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MAGICAL MYSTERY TOUR

Magical Mystery Tour was perceived as a decline from the huge successes the Beatles obtained in the past, and this may be in part due to the enormous acclaim Sgt. Pepper received.  It is almost true that no matter what the Beatles did after Sgt. Pepper, they may have been criticized for it, however, Magical Mystery Tour for some listeners, was the worst the Beatles had ever done.  


The album is actually a soundtrack to the Beatles third movie.  The album may have received bad credit because of the harsh feeling towards the movie. This movie was the first to be both written and directed by the Beatles, namely Paul, and it shows their inexperience.   The movie revolves around a trip taken in a bus that the passengers have no idea where it is going and the Beatles sing songs in the places they go.


During this time the Beatles were under enormous pressure and going through great changes rapidly.  Probably the most influential change was the loss of their manager Brian Epstein, who died of a drug overdose.  Another change was the Beatles attraction to a new way to get "high", transcendental meditation, with Maharashi Mahesh Yogi.  All of the Beatles were turned on to Indian culture, with  George leading them, and eventually they all traveled to India to meditate with the Maharashi.  While searching for new ways to get high, on this album they still used the old ways of acid and pot, which still influenced their  music.


While the movie was a failure, the album actually sold fairly well.  On this album there are new instruments used, but the innovation is no where near that of the previous records.  Paul appears to become the leader of the group as he had the most musical input, as well as writing the story for the movie.  This is most likely due to the fact that John was in the midst of a crisis.  He had met the woman of his dreams, yet was married with one child.  During this time he decided to file for divorce against Cynthia and move in with Yoko Ono, who was to play a huge role later on.  Although John does not play a great role on the album, some of his songs appear, but Paul's did sell better.

  

George contributes a song as well, in addition to the song Flying credited to all the Beatles (it does not have any lyrics).  George's song Blue Jay Way was criticized as being too long and repetitive.


The songs are very varied in style but a noticeable fault is that many of the songs were previously released as singles, showing a decline in the output of songs.



Magical Mystery Tour 

KEY
D Major

TIME SIGNATURE
4/4

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



Bridge (instrumental) -> Verse (slower tempo) ->




Refrain -> Refrain -> Outro (fadeout)

Style and Form 

This song works so effectively as the overture to both the film and EP for which it is was written by virtue of its upbeat stylized production. 

There is a novel harmonic key structure, rhythmic motifs and shifts of tempo used on this track.   

Melody and Harmony 

This is another example where the home key of the song is D Major (judging from its beginning and ending), yet so much of it sounds in the key of E Major. There is a lot of the same ambiguity here between I and V-of-V that occurs in I Am The Walrus .

The refrain has a tune, but the verses are melodically built more out of background music plus-antiphony effect. 

Arrangement 

The backing track has an acoustic, folk-rock sound to it created by energetically strummed rhythm guitar chords on the downbeats of each verse bar.  This stands in contrast to the trumpets of the refrains, and the relaxed feeling given to the instrumental bridge and the outro. 

The vocals are primarily in a block three-part harmony that was recorded slow in order to sound high, fast, and strident on playback, an effect that mixes nicely with the trumpets. 

The panning effect of the coach motor is obvious but also sufficiently unprecedented for the group. 

The rhythm and tempo assist in the articulation of form: 

- Intro: dotted rhythm of dum-da-Dum with the emphasis on beats 1 & 3 

- Verse: hard driven four in the bar with emphasis on beats 2 & 4 

- Refrain -- non-dotted emphasis on beats 1 & 3 

- Second half of the song (following the instrumental): in a tempo approximately half the speed of the first half

The trumpet part is arranged with attention to detail: 

- The dotted note figure played by them in the intro returns at the end of each refrain. 

- The accelerating repeated note figure in the middle of the refrain starts out as quaver notes changing to semi quaver notes, but in the slower half of the song, this changes to crotchet notes and a partial doubling of the vocal's slow triplets on the phrase "dying to take you away ..." 

- For the second and third verse, the trumpets play a simple octave on the note E on every third beat. 

Intro 

The intro is six bars long, but is split in a four-bar phrase extended on behalf of Paul's carnival barker: 






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


|D

|A

|E

|-

|

D:
 I

 V

 V-of-V

First Verse 

The verse is sixteen bars long and built out of a vamp-like four-fold repetition of the same phrase: 


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


|E

|-

|G

|A

|

E:
 I



 flat-III
 IV





     D:  IV

 V

The I - flat-III progression contains a cross-relation the Beatles had always liked. An example can be seen in Please Please Me (in the same key), though it's far from the only example in the Beatles output. 

The "roll-up" phrase is sung in all four phrases of the verse. The latter pair of phrases are punctuated by a fanfare-like antiphonal phrase sung, respectively by John, George, and Paul in that order. In the interest of avoiding consistency, George performs a talking blues lick in place of the arpeggiated figure the others sing. 

