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PLEASE PLEASE ME

Released March 22, 1963 
This album is the first made by the Beatles.  It was considered radical for its time because it had so many original songs on it, including the first two singles, Love Me Do and Please Please Me.  Please Please Me, the single, went to number one in Britain and was the reason for the making of this album. It was customary for an artist or group to make an album surrounded by a couple of hit singles and some filler at a time when they were popular.  Please Please Me was an exception as there really is no "filler" as each track is of good quality.  George Martin was so impressed by their live show that he wanted to record this album live but the idea proved unworkable.  All the tracks on the album were a studio recording of their current live set.

The album was recorded in ONE day.  The Beatles worked through until it was done and also notable was that they were all ill with strong colds.  

The album opens with a rocker sung and mainly wrote by Paul who provides the standard "1,2,3,4.." count in and gets the album on its way. From there, there is a variety of songs either written by John and Paul or one of their idols, and some are sung by George or Ringo. George gets the spotlight in the songs Chains and Do you want to know a secret and Ringo sings Boys.  In the middle are the two singles and the album closes with Twist and Shout.  This song was saved as the last one as they knew that John, with his cold, would lose his voice after the first take. Therefore, everything had to be perfect on the first take, there would be no other.



I Saw Her Standing There

Paul's first (and one of his best) recorded songs from this time. The opening count is from another take, but the rest of this was the first take. John changed Paul's "Never been a beauty queen" to the grittier, bluesier, yet more inscrutable "You know what I mean”.  

In contrast with the post-skiffle beat of songs this is one of their first hard, fast rockers; it was probably the most original song they had written at the time of its recording, and appropriately they chose to have it start off their first album. 

The words, music, and arrangement of this song show  the touches and techniques that in retrospect define the early sound of the group.

Words 

The lyrics of the first three verses and bridge section contain a simple boy-meets-girl narrative to which the music lends a hot connotation, in spite of the lack of explicit passion in the words. 

There are early examples of a type of wordplay that would be looked back upon as a Beatles trademark; i.e., the successive use of "How", "She", and "I" at the beginning of the third line of each verse, and the alternation between "when" and "since" at the beginning of the final line of each verse. This device was sufficiently clever to trip up the composers themselves, primarily John. Not only are several of the outtakes riddled by word collisions, but a couple of such mishaps actually managed to creep into the official version; listen to "when/since" at the end of the third verse, or John's hesitation with "since" in the last verse. 

Harmony and Form 

The song is in the key of E Major. It must have been a particularly playable key for them in terms of vocal range and chord choices, because they used it so frequently in their early original compositions.

Though not strictly a blues song, there is a strong blues flavour created by the almost exclusive use of I-IV-V chords, the slow harmonic rhythm with its infrequent chord changes, and the many blue notes in the vocal line which pit melodic notes from the minor mode against the Major chords in the accompaniment; i.e., the tune has a relatively large number of G and D naturals in it for a song in the key of four sharps. Only one unusual chord is used in the song, C Major, which appears with strategic effectiveness at the climax of each verse where the voices go into their falsetto "wooh". 

The form is: 

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

Arrangement 

There is a  tension in the song from the way the slowness of the chord changes contrasts with the hard driving activity of the rhythm track and the frequent long jumps in the voice parts. There are several more specific trademark sources of excitement in the arrangement to which the entire group contributes: 

1. Paul's boogie-woogie bass line outlines the chords in a perpetual motion of quaver notes. 

2. Ringo's elaborately syncopated drum fills appear in the space between phrases or sections. 

3. George's obbligato riffs which fill the space between phrases sound more tentative than necessary. 

4. The appearance of a full-length improvisatory guitar solo is notable because instrumental solos are relatively uncommon on the early singles and albums. 


5. The tight vocal harmonies of Paul and John feature a type of counterpoint which is unlike the simpler parallel thirds or sixths of acts like the Everly Brothers.

6. The handclaps and the screaming used for background punctuation are unessential yet characteristic. 

Intro 

The intro is a simple four bars of vamping on the tonic chord of E, but the count-in, the quaver note pickup in the bass, and the rhythmic texture of the accompaniment all help to set the energetic tone of what is to follow. 

Verses - "She was just seventeen.../She looked at me.../We danced all night..." 

The verse is in a standard structure of sixteen bars with four phrases of equal length: 

      b.1



 5


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

E:
 I

 IV
 I


 V


9



 13


|E
|-
|A
|C
||E
|B
|E
|-
||


 I
 **
 IV
flat VI
  I
 V
 I

The harmony plays an important role in the articulation of the dramatic shape of such a verse: the first phrase establishes the key, the second phrase reinforces this sense of key with its open ending on V, the third builds towards a climax with its ending on the C chord, and the fourth phrase finally resolves all accumulated tension with its return of the home key. 

That C Major chord is actually not native to E Major, and in analytical terms is  borrowed from the parallel key of E Minor. 

The vocal parts also help shape the dramatic structure of the music. Paul sings the first eight bar solo and is joined by John for the remainder of the verse in a bit of two part harmony that is unusual. In the counterpoint there are a number of open fourths and fifths, some of which are parallel (bar 11), and a large number of G naturals.

       b.9                                   
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          How could I dance with an-oth-er, whoo, when I saw her standing there

At the end of the two verses which each precede a bridge section, the bass line in the final bar contains downward scale which leads straight into the next section. 

Bridges - "Well my heart went boom..." 

