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REVOLVER





    First Released 5/8/1966

While many critics feel that the next album, Sgt. Pepper, is their best work, many others feel that each song individually on Revolver shows more strength than those on Sgt. Pepper.  Revolver is a definite expansion from Rubber Soul, but the gap isn't too large.  The cover (done by Hamburg friend, Klaus Voorman) and the pictures of the Beatles in the sleeve show the changes in which the music is not as relaxed and marijuana laden as previously.

  
During the making of Rubber Soul, George and John and their wives, Patti and Cynthia, had dinner with George's dentist.  During this meal the dentist slipped LSD into their tea, without their knowledge.  They soon felt ill and experienced hallucinations.  They wanted to do it again under more controlled circumstances, and they did so many times, coaxing Ringo into taking some.  Paul held out till much later before smoking it.  This had an effect on their music, especially John's, who took it much  more often than the others.

Like Rubber Soul, on Revolver the Beatles experimented with many new sounds and ideas. There is music played backwards on their single Rain, as well as distorted guitars, backward solos and tape speed adjustments.


Paul, having been the only Beatle not taking acid has music that contrasts to that of John's.  Paul's songs are much more melodic and focused on love than John's.  Eleanor Rigby, was the second song on the album, and it utilizes orchestration once again.  Eleanor Rigby, is one of Paul's finest songs as everything is perfect, he is the only one singing once again, but it is also a very bleak song coming from him, perhaps his most bleak.  The end line and the story ends on a tragic note, not typical of Paul.  Other songs of his on there are very melodic, love centered and simple, like Good Day Sunshine and Got to Get You Into My Life, which is actually about marijuana. Two other very well known McCartney classics from this album are, Here There and Everywhere , which Paul has said to be his favourite Beatles song to sing, and For No One.  Both are very simple yet use key changes from major to minor, extremely well and are very pleasing to the ear between John's distorted songs.  Also written by Paul, is the song Ringo gets his notoriety from, Yellow Submarine.  This song allows for a child to become acquainted with the Beatles, yet it is also loved by adults.  The song uses no standard instruments used by the Beatles and includes blowing in a bucket of water through a straw to make bubbles, etc..


John's songs show the stage of the Beatles progress at that point and how they felt as well as what direction they were going to move into.  His first song on the album, uses a backwards guitar solo which sounds odd, as well as vocal changes.  He also continues to use distorted guitars and images on She Said She Said and And Your Bird Can Sing.  The former is about a statement made by Peter Fonda during an acid trip, and he was telling people how when he was younger he was clinically dead for some time and he was telling them “I know what  it's like to be dead”.  The latter is a very confusing song with really no meaning.  On Dr. Robert, John tells the listener about a doctor who gives out medicine and acid to those who want it.  He found the idea of people singing these lyrics to be hilarious as they were about the taboo of acid.  John's strangest track by far, and the strangest made by the Beatles, is the last song Tomorrow Never Knows which indicates the direction headed to.  He uses tape loops, backward guitar solos, sped up guitar to sound like birds, as well as changes to his voice by sending it through an organ.  When making this song he told George Martin that he wanted to sound like a monk  addresses people from a hill high up. This sound was almost achieved, and the result is a very eerie sounding John, with a very strange message.  The actual lyrics are from a book by renowned acid advocator, Timothy Leary, called the Tibetan Book of the Dead.  Messages  in the songs sound very strange, yet to many in the next year they would make perfect sense.


The ideas are very innovative and many had never previously been tried.  The drug taking in particular was a very important influence in the songs being made at the time. 



Taxman

KEY
D Major

TIME SIGNATURE
4/4

                 ---- 2X ----

FORM
Intro -> Verse/Refrain -> Bridge ->

                                          ---- 2X ----

            Verse(guitar solo)/Refrain -> Verse/Refrain -> Outro (fadeout)

Style and Form 

The Beatles seemed to always open their albums with something hard-driving, loud, and relatively up-tempo

Taxman turns out to be George's one-time-only shot at the first track position, and though this song is a good match to its predecessors, the song is still an album-opening change of pace in terms of the exotic flavour in the music and absence of love interest in the lyrics. 

The form is relatively flat, with many iterations of the same Verse/Refrain combination section and a bridge that is musically not much different from the rest of the song. 

Melody and Harmony 

The song contains a lot of modality from the way in which both the tune and the chord choices use the flat 7th degree, i.e. C natural. The choice of mode is difficult to judge (given a choice between Mixolydian and Dorian) because the 3rd scale degree is avoided entirely in the tune, and in the harmony, we are frequently given the Major/minor chord I, which depending on which dominates, could indicate either Mixolydian or Dorian. 

The tune is otherwise pentatonic (C,D,E,G,A) and mantra-like in the way it moves around with a limited number of motifs and within a limited range. 

The harmony contains few chords; just I, flat-VII, and IV (i.e. D, C, and G) plus one belated appearance of flat-III (i.e. F) strategically used to signal the nearing of the end. Noteworthy is that there is no chord V. 

Arrangement 

The underlying beat, which is hard driving, is made to feel different by virtue of  syncopations and uneven section lengths. 

The intensity of the music increases and the texture thickens over the course of the song. The best previous example of this technique is You Won't See Me.
Paul provides another effective bass line ostinato figure, and makes an even more impressive debut on lead guitar with his rapid and wide-ranging solo; modal inflections, bent notes and all. Ringo too gets a chance to show his skills in the joints between formal sections. 

George's lead vocal is double-tracked, and John and Paul provide a varied backing vocal; embellishing the lead in each refrain, adding to the lead in the penultimate verse, and reinforcing with a 3-part "TAXMAN".

Intro 

The track opens up with a spliced-in "count off", the effect of which is made strange by the tone of George's artificially slowed-down speaking voice, the sound of a guitar's in the background, seemingly random fast-backward tape noises, and the fact the this count off is not in the same tempo as the music which follows. 

When the music starts, there are two bars worth of instrumental vamping on the bass line ostinato that pervades the song. The melodic contour and rhythmic pattern of this figure make an interesting comparison with the ostinati of Day Tripper and Paperback Writer. Though hard syncopations feature prominently all three of them, the figures of the earlier two songs spread out over two bars and have an arch-like melodic shape. In Taxman, the duration of the figure is one bar only and it's melodic contour has a very different shape; overall, it lends the song a feeling of being tense and tightly wound. 

