let It Be was intended to be a live album, and a film would show the Beatles as they rehearsed and worked, and everything would come together in a live appearance. Some of this happened some didn't, and much what didn't occur was  due to the break up that was coming.  George walked out and quit a few times, only to be brought back, but the tensions were still there, and George Martin actually quit  producing the album.  The project was not completed until after the actual breakup and it was shelved for about a year, in which Abbey Road came out before it. Phil Spector was brought in to clean up the album before the release  which added to many of the existing problems.


John  was seeing Yoko Ono very intensely, and he   brought her to the closed sessions and she often did not get along with the other Beatles. From Yoko, John wanted to experiment with many strange songs, and he also became interested in other things  like the peace  campaign, politics, and Yoko's pregnancies. Since the death of Brian Epstein the Beatles  have been without a manager and because of some of the blunders they made, they wanted a new manager. John, George and Ringo  wished to be managed by Allen Klein, who managed the  Rolling Stones and he was promised to bring in much   greater revenue for the Beatles.  Paul, however, wanted his father-in-law, Lee Eastmen to manage them, and there were endless  quarrels over this.  Another tension was the failing of Apple, the Beatles publishing company. They were moving in  different directions and were sick of the restraints of the Beatles.  Paul would often  become bossy, John preoccupied with Yoko, George wishing he were somewhere else, and Ringo  being pushed around and putting up with the bickering.  

Although there are many problems, and the project was delayed, the Beatles did perform live on top of the Apple Building in London.  The concert was a classic moment in pop history and the tensions are not apparent.  The Beatles still seemed like the Beatles of the past, but more mature.  The concert was stopped by police because of the noise.  Although Let it Be was filled with tension, it was a good album. 



Two of Us 

KEY
G Major

TIME SIGNATURE
4/4 (3/4, 2/4)

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

                Verse -> Bridge -> Verse -> Outro (w/fadeout)

Style and Form

Two of Us is an idyllic love song in which uneven phrase lengths, changes of time signature, and novel chord changes liven up an acoustic folk song. 

The form is the classic two-bridge variant in which just a single verse separates the bridges and there is no instrumental solo section. The repeat of the intro between the first two verses is a rare but far from unique. 

The change of time signature in the Verse is one of the more extreme examples.  Other examples include She Said She Said and Good Day Sunshine.

Melody and Harmony

The Verse opens with a pentatonic lick in the tune, but adds in the 4th scale degree (C) for the rest of the section. The chords used in the Verse are of the common  I, ii, IV, V. 

The Bridge's shift to the parallel minor of the home key flattens the 3rd, 6th and 7th scale degrees of the tune, and alters a number of chords used in the section. It's the same technique Paul used (in the same key) back in Here, There, and Everywhere. In the earlier song he takes it further by settling down in the minor key with a full cadence. Here in Two Of Us, the minor key is heavily implicated, but is never 100% confirmed; the only V chord in the bridge is followed by the return to the Major mode. 

Arrangement

The backing track is for two acoustic rhythm guitars, an electric lead guitar, and a relatively small part for percussion 

The rhythm guitars create a lot of percussive finger-nails-against-taut-string noise, plus there's what sounds like a Buddy Holly-era overdub of thigh slapping and guitar body patting added in, perhaps explaining the limited role for Ringo. 

George plays almost the whole way through. His part is scored in the tenor range and played quietly in the background, though he does get one moment in the spotlight with a recurring scale figure that punctuates the time signature changes in the second half of the verse. Ringo's drumming is limited to a snare tapping figure that joins the verse to the bridge plus some light cymbal work during the bridge. 

Paul's lead vocal is harmonized by John in 3rds for virtually the entire verse. Paul sings solo for most of the bridge, with John coming back at the 3rd for the last couple of bars of the section. 

Intro

The four-bar intro establishes the home key by insistence on chord I. 

The Beatles staggered entrances occur even for this brief introduction.   It starts off with a syncopated hook phrase on one of the acoustic guitars, followed by guitar body thuds in the second bar, and finally the rhythm guitar and electric lead parts enter in for the second half of the section. 

Verse

The verse has a straightforward closed harmonic shape, starting and ending on I, but its phrasing and time signature is a little different: 

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

        4           4           2      4           4

        |G          |-          |-     |C          |a          |

G:       I                              IV
    ii

        3        3       3        3       3         2     4        4

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

         I        V    IV I        V    IV I         IV    I

The phrasing pattern is AB/AB,CCC in which the repeated AB couplet contrasts in terms of rhythmic character and length with the C phrases. 

Phrase A concludes with only half a bar. The unusual switch to 3/4 time for the C phrase is as interesting as the single 2/4 bar at the end of phrase C would appear to make up for the half bar (2/4 beats) left missing at the end of the A phrase. It's as if the B and CC pair of phrases were all shifted two beats out of alignment until the short 2/4 bar the end of C balances it out

IV - ii is an unusual progression, as the move from one subdominant to another subdominant doesn't provide much in the way of a sense of progress. This effect is amplified by the way that the passing tones in the vocal lines turn the second half of  bar 4 into a C9/7 chord. 