The verse sections have an harmonic shape which is closed overall and bound to the home key. The bridge section being centred around chord IV provides a change of outlook as well as a means for setting up the return to the home key when the next verse comes around. 
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The static harmony of the first six bars, and the triple repetition of the same melodic phrase builds a sense of expectation which is fulfilled by the continuation of the third phrase. 

The key contribution of the vocal parts to the strong impact of this bridge is not to be underestimated. In contrast with the verse, John and Paul sing together throughout this bridge, with John using a favourite device of theirs; sustaining during bars 1 - 6, the single note of 'A' against Paul singing the actual melody part above him. The master stroke of this section is the use of falsetto in the final four bars. 



Misery

KEY C Major 

TIME SIGNATURE  4/4 

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

Style and Form

Overall sound is characterized by the shuffling, "washboard" beat and acoustic instrumental texture.  The melody is in short phrases, punctuated by rhythm guitar figures, and interjections of the song's title in the lyrics. 

Harmony

Only four chords are used. In order of appearance, F, G, C, and A minor; i.e., IV, V, I, and vi, respectively. 

The voice parts are predominantly sung in unison but there are two-part harmony phrases saved for phrase endings. 

The piano parts in the intro and bridge are a small touch, but one of historic interest. This is the first appearance of a guest performer on a Beatles track in order to provide something they could not do themselves. 

Intro

Only four bars long (not counting the opening piano arpeggio), but it has the essence of the rest of the song embedded within in it:

          "Adagio" -------------->"A Tempo"
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Starting off with a dramatically slow intro may have been a fairly common technique among the rest of pop/rock music, but Lennon and Mc Cartney rarely used it at all.  The choice of opening chord progression makes this a song that opens away from the home key, yet quickly converges upon it. 

In the space of just these few bars there are quickly introduced several devices which characterize and permeate the rest of the song; e.g., the unison singing which unfolds into harmony, the decorative use of the piano, and the I-vi-V chord progression. 

There is also a notable little chromatic move in the bass line during the transition from bar 1 to 2 (F - F# - G). 

Verse

The verse is a brief and harmonically static eight bars: 
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The embellishment of the F chord with tones of D-C-D in the guitar part lends a jazzy, added-sixth sound to the accompaniment. 

In spite of the few chords used, a subtle syncopation in the harmonic rhythm is created by sustaining the same chord (i.e., F,  chord IV) over the two bars which straddle the mid-verse divide between bars 4 & 5. 

Wherever a verse if followed by another verse section, the final bar shifts to chord vi instead of sustaining chord I all the way through, as happens in verses which are followed by a bridge. 

Bridge

A traditional eight bar section, which provides the traditional contrast to the preceding verses: 
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The harmonic rhythm is slower than the verse, and the scale-wise descent in the melody here is in contrast to the jumping seen earlier. Some consistency with the verse is maintained with the short phrases in dotted rhythm, punctuated by the accompaniment. Here the piano, instead of the guitar, provides the mimicking obbligato. 

The bass line contains two details that unify it with what is going on elsewhere: the lead-in to the bridge begins with the same sort of chromatic lick seen in the intro (G - G# - A), and the lead-out of the bridge to the next verse is made up of a descending scale (G - through C), reminiscent of the vocal part. 

The 'a' minor chord in the first bar of this section sounds at first as though it might be a part of a modulation to that key but it's really too short-lived to be so. 

Outro

This outro is built on several repeats of the last two bars of the verse into a quick fadeout. The vocal parts sing some "oohs" which are more anguished than passionate, as well as some "lah-lahs." 

It is John who takes the lead in these vocal effects, and his move is all the more effective because it is the first time in the entire song that we hear a solo voice. This is one of the rare, early Lennon and McCartney originals in which the girl is spoken of entirely in the third person.



Anna (Go To Him)

KEY D Major 

TIME SIGNATURE: 4/4 

FORM Intro -> Verse -> Mini-refrain -> Verse -> Bridge -> Verse -> Bridge -> Verse -> Mini-refrain (complete ending) 

COMPOSER Alexander 

INFLUENTIAL VERSION Arthur Alexander (1962) 

The original version is in the key of C and is slightly less syncopated than that of the Beatles. The Beatles arrangement closely follows the original with two telling differences: 

1. It does not mimic the way that Alexander adds a string section to the backing starting in the second verse. This sort of layering would later become a common technique for the Beatles but they didn't take the hint this time. 

2. They replace the fadeout ending of the original with a complete one; already this had become a marked preference in their own material. 

Among the six ‘covers’ on this album, this one is among the most Beatles-like as a result of the love-related anguish in the lyrics, the slightly free-form phrasing of the verse, and John's intense single track vocal. This is the only one of the six covers here to have been recorded by its composer. 

Harmonically, note the emphasis on the I-vi progression starting right off in the intro, and the use of the minor iv chord in the bridge. 



Chains

A homage to the Beatles' love of Girl Groups.  This is George's first lead vocal. 

KEY B-flat Major 

TIME SIGNATURE: 4/4 

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

COMPOSERS Goffin/King 

INFLUENTIAL VERSION The Cookies (1962) 

The original recording is in the higher key of D Major, and is performed slower than the Beatles version. The verse of this song is in 12-bar blues form, and though its in a Major key, there are a number of minor-sounding inflections in the melody making the music sound both more bluesy and exotic. The fadeout of the original version loops on a repeat of the final phrase; the Beatles characteristically stretch out one of those repeats, over a minor iv chord. 



Boys

Ringo's first vocal appearance. Another girl-group cover, this time of the Shirelles.