Refrain 

The refrain is eight bars in long. The home key pivots on the A Major chord at the end of the verse into D Major which is clearly established in this section by a complete V - I cadence that is set up by the descending bass line: 

chords
|D

|-

|G

|g

|

bassline|D

|C nat.

|B

|Bb

|

D:
 I

 V4/2 of IV
 IV6/3

 iv6/3


|D

|A

|D

|-

|


|A

|A

|D

|-

|


 I6/4

 V

 I





     E:  flat-VII

Instrumental Bridge 

The mood suddenly, briefly changes in this ten-bar bridge into something like stage band music.

Harmonically, the music heads in the direction of E Major, with its chord V. 

At the start of this bridge the harmonic rhythm slows down to chord changes every other bar. When the last two bars shift back to a chord change every bar, introduced as they are by a syncopated G# in the bass line of the previous bar, the music feels as though it goes up a notch. But this feeling doesn't last long, since the tempo is then slowed down again starting with the next verse. 

Outro 

The climactic gesture of the refrain is emphasized by its two-fold repetition at the end. 

The outro is an even more stage-band-like passage than the earlier bridge. The only chord in this section is the D Major chord over which there is a piano and some gentle wind chimes or bells. 



Fool On The Hill 

KEY
D Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->


    Verse -> Refrain ->



Verse (Instrumental) -> Refrain ->



    Verse (Instrumental) -> Refrain -> Outro (fadeout)

Style and Form 

This is one of McCartney’s most obvious efforts in the direction of the Early Romantic (19th century) song.

The form is completely flat with four uninterrupted iterations of the Verse/Refrain sections. This ballad form is equally at home in both folk music as well as the art song; examples can be seen in Schubert's cycle, Die Schoene Muellerin. 

Lyrically, the song explores some of the same themes of lonely, alienated isolation covered in the likes of Eleanor Rigby or She's Leaving Home. Whereas the earlier songs for the most part merely suggest the inner lives, thoughts and feelings of their protagonists through attention to mundane details, we find the attention focused here almost exclusively on the main character's inner life, with the external references having become vague and abstract. 

Melody and Harmony 

The melodies of both Verse and Refrain feature good melodic arches. The refrain stops  on F natural (on the first syllable of "spinning") whereas the verse goes slightly higher on F# (on the first word of the phrase "know him".) 

Poignance in the song is intensified by a number of appoggiaturas of the sort that Paul always liked.

The Verse is in D Major; the Refrain in d minor. This alternation between parallel Major and minor keys is a cliché of the Early Romantic school of composers. The Beatles, too, had always liked it. Early parallels can be seen in the likes of Things We Said Today and I'll Be Back.

The early two examples differ from our current song in that the transition from minor to Major, occurs the other way around. This is a significant development. The classical models for this are heavily weighted toward the minor - Major strategy. 

For examples of minor to Major, see Beethoven's 5th and 9th symphonies where the shift to Major mode for the final movements provides an aesthetic gesture for expressing ultimate victory over tragic suffering. For an example of the Major to minor, see Mendelssohn’s Italian symphony where the shift to the minor mode for the final movement, provides an enigmatically demonic ending to a piece that had opened up with relentless fast triplets in the Major mode.

A detail in the harmony that shows that this is pop music is the number of added sixth and seventh chords. 

Arrangement 

The finished track incorporates a large number of instruments in a busy manner typical of the period immediately following the Sgt. Pepper album. The flute and recorder parts deserve special mention. 

The use of an instrumental section in which the vocal parts resume in the second half has its Beatles precedents as far back as From Me To You.

Paul's lead vocal is single tracked in the verses and double tracked in the refrains. 

Intro 

The one-bar intro has a plain four-in-the-bar on the I-added-sixth chord, and any hints of a Major/minor mode shift are kept hidden until it actually occurs. Similarly, there is no appearance of the quaver-note motion which underlies the remainder of the song. 

Verse 

The verse is an unusual seven bars long with its final phrase truncated so that it joins with the start of the refrain: 


|D

|G6/4

|D

|G added 6th
|

D:
 I

 IV

 I

 IV


|e
A
|D
b
|e
A
|


 ii
V
 I
vi
 ii
V

The harmony of the first four bars is suspended over a pedal point in the manner of a Bach prelude. 

Once the pedal point ends, the harmonic rhythm is doubled for the second half of this section. 

Whatever potential monotony might be caused by the flat form is lightened up by the many small variations in the instrumentation from section to section.

Refrain 

The refrain is only four bars long with one additional bar tacked on to bridge back to the next verse: 


|d  g
  d
|Bb

|C

|d       |D
|

d:
 i  iv6/4 i      VI6/3         flat-VII        i        I

The mode changes abruptly to minor in the refrain, and the effect is like the sun suddenly "going in" on an otherwise lovely sunny day. The switch back to Major is not dealt with as suddenly; the extra bar at the end gives a chance to adjust to the change before the next verse begins. 