Verse/Refrain 

The thirteen-bar verse starts off straightforwardly with an eight bar (4+4, AA) couplet, but it is balanced off by a five-bar phrase which subdivides into 3 bars of refrain plus the same two bars of vamping from the outro: 

  Verse:


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


|D
|-
|-
|-
|

D
 I

  Refrain:


|C
|-
|G
|D
|-
|


 flat-VII
 IV
 I

A strong hint of the 12-bar blues asserts itself in this verse in spite of the asymmetry resulting from the AAB form, the obbligato-filled space at the end of each AA phrase, the flat 3rds in the rhythm guitar chords and flat 7ths in the tune. The flat-VII-to- IV harmony of the 'B' phrase sounds like a paraphrase of the traditional V-to-IV of the 12-bar frame. 

The obbligato-filled spaces at the end of the AA phrases are where the increasing intensity over the course of the song is developed. The tone is set in the first verse with D Major/minor guitar chords executed on 1-2, and reinforced by cymbal slashes; the second verse adds tambourine first and later cowbell to the percussion backing; the third verse adds more cowbell plus backing vocals in falsetto; and in the final verse "TAXMAN" in 3-part bold harmony, an effect introduced at the beginning of the guitar solo and that returns at the start of the intro. 

Bridge 

The bridge is nine bars long and divides into an AA' couplet of parallel phrases, the second one of which is elongated an extra bar for emphasis: 


|D
|-
|-
|C
|


 I


 flat-VII


|D
|-
|-
|C
|-
|


 I


 flat-VII

The lead and backing vocals create a special effect in this section, with the vocal ensemble harmonizing on the first portion of each phrase, and then the lead finishes the phrase while the backing singers sustain the last syncopated word of the first half-phrase. 

Guitar Solo 

The guitar solo fills the verse segment of another Verse/Refrain section.  Paul's guitar solo consists of fast triplets, modal touches, and a melodic shape which covers several octaves and ends with an upward flourish

Once the lead guitar solo finishes, it stays for the rest of the piece, more or less doubling the bass line ostinato an octave or two higher. It also contributes to the effect of ongoing increased intensity over the course of the song. 

Outro 

The final refrain is modified in chord choice and extended an additional bar in length in order to provide the kind of deceleration that signals the end is near: 

        |Refrain:                                       |Outro:

chords:
|C
|-
|G
|D
|F
|-
|D
|...

bass line:



|F

- 

- 

- |

- E D C|D ...


 flat-VII
 IV
 I
 flat-III

The bass line provides an unusual, small twist of counterpoint in the way it helps fill out the sustained two bars on the F Major chord. Once the D chord is reached, the fadeout starts with a more or less literal reprise of the guitar solo. 



Eleanor Rigby

KEY
e minor

TIME SIGNATURE
4/4

                 ----- 2X ----

FORM
Intro -> Verse/Refrain -> Bridge (intro) ->




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

Style and Form 

As one of the most serious pieces of the entire Beatles output, this song changed several commonly supposed limitations of what the 2/3-minute radio pop/rock musical genre was capable of including within its power of expression. 

The story in the lyrics is typical of Paul with its two characters who seem to be unrelated to each other when introduced respectively in the first two verses, only to be brought into proximity of each other in the final scene. 

Melody and Harmony 

The melody is in the Dorian mode; with the minor 3rd but Major 6th and 7th.  It's a relatively uncommon choice for the Beatles. 

A very small number of chords are used, and those that are used result in a weak and modally plagal establishment of the home key. Aside from the drone-like use of the e-minor i chord, there is VI (C) and iv (a); the Major IV chord (a modal touch in context of a minor key) is implied as a passing chord over the e drone. 

Arrangement 

The backing arrangement for small string ensemble is well crafted by someone who clearly understood the string quartet idiom. Though eight players are used, the writing is in essentially four parts where, except for brief flashes of solo playing, each is doubled. 

Paul's single-tracked solo is the backbone of the vocal arrangement, with John joining him briefly in the Intro, Bridge, and Outro sections, and Paul doubling himself for the refrain. 

Intro 

The AA phrasing and arch-like shape of the tune in this intro are standard: 


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


|C
|-
|e
|-
|

e:
 VI

 i

Verse/Refrain 

The Verse component of this section features offbeat phrasing that contrasts with the underlying march-beat of the accompaniment. The five-bar length is unusual, but what  makes it noteworthy is the internal division of 5 bars into a 1 + 3 + 1 pattern, combined with the harmonic rhythm that returns to the i chord on the second half of the final bar. 


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


|e
|-
|-
|C
|-    e  |


 i


 VI
      i

Expressive appoggiaturas abound, the best of which is the one that creates an added-sixth to the C chord on the word "been".

The structure of the Refrain is more straightforward, with its AA phrasing, but*it is made unusual by its harmonic content: 




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


inner voice
|D
|C#
|C-nat.
|B
|


implied harmony
|e
|(A)
|C
|e
|




 i7
 IV
 VI
 i

This is a very John-like example of harmony under the influence of the compositional cliché sometimes referred to as the downward chromatic scale fragment in an inner voice.

Noteworthy is how the second iteration of the refrain phrase is melodically more extravagant than the first one; the first one stops on a high  'E', but the second one stretches up to 'G'. 

Bridge 

This is a rote repetition of the intro. 

Outro 

Superimposed over what is Paul and the string players' one last repeat of the refrain couplet, John's tag line from the intro is added, dubbed in almost sotto-voce, and in perfect counterpoint. The violin's repeat of the second refrain line is rhythmically stretched out in crotchet notes to guide the music into the complete ending. 

These couple of details elevate what is otherwise a formalistically simple ending into something elegant and sophisticatedly unified. 



I'm Only Sleeping 

KEY
e flat minor

TIME SIGNATURE
4/4

              ----- 2X ----

FORM
Verse/Refrain -> Bridge -> Verse(half Guitar Solo)/Refrain ->



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

Style and Form 

This song is in the unlikely key of e flat minor; a side effect of the extent to which the original tapes of both the backing track and vocals were manipulated on playback.

Possibly the placement of this track directly following the e-minor tonality of Eleanor Rigby was done intentionally, to highlight the half-step downward in key. Because the song was recorded in e minor, it will analyzed below in e minor.

There is an interesting formalistic joining in the way that the bridge runs so seamlessly with the verse that follows it that the next verse at first sounds like the ending the bridge rather than the start of something else. 