The form of the verse ending varies depending on context. The end of the first verse (the only one in the song followed immediately by another verse) rests for 1 bar on G, then repeats the entire Intro before the second verse. The second and third verses, both of which are followed by a bridge, use a two-bar rest on G to transition into the bridge sections. The final verse has a two-bar rest followed by one more reprise of the Intro. 

Bridge

The time signature remains constant for the bridge, but the harmony and phrase lengths still vary: 

        |Bb
|d
|g
|a
|-
|D
|

g:
 III     v       i       ii              V

The phrasing has a free pattern in which the phrase lengths are 2 + 4 bars. The sustaining of the a minor chord for bars 2 & 3 of a four-bar phrase is a subtle type of slow syncopation. 

Cross relations abound as a result of the shift to the minor mode.  Bb in the first bar contrasts with the B naturals of the G major mode of the verse. F natural in the d minor chord in contrast with the F sharps found in the V chords of the verse and the end of this bridge. Similarly, F natural in the tune (both on the first syllable of "longer" and the word "that" following "road") in blues-like contrast with the F# of the D Major chord at the end of the section. Eb in the tune (passing note on the second syllable of the word "longer") in contrast with the E natural of the a minor chord in the following bar. 

Outro

Following a complete reprise of the Intro, the music fades out during eight bars of vamping on the rhythm guitars, with John whistling above it, and Paul making spoken interjections. 



Dig A Pony 

KEY
A Major

TIME SIGNATURE
3/4

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

            Verse -> Verse -> Refrain ->

                Verse (instrumental) ->

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

Style and Form

This is one of the scarce Beatles songs with a clear and strong ¾ in a bar. Baby's In Black and I Me Mine are others. 

The form is dominated by the verse/refrain pattern of a folk ballad, but also includes the doubled up verses and the instrumental break of a pop song. 

The Let It Be album track of this song is taken from the Rooftop Concert of 1/30/69, though Phil Spector opted to edit out the same complete musical phrase from both the Intro and Outro sections.  This means he has eliminated an element from the original that helps reinforce the obsessional tone of the piece. 

Melody and Harmony

The verse tune has pentatonic characteristics, but the prevalence of the flat-VII chord throughout the song (which contains both non-pentatonic scale steps 4 and flat 7) means it is not purely pentatonic. 

The tune makes broad gestures of contour, and the verse starts off with a balanced arch that covers a full octave but ends up with a second upward sweep of that arch left hanging in air. The refrain picks up where the verse finished and proceeds to go to extremes in terms of range.  The downbeat of the refrain establishes a new melodic highpoint just above where the verse stops, but then, in the second phrase, the tune jumps up practically a full octave to a falsetto on the C# eight and a half tones above middle C. 

Harmonically, six out of the possible total of seven chords of the home key appear; only iii is absent. Flat-VII is used extensively, particularly in context of the double plagal cadence, VII - IV - I. 

Arrangement

The backing live track consists of two electric guitars, one bass guitar, and drum kit. 

John's lead vocal carries most of the song with some minor backing from Paul. For example, Paul reinforces the "Because I" transition between paired verses, and following the instrumental section he sings on both verses of the following pair. The refrain is vocally harmonized the whole way through. 

Intro

The intro has an AAB phrasing pattern that could-have-been made into 12 bars long instead of 11, except that its final bar overlaps with the start of the first verse: 

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

        |G

|D

|A

|-

|

         flat-VII
 IV

 I

        |G

|G#

|A

|

         flat-VII
 VII half dim.
 I

Everything but the specific harmonic content is related to the blues. 

Because all three phrases converge on the home key from the offbeat starting point of flat-VII makes the I chord at the end of this section feel less authoritative than would normally be expected. 

The chromatically rising bass line harmonized in the middle by the half-diminished 7th chord is a cliché that does not happen often in a Beatles song. 

The first two phrases of the intro are an instrumental version of the refrain section. The aggressive ostinato riff played an octave apart by both bass and lead guitar is challenging to play.

The riff's pattern as pentatonic as the verse's tune, and it is repeated on all three chords in this section, but they make a couple of consistency-avoiding adjustments for the third (and final) performance of the riff, on A: the first note is sustained for nearly to a full bar before the rest of the riff is played, with an effective blues B# beneath the C#. 

Verse

The verse has a free-verse effect, with its unusual 13 bar length and ABB' phrasing pattern; All three phrases are of different length even though the last two of them are closely related in content: 

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

         I                                   vi

        |b

|G

|-

|

         ii
 
 flat-VII

        |b

|G

|E

|-

|

         ii
 
 flat-VII 
 V

The chord progression of phrase B' is a Lennon favorite, and the earliest example is the intro to Help!
Refrain

The refrain has an AA' phrasing pattern in which the exact number of bars in the section is impossible to count because of the dramatic pause which extends the A' phrase to an indeterminate length. 