Rhythmic activity and harmonic rhythm subtly increase from the intro of the song up through the start of the refrain. The intro has only block crotchet notes, the verse introduces the rocking quaver note rhythm in the piano part though the harmonic rhythm remains slow at first, picking up in the second half; the harmonic rhythm finally reaching its fastest single moment at the start of the refrain over a reprise of the pedal point. The assertion of a rigid march beat in the final two verses, in spite of the continuation of rocking quaver notes in the background balances out the first half of the piece. 

Outro 

The outro contains no new material, but fades out over one last repeat of the half-instrumental verse section. 



Flying

KEY
C Major

TIME SIGNATURE
4/4

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

Style and Form 

We have indisputable evidence that the very Early and Late Beatles loved to jam; to set a simple chord progression (more often than not, but not always a 12-bar blues frame) and improvise until exhausted, bored, or both. 

Melody and Harmony 

The harmony is 12-bar blues form of the variety where bar 12 features a V chord instead of a sustained I from bar 11. 

Intro 

This intro, like the two verses which follow it, is a 12-bar blues frame.  The rhythm guitar uses a 4-3 appoggiatura motif for this section. 

Verse 

The tune of the first one is scored for Cor Anglais solo, and the second one features a choral unison of the whole four of them. 

Outro 

The music comes to an abrupt halt at the end of the second verse, but the track runs on for another 30 seconds of mellotron and other tape noises, creating a statically ethereal effect. 



Blue Jay Way

KEY
C Major/modal

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->



Verse -> Refrain ->




Verse -> Refrain -> Refrain -> Outro (fadeout)

Style and Form 

The style of this song is derived from Indian music though, compared to the likes of Within You Without You, the exotic influence is much less direct, as it is applied only to the use of a drone bass, and a modal, raga-like tune. No explicitly Indian instruments are incorporated.

The form again is the straight folk ballad, making for an interesting comparison with Fool On The Hill in context of the Magical Mystery Tour song lineup. 

Melody and Harmony 

The mode is highly unusual; a Major scale variant with both a raised 2nd and 4th degree: 


C
D#
E
F#
G
A
B
C

The raised 4th is an augmented fourth from the root of the home key. This has its precedents in both Indian ragas as well as the Western Lydian mode. 

The raised 2nd is an augmented 2nd from the root, which is much less precedented than the augmented 4th. 

For the verse melody, George uses this scale in a manner more characteristic of 19th century European music than the classically Indian; outlining the diminished 7th chord  in his chosen scale to imply the romantic sounding ii-dim.7 - I chord progression. 

The refrain melody has more of the Indian flavour expected from the sound of the track's intro. It provides the completion of the melodic arch that starts off in the verse and conveys pathos by virtue of its stress, over the bass line drone, on the 7th and raised-4th scale degrees; the latter being used for a nice #4-3 appoggiatura. 

Arrangement 

The arrangement is a mix of various special recording and mixing effects used by the Beatles over the course of the Revolver and Sgt Pepper albums, with the texture generally increasing in thickness and intensity over the course of the piece. 

The foggy atmosphere and texture created by the special recording effects represent the most fully developed aspect of this song. Yet the effects are far from musically essential to the song. 

Intro 

The intro is played ad libitum, though in terms of duration it is about 8 bars long; more or less the same length as either a verse or refrain: 





       1  2       & 3   &4   &

                                         "There's a fog upon L.


|C

|.....     ...|d# dim. 7

|

C:
 I                             #ii dim.

The intro is layered in a manner not at all typical of a standard Beatles song: the organ drone first as a single octave of C natural, next the bass line fills out one octave lower, next the C Major chord is filled in followed by a very soft intimation of the tune later heard in the refrain, followed by a solo cello anticipating the F#-E appoggiatura that will later characterize the ending of the refrain.

There is also some (perhaps not specifically intended) tapping noises under the opening bars. 

Verse 

The verses are all 1 beat short of a full even eight bars. The arrangement of the first verse is dominated by the thumping bass line and the electronically processed backing vocals deployed in antiphony with the lead; the whole thing finishes with a cymbal crash at the end. 

In the second verse, the cymbals and full drum kit play all the way through and the backing vocals sound even more processed. In the third verse, the backing vocals sing rhyming melismas in antiphony with the lead. In the last bar of each section the thumping beat is suspended and flashes of backwards tape effects peep through for an instant. 

Refrain 

The refrain, in contrast to the verse, is a full 8 bars long plus one additional bar to serve as a pickup to the next verse.

The harmony of this section is entirely a drone of the I chord, except for the pickup 9th bar which serves as #ii dim.7. 

Following the cymbal crash at the end of the first verse, the drum kit stays in evidence for the complete remainder of the song. The drums are actually already there in the first verse, but they keep a low profile of merely reinforcing the thumping bass line. 

