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RUBBER SOUL





First Released 3/12/1965

Rubber Soul is one of the best albums made by the Beatles.  Like Help, it is a progressive album, and when compared to the upcoming albums the transition becomes apparent.  At this point the Beatles are expanding in every horizon, and the musical melody is changing dramatically, as is the content, and the personal lives of the Beatles. 


Like on the last albums, John's songs are becoming more introspective and mellow.  This is due to pot, but also the Beatles were maturing. 


The Beatles on this album are much more serious, worn out from fame, experienced, innovative, and all except Paul are married.  Even the title and the picture indicate growth and change, as the faces seem older, wiser, unsmiling, and their hair, for that time was long.  Also the photo is elongated, showing a strange effect, and the title itself is a pun, which shows the growth and change of the Beatles.



Drive My Car 

KEY G Major

TIME SIGNATURE 4/4 

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

Style and Form 

Recorded in mid-October '65, Drive My Car bears some associations with both sides of a “double-A" single that was coincidentally worked on in the studio during the same week. The rap-like declamation of the lyrics and the melody of Day Tripper, and the slow triplets of We Can Work It Out strongly resonate here. 

Drive My Car also has a few unique aspects to it. The form has four pairs of verse and refrain presented in a row with the only relief coming in the way of a guitar solo for one of the verse sections. The vocal parts are every dissonant and most unusual of all, the particular use of harmony here makes any clear sense of home key elusive. 

The lyrics, while not unique or ground breaking, are notably Lennonesque in the way they weave a suggestive tale from scraps of small talk that are pieced together so that it's not immediately obvious who said what to whom. 

Melody and Harmony 

The level of tonal ambiguity in the song is unusual because of the frugal harmonies. Only five chords are in the whole song (D, G, A, b, and e). Many of their respective appearances are spiced up by 7/11 and Major/minor embellishments, but these kinds of blues/jazz touches only serve to enliven what is a limited chordal repertoire. 

The opening on a D chord and the large amount of space given in the song to the chord progression of D -> G -> A would seem to make it appear in the home key of D Major. 

In this case, however, all the D Major chords function as a Dominant 'V' with respect to a home key of G.  The entire song is "heard" in G, but the extent to which none of the song's discrete sections begins with the chord of the home key is what makes it difficult for the ear to grasp

The top vocal line with its dissonant insistent hammering on the note 'G' is what throws off the sense of home key, making the opening chord progression of D->G sound more like V->I of G than a I->IV of D. This makes for an interesting comparison with What You're Doing, where the identical chord progression contains no such ambiguity.

Arrangement 

Vocally, Paul and John opt for one of their favorite techniques; McCartney, shouting on top, and Lennon, muffled below. In addition to the G pedal, Paul's part contains flat-7 F-naturals, while John gets to sing lots of 4-3 appoggiaturas over the G chord. George joins in for the beep-beeps. 

The bass guitar contains an exceptional amount of motivic working out. Paul consistently embellishes the root notes of the chords with a 3-5-3-1 triadic figure.

The lead guitar appears in the intro, solo, and outro with an intensity that practically upstages the lead vocal. The lead guitar also appears prominently during the last verse.

The percussion section has parts for tambourine and cowbell whose interplay with the regular drum kit is more intricate than it at first appears. 

Intro 

This intro contains two bars-worth of the Beatles most rhythmically disorienting music. It actually starts on the downbeat but the melodic contour of the syncopated guitar part combined with the successive offbeat entrances of the bass guitar and drums make it virtually impossible to identify the time signature at first: 

The harmonic basis for this intro is a D Major chord. Whether it is as the I of D or the V of G is ambiguous at this stage of the song.  The use of C and F naturals in the lead guitar line are meant to sound blues-like. 

Verse 

The verse is eight bars long and features four highly syncopated short phrases equal in length: 


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


|D

|G

|a

|-
D
|

G:
 V

 I 

 ii

 
V

Even though the D chord has been the only harmonic event of the intro, it sounds in  during this verse more like V the V of G than the I of D, largely the result of Paul's melodic emphasis on the pitch G

The ongoing steady motor-rhythm of the drum part is interrupted for a bit of rhythmic byplay with the melody line in the final two bars of each verse section, including the one with the guitar solo. 

The guitar solo follows the phrasing model provided by the sung verses. The final two bars are reminiscent of the intro, and they provide a kind of summary of the song's overall profile of dissonance. 

Refrain 

The refrain is also eight bars and it follows the same phrasing pattern seen in the verse.  Noteworthy is how both sections are left harmonically wide open: 


--------------- 2X ------------
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|
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V-of-V   V      IV-of-V  V-of-V

 The refrain starts off with a deceptive resolution of the V chord left hanging from the end of the verse. The sense of home key is still as ambiguous as ever, and the manner in which the section winds itself up to a big finish that sounds very much like a modulation to D, the tonally most clear moment of the entire song, further complicates matters. 

The melodic dissonance heard earlier is continued here, up to and including: the 7ths on the b and G chords, an F natural over the e chord, and the Major/minor conflict of F natural in the melody with the F# in the D chord. 

The refrains which are followed by the guitar solo and outro are trailed by the little beep-beep codetta which contains yet another Major/minor clash, this time on the A chord. 

Outro 

The outro consists of the beep-beep motif iterated five times into the fadeout, embellished this time by drum fills, cymbal crashes, and lead guitar licks. 

The harmony of this section is entirely D->G->A and sounds very much as though the home key was D Major. 

Drive My Car is one of the Beatles harder-rocking blues numbers, ranking way up there with the better known A Hard Day's Night and Ticket To Ride for its hyper-thrust and equally sharp edge. 

Given the extent to which the early-to-mid-career fame of the group was founded on their success as a rock group, it's ironic surprisingly ironic just how relatively small a portion of their total output consists of songs quite a “rocking” as this one. 



Norwegian Wood 

KEY E Major 

TIME SIGNATURE 3/4 

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

Style and Form 

This understated song of John's is economical in terms of both form and content, with everything but the bridges being derived from the same hook motif. 

It is also one of the very few Beatles songs in ¾ time. 