KEY E Major 

TIME SIGNATURE: 4/4 

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

COMPOSERS Dixon/Farrell 

INFLUENTIAL VERSION The Shirelles (1962) 

The original version is in the higher key of G and includes a piano and sax in the arrangement. The Beatles needed to change some of the words in order to make the gender pronouns come out right for a male lead singer, though they went beyond this and also changed the scat singing for the backing vocals. 

This song uses the 12-bar blues form throughout by use of a fairly old trick in which the backbeat and arrangement are modified for the bridge in order to disguise the fact that the music (or at least the chord progression and phrasing) is identical to that of the verses. The placement of the second bridge at the very end with a third repeat of it into the fadeout is an additional formal novelty.

Intentional or not, this song started what would develop into a long-lived tradition for Ringo to be relegated to covers and/or novelty numbers for his carefully rationed solo vocal assignments. 



Ask Me Why

KEY E Major 

TIME SIGNATURE:4/4 

FORM Intro -> Verse (initial) -> Verse (variant#1) -> Bridge -> Verse (variant#2) -> Verse (initial) -> Verse (variant#2) -> Bridge -> Outro (verse variant#2) 

Style and Form

Their most complicated form yet with verse material that appears in three variations, each of which is tailored to suit a different purpose. 

The initial verse is expository  but has an harmonically open ending on V that is unsuitable for leading into the bridge. As a result, variant#1, though very similar to the initial verse, is amended to link smoothly with the bridge that follows it. 

Variant#2 is abbreviated so it merely alludes to the other verses rather than fully recapitulating them, and it reappears three times in the song, always slightly different in content and formal context. It creates the impression of being like a refrain because of the inclusion of the title phrase in its lyrics.   All the phrases and sections of the song start off in the middle of the preceding bar. 

Harmony

The song is almost completely in E Major though the verse contains a momentary leaning toward the relative minor key of c#.  There is a strong presence of jazzy parallel sevenths, not just plain triads. 

The Major seventh chord on E (the I7) has the sonority of two different triads superimposed; in this case, the I and iii. 

Arrangement

The two most conspicuous features of the arrangement are the pseudo-Latin dance beat and the harmonized 'woah's sung in slow triplets. 

The backing vocal part for Paul and George is repeatedly cut off in mid-phrase leaving John exposed dramatically in the spotlight; in one such spot his voice is forced to cracking on the word "cry." 

A small amount of silence is effectively used throughout the song as a leitmotif. Virtually everywhere there is a phrase or section commencing with a pickup on beats 3 and 4 of a bar.

Intro

The intro is very short but within barely two bars it sets the mildly syncopated beat of the song in motion, establishing the home key via a I-V-I progression, and sets the stage for the singers. 

The harmonic rhythm of the first bar is unusual for a Beatles song, with the first chord (I) being sustained for three beats, and the change to V occurring on beat four; this is carried on into the verse. 

Verse (initial) - "I love you ..."

The initial verse is thirteen bars, built out of three phrases. The first two of are even in length, but the final one is elongated: 
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The dramatic thrust of this verse doesn't truly start building until near the end of the second phrase at which point the melody mounts steadily towards a falsetto climax at the end. In the first appearance of this section, John melodically descends from the high g# in bar 12 to an f# in the final bar. When this section is repeated later, he ascends to high B; this small change both represents an avoidance of consistency,  and a lesson in how one should always hold back a little something extra for the next event.  

The ending on V smoothly motivates the continuation to the next verse. The climax is more potent because of this harmonically open ending. 

Verse (variant#1) - "Now you're mine ..."

This first variant is thirteen bars long again, and the plan is identical to that of the initial verse until the last three bars during which a number of important changes appear: 

   b.9
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The ending of this verse is harmonically closed, and the climax is weaker this time by a less flamboyant melodic line and the way that the peak occurs one bar earlier than where it appeared in the initial verse. A contrast is how variant#1 sounds as though it ends in bar 12 with bar 13 functioning like a transitional filler. In contrast, the climax in the initial verse runs right into the final bar of that section. 

In bar 11, John's favoured minor iv chord (i.e., the one borrowed from the parallel minor key of e) is substituted for the naturally occurring Major IV chord which was in the same bar of the initial verse. 

Bridge - "I can't believe ..."

Typical bridge-like contrast is provided by the use of simpler chords, a balanced eight bar length, and a convergent harmonic shape for each of the two phrases, starting away from chord I, but moving toward it: 

         b.1

        |A          |B          |E          |E aug.         |

         IV          V           I           V#5-of-IV

                                      "mi-ser- y"

         b.5    rhythmic emphasis: 1 & 2     1  2    3  4

        |A          |B          |E          |   B,   E7 f#7 |

         IV          V           I              V  

The rhythm guitar triplets in bars 1 and 5 provide rhythmic continuity with the verses even while the abrupt syncopations in bars 7 and 8 enhance the sense of contrast. 

Verse (variant#2) - "Ask me why ..."

This refrain-like passage makes the first of its three appearances late in the song, not until after the first bridge. It's not only much shorter than the other verses, but provides a very different dramatic gesture from them. This change is brought about by the flat melodic shape used in this section as well as the reliance on weak chord progressions, such as stepwise chord streams and the plagal IV-I cadence: 

  E:  I   ii  iii        IV       iii        IV        I

Because this section is closed harmonically it results in an inelegant move when the next section (a repeat of the initial verse) begins. 