Melody and Harmony 

The tune features a hammering away on the tonic note of the scale, though the verse still manages to spread out over the span of a full octave. The brief bridge section features a couple of bent notes which lend a touch of the blues. 

Compared to the several drone-like songs so far, this one has a larger number of chords in it, though none of them are particularly unusual choices. 

The most curious harmonic feature of the song is the use of a chord stream (i.e. step-wise root movement of chords) in the refrain, the likes of which they have not used  since the earlier Ask Me Why, Do You Want to Know a Secret, and P.S. I Love You.

Arrangement 

What must have started out on the source tape as a backing track of relatively straightforward instrumentation was slowed down a bit to add a chunkiness on playback. Similarly, the speeding up of John's vocal on playback makes him sound tremulous and eerie; this effect is further intensified by the double-tracking is split out onto the two stereo channels for only some of the phrases. 

The backward guitar licks are a special effect. The application of the reversed guitar first start in the second verse.  The backing vocals add their own touch of surrealism to the proceedings. Their echoing of the last line of each verse and "oodle-i-doo" falsetto harmonies of the refrain have a kind of unsettling resonance. Only Paul's blues counterpoint in the bridge sounds a bit more familiar in context of the Beatles. 

Paul uses walking-bass passing notes in two critical places, providing a subtle effect of unification: at the end of the verse, he fills out the space between the C and a chord with a melodic B, and similarly, near the end of the short bridge, he fills out the space between the a and F chords with a G. 

Verse 

The verse is an odd nine bars long, in spite of its AA phrasing: 


|e

|a

|G
C
|G
B
|

e:
 i

 iv

 III
IV
 III
V






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


|e

|a

|G
C
|-      a
|


 i

 iv

 III
VI
        iv

Both phrases are harmonically open but in different ways. The first one ends on V, leading to a reprise. The second one adds one extra bar, and then ends on VI --> iv, thus begging for something different from what was heard previously. 

Refrain 

The chord stream of this refrain, and the prominence of the C Major 7th, is a prime source of what gives this song its overall jazz feeling. 

The section is an unusual length of six bars. There is a 1-bar's worth of tune that occurs several times within a narrow range before petering out before the end of the fifth bar: 


|G

|a

|b

|a

|


 III

 iv

 v

 iv


|C7

|

||e

|-

|


 VI



  i

The refrains that precede each of the two bridges are extended by an additional two bars of a vamp on chord i. The second one of these extended refrains (i.e. following the guitar solo) includes some muted talking in the background, followed by a strange foghorn-like electronic sound during the e minor vamp. 

The refrain is harmonically elliptical. Its opening bars convey intimations of a shift toward the key of G (the Relative Major of e minor), though nothing approaching the finality of a complete modulation.  The manner in which the home key of e is confirmed at section's end is also done without a clear or complete cadence. 

Bridge 

This section seems incomplete or fragmentary.  As with the refrain, this is another tentative harmonic section. 


|e

|a

|G
C
|G
B
|

a:
 iv

 i

 VII    III
 VII







      e: III
V

Outro 

As an outro this one is unusual in both form and substance. At the end of the final refrain, where previously there had been the C Major 7th/e minor bass arpeggio, this time the backing abruptly stops, leaving the backwards lead guitar all alone in a fadeout. 



Love You To 

KEY c minor ("Dorian" mode) 

TIME SIGNATURE 4/4 

              ----- 2X ---- 

FORM Intro -> Verse/Refrain -> Sitar Solo -> Verse/Refrain -> Outro (fadeout) 

Style and Form 

One of the most curious things about the history of music in the late 60s has to be the apparently sudden interest in, and influence of, Classical Music of India. The Beatles, George in particular, were prime catalysts of this phenomenon, and a song like Love You To can hardly be analyzed without some consideration of the historical context. 

Indian music, for a number of reasons, is a not so easily-acquired taste for Western ears as it may appear on the surface. Although it can be pleasing and psychedelically seductive enough, the lack of harmonic movement can quickly bore, and the melodic focus on freely improvised detail-within-a-subtle-framework calls for a trained ear. 

Love You To was so novel when it first appeared that it was “cool" practically by default. 

In Love You To, there is a genuinely Indian-stylized usage of mode, melody, rhythm and instrumentation. Even the form preserves the Indian convention of an out-of-tempo improvised slow intro. 

Melody and Harmony 

The ragas from which the melodic material of Indian music is drawn go beyond the simpler concept of scale or mode to include characteristic riffs, and division of the scale into two regions. In the melody, this song proves to be authentic; the mode is Dorian, the riffs both recurrent and tending to appear in either one half of the scale or the other. 

The harmony is a drone with occasional implied oscillations toward the flat-VII chord. The Major/minor modality of the home key is left ambiguous by the open-fifth quality of the drone, in spite of the fact that the sitar part features the minor 3rd quite prominently. 

Intro 

This intro features a slow, drawn-out exploration of the basic melodic motifs of what is to follow that is stylistically genuine and effective. The opening scale glissandos, the tentative melodic movement, and the lone F#, no matter how exotic an impression they may make, are unfortunately out of place. 

Verse 

This section is ten bars long and breaks up into eight bars of verse followed by a two-bar lead-in to the refrain. The verse itself divides into an AAA' pattern which fills 2+2+4 bars. However, two subtle details belie what would otherwise be a simple enough structure: 

1. The melody, which up through the first six bars almost plods along in equal crotchet notes, breaks into neatly syncopated melissma (e.g. on the word "me") that temporarily weakens the sense of where the downbeat is located.  The drop out of the drum part in bars 7 and 8 serves to heighten the effect. 

2. The first of the two-bar lead-in to the refrain is in 3/4 time. The identical hook phrase appears a couple of bars within the refrain where it fills a  4/4 bar.

3. The tune has a nice melodic arch shape, though in relation to the tonic note, it is centered on the high 5th degree of the scale. 

Refrain 

The refrain is six bars long and features a call-and-response exchange between George and the sitarist.  The fourth of the six bars is in 3/4 time, and just as in the verse, this one-beat-short bar is filled by the same sitar hook.

Sitar Solo 

This is the high point of the song. The sitar solo is both melodically and rhythmically ornate, as well as authentic. 

Outro 

The outro picks up where the solo section left off, with a sense of growing rhythmic abandon that continues right into the fadeout.