The backing arrangement cleverly varies from that of the intro. In place of the riff, the G and D chords are executed as root triads played squarely on the beat. The familiar riff does reappear for the A chord, but is performed by only the lead guitar with no bass doubling at the octave. 

The drums reset the sense of tempo before the next verse begins.

Outro

The outro is a symmetrical repeat of the intro. 



Across The Universe 

KEY
D Major

TIME SIGNATURE
4/4 (with scattered disruptions)

FORM
Intro ->

            Verse -> Verse' -> Mantra -> Refrain ->

                Verse -> Verse -> Mantra -> Refrain ->

                    Verse' -> Verse -> Mantra -> Refrain ->

                        Outro (fadeout)

Style and Form

Across The Universe features a striking mix of folk and Indian elements similar to that of Dear Prudence. Surprisingly, it was written before their trip to India, as was George's Within You Without You.
The form is clearly articulated but unorthodox. It is close to the flat form of the folk ballad, in which a grouping of sections is repeated several times as a group. The unusual touch here is the interpolation of a “Mantra” before each refrain. 

Each sectional grouping starts off with a pair of verses, but two distinct but very similar verse variations are used, and each grouping orders them differently. The first pair is V/V', the second pair V/V, and the third pair V'/V. The end result is good particularly because of the casual manner in which this amount complexity of detail is presented. 

Melody and Harmony

The tune makes use of the complete diatonic scale. The final syllable of the section is the only one in which more than one note is given to a syllable, and as if to underscore the point, John gives it one of his trademark little trills. The second verse is entirely syllabic with a downward melodic contour. The Mantra is in the melodic form of a rising triadic fanfare and provides the only release in the song from syllabic setting. The refrain features a large downward jump of a 6th. 

The harmony is also diatonic with the exception of John's much favored minor iv chord (in a Major key.) Six out of the seven native chords are used, but they appear in familiar progressions, and they stay close to the home key throughout. 

The song contains a touch of the blues based on the use of a V-IV-I progression.

The appearance of a tamboura and distorted/backwards guitar sounds blur the sense of the harmonic root movement, making it sound in places as though two chords are being superimposed. 

Arrangement

The  7” single arrangement features Lennon double tracked on lead vocal and playing acoustic guitar. The quality of the recording is not especially good.  Two lucky and randomly chosen female fans assist John vocally in the refrains and there are overdubs of the tamboura and what sounds like backwards guitar playing. 

The album track is also based on the 7” single slowed down with new elements overdubbed and some previous ones mixed out. The intro and first pair of verses are presented untampered with.  Orchestration including choir enters with the Mantra and stays for the remainder of the recording. The refrains omit the backing vocals of the two fans as well as those of Paul and George. 

Intro

The intro is six bars long. It presents an abridged preview of the Verse section. 

Verse

The verse is eight bars long, with an extra half bar added in some cases: 

        |D
|b
|f#
|-
|

D:
 I
 vi
 iii

        |e
|-
|A
|-
|

         ii

 V

The two extra beats show up only in second half of the first two verse pairs.  The other times this section is played, it is exactly eight bars. 

The harmonic shape opens out from I to V. 

Verse

The Verse' variant starts off like first verse form but diverges from it for the second phrase. Here the length is a non-symmetric 7 bars, which conveys the feeling of free verse: 

        |D
|b
|f#
|-
|e
|g
|-
|

         I
 vi
 iii 

 ii
 iv

The move from ii to minor iv causes a cross relation between the B natural in the first chord and the Bb in the second one. 

The harmonic shape is again open, but mysteriously so, given minor iv instead of V as the target. 

Mantra

The Mantra is six bars long, built on 4 + 2, unequal phrasing: 

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

         I



 V

The harmonic shape is again open to V. 

Refrain

The refrain is 16 bars long making it the longest section in the song. It has an AA'/AA' pattern of even phrases: 

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

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

         V



 IV

 I

The harmonic shape closes back upon chord I from V; it's the only non-open section in the song. 

Outro

The outro features an abridged form of the Mantra presented several times. The particular abbreviation eliminates the two bar shift to V, leaving the section harmonically like a drone. The song fades out completely by the middle of the 6th iteration.



I Me Mine

KEY
A minor

TIME SIGNATURE
3/4 and 4/4

FORM
Intro -> Verse -> Refrain ->

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

Style and Form

I Me Mine is an interesting folk/blues stylistic hybrid with a touch of A hard rocking waltz beat. 

The form alternates Verse and Refrain sections with no outro, ending off just where the usual transition to the next Refrain would be expected. 

Melody and Harmony

The foreground of the tune is heavily dependent on repetition and sequencing of downward phrases in 3 steps. The high-level melodic shape alternates between E and F  which only adds to the unfinished sense of the piece. 