The use of a sitar was ground breaking at the time the psychedelic buzzing of it is  complemented here by the high level of percussive noise achieved by using a hard pick on the otherwise standard 12-string guitar. 

Melody and Harmony 

The extent to which the Beatles must have known that they had an especially fine hook going for them in this song is borne out by the way in which it is used repeatedly throughout to almost hypnotic effect. 

This hook would make a sophisticated textbook example of one in which there is  prevailing downward spiral, instead of an arch:
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The modal use of the melodic flat 7th (D natural) adds some additional spice. 

The hook phrase stretches out over eight bars that are bound to an harmony of chord I  (E).  This drone-like element in the harmony combines with the sound of the sitar to create a stylistic "sound" which anticipates in a Lennon song what would soon become very much a specific George Harrison trademark. 

The bridge strays briefly into the parallel minor (shades of I'll Be Back and other earlier Beatles tunes) and provides some welcome harmonic movement, but the melodic gesture of those contrasting sections still remains prevailingly downward. 

Arrangement 

The instrumental backing is acoustic, and, quite typically for the Beatles, is worked out to a finer level of detail than at first meets the eye or ear. Examples of this are the staggered opening, the way in which melodic and rhythmic interest is traded back and forth between guitar and sitar even to the point where they double each other in several places; a buzzing drone sound from the sitar that starts during the verse following the first bridge, and the clinking of finger cymbals which starts in the second bridge and follows through the final verse and the coda. 

John sings the lead vocal in single track with Paul taking the top part for the bridges.

Intro 

The intro is sixteen bars long and consists of a verse-like two-fold presentation of the hook phrase; the first, for solo acoustic guitar followed by the sitar (which then carries the melody) and bass guitar. 

Verse 

All the verses follow the pattern set up in the intro with John carrying the tune, the guitar in the role of rhythmic support, and the sitar occasionally providing a reprise of the hook's ending. (e.g. verse 1 and the first half of the final verse). 

Bridge 

The bridge is also sixteen bars long and though there is a release of some harmonic movement, the slowness of the harmonic rhythm helps maintain the measured mood established earlier: 
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The use of the Major IV chord in a minor key results in a modal touch that resonates with the melodic flat 7th used in the verse hook. In context of the Beatles this is a reverse of the minor iv chord in a Major key. In fact, the only other time they use this Major IV/minor key relationship was used in a Beatles song in George's Don't Bother Me. 

Outro 

The outro provides one repeat of the hook. Two repeats would have been more consistent with the established pattern of the rest of the song, but specifically breaking the rule at this point is what makes it a good composition. 



You Won't See Me 

The backing vocal accompaniment in You Won't See Me contains a musical feature which helps unify the entire song. There is a descending, four-note chromatic scale fragment buried in one of the inner voices which recurs throughout.

A chromatic scale is simply a scale which consists of all semi-tones; e.g., c-c#-d-d#-e-f etc.  The use of chromatically altered chords in a progression (e.g. the secondary dominant, V-of-V) allows fragments of chromatic scales to occur  in tonal harmony. 

The Verse 

The verse this song initially appears to be an unusual 18 bars long, but it is a fairly typical 4-times-4 bars followed by a repeat of the last two bars of the fourth phrase.  Every phrase has a downward, four-note chromatic scale fragment buried in an inner voice of the accompaniment; the piano part at first, and later the backing "oooh la la-la" vocals. 

Three out of the four phrases in the verse (1, 2, and 4) are built on the following chord progression: 


inner voice:

E
D#
D-nat
C#


chords:


A
B
D
A


harmonic analysis   A:
I
V-of-V  IV
I

This is the same chord progression, that opens Eight Days a Week though the cross-relation between the second and third chords is softened by the fact that the D# is followed by the D natural in the same voice. 

The third phrase ("We have lost the time") is built on a different chord progression, but there is still a hidden chromatic scale, transposed this time to fit the new chords: 


inner voice:

G
F#
F-nat
E


chords: 

A7
D
d
A


harmonic analysis:
V-of-IV IV
iv*
I

Although the fourth phrase ("And I will lose my mind") is essentially the same as phrases 1 and 2, there is actually a significant variation in the harmonic rhythm worth noting. Instead of the last two chords each filling a bar each as they do in phrases 1 and 2, the last chord makes an early, syncopated appearance between beats 2 and 3 of the bar before the one in which it would seem more squarely to belong. 



Nowhere Man 

KEY E Major 

TIME SIGNATURE 4/4 

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

Style and Form 

Nowhere Man remains a pioneering landmark example of what would be labeled as the "folk rock" sub-genre. In spite of the electric arrangement and pop choice of chords, an ingenuously simple tune and non-syncopated beat help create a subtle fusion of styles. 

The form of this song is unusually long with its three bridges and a double verse in between the first two of them. 

Melody and Harmony 

The melodic material of the song is in the Major mode. However, the main points of interest are the tune with its large number of appoggiaturas, the pentatonic nature of the bridge, and the prominent role given to the flat 6th scale degree (C natural) in the backing vocals. 

The flat 6th also bears some influence on the harmony, "forcing" the appearance of one of John's much favoured minor iv chords in a Major key. 

A relatively small number of chords are used throughout, most of them being simple choices. Aside from the minor iv chord already mentioned, the other point of harmonic interest here is found in the unusual iii -> IV progression.  The last time it was in a song by the same composer called I Feel Fine. 

Arrangement 

The instrumental texture is thick with the sound of electric guitars in a way that is  anticipatory of The Byrds. Paul provides an active arpeggiated marching bass line, and Ringo's drum work remains uncharacteristically undifferentiated throughout. 

It is the vocals which stand out in this arrangement, making it one of their more ambitious attempts at three-part singing, and the acappella opening is unprecedented.

The chorale-like style of the verses is modified in the bridges to a solo-plus-two-backers-doing-"lalas" (reminiscent of You Won't See Me). 