Here, There, and Everywhere

KEY G Major 

TIME SIGNATURE 4/4 

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

Style and Form

This song is remarkable for its tune, clever harmonic scheme, and arrangement. It is a landmark triumph of the soft rock genre. 

It opens with an ad-lib introduction, but the form is otherwise the two-bridge model, with only one verse intervening and no instrumental break. 

The lyrics make a structural use of the title words. 

Melody and Harmony

The tune uses a wide variety of rhythmic values to convey an impression of the naturally spoken word. It also manages to maintain a fluid melodic feeling through its mix of stepwise motion, long leaps, dwellings on a single note, and some triadic outlines. 

The home key of the song is G Major, but both its Relative minor (e), as well as the parallel minor (g) and its Relative Major (B flat) make important appearances. Both Paul and John were fond of these types of key schemes. This is a rare example in which all of them are used in the same song. 

The opening bars of the verse make use of a jazz chord stream of the sort that goes back to early numbers like Ask Me Why and P.S. I Love You.
Arrangement

The arrangement consists of restrained yet carefully placed details. 

Paul's lead vocal was recorded on the low and slow side in order to make it sound higher and much wispier on playback. Both this lead vocal and the lead guitar licks of the bridge are selectively double-tracked. There are places in which the second track either drops out or provides a harmonization with the primary track.  

The backing vocals provide their deceptively simple block harmonies on "ooooh." The slight changes they make in their articulation of the chord changes in bars 5 and 6 of the verses make these backing vocals sound instrumental. In the instrumental area there is a subtle use of guitar chords, and gentle touches in just the right places from Ringo. 

Intro

The intro introduces, in its first two chords, what will soon unfold as the songs characterizing harmonic restlessness. The B-flat chord provides a surprising cross relation against the B-natural of the preceding G Major chord, and also foreshadows the later use of this relative Major of the parallel minor that will appear in the bridges: 

        |G              |B-flat         |a              |D              

G:       I               flat-III        ii              V
Verse

The verse is a traditional eight bars long, though its phrasing contains some subtle internal patterning. The overall structure is 2+2+4, AAB, but the B section is subdivided into AAB. The harmonic structure of the verse opens up to chord V. 

        |G              |       C       |G              |       C       

G:       I                      IV       I                      IV

                                                        e:      VI

        |f#     B       |f#     B       |e      a       |C      D       

         ii*    V        ii*    V        i

                                      G: vi     ii       IV     V

The chord on f# in bars 5 and 6 is a half-diminished 7th; i.e. the triad itself is diminished (F#-A-C) but the 7th (E) is minor 
Bridge

The bridge is 6 bars long, but the phrasing of the melody and words joins into the start of the next verse based on a repetition of the second part of the first phrase, and this obscures your perception of where the actual section boundary is: 

        |Bb     g       |c      D       |g              |c      D       |

B-flat:  I      vi       ii

                       g:iv     V        i               iv     V

 
 Outro

The outro is built on top of the first half of the verse section, but this last time Paul provides a different melody for it, one that is set to the words of the title. This effect lends a sense of closure and summarization to this outro. He does something very similar to this in Michelle, even though the latter song ends with a fadeout.  The outro finishes off the song harmonically on a Plagal cadence; i.e. I-IV-I. 



Yellow Submarine 

KEY
G Major

TIME SIGNATURE
4/4

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



Verse (instrumental) -> Verse -> Refrain

Style and Form 

Yellow Submarine is another late-Middle Period example of how the Beatles manage to elevate gesture over content. The music is simple, but this simplicity provides the firm platform needed to support the futuristic collage of sampled sounds overlayed upon it. 

The deployment of the sound effects here would be cute no matter where they came from, but that the fact that the Beatles themselves took the trouble to synthesize and participate in them adds value. 

On the level of song writing, we have the following points of interest: 

1. The "in medias res" opening with an unaccompanied vocal pickup. 

2. The extremely unusual appearance in the middle of three verses in a row. 

3. Harmonic rhythm used to articulate form.  The verse is characterized by the pattern "four-ONE, 2, 3 four-ONE...," and the refrain contrasts with its "ONE, TWO, THREE, FOUR." 

Melody and Harmony 

Only five chords are used throughout, all diatonic. The tune is also simple, though in a subtle way.  It bears the John Lennon stamp of pentatonicism. The 7th scale degree (F#) does not appear at all, and the 4th degree (C) appears only briefly as a passing note, as on the word "the" in the phrase, "In the town." 

Arrangement 

The arrangement is varied on sectional boundaries for the most part. This device was a long-standing Beatles trademark in the purely instrumental/vocal realm, but here it is extended to apply to include special effects: 

· verse 1: acoustic guitar+maraccas, and later, bass drum 

· verse 2: add the sound of water waves 

· refrain 1: waves continue 

· verse 3: party sounds, and a sloppy marching band

· refrain 2: add drumsticks tapping.

· verse 4: submarine noises (whirring machinery, shouting people, clanging bells, etc.) 

· verse 5: Lennon echoes Ringo in the manner of a captain shouting orders. 

· refrain 3: the backing vocals sound richer, out of some combination of larger forces and more overdubs. 

Verse 

The eight-bar verse divides into a 4+4, AA'structure. The harmonic shape of the section is open (ending on V) but the AA repeat combined with the absence of interesting chord changes creates a pleasant monotony; especially in those stretches where the entire verse is repeated twice or more in a row. 

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

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

G:    I  V     IV G     vi ii    ii V     I

Refrain 

The refrain is also eight bars long, and divides into 4+4, AA. It uses monotony more than the verse with its harmonic rhythm and a closed harmonic shape, ending on I. The sustaining of chord V through the inner two bars adds some slow-motion syncopation to the harmonic rhythm which gives some relief from the regularity. With the exception of the outro, they had the wisdom to not repeat the refrain twice or more in a row. 


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


|G
|D
|-
|G
|


 I
 V

 I

Outro 

The outro features the refrain repeated potentially forever into the fadeout. In actuality, the music trails off near the end of the second iteration.



She Said She Said

Although the most conspicuous feature of She Said She Said is the metrical irregularities of the break, this song also provides an object lessons about two other general compositional topics: modal harmony and how to experiment without things falling apart. 

Modal Harmony

The harmonic vocabulary is from the Mixolydian mode; this mode being the scale with the Major bottom half, and a whole step instead of a half-step at the very top.  Think of it as a white note scale starting on G. 