The verse harmony exploits the modal ambiguities of the melodic/harmonic minor scales, featuring both a Major IV in a minor key, as well as the progression from flat-VII to V with its Beatles-favoured cross relation. The Refrain uses the blues i, iv, V. 

Both the Verse and Refrain sections harmonically open out from i, giving the song an open-ended feeling. 

Arrangement

The arrangement of the song includes some characteristic layering touches. For example, the Intro features organ and lead guitar, with drums and acoustic guitar first entering for the Verse, and a piano part held back until the Refrain. 

Phil Spector's orchestral overdub is completely unnecessary but is also straightforward. 

Intro

The intro is identical to the start of the verse, though it is shortened to 6 bars by being linked with the first Verse.

Verse

The Verse is an unusually long 32 bars, divided up into even phrases that form an AA'BA'' pattern: 

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

        |a
|-
|D
|-
|G
|E7
|a
|-
|

a:
 i

 IV

 flat-VII V
 i

        |d
|-
|-
|-
|E9
|-
|-
|-
|

         iv



 V

        |a
|
|
|
|F7
|-
|-
|-
|

bassline:A
|G#
|G nat.
|F#
|F nat.

         i



 VI

Paul's bass line makes a habit of taking jumps of a 3rd. On chords lasting two or more bars, he moves from root to middle note of the chord, placing the latter appearance of the chord in first (6/3) inversion. Examples of this include the second bar of the intro, and bar 3 of the four-bar d minor passage. The move from G to E toward the end of the first phrase extends the same bass line motif, though both chords are presented in root position. 

The other notable bass line contribution is the fully exposed chromatic descent over the first 4 bars of the final phrase. The Beatles generally seemed to prefer hiding such chromatic runs in an inner voice (e.g. You Won't See Me) or over a pedal point (e.g. Dear Prudence)

Dissonance appears in the form of the melodically emphatic F natural against the E Major V chord, and the emphasized E in the tune over the F chord. 

Refrain

The refrain would be 12-bar blues but for the transition that leads it back to the next Verse after 10 bars: 

        |a
|-
|-
|-
|

         i

        |d
|-
|a
|-
|

         iv
         i

        |E
|-
|

         V

The change of time signature coming into and going out of the Refrain is done with casually impressive precision. 

The change from 3/4 to 4/4 is accomplished by treating a half bar of the 3/4 tempo (i.e. a syncopated beat and a half) as equivalent to a crotchet note in the new time signature. The change back is done by playing a half bar of the 4/4 tempo as slow (crotchet note) triplets and allowing each of those triplet beats to equal a crotchet note in 3/4. 



Dig It 

KEY
F Major
TIME SIGNATURE
3/4 

FORM
(fade in) Refrain -> Refrain' -> Refrain''... (fade out) + spoken bit

Style and Form

Dig It demonstrates how even the humblest of Beatles recordings bears examination and provokes thought.  The specific musical content here is slight, but the exploitation of the recorded medium for its own sake creates value in this case. 

The official release of this song on the Let It Be album is a minute-long cut taken from a much longer performance of it in the studio, with a spoken bit from an entirely different arrangement of the same number attached to the ending. 

Melody and Harmony

The tune is remains around the tonic note of the home key in the manner of the talking blues style, but there are also blues flat 3rd and flat 7th scale degrees. 

The chords are the elementary I, IV, and V. 

Arrangement

The backing track is a muddy sounding production with organ, piano, and drums playing prominent roles. 

Refrain

The entire musical fabric is based on a simple four bar pattern which tends to repeat itself in pairs: 

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

        |F
|Bb
|C
|Bb
|

F:
 I
 IV
 V
 IV

Spoken Bit

John's falsetto spoken bit is neatly spliced in so that the start of it overlaps with the fadeout of the track, but with the ending of it left fully exposed. 



Let It Be

KEY
C Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->

            Verse -> Refrain -> Refrain -> Coda ->

                Verse (Instrumental) -> Refrain -> Verse -> Refrain ->

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

Style and Form

Let It Be overflows with an emotional earnestness and melodic thrust that are both qualities common to much of Paul's best work. 

Melody and Harmony

The tune (as well as the guitar solo) is almost 100% pentatonic; i.e. 1,2,3,5,6/C,D,E,G,A. The only exception is the 4th scale degree (F) in the phrase "speaking words of wisdom," on the word "words." 

The melodies for both verse and refrain span the range a 9th, but the refrain is pitched a 3rd higher than the verse; the verse runs from E up to F, and the refrain runs from G up to A. 

The final phrases of both the verse and refrain are identical, but they sound different in their respective contexts. In the verse, the phrase appears near the very top of the melodic arch. In the refrain it's part of the arch's closing downward path. 

The harmony is limited to just four chords: I, IV, V, and vi, and it never leaves the home key. Both harmony and tune are diatonic to a strict degree that is relieved only by a frequent use of appoggiaturas and a single appearance of the blues flat 7th in the instrumental arrangement of the coda section. 