Similarly, the cello becomes more of an equal participant from the second refrain forward. 

Outro 

The outro is relatively long in proportion to the rest of the song. It grows directly out of continued variations of the final refrain.

Just when the outro could go on forever, the plain drone reasserts itself, pianissimo, and the song is over. 



Your Mother Should Know

KEY
a minor/C Major

TIME SIGNATURE
4/4

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



Verse -> Bridge ->




Verse -> Outro (w/complete ending)

Style and Form 

Formalistically, this song has an unusual asymmetrical phrasing pattern in the verse, plus the even more unusual deployment of an instrumental bridge in place of the typical sung refrain. 

Harmonically, this is another example of the much-beloved Beatles characteristic of exploiting home key ambiguity between a Major key and its relative minor. 

A nostalgic tone is set by the heavy use of secondary dominant chord chains (i.e. V-of-x) and their associated descending chromatic scale fragments, by the opening arpeggio in the tune, the style of the arrangement, the oom-pah 4-in-the-bar backbeat, and the humorous lyrics. 

Melody and Harmony 

C Major is the home key though the relative minor key is very prominent. The intro is in a minor, and both the verse and bridge sections start off in that key, even though they both end up in C Major by the end. 

Arrangement 

The backing track is dominated by keyboards, bass, and drums; the latter being held back, until the final bars of the first verse, and the harmonium reserved for the bridge sections. 

Intro 

The intro is simply a pair of vamping bars, starting off in the relative minor key, and establishing the texture of what is to follow. 

Verse 

The verse is an unusual eleven bars long and consists of three phrases. The harmonic plan  starts off in a minor, converges slowly but steadily on the relative Major, C, only to return  immediately back to the relative minor: 

chords:
|a

|F 

|A

|d

|

bassline|A

|F

|E

|D

|

a:
 i

 iv

 V-of-iv
 iv







     C:  ii


|G

|C

|A

|

C:
 V

 V

 V-of-ii


|D

|G

|C

|E

|


 V-of-V

 I               I

                                     a:  VI              V

The first phrase cleverly features the A minor and Major chords within the space of three bars, resulting in a near cross-relation. 

The tune in bar 7 features a diminished fourth (from f natural down to c sharp) on the syllables "...er should." 

The chain of three dominants in a row (bars 7-9) implies a descending chromatic scale fragment of G-F#-F natural-E.

The backing vocals finish of the verse with an upward chromatic push from D#->E. 

The final bar of the second verse is extended by a half bar as it leads into the bridge. The other Beatle precedents for this technique both come from Lennon; i.e. I'll Be Back and Strawberry Fields Forever.

Bridge 

The bridge is a long instrumental phrase of six bars. The same harmonic strategy heard in the verse applies here as well. 

Outro 

The ends of verses 3 and 4 are modified in order to generate a "one more time" repeat of the final phrase.



I Am The Walrus

KEY
A Major

TIME SIGNATURE  4/4

FORM
Intro -> First Verse -> Second Verse -> Refrain ->


    
First Verse Variant -> Second Verse -> Refrain



   
Intro redux -> Refrain ->





First Verse -> Second Verse -> Refrain ->






Outro (fadeout)

Style and Form 

This is an unusual song with bizarre lyrics, but very cleverly crafted. 

Melody and Harmony 

The song is firmly tooted in the home key of A Major, but a number of harmonic factors unbalance this: 

1.
The prominence and sense of tonal focus given to the B Major chord (V-of-V in this context) at the beginning of the intro and at the end of the Second Verse sections 

2.
The sense of tonal arrival given to the E Major chord (V in this context) at the end of the refrain 

3.
The use of block chords moving root-wise along the scale in all sections; especially in the outro. 

Balanced off against these are a tonal stability given almost equal prominence with a  blues V-IV-I chord progression. The tune, when it is not repeating on a single pitch for  emphasis is prone to blues licks that contain flat 3rd and 7th scale degrees.  The same thing occurs in the licks played by the horns and strings. 

Arrangement 

With the exception of All You Need Is Love, this is the Beatles arrangement at this point in time with the largest number of discrete, separate elements; with significant, complex parts for orchestra, chorus, radio, and other sound effects, all on top of a basic rhythm track and vocal which have been heavily processed. 

The overall effect of the orchestration is surreal. The overlay of orchestra and chorus underscores various details of imagery in the words and music with exaggerated gestures suggestive of a cartoon soundtrack; e.g. stumbling triplets after "see how they run," the glissandi behind "crying," the laughing at the choking smokers, and the "sneiding" pigs. 

The intro features the type of staggered entrance used many times before in much more straight-laced Beatles songs, with part of the backing track to start, the strings coming in second, and the full drum kit coming in last. 