The key of the song is B-flat but the key signature features an A-flat instead of an A-natural. This means that the key signature, scale, and chord selection of Mixolydian B-flat is identical to that of E-flat Major. This leads to several distinctive harmonic characteristics: 

1. The naturally occurring v chord in the Mixolydian mode is minor and does not make for an effective V-I cadence.  

2. Establishing the key in this mode falls on the sub-dominant IV chord and the flat VII chord; in our modal B-flat key, these are the E-flat and A-flat chords respectively.

The harmony of this song is also distinguished by its use of only four different chords, one of which doesn't even make an appearance until the climax of the break (on the word "Boy").

Experimentation

In spite of the fact that She Said She Said uses psychedelic lyrics, heavy limiting applied to virtually every instrument as well as the voice track, and the irregular metre, it also uses a classic form: 

Intro - Verse - Verse - Break - Verse - Break - Verse - Outro 

No matter how experimental they were in other aspects of composition, The Beatles with very rare exception, used classic forms in their songs; it is as though they needed these forms as a bedrock on which to anchor their experiments. 

The Intro and Verse

This has a comparatively short verse of eight bars. The harmonic scheme is:

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

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

B-flat:  I    flat-   IV        I      flat-    IV     I

               VII                      VII

Bars 7 and 8 feature strong syncopation, and are given an immediate instrumental reprise. The intricate drum work in the second half of the bars containing only the E-flat chord helps push the music forward; a Ringo technique used way back in I Saw Her Standing There. The bass line, on a more subtle level, is also used to push things along here. 

An additional source of rhythmic turbulence is to be found in bars 3 and 5 where slow triplets in the voice part occur.

The drum part in the two bar reprise following the verse reinforces the syncopations without exaggerated figurations.

The lead guitar part antiphonally imitates the voice part in bars 3, 5, and the two bar reprise. 

The Break

The f minor chord is introduced for the first time in the song at what is possibly the moment of climax, and is used to help make a pivot modulation to E-flat, the key of the IV.  The metre is erratic.

The Coda

Two details worthy of attention in the coda are the canonic imitation in the split voice parts is a development of the idea originally presented in the verse.

The sudden release of all syncopation is a final, rhythmic gesture, coming as it does at the end of two full minutes during which the listener is constantly bombarded by either syncopation, or irregular metre. The tempo remains the same, but the even quaver notes in the fade out give a strong feeling of acceleration; as though driving into a free skid on ice. 



Good Day Sunshine 

The metre is 4/4, and what feels like a change of meter is actually a s-l-o-w syncopation.  

The refrain section ("Good day sunshine ...") is a simple six bar phrase in 4/4.  The first two bars are: 

Beats:

|1
2
3
4
|1
2
3
4|

Accents:
 >


>


>

Words:

 Good       Day
        Sun         shine       (daa-de-da-de)

Chords:

 B


F#


A:
 V-of-V   

V-of-(V-of-V)

The next two bars are a repeat of the above followed by: 

Beats:

|1
2
3
4
|1
2
3
4|

Accents:
 >


>


>

Words:

 Good       Day
        Sun         shine          I take a...

Chords:

 E7



 V

Preceding this refrain are four full bars of a plain E chord (actually an open fifth instead of the complete chord). This intro provides contrast with what follows.

The key is also unsettled until the verse begins. From the opening it would appear that the key of the song is going to be B rather than A as it later turns out. 

The Verse 

In contrast to the refrain, the verse is straightforward. Noteworthy is both the contrast provided by the return to a 4/4 beat and the key of A major, as well as the economy provided by a recycling of all the chords used in the intro with the exception of the A chord. The verse is turned into a full eight bars by a repeat of the following: 


|A   F#7    
  |B7
     |E7
|A
    |

A:
 I   V-of-(V-of-V) V-of-V    V
         I

The Break 

The first verse is followed by another six bar refrain. The consistent use of the triplet figure in the snare drum to punctuate the last two beats of bars 2 and 4 of each refrain from here to the end of the song is an interesting detail.

Moving on there is a second eight bar verse. In an unusual move, the second four bars of this verse are in the key of D and are presented as a solo for piano. In other songs there have been guitar solos in this same structural position, but in this case, both the modulation and brief half-verse duration of the solo are out of the ordinary. 

This section is followed by another refrain and a third eight-bar verse, musically identical to the first. 

The Coda/Outro 

The third verse is followed by a final pair of refrains and an outro, making for a longer than usual coda. 

In these two immediate repetitions of the refrain there is a break in the 4/4 time signature for the first time; an illustration of knowing when to avoid consistency. The break in the time signature occurs in bar six; i.e., the second bar of the sustained E chord is three beats 

In the outro, instead of an more obvious third repeat of the refrain going into the fade-out, the harmony takes a half-step upward (to an F7 chord), and the vocal arrangement becomes a series of cascading echoes. 

Although Good Day Sunshine contains no exotic instruments, tape loops, or drug references, this song in its own quiet way demonstrates by such details as this coda, the willingness to experiment, both with musical syntax and with recording techniques. 

And Your Bird Can Sing 

KEY
E Major

TIME SIGNATURE
4/4

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



Verse (guitar solo) -> Bridge -> Verse ->




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

Style and Form 

This song is notable for its setting of an elegantly classical/Baroque leitmotif in context of a noisy guitar mix, but there's more to it than that. 

That opening riff would feel Baroque just by virtue of its perpetual quaver notes and its embellished scale-wise melodic content. But the gesture is further intensified by Paul's walking bass lines, and by the way the riff is repeated in the manner of a concerto grosso's ritornello. 

The form, though essentially a two-bridge model with only one verse separating the bridges, includes a repeat of the entire the guitar solo verse section right before the outro. 

The lyrics are wordier than usual. Even though the title phrase repeats in every verse, and the bridges have their own refrain, every section opens differently, and this accentuates the ranting feel of the overall song. 

Melody and Harmony 

The home key is E Major jazzed up by pentatonic touches so characteristic of John. E.g. the motif that goes with the phrase, "but you don't get me."  In context of the otherwise Baroque nature of this hook, the syncopated lick at the end is strange sounding.  The other device favoured by John to be found here is the chromatically descending bass line in the bridge. 