Verse 

The verse is only eight bars long and is made up of three phrases, the last one of which is equal in length to the sum of the first two: 


 ----- #1 -----  ------ #2 ----  -------------- #3 -------------


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

E:
 I
 V
 IV
 I
 IV
 iv
 I

 The melody of this verse is a contrast with the hook phrase of Norwegian Wood. Although both tunes share the downward movement of an octave as their common backbone, the manner in which the octave is filled out here is both melodically and rhythmically much plainer than Norwegian Wood. Also noteworthy is that the octave run in Norwegian Wood is based on the 5th scale degree whereas in our current song it is based on the tonic 1st degree of the scale. 

The guitar solo verse further develops the characteristics of this little riff and concludes with a surprising gesture in which a sudden deep descent all the way down to the low, open E string is capped off by a ringing, harmonic high E. 

Bridge 

The bridge is also eight bars long and breaks down into a phrasing pattern similar to the verse, except that the first two short phrases are identical, and even the longer third phrase is an extension of the material heard in the first two: 


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

tune:
|B          C#
|E F#      G# B |B
      B |E D# C# B      |

chords:
|g#

|A

|g#

|A

|


 iii

 IV

 iii

 IV

tune:
|C# B  G#  B
|-

|

chords:
|-

|B

|




 V

Appropriate bridge-like contrast is provided by a number of factors. The melodic shape of this section is arch-like for a change, and harmonically, the start of this section away from chord I with a big finish on V that sets up the verse which follows. 

The sustaining of the A chord through bar 7 provides a subtly slow syncopation to the harmonic rhythm. The bass line of the first bridge is played differently than the other two, creating some confusion as to whether the chord in bars 6 - 7 is actually A or f#, but both other bridges are clearly A. 

A comparatively large amount of dissonance between melody and chords is created in this bridge by a tendency in the tune to dwell on melodic notes which belong to the chord that either precedes or follows the current one. This melodic effect is so pronounced that it combines with the syncopation in the harmonic rhythm to create the illusion of a dissonant 4-3 suspension in the backing voices at the end of this section, whereas no such suspension actually exists.

Outro 

The outro contains a Beatles-trademark triple repeat of the verse's final phrase. The guitar hook is the last thing heard. 

Paul vocally upstages the others in this coda, crying out loudly with the melodic flat 6th placed high in his range.



Think For Yourself

KEY
G Major/minor

TIME SIGNATURE 4/4



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

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



Outro (Refrain + petit reprise w/complete ending)

Style and Form 

This song is extremely ambitious in its chord choices and progressions, as well as the rhythmic antiphonal counterpoint between its main vocal thread and supporting bass line. Its blues melodic motifs and flat, folk-like formal outline make it a curious stylistic hybrid. 

Melody and Harmony 

Although the song is in the key of G Major on the basis of predominant evidence, there is a large amount of material given to the parallel minor mode of g. This is evident in the frequent use of the blues bi-modal I chord (G with a B natural in an inner voice and B-flat in the melody) and a number of chords that properly belong only to g minor, not G Major; e.g. -- the minor v (d minor), flat-III (B-flat), and flat-VI (E-flat). 

Earlier we've seen both John and Paul play around with parallel Major/minor keys for effect; most notably in Things We Said Today and I'll Be Back. George's use here is to  freely blend the Major and minor modes, creating a dissonant and unsettling result that is neither Major nor minor; an effect which is resonant with the mood of the lyrics. 

The chord progressions demand attention, especially in the verse. In context of a pop/rock music genre in which the average song verse begins on I (or else begins on something like V and then moves quickly towards I), the opening progression of this song's verse is unusually indirect. 

The melody is has a Day Tripper-like rhythm about it, and is full of flat 3rds, flat 7ths, and appoggiaturas, all of which add to the underlying harmonies. 

Arrangement 

The subtle pattern of byplay between tambourine and maracas is modified back and forth between verse and refrain in a way that by this point of their career was a Beatles trademark if not cliché. 

George sings the lead vocal double-tracked throughout with each of the tracks isolated to one of the two stereo channels.  In the verses he's joined by Paul and John for three-part harmony in block chords. In the refrain he gets to sing solo on only the first line, being joined by Paul singing free counterpoint for the remainder of the section. 

Intro 

The intro seems like an almost inconsequential two bars worth of vamping on chord I, but it does quickly introduce a number of characteristics of the song: the fuzz tone texture, the indeterminate Major/minor home key (the fuzz tone includes a B-flat in its riff but the underlying backing sounds Major), and the slow triplets. The chromatic shifting from G to 'a' turns out to anticipate what is the end of the refrain. 

Verse 

The verse is twelve bars long but unusually built out of two parallel phrases of six bars. 

G:
|a        |d         |B-flat    |C         |G         |-        


 ii
   v
      flat-III
 IV
    I

  
|a        |d         |B-flat    |C         |G         |a        


 ii
   v
      flat-III
 IV
    V
       ii

The establishment of the home key is delayed, and by the end of the first phrase there is a sense of arrival in G Major.  The only harmonic difference in the second phrase happens in the last bar.

The appoggiaturas in this verse are the 6-5 (B->A) over the d minor chord in bars 2 & 8, the 4-3 (C->B) on the G Major chord in bars 5 & 11, and the 9-8 (B->A) on the a minor chord in bar 12. 

Refrain 

The refrain is eight bars long, and though it harmonically splits into two four-bar phrases, the tune splits it into three phrases.


|"Do ... ... and|Go ...   
|Think


|Phrase #1 ---- |Phrase #2 ---- |Phrase #3 -------------------- 


|C
|-
|G
|-
|E-flat
|D
|G
|-
|


 IV

 I

 flat-VI V
 I

The formal "seam" at either end of this refrain is smoothed over by the way in which the music flows into and out of the section. More specifically, the same plan seen in the verses, of interjectory vocal phrases traded off against syncopated bass licks (many of which contain slow triplets), is continued right through here. 

A reasonable amount of bridge-like contrast still occurs, partly in the arrangement, but even more so in the harmony. The harmonic rhythm of this section is noticeably slower  than in the verse, the minor mode is also more strongly felt here than earlier on. 