When variant#2 returns for a second time, the last bar is modified to contain the E augmented chord. This creates a smooth lead-in to the second bridge without having to repeat all of variant#1, which at this stage of the song would have been a mistake, making it start to drag. 

Outro

The outro is another iteration of verse variant#2, modified and extended this time to accommodate the triple repeat of the final lyrical fragment ("you-ou-ou"). 



Please Please Me

Please Please Me is only their second single, but it already represents a forward leap in compositional terms for the Beatles over their first one, Love me do. In addition to the tight vocal harmonies seen earlier, there is a couple of unusual chord choices, crackling drum fills, and continuous variation in the use of the backing vocals. 

This is an arrangement more complicated than anything the Beatles had previously attempted. This would seem to suggest that the influence of George Martin was there even at this early date. 

This song is also emotionally quite gripping, not only because of its incessant drive, but even more so for the very human way in which the hero appears to waver in the amount of self-control he can muster - starting out urgingly insistent yet trying to appear controlled; talking through clenched teeth in a forced-polite voice, even while his facade is continually cracking to reveal the true heat and impatience behind it. On one level, it's a fairly obvious seduction scenario, yet the listener can be overwhelmed by the force and subtlety with which the words are played-off against the message of the music. 

Stating Point of View

The lyrics of Please Please me , when compared with the other contemporaneous songs of Lennon and McCartney, seem unique in terms of point of view and context. 

17 of their songs are written in direct address to the girl, and these range from the pleading of Love me do  to the mushy puppy love of Do you want to know a secret, to the giddiness of I wanna be your man.  The harsher confrontations which would become a trademark starting on the A Hard Day’s Night album with Tell me why and You can’t do that are represented by the milder Not a second time.

Only 2 of the songs are soliloquies in which the girl is spoken of in the third person; I saw her standing there and the angst-ridden confessional of Misery.

Two of the songs are unique; She Loves you,  which features advice from the singer to his friend regarding the friend’s girl, and Please Please me.. 

In Please Please me, there is in essence a direct address, but one that is a kiss-and-tell reporting of something that happened ‘The Night Before’; as though most of the lyrics should be written in quotes. The listener should experience of the song as overhearing the boy urging the girl directly and in real time; like a short story in which the action itself is absorbing. 

Form

Please Please me  has a compact form which is motivated by the length of the verses and the general  intensity of mood which would begin to drag if prolonged. Noteworthy is the solitary bridge section and the absence of an instrumental solo break: 

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

The use of a complete ending is worthy of note. In context of the rest of the top 40 of this period, circa 1963 everything seemed to have a fade out at the end, the relatively large number of early Lennon and McCartney songs with complete endings (12 out of  21) would seem to be going against the trend. 

Harmony

The melodic material is purely diatonic E Major. The harmony, in contrast, while heavily reliant on I-IV-V, presents some unusual surprises in the form of the G and C chords which add a hint of blues inflection. 

Intro

The introductory phrase of only four bars, played over the unchanging E Major (I) chord is deceptively simple. Like so many other songs, the intro plays a key role. 

First off, we have the ever popular hook phrase by the harmonica and guitar in unison. In many songs, such hook phrases foreshadow material that will appear in either the melody of the coming verses or as an obbligato figure in the background. In Please Please me, the hook is used both ways. 

Secondly, there is the unusual pick-up start on the fourth beat. There is an forward drive in this song which is to be found at the very start in the "da-DUM" gesture of the first two notes; even the little drum fill which bridges the gap between the end of the intro and the beginning of the verse reinforces this gesture.  Also noteworthy is the dotted crotchet snap in the second bar of the hook phrase. 

First Verse - "Last night I said these words to my girl"

The verse is sixteen bars long and is built out of four phrases of even length: 
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There is a clever overall dramatic shape to the verse. The first two phrases hang together like a couplet, and the remaining two phrases meld into a refrain-like eight-bar unit. 

The first two phrases are obviously related to each other, though there is a subtlety in the transition between the two of them which is the first clue to the hero's wavering self-control. The last bar of the first phrase, on the one hand, seems to suggest an extra push forward with its syncopated, momentary speed-up of the harmonic rhythm; note the three Major chords moving step-wise in a row and changing on the offbeat, the first of which - G Major - isn't even a legitimate member of the key, adding a blues cross relation to the texture - g natural against a background of g sharps. With the start of the second phrase, order has been restored; as though the hero, carried away by his own excitement quickly backs off.

Although the second phrase is virtually identical to the first, the difference between them in their final bars is of structural significance. The open ending of the first one on V smoothly motivates the start of the second one. By contrast, the closed harmonic ending of the second phrase on chord I includes the unusual guitar riff in bar eight, the combination of which sets off this opening couplet from what follows. 

The third phrase builds towards a climax by the introduction of new chords, and the use in every bar of the hard syncopation on the half-beat between 2 and 3. The climax is the high A in bar 12. 

You would surmise at this point that the hero has opened his attack for better or worse, but immediately following, there is another retreat in the way the fourth phrase resolves the accumulated tension of the preceding one with its return to a musical texture and vocabulary that is very close to that of the first two phrases: no more syncopations, a resumption of plain I-IV-V, and an exchange of the "come Ons" for the "please pleases"; all this, reinforced by the return of the hook phrase at the very end. Noteworthy is the placement of the hook above the I-IV-V progression.   In this context it gives it a different feel from the one it has when it is accompanied by just chord I as in the intro or the first half of the verse. 