The feel of the backbeat is modulated over the course of the song. It start off with gently rocking quaver notes (noteworthy is the cellos mimicking the lead vocal's oscillation between E and D#), and end up with an abrasive crotchet note march. This breaking of this song into two halves is less obvious than it was in Strawberry Fields Forever  

The radio broadcast of an extract of John Cage fits in well.  

Intro 

The intro is seven and a half bars long, and harmonically converges to the home key from the relatively remote starting point of V-of-V.

The intro features a traditional AABB phrasing in the melody. 

First Verse 

The first verse is six bars long and consists of the two phrases of equal length. Harmonically, the section stays within the home key but it is established without using chord V: 


|A
(G)
|C 
D
|A
(G)
|


 I

 flat-III IV
 I


|C

|D

|A

|


 flat-III
 IV

 I

Second Verse 

The second verse is melodically similar to the first one but its harmony is modified significantly to transition from the home key to go towards chord V: 


|A
(G)
|f#
F  G
|A
(G)
|


 I

 vi flat-VI flat-VII I


|F

|B

|-

|


 flat-VI
 V-of-V

Refrain 

The three bar refrain provides the arrival on chord V, sounding more like a modulation to the key of V rather than a half-cadence on the V chord of home key, A Major. 

The third refrain is extended one extra bar that is unnecessary in one sense, but which  sets a precedent for how the outro will eventually grow out of the final refrain.  The five-bar extension to the second repeat of the First Verse is an even earlier forecaster of how  this song will come to its end. 

Outro 

The outro grows directly out of the final refrain with this passage: 

      ...Walrus ...


|E

|D

|C

|B

|


 V

 IV

 flat-III
 V-of-V

The chord progression of the outro itself is harmonically unusual with scales in bass line and top voice that move in contrary motion: 

top:
|A

|B

|C

|D

|

bassline|A

|G

|F

|E

|


 I

 flat-VII
 flat-VI
 V7


|E

|F#

|G

|A ...


|D

|C

|B

|A ...


 IV9

 flat-III 11     v

 I

The music and chorus quickly fade to faintness.  They don't completely fade out until a few seconds before the very end, but allowing the radio program to noisily predominate through the final 40 seconds. 



Hello Goodbye

KEY
C Major

TIME SIGNATURE
4/4

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



Verse (half instrumental) -> Refrain ->




Verse -> Refrain -> 1st Outro (w/complete ending) ->





2nd Outro (fadeout)

Style and Form 

The form is unusual, with no intro, strictly alternating verse and refrain sections, and an additional outro section. 

Melody and Harmony 

The verse sections are in C Major. The refrain, by contrast broadens both melodically and harmonically to include blue notes and chords. Only one of the 12 possible pitches not to appear in this song is Db. 

The tune makes heavy use of arpeggio fragments.

The harmony implies V->I cadences, while its actual cadences are predominantly plagal, the main exception to this being the transition between verse and refrain. 

Arrangement 

There is an unusual scoring of piano, organ, violas, drums, and miscellaneous percussion instruments, and a lead guitar lick before the "oh no!" of each verse

A running scale motif unifies the piece; the downward bass line in both verse and refrain, balanced by the upward line in the background of the refrain. 

The backing voices are sparingly used within the body of the song. In the second refrain they start off doubling the upward scale and finish off with a downward blues lick. In the third verse, they provide an antiphonal obbligato to the lead vocal. 

The violas double the downward scale (without backing voices) in second verse. 

Verse 

The verse is an unusual 17 bars long, though the final bar overlaps with the start of the refrain. 

The internal phrasing is far from four-square in spite of the even harmonic rhythm and the approximate 16 bar form. 

chords:
|d
|-
|C
|-
|

bass:    F               C

C:
 ii6/5           I


|G
|-
|a
|-
|


 G               A G F E D C B A


 V               vi


|G
|-
|a
|-
|


 G


 V


|G
|-
|-
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|-      |C


 V

                         I


 

 13/11     5/3   11/9/7

Harmonically we have a non-chord I opening. The theorists are divided on whether to define the first chord as d minor 7 in first (ii6/5) inversion, or as an F Major chord (IV) with added sixth. 

The first two appearances of V resolve to vi. The third appearance of V is allowed to resolve to I but only after a pedal point is built up. 

Refrain 

The refrain is 16 bars long with a predictable ABAB' phrasing pattern: 

chords:
|C
|-
|a
|-
|

bass:
 C
 B       A       G


 I               vi


|F
|Ab
|C
|-
|


 F

        IV      flat-IV I


|C
|-
|a
|-
|


 I               vi


|F
|Bb
|C
|-
|


 IV      flat-VII I

The bass line of the two A phrases still descends, though four times as slowly as it did earlier. This contrasts well with the upward scale in the accompaniment that mimics the crotchet note motion in the scale heard earlier. 