The E-flat chord in bar 6 of this section is in second inversion (the 6/4 position); a rare occurrence in context of the Beatles output. Here, it shows up as part of Paul's dramatic bass line flourish in bar 4 which starts on G, jumps up a third to B flat and then hops down a full octave below. 

Outro 

The structure of this outro is an extended variation on the Beatles much favoured technique of using a three-time repeat to signal that the end is coming. In this case there are two iterations of the complete refrain followed by a small reprise of the last phrase in which the harmony is modified to make a better final cadence as well as to give to a fuzz tone riff the very last word: 



|E-flat
|D
|C
|G
||


 
 flat-VI V
 IV
 I



The Word 

KEY
D Major

TIME SIGNATURE
4/4



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

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



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

Style and Form 

The Word anticipates the later and more ambitious All You Need Is Love.

The comparison to Little Child, turns out to be more apt than it would first appear.  The two songs share the pure 12-bar blues form and a correspondingly shouting R&B vocal style. More interesting though is the extent to which, in both songs, it is difficult deciding what labels (chosen from "verse", "bridge", or "refrain") to place upon each of the formal sections. 

There are a few relatively unique formal touches here as well: a) dissonant use of a static ostinato in the bridge, b) holding back of the instrumental break until quite late in the song, and c) allowing that break to spill over into the verse section which follows it. 

Melody and Harmony 

The verses are blues with their I-IV-V chords in 12-bar form, and the melodic stress on the flat 3rd (F natural) which creates a Major/minor conflict against the harmony. The bridges, for purposes of contrast, shift to a more modal style in which the harmony sneaks the rock-like flat-VII chord into the lineup.  The Beatles use the flat-VII chord is as though it were the "V of flat-III". 

Arrangement 

Paul's bass line is arranged in a layered way. The riff-like version of it on the right channel has only its syncopated accents reinforced by a second simpler bass part on the left channel. This kind of thing is a technique of the late Romantic composers (see the opening pages of Mahler's 2nd Symphony for an example).  This could be influenced by George Martin.

On the performance side of the production there are some good drum fills, and possibly the first piano parts before the Help! Album.

The overall material may be simple but by this stage of their career, it seems clear that no matter what kind of hurry they may have been in at times (in this case, racing to complete an album so that it could be in the stores in time for the all important Xmas rush) they had a commitment to a certain high level of craft and intensity.  

Intro 

There are two bars of vamping on the Major/minor chord I, preceded by a two-beat piano pickup. 

Verse 

The verse is a standard 12-bar blues frame: 

(X)"Say the|word ...          (X)Say the|word ...


   |D

|-

|-

|-

|


    I

 (X)Say the|word ...         (X)Have you|heard ...


   |G

|-

|D

|-

|


    IV



 I

 (Y)It's|so fine ...         (X)It's the|word ...


|A

|G

|D

|-

|


 V

 IV

 I

 The tune is built out of short repetitive phrases.  The same recurring lyrics in the last four bars of each verse give the section a refrain-like quality.  The V->IV segment in bars 9 - 10 is underscored by appoggiaturas and an arpeggiated bass line.

Bridge 

The bridge is a short four bars and provides a break from the 12-bar pattern: 


|D

|C

|F

|G

|


 I

 flat-VII
 flat III
 IV




 (V-of-flat-III)

The arch shape of the melody in this section, shadowing the contour of the bass line, enhances the sense of bridge-like contrast.  A four-in-the-bar ostinato pattern of D-C-A-C, underscored by a fuzz tone guitar, pervades every bar of this section.

Outro 

The form of the song's ending (starting with the instrumental bridge) is deceptively simple. The harmonium "solo" (actually a single chord sustained) is extended into the first two bars of the following 12-bar verse, obscuring the formal division that occurs there. When the voices enter in what is actually bar 3 of the next section it strikes as though it were the first bar of a new kind of section, neither verse nor bridge. 

The remaining 10 bars of this last 12-bar frame are based on material similar to that of the other verses but the phrase lengths and pattern are a bit different. 


 harmonium ------------- (X)"Say|the word ...


|D

|-

|-

|-

|


 I

(X)Say the|word ...           (X)Say the|word ...


  |G

|-

|D

|-

|


   IV



 I

(Y)Say the|word ------------------------ lo-ove


  |A

|G

|D

|-

|


   V

 IV

 I

 The unusually rapid fadeout occurs as the ensemble moves on to a repetition of the instrumental bridge. 



Michelle

KEY
F minor/Major

TIME SIGNATURE
4/4

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


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



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

Style and Form 

Encouraged by the raging success of Yesterday, Paul provides in Michelle another tender, plaintive ballad. The affinities between these two songs are numerous. 

Michelle also bears some comparison with the likes of George's Think For Yourself.  While direct influence may be debatable, the technical parallels between the two (the shifty handling of the Major/minor modes, a jumpy melody, and equally unusual harmonies) are apparent. 

The verses are very short, but the lengthy bridge is repeated three times, and its second half shows up as both the intro and first part of the outro. 

Melody and Harmony 

The parallels between Michelle and Yesterday start right off with the choice of home key, not to mention the single-word title. The only other Beatles original up to this point in time that's in the key of F other than these two is Hold Me Tight. 

Each verse starts off with an F Major chord but the song's centre is much closer to f minor, as can be seen from the chord choices throughout and the way in which the bridge  embraces the minor mode. 

A larger than average number of chords are used. There are relatively few diminished seventh chords in the Beatles' songs to-date, though in this case, the vii(dim)-of-V is used quite extensively to bring an exotic influence on the melody. The example here is the melodic augmented second found in the phrase "go together well" -- F->A-flat->B-natural->A-flat-G. 

The melody is filled with flat 3rds and 7ths, but in absence of a more 12-bar-oriented harmonic context, these melodic features of the blues style here sound modal and minor. 

Arrangement 

The instrumental backing is provided by a combined acoustic and electric grouping of the sort that typifies the more-folk-like and less  rock-like sound of the Rubber Soul album, though on this track, they are cleverly arranged and recorded to sound more like a pop-music studio band than anything else. 

The recurrent riff for double-tracked acoustic guitar, first heard in the intro, is a unique reminder that it is The Beatles after all, as much as the solo part that is scored in the baritone range of the lead electric guitar conjures a non-Beatles pop style.