Second Verse - "You don't need me to show the way love"

Aside from some new lyrics, the entire verse is repeated virtually verbatim with one minor change made at the end to smoothly effects the transition into the bridge. In the last bar, the harmony holds on chord I, the hook phrase is shortened, and for an instant (the only one in the entire song), voices and guitars are tacit in favour of a series of drum fills. 

Bridge - "I don't want to start complaining"

Even though this bridge is built out of the same three basic chords, the lyrics of the song take a turn for the openly confrontational in this section, and the music provides contrast with what has preceded. 

First off, there is the unusual ten bar length which is broken up into two phrases of uneven length: 
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Both phrases start out away from the tonic and quickly move in to it. The first phrase is distinguished by its use of the backing voices; at first, just harmonized "ahhhs" behind John's solo, followed by "in my heart" in bar 4. 

The second phrase is even more interesting. Though its length is stretched out, the harmonic rhythm is quickened in its second half, and this draws the listener back into the final verse with the same music that was used earlier to lead the first verse into the second one. 

What is perhaps the most climactic moment of the entire song takes place in the third bar of this second bridge phrase; where the melody suddenly jumps an octave to high B on the phrase "to reason with YOU." The chords to the beginning of both bridge phrases are identical, yet, the E chord, which in the first phrase provides a focal point, in the second phrase serves as a jumping off point for the rest of the phrase with its open ending on V. 

The musical climax of this section is synchronized with that of the lyrics, but with the transition right into the final verse.

Last Verse and Outro

The final verse is a full reprise of the first one, and the familiar device of ending with a triple repeat of the last sub-phrase is neatly worked in here as a natural outgrowth of the fourth phrase of the verse. 

Although none of the thematic material in this outro is anything new by this point of the song, the Beatles bring in a couple of surprises they've been saving till the end. The first one is the contrapuntal texture in which the "please please me" and hook phrases seem to swirl and cascade around. But most attention grabbing of all is choice of chords for the final phrase, each of which is punctuated by a fill of four even semi quaver notes on the snare drum: 
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The use of the G and C chords is not nearly so far out as might seem at first.  There was an early warning of this given the early appearance of the G chord by itself in the verse. Still, the blues hint of the minor mode plus the cross-relations of the G and C naturals against predominant sharps of the E Major key makes an extremely bracing effect. 



Love Me Do

Lennon called this "a very funky record". The harmonica was used because of Lennon’s love of the instrument, and the harp itself had been stolen by him from a music store. Session drummer Andy White is playing, while an unhappy Ringo was reduced to tambourine.

Form

The form of this song is fairly typical: 

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


Bridge (solo) -> Verse-> Outro

Of interest is the positioning of the instrumental solo within a repeat of the bridge rather than a verse section. It's because of this that there is only one verse separating the two bridges. 

Harmony and Modality

This song with only three chords is a good early example; these are, in order of appearance are the basic ones of G, C, and D (I, IV, and V).  The last of them, D, is held back until as late as the bridge section. 

Love me do is in the key of G Major though it contains a strong Mixolydian modal inflection from the heavy use of both F-naturals in the tune and in its reliance on the I-IV-I to establish a feeling of tonal centre. 

Another different sort of modal inflection in this song comes from the liberal melodic use of blues bent-notes on b-flat over the G major chord (with its b-naturals) in the accompaniment. 

Intro

The intro is a balanced eight bar phrase and uses just the two chords of G and C. 

Right at the outset another soon-to-become signature device of Lennon’s is used: the slow triplet rhythm, as it is found here in the harmonica part at bar 3. This harmonica solo a very early example of the use of a hook-phrase used throughout an entire song: the little descending motif of "f-e-d-g", with it's blues emphasis on the seventh note of the scale (f). There is also the melodic emphasis in this riff on the note "d" as it appears superimposed on the C chord, lending an overall jazzy C9 flavour the song. 

This introductory hook is important in the song by the incorporation of this intro within the final portion of the verse section. 

Verse

The verse is an unusual thirteen bars long and is broken into the sub-phrases which follow the lyrics: 


 
Love, love me 

|do.

You



know I love 

|you.

I'll



always be 

|true

So



ple -   -  

|-e -  -  - | -ase       love me


   
do.  (return of the hook)

This sort of free metre in the words is a noteworthy feature of their later songs, especially those written by Lennon. Its appearance here in such an early, and not so ambitious song is important.

The music continues on with just the same two chords from the intro. The break of the regular harmonic rhythm in bars 7 - 9 (on the elongation of the word "please") enhances the impact of the irregular phrasing: 

The vocal harmony of this verse contains two specific details which would soon become characteristics of the Beatles sound; one being the use of open fifths instead of the more typical thirds or sixths, as in the phrase "Love, love me do": 




     G




   F




 /


Paul:
D
D




   D

                         /   C


John:
G
G 

The other vocal detail is the sustaining of the same note in the upper part against the scale-wise movement in the lower, as on the drawing out of the word "please"; Paul's bending of the note is reminiscent of the harmonica part: 


Paul:
G
G   G   G


John:
E
D   C
E

At the end of the verse when Paul sings a "love me do" solo, he's actually jumping the octave down from his earlier part to the range where Lennon was singing in the duet. According to the interview with Paul McCartney, this was a last minute change in the studio to the arrangement; Lennon was supposed to sing it but it was impossible for him to get the harmonica in his mouth quickly enough to also play the hook on time. 

Bridge

The third of the three chords used in this song finally makes its appearance in the bridge section as part of the blues V-IV-I progression. Not only has chord V (D) not appeared yet, but the pitch f# has not been used at all either; the verse staying exclusively with the blues/modal f naturals. The vocal melody in this bridge alternates continually between the f# and f natural. 