In spite of chord V 's numerous appearances, the song retains a modal harmonic feel due to the almost consistent use of Plagal (IV-I) cadences and the way V seems to move to either IV or to vi, instead of to I. 

There are a number of parallel 5ths between the bass line and tune in this song that are barely disguised by the ornamentation of the tune.

Arrangement

The basic ensemble includes piano, organ, bass, lead guitar, and light drumming. Paul's solo vocal is accompanied by backing voices in parallel thirds for the refrain. 

In terms of instrumental layering, the basic plan starts off with piano solo, adds in cymbals followed by bass in the second verse, then adds the full drum kit for the following refrains and solo section, and pulls back to less percussion for the final verse before restoring the fuller sound for the big finish. 

Paul shows off his talent for melodic variation in the handling of the phrases "they will see" in the second verse, and "shine on 'til tomorrow" in the final verse. He also includes his trademark flips of an octave upward toward the end of each section starting with the refrain that follows the guitar solo. 

Intro

The eight bar intro cleverly presents the harmony of the first half of the verse without giving away what will be the tune: 

        |C

|G

|a

|F

|

C:
 I

 V

 vi

 IV

        |C

|G

|F

|C

|

         I

 V

 IV

 I

The harmonic shape is closed and the harmonic rhythm steady. A relaxing backbeat of "1, 2-and, 3, 4-and, 1" lies at the heart of the music. 

Parallel tenths run between the bass line and the accompaniment from bar 6 through to 8, including a couple of passing notes in the second half of bar 7. 

Verse

The Verse is built on a repeat of the Intro.  The second repeat of the basic phrase reiterates the parallel tenths in the second half of bar 8 in order to lead into the refrain. 

The parallel 5ths are in bars 2 - 4 between the final syllables of the words "trouble" and "mother" and the first syllable of "Mary" and the word "to." 

Refrain

The refrain is eight bars long in an AB phrasing pattern: 

soprano
|E

|-

|-

|C

|

alto
|E

|D

|C

|-

|

tenor
|C

|B

|A

|G

|

chords
|a

|e

|F

|C

|

         vi

 iii 6/5
 IV

 I

        |C

|G

|F

|C

|

         I

 V

 IV

 I

Both phrases end on I.  That first phrase features a symmetrical chord progression in terms of root movement (the move of a 4th downward between vi-iii and IV-I). The stepwise bass line and the voice leading of the upper parts (parallel 10ths again) disguise this a bit. 

The pitch 'E' is sustained through the first three bars and with G in the bass makes the chord in bar 2 sound as much like V (with an added 6th) as it is iii7 in first inversion. 

Again, parallel 5ths are in bars 1 - 3 between one of the backing vocals and the bass line. 

Coda

The coda is a four bar phrase, and in its initial appearance before the guitar solo, it is repeated with the second half of the final bar implying a move to the IV chord to  motivate the section that follows: 

        |F

|C

|G
F
|C

|

         IV

 I

 V
IV
 I

        |F

|C

|G
F
|C
(F)
|

         IV

 I

 V
IV
 I
(IV)

In the first phrase, a Bb passing note in the second half of bar 2 provides the only appearance of a non-diatonic tone in the entire song, and sets up a cross relation with the B natural in the G Major chord that follows. 

Outro

The outro uses just one iteration of the coda phrase.  The bass part does a delayed and quite slow glissando up an octave as the final chord fades away.



Maggie Mae 

KEY
G Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse ... (rough ending/fadeout)

Style and Form

Maggie Mae follows Let It Be, ending side 1 of the album with a wry flourish. 

Melody and Harmony

The tune features the complete diatonic scale, and has a nice arch shape with a high point that balances an ascent dominated by triadic leaps with a scale wise descent. 

The chords are the expected I, IV, and V. 

Arrangement

The recording uses a heavy strummed acoustic guitar, light drum kit, and Paul and John singing in rough vocal counterpoint, pronouncing the words working class dip thongs.

Intro

One chord sets the key and starting note for the singers: 

        |G
|...

G:
 I

Refrain

The refrain is sixteen bars long in a 4 by 4 form: 

        |C
|-
|G
|-
|

G:
 IV

 I

        |G
|-
|D
|-
|

         I

 V

        |G
|-
|C
|-
|

         I

 IV

        |G
|D
|G
|-
|

         I
 V
 I

The chords are simple, but the changes and the harmonic rhythm are well varied.  Noteworthy are the acceleration of harmonic rhythm in the 4th phrase and the slow syncopation caused by the I chord spanning the end of phrase 1 and the start of phrase 2. 



I've Got A Feeling 

KEY
A Major

TIME SIGNATURE
4/4

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

            Verse' -> Outro ->

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

Style and Form

This is a medium slow, medium hard blues number whose casual production values belie a unique Beatles experiment with form. 

The single most notable feature here is the alternation and eventual superimposition of two separate songs. It's more than just a medley; the musicology term for it is a quodlibet. 