Paul's lead vocal is supported virtually throughout by the harmonized cooing of George and John.  The technique of dropping out the backing voices to suddenly expose Paul, as at the beginning and end of the bridge, is pure Beatles. 

Intro 

The four-bar intro becomes a kind of hook for the song by virtue of its reappearance in the bridge and the outro. 

The essential harmonic plan of this little section is a simple I->V progression, but the descending chromatic scale of the first three bars adds variety. The first two and a half bars are simply an f minor chord with the scale moving against it.

At the very beginning of bar 3, a bass note of F that is an octave lower than anything yet heard in the song.  This simple event also helps keep your ear attuned to the idea of the f chord sustained on some level from the beginning of the phrase to this point. 

The V chord when it finally appears is in the form of a bare open fifth; a detail in common with the opening of Yesterday. 

Verse 

The verse is only six bars but is formally doubled up at the beginning of the song. It is really one long phrase in terms of its melodic arch though it can be divided into a series of short phrases of uneven length; yet another similarity with Yesterday.

|F

|b-flat

|E-flat

|B diminished 7
|


 I

 iv7

 VII (added 6th) vii-of-V


|C
B dim
|C

|


 V
vii-of-V V

 The melodic action in this verse has a much higher than average number of jumps in it, especially for McCartney. These tend to follow the chord outlines and serve to draw one's attention to the harmonic movement that the tune is based on. 

The manner in which the opening in the Major key so quickly turns minor becomes, through repetition, another subtle hook element of the song. Paul had played a similar trick back in Yesterday with the relative minor key, but the use of the parallel minor here is more noteworthy. 

The progression from iv->VII is broken with the diminished seventh chord that eventually sets up the cadence on V. The switch over to placing B natural in the bass line in place of D for the last two iterations of this diminished seventh chord has is clever. 

Bridge 

The bridge is interesting.  It is ten bars long, and composed of two subsections -- six bars of new music coupled with material from the intro: 
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The melodic and emotional climax of this song comes at the beginning of this bridge where the protagonist's sudden, frustrated abandonment is matched effectively by  high notes. The slow triplets in the tune at this point combined with the 9-8 appoggiatura on the downbeat of the second bar make this high-point all the more exquisite, and it is  noteworthy the way Paul handles this a bit different in each repetition of this section - adding a trill up to a high A-flat the second time around, and in the third a bit of hoarseness. 

Solo Section 

The solo verse of this song is unusually entwined with the bridges on either side of it.  In the preceding bridge, Paul finishes up with a melodic flip upward that is modal in  tone, and he sustains the end of this little phrase well into the second or third bar of the solo. 

Similarly, the guitar solo finishes up with a relatively long rush up the scale in fast triplets that overlaps neatly with Paul's vocal pickup to the next bridge. 

Outro 

The outro begins ("and I will say the only etc.") with one of Paul's compositional master strokes, by turning the intro/bridge-second-half into a coda by supplying it with a different tune; one that is both similar in style to the verse itself, and befitting the end in terms of its melodic shape. 

The song finishes with a reprise of the instrumental solo section, which is repeated one more time into the fadeout. 



What Goes On?

KEY
E Major

TIME SIGNATURE
4/4

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

FORM
Intro -> Refrain -> Verse -> Refrain (Solo) -> Verse ->




Refrain -> Outro (w/complete ending)

Style and Form 

This homage to the same Country and Western style the Beatles had earlier covered in  Act Naturally is a typical Ringo 'vehicle' right down to the scenario of  the sad-and-lonely betrayal described in the lyrics. 

The form is a folk-like strict alternation of refrains and verses, the key is the ever popular choice for the Beatles of E Major, and the tempo is fast. 

Melody and Harmony 

The basic materials are relatively simple all around.   The melody essentially moves  around stepwise within a five note range. The mode is almost purely Major, though with an occasional hint of the blues minor 3rd, as in the final phrase of the refrain (on the words "in your mind"). 

The harmony is essentially limited to the set of I-IV-V chords, though some interest is added by the 4-3 suspension on V (found at the climax of each refrain) and the use of the minor iv in the verses. 

Arrangement 

Ringo's single-tracked lead is mixed in stereo to the left, while John and Paul's backing vocals are to the right.  The verses feature a subdued 'oohing' that is reminiscent of Michelle. 

Intro 

The intro consists of a 3-beat pickup plus four simple bars which establish, the home key and the overall instrumental style and texture for the song: 
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Refrain 

The refrain is 20 bars long and is unusually made up of five phrases equal in length.
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This five-phrase structure is one of the few non-routine features of this otherwise routine  song.  

Verse 

The verse is an asymmetrical fourteen bars long, and is built out of four phrases. 
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The melody provides some added interest in this section in the form of some appoggiaturas. The F#'s and G#'s against the a minor chord are especially effective. 

Solo Refrain Section 

The 4-3 appoggiaturas on the V chord helps things along, but there's a good 8 bars or so where the listener is left drifting without a clear sense of formal context. 

Outro 

The coda consists of vamping on the I chord for an additional four bars, ending finally with one last chord that's allowed to reverberate almost until it dies out on its own. Beatles tracks to this point in time tend to generally exhibit a rapid fadeout of the last chord imposed during the final production.



Girl

KEY c minor/E-flat Major 

TIME SIGNATURE 4/4 

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

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

Refrain -> Verse (instrumental) -> Refrain (fadeout)  

Style and Form 

This acoustic, stylized folk ballad embodies many of the trends, themes, and techniques that characterize the overall image of Rubber Soul. 

Considering that the Beatles didn't go in for full-fledged modulations all that much in their songs, this one is quite notable for the way in which it keeps changing key throughout. In particular, it makes use of the technique of alternating between a minor key and its relative Major that are both expressive and structural.  Other examples include  Not a Second Time, And I Love Her, and Yesterday.

The form is of interest for its inclusion of both a refrain and a bridge, as well as its placement of the instrumental solo so near to the very end; the latter is a connection with You've Got Hide Your Love Away.