The downward blues lick sung by the backing vocals contains the unusual melodic interval of an augmented 4th: 



Ab -> E -> D -> C



Hel-  lo   Good-bye

Outros 

The first outro starts off as a repeat of the refrain, but after six bars it veers off onto a  tangent as the bass line descends chromatically:

chords:
|C
|-
|a
|-
|

bass:
 C
 B       A       G


 I               vi


|F
|Ab
|-
|-
|-
|F
|C
|-
|


 F
 Ab
 -
 G
 Gb      F

         IV      flat-IV 


 IV7     I

The second outro is built on a vamping 4 bar phrase that is harmonically on top of a C Major pedal point. The underlying counterpoint in this section contains typical Beatlesque parallel fifths: 


vocals:

|C
|-    A |G   G  |
|


piano:

|E
|-    D |C   C  |
|


Bass line:
|C
|-
|-
|-
|

The phrase is repeated 6 times before the fadeout starts.



Strawberry Fields Forever

KEY
B flat (more or less)

TIME SIGNATURE
4/4 (with occasional measures of 6/8)

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




Verse -> Refrain -> Outro (w/double fadeout)

Style and Form 

Although this song is regarded as a landmark breakthrough, there is nothing on the technical side here that is "new".  Rather it is a matter of several still-novel techniques being taken to new levels of complexity, intensity, and exploitation. 

The use of tape-speed variations; up close miking; playing tapes backwards; the inclusion of instruments and instrumental groups that are not rock in their primary association; strange chord progressions, and changes of time signature, all have precedents on Revolver, but they are presented here in Strawberry Fields Forever in creative extensions that never feel as if the Beatles were merely repeating themselves. 

Melody and Harmony 

The harmony alternates between relatively standard tonal clarity and strange ambiguity. In several places it pulls back from inevitable cadences, and settles throughout for the less decisive IV-I plagal cadence instead of the standard V-I. 

The melodic material has a similar mix of the familiar with surprising chromatic touches as well as the dramatic rising octave leap. The licks add a touch of flat seven modality. 

Arrangement 

The first part of the song up to the beginning of the second refrain features mellotron, guitar, and drums. The second part shifts to a heavy orchestra-like texture which sounds like a much larger ensemble than the four trumpets and three cellos actually used. This group was superimposed onto a backing track of cymbals recorded to playback sounding backwards, guitar, swordmandel (an exotic Indian instrument which looks like a table harp and sounds like a harpsichord), and several other instruments and effects, much of which get lost in the background. John's vocal is heavily distorted throughout and is double tracked in the refrains. 

Intro 

The introduction is full of ambiguity. The home key remains largely elusive. 

Chords
|F      (a)
|c
A-dim.
|B
F
|Eb
Bb
|

Bottom
|F
 E
|Eb

|D
C
|Bb

|

Bb:
 V               ii
vii-dim. I      V        IV     I

The final bar of the intro contains an additional 2 beats 

This intro is, similar harmonically, to the one found a couple years earlier in Help!

Refrain 

The phrasing of the refrain is made vague by the use at one point of a shortened half-bar, (on the words, "nothing to get"), and at another point by the use of a single bar in 6/8 (on the words, "Strawberry Fields for ..."), with the quaver-note pulse being constant. There is also the fact that the vocal part starts up in the middle of the first bar, giving a feel that the actual downbeat for the section is at the start of the second bar, (on the word "down."):

|Bb |- |f |- | Bb: I v * half*bar* |D-dim |- |Eb F|G | vii-of-IV IV V V-of-ii * 6/8 * |Eb |Bb | IV I 

The refrain is the most tonally ambiguous section. The v chord of the home key is presented in the minor mode, a diminished chord sets up an excursion toward either IV or ii, and a plagal cadence. 

In the first refrain the diminished chord in the fifth bar is presented with G in the bass as a V9-of-ii, and the penultimate bar places a c minor ii chord in between the Eb and Bb chords. 

Verse 

In contrast to the refrain, the verse section is a more conventional eight bars long in four even phrases. The harmonic rhythm is also contrastingly faster in this section. 

Harmonically, the verse opens on V but avoids resolving onto I. The opening chord V deceptively resolves to vi, and the closing V moves to I only by way of the IV chord: 
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Outro 

The novelty of the song's fade back in and then out again is not to be under-estimated at the time of the song's initial release. 



Penny Lane 

KEY B Major 

TIME SIGNATURE 4/4 

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

Style and Form 

The completely cyclical form is folk-like, though the transposition upward of the final refrain is quite reminiscent of the late 50s/early 60s cliché of stepping up a half-step for the last chorus. The Beatles only other use of this to this point of their career, is found as far back as And I Love Her.

The rhythmic pulse is march-like with an undercurrent of fast triplets and syncopations that emphasize the rigidity of the four-in-the-bar time signature. 

Melody and Harmony 

The overall tonality of the song is Major, yet the verse has a touch of the parallel minor key, and the refrain is modally inflected by the melodic flat 7th. 