The lyrics contain a clever alternating wordplay of opposites that is a Beatles technique from their early period. E.g. "Oh yeah/oh no," "wandering/wondering," and "hard year/good year." 

Melody and Harmony

The tune is blues based, with Paul's part containing some melodic bite and contour. John's part is just chatty. 

The harmony is dominated by the Beatles Blues quartet of chords: I, IV, V, and flat VII, supplemented by a chromatic stream of diminished triads played over a pedal point. 

Arrangement

The arrangement is for the 4 Beatles playing their accustomed instruments, plus Billy Preston on electric piano. 

Paul and John alternate on lead vocal. 

Intro

The intro is 4 bars long and introduces a vamping figure that characterizes the song overall: 

        |5

|6

|5 etc.

        |3

|4

|3 etc.

        |A

|-

|-

|-

|

A:
 I
 
(IV6/4)
 
 I
 
(IV6/4)

Verse

The verse is a 24 bars long. 

There are only two guitars playing from the intro through to bar 8 of the first verse. Drums enter in bar 9, the bass finally enters in bar 17, and the piano enters in bar 20. Backing vocals are limited in the first and third verses to reinforcement of the "oh yeah" exclamation points, but the second verse has a backing vocal most of the way through. 

The second half of the verse features a number of Beatles trademarks: 

1.
Active harmonic rhythm following the long static vamp, 

2.
the progression from V to flat VII, with its cross relation, not to mention the rising chromatic scale in the lead guitar, 

3.
and the slow triplets introduced in bars 17 - 18. 

Bridge

This bridge is an intense 10 bars long: 

        |E

|-

|G

|-

|

         V



 flat VII

        |D
D6/3
|G
 G#dim.
|

         IV
 
 flat VII vii o7

        |A

|-

|-

|-

|

         I

Paul both screams the lead vocal and plays a virtuosic bass part at the same time in this section. 

The V to flat VII progression is repeated in the first part. An upward chromatic walking bass line in the middle part forces some unusual chords for the cadence on I at the end. 

George plays a particularly good lead here which ends in the last four bars with a  microtonal lick. 

Verse

John's song is more repetitious than Paul's, so his verse, while still 24 bars long, repeats the familiar vamp phrase 6 times. The D chord appears in root position. 

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

        |A

|D

|A

|D

|

         I

 IV

 I

 IV

Outro

At the end, the outro consists of the phrase with the diminished chords repeated a full three times before coming to rest on a final I7 chord, this time without the vamp. 

Superimposed Verse

The section in which Paul and John's respective verses are superimposed is only 16 bars.

 The following eight measure pattern is repeated: 

        |A

|-

|-

|-

|

         I

(IV6/4)

 I

(IV6/4)

        |A

|D

|A

|D

|

         I

 IV

 I

 IV



One After 909 

KEY
B Major

TIME SIGNATURE
4/4

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



Verse -> Verse (Guitar Solo) -> Bridge -> 




Verse -> Outro (w/complete ending)

Style and Form

Its official release date, as part of the Let It Be album, was May 1970, yet there are home recordings of the pre-Beatles playing the song virtually ten years earlier. 

They supposedly held it back for so long because they never felt it was ready for an earlier album.  One After 909 is a simple and straightforward song in every compositional category. 

This one has its two bridges and a guitar solo modeled on the pattern of the verse section. All the sections are built out of even numbers of four-measure phrases. 

The lyrics have a bite and ambiguity in spite of the simple story they tell that can pass for "mature" Beatles. 

Melody and Harmony

Harmonically, only four chords are used throughout.  In order of appearance, we have B, E, F#, and C# Major (i.e., the I, IV, V, and V-of-V). 

Though not in a strict blues form, a couple of harmonic factors help conjure a very blues-like feeling overall: the long sustaining of the I chord (B) for a full 10 bars at the beginning of each verse, and the manner in which the melody pits blues minor notes against the Major harmonies.

Arrangement

The arrangement is very much in jam-session style.  The entire group seems to be playing in a continuously improvisatory style, a sort of rock equivalent of Dixieland jazz. 

This roughness is heightened by the live, outdoor nature of the recording. Noteworthy are  Billy Preston's piano licks (the glissandos, as well as a little rising four-note motif: d-d#-b-b), George's guitar fills in the intro and between sections, and Ringo's clean articulation of the "b'boom" figure in the third line of each verse section including the guitar solo. 

Vocally, John sings lead with Paul in parallel thirds above him in the verses. For the bridges, John gets to sing solo with a bit of apparently spontaneous heckling help from Paul in spots (e.g. "run right home").  The official version of this song comes from the rooftop concert of January 30, 1969. 

Intro

The intro is 4 bars of vamping on chord I, introduced by a pickup one and a half beats  before the downbeat: 


|B
|-
|-
|-
|

B:
 I

Given the simplicity of the rest of the song, this intro effectively sets the tone without giving much else away.