The first appearance of the bridge is eight bars long, and features the only new words to be found in the song outside of the first verse. 

The arrangement of this bridge is just as careful as that of the verse. Here Paul sings solo while doubled by the harmonic alternating with Paul and John singing in octaves. Just as in the verse, Paul makes another octave jump (upward this time) between his solo and duet parts.

The second appearance of the bridge is an instrumental section of twelve bars, the first eight of which are an adaptation of the previous bridge with John playing a harmonica part in place of Paul's vocal. 

Added onto this first phrase are four additional bars of harmonica riffing over mostly just the G chord with an oom-pah bass line. 

Outro

The outro provides a final reinforcement of the hook phrase, with its repetition of the intro/end-of-verse section ad infinitum into the fade-out. 

Some of the same signature devices of the Beatles sound that are found in Love me do are also found in these other songs: 

  tight vocal duets with rich, unusual harmony in I Saw Her Standing There, Please Please Me, There's A Place and Misery 

  uneven phrasing in Do You Want to Know a Secret, P.S. I Love You, and Ask Me Why

  slow triplets in Ask me why, and There’s a place
  the harmonica again in Please Please me.

Love me do is unique for the modal inflection of its harmony. 



P.S. I Love You

The only cha-cha on the Beatles albums; contains incredible harmonies and ingenious vocal arrangements. Ringo again sits out for Andy White, this time playing maracas. 

KEY D Major (with Aeolian inflections) 

TIME SIGNATURE: 4/4 

FORM Intro-Verse-Verse-Bridge-Verse-Bridge-Verse-Outro (complete ending) 

Style and Form

The form is virtually identical to that of Misery, with two bridges separated by only one verse. Even though PS I Love you  uses a richer set of chords than Misery, its verse section is still bound to the home key, as is its bridge.  An unusual and creative formal touch here is the way that the intro turns out to be a subtle variation of the bridge.

Harmony

The group of chords used in this song is much more exotic than in the other early period songs. In addition to the standard diatonically available chords within the home key, also used are the chords of the flat-VI (B flat) and flat-VII (C Major), both of which may be said to be borrowed from the parallel minor key of 'd'. The very use of these chords lends an exotic mixed-mode feeling to the song. 

The strangest chord in the song is the dominant 7th chord on C#, used in the intro. The naturally occurring chord on C# in the key of D is a diminished seventh chord. The C# diminished chord  is used as a dominant 7th.  Against all textbook rules, they rely on the stepwise movement of all voices (C# - D, E# - F#, G# -A, and B - A) to make it work. 

In addition to the chord choices, several of the chord progressions in this song are unusual. In typical early Beatles songs the pervasive influence of I-VI-V chord progressions which convey a strong sense of the home key dominate. Here, in PS I Love You, there are two different types of unusual chord progressions. 

The first unusual type of progression is called a "chord stream", characterized by sliding, stepwise root movement from chord to chord. In the verse section, I-ii-I, and flat-VI-flat-VII-I are examples. This is a technique closely associated with either early 20th century Impressionism or Jazz and it breaks one of the standard rules against using parallel octaves and fifths between chords.

The second unusual type of progression is called a "deceptive cadence", characterized by the V (dominant) being followed by something other than chord I. In the verse section, examples of V being resolved in one case to chord vi, and later to the flat-VI. Aesthetically, it suggests a retreat from coming to closure; a musical approach/avoidance. 

Arrangement

The look and feel here is not that of rock-n-roll. It's more like lounge-pop or Latin dance music, in large part due to the tempo, beat, and choice of percussion instrumentation.  The vocal arrangement presents Paul in the solo spot with a particular style of backing vocal from John and George. Though the backing part persists virtually all the way through, there is more interesting detail to it than initially meets the eye. 

In all verses except the last one, the backing is sung behind isolated words only, making for a musically italic/bold effect. In the last verse, this effect is dropped in favour of them singing all the way through with Paul.  Similarly in the second bridge, there is the successive interjections by solo voices between the phrases for colourful variety. 

Intro

Even though the words of the bridge are repeated in this intro, the resemblance between the intro and the bridge is cleverly disguised by the addition here of the C#7 chord.  This is another start away from the home key. The singers come in on the first beat, without a cue. 

Verse

The verse is not only an unusual ten bars long, but is made up of four phrases of several different lengths:

  
 "Treasure these few words ...."
"Keep all my love ..."

  
<------ phrase #1, 3 bars --------><- phrase #2, 2 bars ->

  
|D           |e           |D           |A           |b           

  
 I            ii           I            V            vi

  
 "P.S I love you ...."

  "You, you, you ...."

  
<--- phrase #3, 2.5 bars ---><--- phrase #4, 2.5 bars --->

  
|A           |B-flat      |-  -  -  C   |D           |-          

  
 V
      flat VI            flat VII  I

Articulation of the phrasing is nicely aided by the harmony with its multiple deceptive resolutions of V, first to vi, then to flat vi, then finally to I, but even then, via the flat VII.

The melodic arch of the first three phrases is in the lower register and is balanced out by the dramatic swing upward of an octave in the final phrase. Noteworthy is the repeatedly expressive use of appoggiaturas; i.e., on the words "together", "forever", "P.S", and the middle "you" of the final phrase. 

Bridge

The contrast of this bridge to its surrounding verses is shown in its simple chord choices and regular shape. It uses I-IV-V, and the eight bar section is articulated into two phrases of four bars each.   