The setting of the refrain in the key of flat-VII  is the single most unusual feature. Structurally, it provides motivation for the upward transposition of the final refrain. 

Arrangement 

The mix has a thickness created by brass, flutes, a piccolo, a bass fiddle, a fire bell, and voices mimicking sirens. 

The final track also shows some of the signs of having been recorded with the tape running slow, in order to sound faster and higher on playback; the most noticeable evidence of this is the unnaturally fast vibrato in Paul's voice. 

The refrains feature an effect somewhere between counterpoint and antiphonal obbligato in the way that the lead vocal is picked up by either the backing vocals or trumpet solo. 

The appearance of a Bach trumpet (i.e. Baroque era piccolo) in this song is out of character, but the layering of this solo is strictly according to the Beatles style and is only loosely inspired by Bach’s Brandenburg Concertos (which Paul claimed as the inspiration). 

Verse 

The verse is a standard eight bars long and divides into a 2+2+4 structure. 

This verse section starts off with a classically predictable walking bass cliché, but with a single surprising minor 7th chord in bar three.  The section continues in a Jazzy/French Impressionistic vein for several bars only to cadence with a classically inspired 4-3 progression: 
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The harmony of the bars highlighted above with a string of asterisks is extremely chromatic.   The underlying chromatic progression is itself embellished and stretched out. 

The overall progression is from I - V by way of flat-VI chord, which is from the parallel minor 

The implied shift to the parallel minor, and the continued implication on it by the keyboard part lends an ominous tone to the song, one that is at cross-currents with the otherwise happy lyrics. 

The first verse of each pair has the 4-3 suspension over the F# chord repeated in its last two bars. The second verse of each pair, the ones that are followed by a refrain, use the final two bars to make an unusual pivot to the key of the flat-VII, A Major.

Refrain 

The refrain is eight bars long, in a standard 4 + 4 form, and features much simpler harmony than the verse: 
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The harmonic pivot back to the home key of the verses is based on the borrowing of a chord from the parallel minor. In this case, the D Major chord is in b minor, not Major. 

Bars 2 and 6 of this section feature chord I in first (6/3) inversion. In the realm of classical music, this 6/3 chord is very common. In terms of the Beatles songs it's appearance is rare. 

Outro 

Paul's last "Penny Lane" vocal lick is executed in hard syncopation against the final downbeat, and is followed by a suspenseful few seconds before the cymbal crescendo finishes the song. 



Baby You're A Rich Man 

KEY
G (Mixolydian) Major

TIME SIGNATURE
4/4

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




Verse -> Refrain -> Outro (fadeout)

Style and Form 

This is a relatively simple song for the period, both in terms of the material, and the speed with which it was put together. 

It  bears the earmarks of its period in the large number of instruments and effects used in the recording, and the themes in the lyrics of identity crisis, impatient dissatisfaction with wealth that is only material.  

Melody and Harmony 

The song's mode is Mixolydian Major because the home key is established despite a  complete absence of the D Major (V) chord in the harmony, and the similar absence of F# (the Major 7th scale tone) in the melody. 

The number of chords besides G Major (I), is no more than C Major (IV) and F Major (flat VII, or possibly in this context IV-of-IV). 

The only unusual chord in the song appears in the Refrain when the bass line moves chromatically toward C via Bb and B natural, to support the progression of Bb - G; i.e. flat III to I. The Beatles used the flat III chord more often than might be expected, because they liked the cross-relation it usually creates with its surrounding chords in a progression. 

Arrangement 

The instrumental track includes a large number of instruments.  The piano has a very strong bass line.  Also prominent is the percussion, and the "clavoline

The melody stays relatively high, focused around the note of the home key, though both verse and refrain sections jump to the tonic note an octave lower. 

Intro 

The intro is an eight-bar vamp on the I-IV chord progression which is to characterize the piece: 


|G      |C      |G      |C      |G      |C      |G      |C      


 I       IV6/4   I       IV6/4   I       IV6/4   I       IV6/4

The G is sustained in the bass line throughout, resulting in a drone- like harmonic style. 

This intro is nicely broken up by Paul's bass entering in the middle of the third bar and the clavoline following closely on its heels. 

Verse 

The verse is a blues-like three-phrase ABB section, though its first phrase is an unusual three bars.  The melody makes a sudden jump downward toward the end of each B phrase, punctuated by a switch in the vocal arrangement to John singing solo: 

The first phrase remains harmonically closed off in the home key. The 'B' phrases open unusually on chord IV, instead of the more typical V chord, making the effect weak. When the two verses are in close succession at the beginning of the song, it's hard to know that a second verse has begun, as opposed to a first verse merely continuing. 