Arrangement 

John's lead vocal sounds like it is artificially double-tracked,  the two results mixed left and right as single track vocals.  Other interesting details include:

1. The backing vocals used for bold emphasis, and the break in this pattern for the final verse where they accompany the entire first phrase. 

2. The guitar lick between the first two verses, and its arpeggios during the bridges. 

3. The careful patterns played by the auxiliary percussion such as tambourine in the verse and hand claps in the bridge. 

4. John striving to add a little trill on the phrase "get me" way out on the edge of his range. 

Intro 

The intro is four bars long and uses a single chord, over which we hear the guitar riff for the first time. 

Verse 

The verse is eight bars long and has a 4+4, AB phrase structure that is articulated, by a difference in harmonic rhythm between the phrases: 


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

E:
 I



 ii
 IV
 I

The harmonic shape of this section is closed (opens and closes on the I chord). The home key is established here by the plagal IV chord, with the dominant V saved for the bridge. 

In order to fill out the full eight bars of the verse, the guitar solo sections extend the lick used in the outro with a dramatic down and up scale passage. 

The harmony for the guitar solo verses replaces the IV chord of bar 6 with a V chord. The solo conveys a stronger sense of climax by using chord V. 

Bridge 

Harmonically, the bridge implies a modulation to the key of g# minor, but the downward chromatic scale played over the first four bars of this section takes it straight back to the home key. 

chords:
|g#
|
|-
|-
|E
|f#
|-
|B
|

bass:
|G#
|G-nat.
|F#
|F-nat.
|E


 iii



 I
 ii

 V

Outro 

The outro is built on a repetition of the obbligato's opening. The surprise is the ending on an A Major IV chord, in second (6/4) inversion. 

The very next song on the album, For No One, also ends inconclusively, though it ends on V instead of IV. 



For No One

KEY
B Major

TIME SIGNATURE
4/4

FORM
Verse -> Verse -> Bridge ->



Verse -> Verse (instrumental solo) -> Bridge ->




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

Style and Form 

As an example of Paul's interest in borrowing elements of the early 19th century 'Art Song,' this comes somewhere between Eleanor Rigby and Michelle.  The romantic feelings conjured by its lyrics are earnestly expressed. 

The form is cyclic in the style of a multi-versed folk song. The sequence of double verse and bridge is repeated three times without intro, outro, or any intervening interludes. 

Melody and Harmony 

The tune features a larger than average number of jumps and triadic outlines compared to either scale wise movement or repeated notes. 

The bridges feature a Classical pivot modulation to the key of ii (c# minor). By contrast, the verses rely on the non-classical flat-VII chord, instead of V, to establish the home key. The V chord makes its only appearances in the song as part of the pivot home at the bridge's end. 

The first phrase of the verse makes use of a slow walking bass played against static harmony that is interesting.   

The home key is the unusual choice of B Major; the only other Beatles song in this key is One After 909.
About the Recording 

Paul's lead vocal was recorded with the tape running slow in order to sound higher (and thinner) on playback. 

Alan Civil, the French horn player on the recording, says that the tape he was asked to dub his part onto was "in the cracks" between B-flat and B Major. 

Arrangement 

The instrumentation features two different sounding piano parts, a strong, prominent bass line, restrained percussion, a sincere sounding single track lead vocal, and the solo for French horn. 

The arrangement is layered in typical Beatles fashion: 

1. The first two verses have only what sounds like an out-of-tune piano (actually a clavichord) in even crotchet notes, with some percussion that sounds like distorted snare drumming. 

2. For the first bridge a tambourine and a heavy bass line that sounds at least an octave or two below the rest of the texture are added, a change to a more normal sounding piano playing a Schubertian accompaniment figure of rocking quaver notes. 

3. The heavy bass and the tambourine remain for the rest of the song, but the piano part follows the pattern established earlier. 

4. The horn part first appears in the second half of the second verse pair.  For both purposes of unification and avoidance of consistency, the horn part is repeated for part of one of the final verses, and again for the last couple notes of the final bridge. 

Verse 

Although the verse is a standard 8 bars long, its two 4-bar phrases are subdivided into unequal segments by the rhythmic flow and phrasing of the tune.  The harmonic motion of the phrase moves from I to IV and back to I by way of the modal-like flat-VII chord.  The B Major chord is sustained through the first four bars. 

chords:|B
|-
|-
|
|E
|A
|B
|-
|




   inner voice: |G#
|G-nat
|F#
|
|

bass:  |B
|A#
|G#
|F#
|E
|A
|B
|
|

B:
I



 IV
flat-VII I

The section climaxes at the start of bar 5, with a D# in the tune creating a Major 7th chord. The move to flat-VII with the chromatic descent within the texture helps unwind the tension, and adds a slight nostalgic touch.  The Baroque syncopations and triadic outlines of the horn part fit well with the tune. 

Bridge 

The bridge is ten bars long and is built out of an AA couplet of four-bar phrases plus a two-bar bridge which sets up the return of the next verse: 


|c#
|G#
|c#
|-
|-
|G#
|c#
|-
|

B:
 ii

c#
 i
 V
 i


 V
 i


|c#
|F#
|

B:
 ii
 V6 ->5


  
  4 ->3

c#
 i



Doctor Robert 

KEY
B Major

TIME SIGNATURE
4/4

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




Verse -> Refrain -> Verse/outro (into fadeout)

Style and Form 

While Doctor Robert’s most conspicuous claim to fame may be its reference to recreational drug usage, it is musically most interesting for its harmonic/home-key features. 

This is one of John's more daring experiments with harmony prior to Strawberry Fields Forever, or I Am The Walrus. It could be described as a harmonic hallucination, that is ironic in context of the song's lyrics. 

The lyrics make constant wordplay with the title phrase; mostly as an interjection at the end of lines, but also, for the sake of avoiding consistency, fitting in within the flow of the narrative once in a while, and at the start of lines, where it would be least expected. 

Overall, the song is unique in terms of its short form, lack of an instrumental break, and no variation of the arrangement later than the first refrain. 

Melody and Harmony 

B Major asserts itself as the home key of this song, but opening on the A chord, which is sustained for a full eight bars, gets the song off to a tonally equivocal start. 

One of the hallmarks of  Western Tonal music is the establishment of home keys by virtue of chord progressions. In this song, the first real cadence in the song is the one to B Major towards the end of the verse, and though as it unfolds it feels like a modulation to B from A, retrospectively the A Major chord is flat-VII of B. 