Outro

This outro grows out of the final bars of the final verse and presents the use of a triple-repeat of the hook phrase in a straightforward manner. 



Baby, It's You

Another girl-group cover, this time of a Bacharach and David song.

KEY G Major 

TIME SIGNATURE: 4/4 

FORM Intro -> Verse -> Verse -> Verse (first half, piano solo) -> Outro (fadeout) 

COMPOSERS M. David/Bachrach/Williams 

INFLUENTIAL VERSION The Shirelles (1961) 

The Shirelles play it in the higher key of B-flat (the same relative transposition as in Boys) and their vocals are more breathy and soulful, though perhaps, compared to John, less "intense." The original features an organ instead of a piano for the instrumental solo. The Beatles more smoothly join the solo and second half of the middle verse. 

This one is also Beatles-like for the heavy use of the I-vi chord progression. Other subtle touches which resonate with the Lennon/McCartney style are the verse opening on IV instead of I, the minor chords which hang over its middle section, and the way its final phrase is extended to an uneven length. 

The form is very unusual, the consequence of the long verse and slow tempo. There are only three verses in the song, and instead of a real bridge, the first half of the middle verse acts as a break-like instrumental solo passage with the regular vocal part resuming in the second half. Although the form of From me to You  is otherwise quite different, the instrumental break there is very similarly handled. 



Do You Want To Know A Secret?

A song written for John's first wife, Cynthia. Features one of George's finest vocal moments. Inspired by a passage in Walt Disney's Snow White and the Seven Dwarfs
KEY E Major 

TIME SIGNATURE: 4/4 

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

Style and Form

The intro is slow, the verse long, and the bridge short. The form is compact and the overall duration of the song brief.

The lyrics here are not particularly broad, though the use of different material in both the intro and the bridge makes up some of the deficit. 

The song overflows with a number of leitmotifs all built out of chromatic scale fragments of 3 or 4 notes; the rising lead guitar riff at the end of the intro, a descending portion of the verse melody (on the "woah" that precedes the word "closer"), and in the recurrent descending chord stream that appears in the second half of almost all the odd-numbered bars of the verse. 

Harmony

The song is firmly in E Major in spite of a firm modulation to A Major/f# minor during the break. Allusions to the parallel minor key of e in both intro and verse provide a touch of pathos as well as harmonic variety.  The single most unusual chord in the song is the flat II, found here in both the intro and the verse.

Arrangement

George gets the first of his few chances to take the lead vocal in a Lennon-McCartney tune. The composers themselves show up vocally in an old-fashioned "doo-wop"-like backing starting in the second verse. 

Intro

The intro is not merely "adagio", but entirely "ad libitum”

  
|e

|a
e
|G

|F
B
|

      e: i

 iv
i
 III

flat II V

The shift from e minor to E Major which occurs between intro and first verse is smooth because of the parallel relationship between the two keys.

Though emotionally and compositionally simple on one level, the minor-to-Major transition effectively conveys the angst we all go through in the moment of timidly expressing an initial fondness. 

Verse

This verse has an unusual length of 14 bars and is designed as a couplet of two uneven phrases which share a common beginning: 

  
"Listen ..."

  
 ------------- 2 x -------------

        b.1

  
|E
 g#  g  |f#
B7
|E
 g#  g  |f#
F
|

        E: I
         ii
V
 I

 ii     flat II

  
"Closer ..."

  
 ----------------- 2 x -----------------

         b.7

  
|E
g#   g      |f#

B7
|A

|B
   

  
 I

     ii

V
 IV

 V

         b.13

  
|c#

|f#
B
|

  
 vi

 ii
V

The first phrase is six bars and would seem to run harmonically in circles if it were not for its ending in which there is another chromatic chord stream. The F chord is unusually placed on top of the note C in the bass; as though Paul was uncomfortable with a certain awkwardness about the chord progression. 

The second phrase is eight bars and though it too starts off running in the same circle, its harmonic rhythm broadens into a deceptive cadence on vi before returning again to V. 

The melody of this verse is just as repetitious as the chord changes, and the falsetto flip in the last bar finally opens up the previously constricted pitch range. 

The chord stream of g# minor - g minor - f# is more colouristic than functional.  The other chord stream in bars 6 - 7 is actually more structurally significant than the previous one in that the F Major chord takes on the role of the Dominant with respect to the E (I) chord which opens the second phrase. The melodic use of C natural at this point creates an allusion to the minor mode of e. 

The rhythm is in a shuffling beat throughout until the final four bars where it is suddenly interrupted by syncopation (b. 11 - 12), which then leads to a bass drum beat before settling back to the shuffle. 

Bridge

This is one of the shortest bridges, only six bars long, and built, like the verse, out of two phrases unequal in length.  

Outro

The deceptive cadence near the end of the verse is recycled for the three-repeat coda. 

The song fades very rapidly and a surviving outtake reveals that the studio performance of the official version actually ended, barely a few seconds after the fade, with a complete ending on an added-sixth chord. 



A Taste Of Honey

KEY f# minor 

TIME SIGNATURE:3/4 (Verse) and 4/4 (Bridge) 

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

COMPOSERS Marlow/Scott 

INFLUENTIAL VERSION Lenny Welch (1962) 

The original is in the lower key of e and is a bit faster. It also has a third verse (plus bridge) absent from the Beatles version.   Perhaps their slower tempo argued in favour of dropping it. The arrangements are otherwise similar, although the Beatles feature a scalar walking bass line and a complete ending whereas the original fades out. 