Melody and Harmony

The choice of chords is straightforward throughout, and the melody is similarly uncomplicated though a nice exotic touch is to be found in the augmented seconds (as in "girl who came to stay"). 

Arrangement

The strumming acoustic guitar work oom-pah bass line of the backing track are the sources of the overall folk flavour of the track. 

John's lead vocal has a quivering sincerity that is intensified by the placement of the tune so high in his range, and the rhythmic flexibility given to the words against the underlying time signature. 

In the refrain the backing voices provide a classically Beatles-like italicizing of title word. In the bridge they provide a unique scat singing background. 

The backing rhythm is carried by a rocking or lilting of implied fast triplets. There are a couple of places where this does not occur - in the bridge and final verse where a shift to  even quaver notes signal a mood change. 

Layering an arrangement had always been a favourite technique of the Beatles, but here it is carried a step further. The acoustic 12-string adds a counter-melody to the lead vocal in the second verse. This idea is further developed in the final (and completely instrumental) verse section by the addition of a second counter-melody played in counterpoint to the one that had already been heard the previous time around. 

Verse 

The song opens without any intro, fanfare, or even an instrumental cue for the start note. In the Beatles songs this is relatively rare, but other examples include She Loves You, It Won't Be Long, All My Loving, Can't Buy Me Love, and You're Going To Lose That Girl.
The verse is eight bars long and is built out of two parallel phrases; the melodies of which are identical but with a small different twist in the chord progressions: 
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This section is entirely in the minor mode with a i-to-i closed shape, though the first phrase does end with a deceptive/fake pass at the relative Major. 

Refrain 

The refrain is a brief four bars built out of two short parallel phrases. The lyrics consist of the title 'word', and the key change in this section to the supposedly more cheerful Major mode works at cross-currents to the blue-mood phonemes. 

Bridge 

The bridge is structured similarly to the verse, being eight bars long and built out of two parallel phrases that have identical melodies with a slightly varied harmonization for the second one: 
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E-flat:   IV

The mood intensifies here with the modulation to f minor. The tune shifts over to a  rhetorical hammering style as well as the even quaver note rhythm and the backing vocals. 

The words too intensify. The attitude earlier in the song had been more on the side of sadness than anger, but starting here and continuing into the final sung verse a streak of bitterness and anger creep in. 



I'm Looking Through You

KEY A-flat Major

TIME SIGNATURE 4/4 

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

Style and Form 

This is another good example of the Beatles' own unique folk/rock style; this one jazzed up a bit by a touch of the blues.  Energy abounds from more than just the beat, and the form is the very standard model with two bridge and only one verse intervening. 

Melody and Harmony 

A-flat Major is an unusual key choice for the Beatles. It works out well in terms of the track sequencing on the album; making a smooth transition from the 3-flat key signature of Girl, and setting up a shift of a half-step upward to the A (natural) Major key of  In My Life. 

Paul's generous application of expressive melodic appoggiaturas liven up an otherwise straightforward set of chords. The tune remains essentially within the Major mode. The only exceptions are the blues minor 3rds used at the climax of each verse, and the equally blues minor 7ths which appear in the little riffs that follow those climaxes. 

The chord progressions are also relatively simple yet the song does feature the same sophisticated tendency of the predominant Major key to move downward into the relative minor as has already occurred in Yesterday and elsewhere. 

4-3 suspensions appear in both the verse and bridge and this provides a source of unity within the song. The suspension in the bridge is quite dramatic, coinciding with the big build up at the end of the section ("... disappearing over night"). The verse suspensions  unfold more quickly at the end of each of the first two phrases. 

Arrangement 

Paul's lead vocal is double tracked the whole way through except for the outro, where the switch over to single tracking adds a sense of increased intimacy and immediacy. John joins in for a relatively small amount of backing on third phrase of each verse. 

The instrumental texture is dominated by the sound of acoustic guitar and electric bass. In place of the usual drum kit, percussion sounds in this song are limited to thigh slaps and a tambourine. 

Ringo even plays a couple of chords on the organ on this track in the blues riffs on the first two beats of the bar.

The electric lead guitar in this song seems to play the role of commenting on the main action in a rather tentative, interjectory way; it doesn't even play a single note until the middle of the second verse

Intro 

The instrumental intro features a staggered entrance of the players. The opening I-V chord progression has the I chord in second (6/4) inversion. 

Verse 

The downbeat is just before the first word of each line.

The harmonic rhythm is unusually flexible compared to the Beatles other songs. In addition, the deceptive cadence toward vi (the relative minor) at the start of the third phrase is a good example of how to avoid monotony. 

Every time the progression of I-IV-ii appears, Paul provides the same bass lick which makes good downward counterpoint to the melodic rise which it accompanies. It also  provides both a hook for the song. 
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Bridge 

The bridge provides contrast by virtue of its straightforward phrasing of 4+4: 
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 Other sources of contrast include the harmonic emphasis on IV, the slower steadier harmonic rhythm, and the Really Big Climax on V. 

Outro 

The outro is built on the same I-IV vamping heard in the intro. 



In My Life 

KEY A Major 

TIME SIGNATURE 4/4 

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

Style and Form 

The form contains a folk ballad-like alternation of sections, though the use of a bridge rather than a refrain, coupled with the inconsistent use of the motif heard in the intro as a 'spacer' between sections, blurs most of the folk-style associations. 

The song creates a delicate balance between intimacy and a reticent unease. There is  something not quite straightforward about some of the chord progressions and the way in which the tune runs over them. 

Melody and Harmony 

The rising interval of a sixth appears in all sections: e.g. the very start of the intro, and the very end of both the verse and the bridge. 

The tune remains almost rigidly pentatonic until the bridge where the 4th scale degree (D) is introduced for the first time in the tune on the word "lovers". The 7th scale degree (G#) appears nowhere in the song, melodically, other than as the last note of the introductory guitar riff. 

The melody incurs a large amount of dissonance against the chords of the accompaniment from its large number of appoggiaturas. These run at cross-currents to the otherwise earnest theme of the song. 