Arrangement 

The backing arrangement features a rich mixture of instruments. There is some staggered layering in the arrangement. For example, the backing vocals start in the second verse, and the lead guitar commences just before the bridge. The bridge contrasts with the verses by virtue of the added harmonium and the vocals mixed to sound like more than just 2 or 3 Beatles singing. 

John's lead vocal sounds double tracked with each of the two slightly-out-of-phase tracks split onto separate stereo channels.  This surrealistic effect also occurred in The Word. 

Intro 

The intro is a simple four-bar vamp on the A Major chord which, at this point of the song, sounds like chord I, rather than the flat VII. 

The most significant thing about this intro is the way the lead guitar part introduces the 4-3 appoggiatura motif that shows up later in both the verse and the bridge. 

Verse 

The verse sounds like a four-phrase song section, but other material is added to the third phrase which pushes the total section length up to 18 bars: 


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


|A
|-
|-
|-
|

B:
 flat-VII


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


 V


|E
|F#
|B
|-
|


 IV
 V
 I

The 4-3 melodic motif shows up in the third phrase, on the syllables, "bet-ter" and "un-der"(stand). 

Refrain 

The refrain sounds like an eight-bar, two-phrase section, but similarly to the verse, it rounds itself out to an unusual ten bars, the final two of which merge with the start of the next verse.

The E Major chord of the first phrase sounds like IV, but in the second phrase it sounds like V-of-flat-VII .The 4-3 motif here is found on the second of the three "well, well, wells." 

Outro 

The official track is mastered to sound as though it were a typical fadeout ending, but in reality the take in the studio broke down just where the track is quickly faded. 

I Want To Tell You

KEY
A Major

TIME SIGNATURE
4/4

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




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

Style and Form 

Hard and high anxiety in the lyrics is further manifested in the musical fabric by dissonance, both harmonic and rhythmic. 

Harmonically, there is a persistent mechanical use of the E minor 9th chord in the piano, and rhythmically, there is slow triplets, especially in the opening bass line ostinato, which create lots of friction against the 4/4 backbeat. The lyrics speak for themselves. 

Melody and Harmony 

The verse tune opens with a jumpy pentatonic pair of phrases, though the remainder of it, as well as the bridge tune, is balanced out by completely step-wise motion. 

The home key of the song is A Major throughout, established by a small number of chords. However, the guitar ostinato that pervades the song contains the Hey Jude progression (I-flat VII-IV-I), and this adds a modal flavour to the song. 

The other unusual harmonic feature is the off-center prominence given to chords that have the note 'B' on the bottom. 

Arrangement 

The opening guitar riff is an ostinato pattern that sets the tone of the whole song right from the start. In contrast to the outstretched melodic arch of the Day Tripper figure, this one is much more in the style of Taxman.  Noteworthy is the repeated downward arpeggios in slow triplets, and the hard syncopation which places the origin of the pattern just before the downbeat. 

The rest of the ensemble plays in a contrasting beat in which beats 2 and 4 are syncopatedly emphasized, and rapid triplets fill the spaces between phrases. The most interesting moments in the song are where this more swinging beat is superimposed over the agitated slow triplets of the ostinato. 

The double-tracked lead vocal is backed for bold emphasis on the even-numbered phrases of the verse; similar to the syncopated beat on 2 and 4. 

Percussion consists of maracas at the end of each verse, the tambourine in the bridge, and the hand claps saved for the final verse. 

Intro 

A fade-in opening in a Beatles song is rare and the last one prior to this goes all the way back to Eight Days A Week. 

The ostinato figure is played on the low strings of the lead guitar. The intro continues with three complete iterations of the ostinato, with other instruments making a staggered entrance: piano and drums come in on the second repeat, followed by the maracas and bass guitar. 

Verse 

In spite of the steady 4/4 backbeat of this verse, the unusual eleven-measure length, and the manner in which the four vocal phrases, unequal in length, are declaimed blurs the bar boundaries. 

The change of chord in the middle of bar 4 is very sophisticated. 

The reprise of the ostinato to fill the space between verses is a classic unifying gesture. 

Bridge 

The bridge is eight bars long, and though it's much closer to four-square than the verse,  here too, there are three short phrases suspended over the bar lines. 

top
|B
|C#  B
|B  A
|BA AG# |AG#F#  |B A G#
|B A A
|-
|

middle2
|F#
|F nat.
|E
|F#
|-
|F nat.
|E
|-
|

middle1
|D nat.
|-
|C#
|D#
|D nat.
|-
|C#  D
|C#
|

chords
|b min.
|b dim.
|A
|B Maj.
|b min.
|b dim.
|A
|-
|



 9 -> 8

 9 -> 8


 9->8








 3-> 4 -> 3

Harmonically, this bridge seems at first to hint of a possible excursion away from the home key, but in the end, it is a restless and indecisive kind of chromatic leaning away from the A Major chord and back to it. 

The 9-8 motif of the piano part from the verse is echoed, by the number of 9-8 appoggiaturas in the vocal part of this bridge. 

The rapid triplets at the very end of the bridge helps to restart the momentum for the verse that follows. 

Outro 

When the final verse ends, there are three iterations of the ostinato figure, alternating this time with a repeat of the closing tag line by the full vocal forces. The last repeat features Paul bursting out into a free Indian-style melissma reminiscent, of the sitar solo in Love You To. This might seem out of place, if it were not for George's having used as a motif throughout the song, a very Indian-like slow melodic slide toward the end of the title phrase (on the words, "tell you.") 



Got To Get You Into My Life

KEY G Major 

TIME SIGNATURE 4/4 

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

Style and Form

Formalistically the song is unusual for the manner in which the vamping and potentially self-perpetuating coda develops as an outgrowth of an extra, extended repeat of the refrain just before the ending. 

The arrangement conjures up visions of a big and brassy stage band, but true to the form of the rest of  Revolver, the recording also contains a touch of surreality in the way that the saxophones and horns are recorded distorted. 

Melody and Harmony

The tune of the verse has lots of wide jumps over a wide range. The tune of the bridge is very blues-like, and though the vocal line is fragmentary, it merges with the instrumental  that follows it.  The technical term for this effect is a "hocket." 

The harmony is also changeable: static in the first half of the verse with jazzy superimpositions over a chord I pedal; over a walking chromatic bass line in the second half of the verse; and in the bridge, there's finally I-IV-V. 