Verse

The verse is a four-square 16 bars in length with phrases of equal length that create a pattern of AABA': 


|B
|-
|-
|-
||-
|-
|-
|-
|

B:
 I


|B
|-
|E
|-
||B
|F#
|B
|-
|


 I

 IV

  I
 V
 I

The harmonic shape here is closed at both ends. Noteworthy is the contrast between the two lines of music with respect to harmonic rhythm. 

Bridge

The Bridge is also 16 bars long, this time in an even more repetitious ABAB phrasing pattern: 


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


|E
|-
|B
|-
||C#
|-
|F#
|-
|


 IV

 I

  V-of-V
 V

In this case, the harmonic shape is open at both ends. 

Outro

Picking it up at bar13 of that section: 


|B
|F#
||B
|F#
||B
|F#
|B
|-
|


 I
 V
  I
 V
  I
 V
 I

The final two bars consists of a prolongation of chord I. 



The Long And Winding Road 

KEY
Eb Major

TIME SIGNATURE
4/4

FORM
Verse -> Verse -> Bridge ->

                        Verse -> Bridge (Instrumental) ->

                                Verse -> Outro (w/complete ending)

Style and Form

The song appears to describe a repeatedly thwarted passion in whose ultimate fulfillment the hero maintains unshakable faith. The underlying music goes so far as to confirm such fulfillment, even though the words, if you read them carefully, indicate the outcome has not yet become an eventuality, nor may it be taken for granted. 

A thwarting of desire is suggested in the harmony by the relentlessness with which the relative minor key of c attempts to upstage the true home key of Eb. Both Paul and John had played with Major/minor tonal schemes in many songs over a long period of time (examples include  And I Love Her and I'll Be Back), but The Long And Winding Road is one of their most sophisticated examples. 

Melody and Harmony

The tune covers the overall range of a 9th, but spends most of its time in a narrow range near the top of the Eb octave. The Verse tune strives for the high Eb, landing on it only at the very end of the section. 

The home key is Eb Major but the Verse section has a strong pulling in the direction of the relative minor key of c. By the same token, c minor is not allowed to ever become fully established. 

The chords that diatonically appear on the first six degrees of the Major scale are used in the song. Many examples of extended chords (i.e. 9ths, 11ths, etc) can be found which give the piece a jazz-like feel.  The most distinctive example is the V7/9/11 chord in bar 3 that sounds like an Ab triad superimposed on top of the Bb chord. 

The Ab chord pivots between the keys of Eb and c; in some cases sounding like IV in the Major key, and in other cases sounding like VI in the minor key. 

Arrangement

The Beatles-supplied backing track is simple, with piano, organ, bass, acoustic guitar, and drums.  Phil Spector's overdub of a mini-orchestra and chorus may be overdone, but the original recording sounds a bit lacking in comparison. 

Verse

The Verse is a long and leisurely 24 bars. The phrases are even in length but their pattern is unusual; i.e. AB/CD/C'D': 

        |c

|-

|Bb7/9/11
|-

|

Eb:
 vi



 V

        |Eb7

|-

|Ab

|-

|

         I (V-of-IV)


 IV

        |Ab

|g

|c

|-

|

         IV (VI-of-vi)
 iii (v-of-vi)
 vi

        |f7

|Bb

|Eb7

|-

|

         ii

 V

 I  (V-of-IV)

        |Ab

|g

|c

|-

|

         IV (VI-of-vi)   iii (v-of-vi)   vi

        |f

|Bb

|Eb

|-

|

         ii

 V

 I

The song appears to open in midstream without any introduction. 

The Major home key is not clearly settled until the final phrase. The music never fully modulates to the relative minor key of c.

Bridge

The Bridge contrasts with the Verse on a number of levels: a shorter 8 bar length, an AA phrasing pattern, an open harmonic shape, and lyrics that fill the whole space without  long pauses: 

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

        |Eb

|Ab

|Eb

|f
Bb
|

         I

 IV

 I6/3

 ii
V

The bridge formally links back into the Verse that follows it. 

The chord change that bridges that link (V-vi) is an imperfect cadence, and this late in the song, presents another example of c minor preventing the Eb to be established. 

Outro

The outro grows directly out of the end of the final verse, recapitulating the opening phrase of the song, for the first time, starting on the Eb chord (last two bars of the verse), and closing with a clear, full cadence. 



For You Blue 

KEY
D Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse ->

                Break (Instrumental) -> Break (Instrumental) ->

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

Style and Form

For You Blue qualifies as possibly the most uncomplicated and straightforward song on the album. It's one of the very few original Beatles songs in which every section is a strict 12-bar blues frame. 

Melody and Harmony

The tune is heavily inflected with the blue 3rd and 7th degrees, and it covers a broad range (from f natural to the 'A' a tenth above). The characteristic motif of the rising leap of a sixth (on the words, "love you" in the first phrase ) is followed through by sixth-spanning triadic leaps in the remaining two phrases. 