The choice of chords for the song is relatively simple though the verse features John's much favored minor iv chord motivated by the chromatic descent of an inner voice. The bridge features some increased complication in the choice of chords and their progression. 

The harmony of this song strongly avoids clear key definition and closure of straightforward V->I cadences.  Chord V doesn't even show up in the bridge, and its one appearance in the verse is followed by vi. This is another source of indirectness and reticence. 

Arrangement 

The stereo recording places the backing texture of electric guitar, electric bass, and percussion off toward the left, with the voices and piano off to the right. 

John sings the lead double tracked with Paul providing a characteristic Beatles duet of free counterpoint on the odd numbered phrases, with John left by himself for the even numbered ones. 

Like other arrangements of theirs from this period, it is the percussion section which helps articulate the form. For the intro and verses, the drumming features a syncopated pattern that is punctuated by quickly damped cymbals. For the bridges, the beat shifts to something close to four in the bar, and the damped sound of the verses is replaced with  ringing sounds of a tambourine and drum sticks tapping lightly on the cymbals' edge. 

George Martin's solo on electric piano was played for the recording an octave lower, and half as slow as it sounds on the finished track.  The motivation for this was to distort the attack/decay timbre of the instrument  and to make it sound more like a harpsichord as it was to help project a sensation of almost un-natural speed in the performance. 

Intro 

The four-bar intro establishes the home key while introducing the melodic upward sixth and setting a measured pace by the slow harmonic rhythm: 
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The two-bar motif from which this intro is built recurs throughout the song as a unifying device; repeated in the intro, a single reprise just before the second verse, and in extended repetition for the outro. 

Verse 

The verse is eight bars long and is based on the following four-bar phrase: 
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Melodic dissonance abounds: in the first bar there's the B-A/ 9-8 appoggiatura on the downbeat (on the word "pla-ces") and the escape from the C# (on the first syllable of "remember"); bar 2 starts with a seventh on its downbeat (on the second syllable of "remember"); and bar 3 starts off with a B-A/6-5 embellished appoggiatura (on the drawn out word "life"). 

There is an unusual syncopated boomy noise in the second half of the bar 2, right after the A7 chord.  It’s either the result of a collision between an A played by the bass with a G-natural played just below the A on a low string of the rhythm guitar; or else it may be a strange double stop from Paul. 

Bridge 

The bridge is also eight bars long and is structured as a couplet: 
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 The melody of the two phrases is almost the same, except for the subtle change in the rhythmic execution of the upward flip of a sixth at the end, but the harmony of the second phrase is different. 

Both phrases start away from the home key but converge back towards it via different routes. It is in the chord choices and progressions that each phrase asserts something unique. In the first phrase the appearance of flat-VII comes as a surprise against the backdrop of the pentatonic verse. In the second phrase when the V-of-V is not followed by V (a favourite Beatles device), the F#/F-natural cross-relation created by the minor iv chord stands out. 

Further melodic dissonance includes the C#-B appoggiatura on the downbeat of bars 2 and 5.  There are numerous other examples. 

Outro 

The outro is creatively structured as one presentation of the intro/spacer phrase + a small reprise of the last phrase of the bridge + one last iteration of the spacer, this time modified to provide the complete ending. 



Wait 

KEY f# minor 

TIME SIGNATURE 4/4 

----- 2X ---- 

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

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

Style and Form 

This songs opens in the midst of the action with an off-the-beat vocal pickup. There's no intro, not even an instrumental downbeat to give the singer his cue. There's no formal outro either; the song grinds to a halt. 

The main expository component of this song is half-verse/half-refrain in style. 

Not only have we seen both of these formal features in other earlier songs of the Beatles, but in a couple of cases both features within the same song; e.g.  I Want To Hold Your Hand, It Won't Be Long and You're Going To Lose That Girl. 

The music itself is highly syncopated, the effect of which is emphasized by the non-four-square phrasing of the verse section and the almost constantly offbeat harmonic rhythm. 

Melody and Harmony

The tune, in all sections of this song, is based on fanfare-like triadic outlines and other long jumps. 

The harmonic plan features the same kind of minor/relative Major key alternation that occurred most recently, in Girl, although the lyrics of this song are an almost mirror image of the story told in It Won't Be Long. 

Arrangement 

It feels as if there is something unfinished about the thin instrumental texture of this song, although the Beatles appear to have worked on the deployment of percussion sounds with their usual care. For example, in the first three phrases of the verse: phrase 1 features a syncopated tambourine, phrase 2 adds a pair of maracas in even quaver notes, and phrase 3 (introduced by a drum roll) finally brings in the full drum kit and the tambourine switching now to even quaver notes like the maracas. 

John performs the lead verse vocal single tracked, though Paul harmonizes with him in  parallel thirds for most of the section except for the pickups to the first couple phrases. Paul then gets to do the bridge in double-tracked solo. 

Verse/Refrain 

This section is an unusual fourteen bars long and breaks up into a six-bar 'Verse' and an eight bar 'Refrain'.

The opening phrase features a typical Lennon descending line cliché.  The note f# is a sustained pedal tone throughout the entire progression of the first four chords, and the harmonic action of this phrase is stretched out from i to V.

The same phrase features a rhythm that is syncopated in a seductive, belly-dancer sort of way; yet another Lennon trademark to the extent that the one used here is reminiscent of a similar touch in All I've Got To Do and Ticket to Ride.

The verse is firmly in the key of f# minor. The refrain starts off with a firm modulation to the relative Major key of A before pivoting back to the home key of f#. 

Bridge 

The bridge is simpler than the verse/refrain section, and is built out of two parallel phrases that differ from each other in terms of instrumentation (noteworthy is the increased prominence of the guitar strumming in the second phrase) and the chord choice of the last bar.
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The harmonic strategy of this bridge, starting with an ambiguous sense of home key and converging back to f# by way of a climax on its V chord, stands in contrast to the verse and refrain. 

Outro 

The song closes with a final repeat of the verse which, in its last phrase, suddenly shifts into emphatic slow motion. 

At the last moment all the percussion instruments used earlier are brought out for a rattle, with the last gesture being an arpeggio in the tone pedal guitar; this one, in the downward direction for a change. 