Arrangement

On very close listening the track has stray studio talk buried below the music near the beginning, and some other kinds of remnants of earlier tracks not entirely mixed out of the official version. This is a reminder of the primitive pre-digital techniques and equipment they had to deal with in the mid 60s, but this scruffy audio quality is also part of an intentional aesthetic here. 

There is a double tracked lead vocal, and a tambourine ! There's also a lead guitar part which is saved as a surprise for so late in the song that it is unexpected. 

The underlying 4/4 beat is rapid, but it is the steady, relentless triplets that fill out those beats, as well as the frequency of syncopation that give the music its real thrust. 

Intro

The four-bar intro is completely instrumental, vamping on chord I, and including the 7-9-11-13 embellishment which characterizes the verse section.

This introductory section sets both the overall tone as well as the static harmonic style. 

Verse

The verse is sixteen bars long, but its internal phrasing is broken down into patterns of phrases that are different in length; i.e. |A |A |B B |C | 

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

        |G

|-

|-

|-

|

G:
 I

harmony
|b

|-

|-

|-

|

bassline|B
B-flat
|A
G#
|B
B-flat
|A
G#
|

         iii

   vii-half dim/ iii

     vii-half dim/

                                ii 



ii

harmony
|C

|a
D
|G

|-

|

bassline|C
B
|A
D
|G

|-

|

         IV

 ii
V
 I

The harmony of each of the A-B-C phrases is distinctive. The first two phrases establish the home key of G Major by a kind of pedal-point insistence. 

The third phrase features a single sustained chord in the upper voices (b minor) over a chromatically descending bass line. The last note in this bass riff (G#) turns the chord into a half diminished seventh on G.  The resolution of this is put off until the middle of the following phrase. 

The repeated chromatic descent from B is followed in the final phrase by a diatonic descent from C. This last phrase finally establishes the home key.

Refrain

The refrain shifts to a modal and blues style with I-IV-V in the chord progression, B-flat/B-natural clashes between vocal part and harmonies, and F-natural/F-sharp clashes between the instrumental obbligato and the chords. 

The general tendency toward syncopation in the foreground is carried through to the background in this section by the way the C chord is sustained through bars 2 and 3. This  forces the refrain to a slightly unusual extended length of six bars: 

        |G

|C

|-

|D

|

         I

 IV



 V

        |G

|-

|

         I

When the refrain comes back for the second time, it is repeated immediately one additional time. This repeat is set up by an additional two bars of vamping on chord I.  This also sets up the surprise appearance of the lead guitar starting in bars 5 & 6 of the refrain immediately preceding. 

Outro

The doubled second refrain leads directly into the outro which, in many respects is an extended reprise of the Intro with the addition of an improvisational vocal. 

The outro goes on for over 12 bars on chord I before the complete fadeout sets in, and is suggestive of a spontaneous jam session that goes on past where the recording fades to silence. 



Tomorrow Never Knows 

KEY C Mixolydian/Dorian/Major 

TIME SIGNATURE 4/4 

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

Style and Form

This song contains a vast variety of techniques including: an Indian drone, modal tune, blues instrumental, tape loops, vocals played through revolving speakers, distortedly close-up miking of instruments, and a psychedelically mystical outlook.  This collage  pulls into a powerfully focused, unified effect. 

The Intro is not so much a fade-in as it is a small variation of the layered intro. Similarly, the ending is not so much fadeout as it is a musical disintegration.. 

Arrangement, Melody and Harmony

Tomorrow Never Knows  is one of those unusual cases where the musical material is  inseparable from a consideration of its arrangement. In spite of the thick texture, the fabric consists of discrete musical elements, each with a distinct timbre as well as some unique configuration of melodic pitches or rhythm: 

1. The rhythmic backing of drums, bass, and tambourine remains steady and consistent throughout, with a hard syncopation on "three-AND". 

2. John's vocal is equal parts triadic and Mixolydian/blues lick with an emphasis on the flat 7th. 

3. The harmony is virtually a single C Major pedal point throughout, suggesting a novel application of the Indian drone. The only harmonic movement at all in the song is the implied move toward flat-VII in the second half of virtually every verse, coloured in each case by what sounds like synthesized brass instruments. 

Two of the tape loops provide jagged ostinati figures based on diatonic C Major scale material; one motif recurs over and over again: C - (down a 7th) D - E - F - E - (up a 6th) C. In some instances, this figure appears rapid, clear and high pitched. On other cases, it appears slower, in mid-range, and as though polyphonically overdubbed with itself. 

Both halves of the instrumental feature blues emphasis on the melodic, flat 7th. The first includes Mixolydian-like emphasis on the melodic Major 3rd, while the lead-guitar-sounding second half includes the blues/Dorian emphasis on the bent/minor melodic 3rd. 

Intro

The intro is 6 bars long, built out of two bars each of: 

1. a fading-in, pulsating tamboura drone on the pitch, C 

2. the hard-rock rhythm track 

3. and the first appearance of the tape loop. 

Although this is simply a layered intro, the pace at which the elements are introduced, and the unexpected nature of two out of the three of them makes it disorientating. 

Verse

The verse is a straightforward 8 bars and is repeated over and over and over, a total of 7 times, exclusive of the intro, outro, and solo sections: 

        |C

|-

|-

|-

|

C:      |B-flat

|-

|C

|-

|

         flat-VII


 I

The melody is a simplistic bugle call through its first half; providing another  demonstration of the principle of keeping at least one compositional factor simple when  other factors are complicated to the extreme. Also, notice the Lennon slow triplets in the opening phrase ("turn off your mind .." ). 

Instrumental

The instrumental break fills sixteen bars, though its two halves are of unequal lengths; i.e., 6 + 10 bars, instead of the conventional 8 + 8. 

The first eight-bar frame of the break does not have the flat-VII horns in bars 5 & 6, but the second eight-bar frame does. 

The Second Half

The principle of saving a little something in the way of a surprise for the second half is demonstrated here by the "beep" tone in the midst of the first line of the verse which follows the break.  This is placed here exactly at the mid-point of the track (1:28).

The lead vocal is processed through revolving speakers starting in the second verse following the break. 

Outro

The outro is an extension of the final verse with five iterations of last phrase. The trailing seconds of the track paint an image of the world winding down and pulling apart as though by centrifugal force.

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