The C Major chord in bar 2 of this verse appears in the second inversion (6/4) (with the G in the bass line) for verse 1 and 3. In verse 2, it appears in root position

Refrain 

In contrast to the 11-bar ABB verse, the refrain, while also three phrases in structure, is an even 12 bars long, with a form of ABA: 


|G              |C              |G              |C             |


 I               IV              I               IV


|Bb       G     |C              |G              |C             |


 flat-III I6/3
 IV              I               IV


|G              |C              |G              |C             |


 I               IV              I               IV

During the middle phrase of this section, the tune swoops first down an octave and then back up. This is a good example of avoiding consistency.

Outro 

The refrain ends with a repeat of its 'A' phrase, and provides an extra two repeats of that phrase into the fadeout which begins immediately. 

SOME FINAL THOUGHTS 

The rumor that John secretly sings "rich fag Jew" (as a taunt intended for Brian Epstein) in some of the refrains' 'A' phrases makes for a legend of the sort that is not confirmable but which persists because of audible ambiguity of the recording. 



All You Need Is Love  

KEY
G Major

TIME SIGNATURE
4/4 (alternate verse measures and others are 3/4)

FORM
Intro -> Verse ->



Verse -> Verse -> Refrain ->




Verse (guitar solo) -> Refrain ->





Verse -> Refrain -> Refrain -> Outro (fadeout)

Style and Form 

In terms of release dates, this song followed remarkably close on the heels of  Sgt. Pepper. 

The form contains an unusual twist of opening with three consecutive verses.  The first verse does not present the tune of the song, but rather establishes the "love, love, love" chorus part which serves as vocal wallpaper for the rest of the verses which follow.

The music is cast in a variation of the anthem-like march style used in the likes of Yellow Submarine, though in this case, the number of diverse elements used is more complex than before, and the time signature used in the verses prevents the "march" from sounding too obvious. 

The words contain more interest than is initially apparent.  There is a clever retrograde of the title phrase ("love is all you need"), some philosophical observations on the ironic tension between the attempts you make to direct your life's course and the way you learn from experience to accept the influence of  destiny. 

Melody and Harmony 

The tune is dominated by simple motifs: a downward scale fragment reminiscent of "Three Blind Mice", the appoggiatura on the word "easy" in the verse, a fanfare-like hammering on a single note for the title phrase in the refrain, followed by an upward chromatic scale fragment that imitates the downward fragment of the brass band obbligato. 

The most unifying motif is one in the bassline that rises at the end of each phrase (dotted crotchet notes D - E - G), and this phrase matches identically the "intentionally misquoted" fragment of the "Marseillaise" used in the intro. 

The harmony of the song moves away from G Major to e minor. 

Arrangement 

The backing track is thickly made up of layers upon layers: the Beatles' own rhythm track and guitar solo; the Yellow Submarine- like brass marching band; an electric piano and harpsichord; and a string section scored in a style that is like a cross between Montovani  and Strawberry Fields Forever.

The vocal arrangement is comparatively straightforward, with the backing vocals in the verses, John's lead vocal, additional backing vocal assistance from the others in the refrain, and the callouts from Paul. 

Intro 

The intro is three bars long and opens up with an instrumental misquote of the "Marseillaise," dressed up to sound Baroque in style because of the trills in the last bar: 


|G
D
|G

|C  a     
D|


 I
V
 I              IV ii          V

Verse 

The overall harmonic motion of this verse moves back and forth between I and V. 

        4               3            4               3

chords  |G      D       |e           |G      D       |vi          |

bassline|G      F#      |E       D  E|G      F#      |E       D  E|

G:       I      V6/3     vi     (V)   I      V6/3     vi     (V)

        4               4               4            3

        |a      e       |D       e      |D           |G       D   |


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

         ii     vi6/3    V       vi      V      4/2   I6/3    V

Refrain 

In contrast to the verse, the refrain is eight bars long and phrased as 4 + 4. 

        4               4               4               4
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|D

|G
a
|D
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 I     ii7/11    V               I      ii7/11   V

        4               4               4               3


|G
B
|e

|C
D
|I

|


 I      V-of-vi  vi
         IV     V

The chord in the second half of bars 1 and 3 is contains one of  the characterizing harmonies of the track. Noteworthy is the Major second between A and G in the backing vocals combined with D in the tune. 

Outro 

The repeat of the final refrain combined with the extended outro lends some formalistic weight to the ending of this track.   The delay of any fadeout until just the last 30 seconds  adds to this weight. 

The outro finally shifts entirely to 4/4 to provide a different background for the fadeout, though that rhythmically dotted D-E-G bass line motif persists all the way to the end. 

The Bach trumpet duet is from the opening of the Two Part Invention in F Major, transposed to the key of the song and played in its tempo.  In the Mood is played in the correct key but not quite in tempo. 

Paul's ostinato breaks down for a moment, 30 seconds from the end; just before John shouts out his "Yesterday".  There is also a clever literary quote from She Loves You. 

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