The music features a slow intro and outro, the modally inflected minor key, and the constant switching between ternary and binary time signatures from section to section; the latter would eventually make its appearance in several Beatles compositions, but not until much later. 

This also happens to be a type of sweet ballad of the sort to which Paul must have always been drawn but did not write for himself until,  And I Love her.  Interestingly, that particular song is not only heavily in the minor mode, but also has one special detail in common with A taste of honey-- both end on a Major chord. 



There's A Place

KEY E Major 

TIME SIGNATURE: 4/4 

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

Style and Form

The music of this song is quite tense in spite of the self-assured message of the words, and this motivates the choice of a relatively short form. 

There are two different hook phrases which reflect the two sides of the tense/self-assurance mentioned above. The first is the wailing instrumental motif (D#-----E-D#-C#) presented by the harmonica at the beginning. The other is the affirmative figure (B - D# - E) which is in a number of places as the melodic setting for the title phrase of the lyrics. 

Also on the reassurance side is the dramatic dotted figure in the bass and rhythm guitar (boom-b'-boom, ) which reiterates in the background of most of the song and is largely the reason for giving the song its characteristic bounce. Notably, this leitmotif is not found consistently in the early outtakes and it's later addition is a good example of how The Beatles learned how to revise their work for the better. 

The modification of the second verse to make a smoother transition into the bridge is an unusual formal touch, though by no means unique.  Familiar slow triplets appear in a number of places: the second half of the verse ("and there's no time") and almost, but not quite, in the bridge.

Harmony

The hard-hitting sonority of the E Major 7th chord is one of the essential characteristics of the song and is the prime motivator of musical tension.   Although clearly in E Major, both the verse and bridge sections have their share of chord V’s and modulations. 

Arrangement

This is a typical Beatles arrangement of the period with several of the familiar ingredients: harmonica hook, two-part vocal harmonies, drum fills, and melodic bass part. 

The guitar parts are sparser than usual, leaving some chords implied by melody, bass line and context, instead of being made explicit by full-voiced strumming. 

The vocal parts are more intricately worked out than first appears. Paul takes the lead for most of the verse sections with John singing in harmony below him. At the end of the first and third verses, Paul drops out leaving John briefly by himself on lead, and at the end of the middle variant verse, John sings lead with a vocal backing by Paul and George. The bridge section alternates between solo John and John and Paul in unison.  Also, there are trill-like ornaments John adds onto the end of his phrases in the verse. 

Intro

The intro has an odd length of five bars by virtue of the unusually elongated vocal pickup phrase at the end of it: 

  



    "There,--there's a place ..."

  



 1 2 3 4 12  3       4 1

  
|E7
|A
|E7
|A
|B
       |

      E: I
 IV
 I
 IV
 V

The intense mood of the song is immediately established by the dissonant major 7th chord.  The harmonica hook reappears on cue in bar 13. 

Verse Variant

The first eight bars of this section are identical to those of the first verse. The music then continues with the following 4 bar phrase which reiterates the earlier open ending on V: 

  
"Like I love only you ..."

  
|A
|-
|B
|-
|

  
 IV

 V

When it moves to the bridge, this V chord is frustrated by another deceptive cadence to vi 

Bridge

The bridge is an unusual 10 bars long, though basically built out of two identical repetitions of the same four bar phrase. The asymmetrical length is created (just as in the intro and first verse) by the reappearance of the familiar elongated vocal pickup for the next verse section: 

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

  
|c#
|F#
|E
|G#
||c#
|-   B
|

       c#: i                        V
  i
   E:V

       B:  ii      V       IV -> 

  


     (modulation abandoned)

The restless sense of tonal direction in the verse is further developed here to the extreme that each successive chord keeps us guessing as to where it’s ultimately headed. 

Outro

The final verse is identical to the first one though one bar shorter in duration. 

Directly, in the second half of bar 14, it moves into an outro in which both the vocal and instrumental hooks are presented antiphonally in strict alternation into a fadeout ending. 


Twist and Shout

An incredible, blistering workout that renders the Isley Brothers' original to the side-lines. A one-take wonder; the caustic sound of John's voice was due to a terrible cold, and, strained vocal cords. They tried a take 2, probably to get something a little more polished but this did not work.

KEY D Major 

TIME SIGNATURE:4/4 

FORM Intro -> Verse -> Verse -> Bridge + Arpeggio buildup -> Verse -> Bridge + Arpeggio buildup (complete ending) 

COMPOSERS Russell/Medley 

INFLUENTIAL VERSION The Isley Brothers (1962) 

This is the cover in which the changes made by the Beatles result in the most radical change of character and impact. The Isleys play this in the higher key of F and the rhythmic swing of their performance and their brassy arrangement gives the song an entirely different feel from the Beatles' rendition; blues in an almost Latin way, as opposed to hard rock. What the Beatles do to the form of the song, though, is what really counts; even more so than John's unprecedented vocal performance. The Isleys end the song with an extended jam on the verse which follows the first arpeggio buildup. The Beatles do not only repeat the bridge and buildup but break the latter into a slow-triplet complete ending. This gives the overall thrust of the song a much greater sense of having arrived somewhere. Two other musical features, the use of only three chords (I-IV-V) throughout, and the antiphonal backing vocals, are reminiscent of the Beatles' own style, even though they had not yet, at this stage, written original songs with quite the same blistering beat in them as this one has. 

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