The chords are I, IV, V, plus a brief appearance in the intro from V-of-V. 

Arrangement

George is on acoustic guitar, John on slide, Paul on piano, and Ringo on drums. 

Intro

The intro is 6 bars long with a 3-beat pickup to the first downbeat: 

        |D
|G6/3
|E7
|A7
|-
|

D:
 I
 IV
 V-of-V  V

The intro is played as a solo by George. The other instruments all join him for the start of the first verse. 

Verse

Overall, the song consists of 6 x 12-bar blues frames. George opts for a variant of this form in which chord IV breaks up what is usually an harmonically monotonous first phrase, and V appears in the final bar to motivate the arrival of the next section: 

        |D
|G
|D
|-
|

D:
 I
 IV
 I

        |G
|-
|D
|-
|

         IV

 I

        |A
|G
|D
|A
|

         V
 IV
 I
 V

The penultimate bar of this section incorporates a classic, chromatically rising bass line cliché of: D - F# - G - G# - A. 

Break

The back-to-back break sections divide up to feature the slide guitar and piano, in that order. The slide solo recalls the jumpiness of the tune without repeating it exactly. The piano solo starts off with chopping chords in a descending blues scale, but then changes to a less clear rhythmic pattern. 

Outro

The complete ending is simply tacked on to the end of the final verse.



Get Back 

KEY
A Major (Mixolydian)

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->

            Break (guitar solo) -> Refrain' ->

                Break (piano solo) -> Verse -> Refrain ->

                    Break (guitar solo) -> Refrain' -> Outro

Style and Form

Get Back exemplifies a stylized Blues that is one of the lasting Beatles trademarks. 

It is built out of a long sequence of short sections that sound very similar but which can be sorted into three groups. 

Melody and Harmony

Stylized blues means three chords; I, IV, and flat-VII instead of V. It also means 8-bar sections instead of the traditional 12-bar frames. 

The key can be described as a Mixolydian dialect of Major because the tune under-emphasizes the blues minor melodic third you'd expect by avoiding the 3rd degree of the scale completely. 

Arrangement

The ensemble of bass, rhythm and lead guitars, plus drums, and electric piano is deployed in as straightforward a manner for live performance with no overdubs or post processing as could be expected. 

Paul sings the single tracked lead. John joins him briefly in the second refrain. 

Intro

The single version starts off clean with the downbeat of the intro. The album track first sets the live mood with 20 seconds of tuning instruments and chat.

The intro is 4 bars long and efficiently establishes the home key. 

Whenever the G & D chords appear in the fourth bar of a musical phrase in this song, they are almost always heavily accented by the ensemble. They also always, with only one exception, appear with the note A as a pedal note beneath them in the bass line. 

Verse

The verse is eight bars long and features a symmetrical ABAB pattern. Its harmonic shape is closed, both starting and ending on I: 

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

        |A
|-
|D
|A
|

         I

 IV      I

The lead guitar provides a blues obbligato lick in bar 4, following the vocal part, every time this phrase is repeated. 

In contrast to both the refrain and break sections, the verse section is notably unaccented. 

Refrain

The refrain is a symmetrical eight bars long and appears in two variants. 

Refrains that follow a verse (1 and #) are as follows. Their harmonic shape is open, starting on I and ending with a cadence that motivates the return of I at the start of the section that follows it. 

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

        |A
|-
|D
|A  G D |

         I

 IV      I  flat-VII IV

A blues arpeggio (dominated in each case by either the guitar or piano depending on which of them is going to have the next break solo) places a syncopated accent in the first two bars of the above phrase on the quaver note that falls between beats 2 and 3. The accents are unemphasized in the first iteration of the four bars, but this is more than made up for in the second iteration by the effort of the entire ensemble. 

Refrains that follow a Break are slightly different in that the second phrase is not a repeat of the first phrase. Harmonically this is the most open of the sections setting up its plagal cadence with three preceding bars of I, and halting briefly at the end of the last bar. 

        |A
|-
|D
|A  G D |

         I

 IV      I  flat-VII IV

        |A
|-
|-
|D
|

         I                       IV

Break

The break is also a symmetric eight bars long and looks almost identical to the first Refrain variant; the main difference being in whether or not the syncopated accents in the first two bars of each phrase are played. 

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

        |A
|-
|D
|A  G D |

         I

 IV      I  flat-VII IV

In all three breaks, the G & D chords in bar 4 receive very sharp accents the second iteration of the phrase but sound almost under-emphasized in the first iteration. 

The first phrase of the first guitar break is the only place in the song where G & D appear with their root notes in the bass. 

Outro

The album version of Get Back doesn't have much of an outro. But after the halt on IV at the end of the final refrain, there are two sound bites which are taken from the very end of the rooftop concert; Paul's "Thanks, Mo!" and John's hope that the group has "passed the audition." 

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