Wait has the distinction of having been the song left over from the Help ! album, later to resurrected in a panic to fill out Rubber Soul when the looming pre-Xmas deadline threatened to catch the Beatles with a shortfall of new material. 



If I Needed Someone 

KEY A Major 

TIME SIGNATURE 4/4 

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

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

Verse -> Outro (w/complete ending)  

Style and Form 

If I Needed Someone is not anywhere nearly as ambitious or original as the likes of Don't Bother Me and Think For Yourself
The form adds an unusual twist to the classic two-bridge model, with three consecutive verses separating the bridges, the middle one of which is an instrumental break.  This is a George Harrison song. 

Melody and Harmony 

George's taste for wandering chord progressions are less goal orientated than Lennon and McCartney songs. The harmony of this one is actually more conventional than usual for George, but in the verse, there is an early example of sustained pedal harmony; a device which would become George's predominant style trait as he entered his ‘Indian’ Period. 

As obvious it may seem to associate this device of pedal harmony with the static, non-harmonic drone-based Indian classical music,  there is a much more direct connection between the device and the early-to-mid musical style of the Beatles. In particular, there are a number of songs by John which start off with at least 4 bars or more of chord I.  Examples include Ticket To Ride, Day Tripper, Tomorrow Never Knows and Rain.

The home key is A Major, modally inflected by the heavy use in the verses of the flat-VII chord superimposed over that pedal harmony of the I chord. The bridge provides a very clear and decided modulation to the unusual key choice of ii (i.e. b minor). 

The melody of the verse is in Mixolydian mode; i.e. the scale with the Major 3rd and the flat 7th.  By way of contrast, the bridge tune is in an equally straightforward minor mode. 

Though disguised by the three part harmony of the verses, the melody of this song, is  within an extremely constricted range, with mostly stepwise motion, and a great deal of circular repetition, similar to You Like Me Too Much. 

Pitch wise, the verse tune is centred around A, and uses only four more notes - G, B, C#, and D. The bridge tune adds F# and A#  to these. Also, the G# that would be expected in the key of A Major makes its first appearance in the harmony of the bridge. 

Arrangement 

The hypnotically fuzzy solo guitar sound used at the very beginning of the song pervades it entirely; sometimes doubling the main vocal line, and also reiterating the opening hook. 

George starts off the first verse with a double tracked vocal solo, but Paul and John join him on the title/hook-phrase in three-part triadic harmony reminiscent of Think For Yourself. George's double- tracked solo part returns for the bridges, but all the rest of the verses, other than the first one, are sung in 3-parts. Noteworthy is how the phrases of 3-part harmony start off in parallel 5/3 chords, but shift at the melodic apex to the 6/3 inversion. 

Changes in the percussion part are again used to punctuate formal contrast. The tambourine is struck on beats 2 and 4 of each bar of the verses, but in the bridges it is shaken in fast-moving quaver notes. 

In the last phrase of almost every verse section (including the instrumental) Ringo provides a quaver-note figure on the bass drum that leads into a cymbal crash coinciding with the word "Someone."  

Intro 

The song opens with a typical Beatles layered design, the likes of which makes the fact that this one was recorded on the same day as Day Tripper seem like more than a coincidence; both songs make heavy use of an ostinato figure, as well. 

Entrances are staggered over the course of the intro and first two verses, starting with  solo guitar, followed by the rest of the instruments, then George, and finally, the backing vocals singing only on the hook phrase at first, and then later, for the entire verse. 

The four-bar intro is built out of two repetitions of a two-bar solo guitar ostinato lick that  anticipates the tune which is about to follow. 

Verse 

The verse is a typical eight bars long, though it splits into a less-typical three-phrase pattern, of 2+3+3: 
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There is virtually no harmonic motion in this section; the sense of home key arising more out of the insistence of the drone-like bass note than from a chord progression. 

The instrumental break section might be more properly called a 'verse without words', given that its texture is built out of  3-part vocal harmonies and a guitar solo variation on the opening ostinato figure that is almost hidden. 

Bridge 

The bridge is also eight bars in length but is built out of two even phrases: 
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The harmony of this section features a perfect pivot modulation to the key of b minor. 

The home key of A Major is established by traditional V-I  as this section moves into the following verse. This is the only place in the song where the E Major chord, with its use of G# (as opposed to the G natural of the flat-VII chord), appears.  The 9-8 appoggiatura in bar 4 of this section (on the phrase "been like this") is a typical  George Harrison characteristic. 

Outro 

The outro is a partial reprise of the instrumental middle break, truncated to just two bars worth of vamping on the I chord, modified to incorporate the exact original ostinato figure, and followed by a final chord with the guitars playing open fifths instead of the complete triad. 

Run For Your Life

KEY D Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse/Refrain -> Verse/Refrain -> Break (instrumental) -> Verse/Refrain -> Verse/Refrain -> Outro (fadeout) 

Style and Form 

Everybody, including John himself, has apologized or made excuses for this song.  This one appears as though it must be one of the last-minute fillers thrown together before the Rubber Soul deadline.  Actually, it was one of the first songs  recorded for the album. 

The style is a mix of blues, pop-rock, and even a touch of the folk so characteristic of the middle-period Beatles. 

Melody and Harmony 

The I-vi cliché (just I-vi, and not where it continues to IV-V) was a common feature of the early Beatles, especially John's, whether in From Me To You, All I've Got To Do, It Won't Be Long, and Not A Second Time. With the exception of this song and the older It's Only Love the device would seem to more or less disappear during the middle period. 

In this instance, the I-vi feature adds more than colour to the chord progressions; in fact, the song has an unusual harmonic centre, to the extent that in spite of a clear home key of D Major, all the verse sections veer off towards a cadence in the relative minor key of b. Even the tune, taken without any of the chords to provide any external hints, suggests the key of b much more so than 'D'. 

The lead guitar immediately sets a blues tone that is picked up only partially by the vocalists. The opening guitar riff makes prominent use of both flat 3rd and 7th degrees, whereas the tune makes passing use of the flat 3rd, and otherwise leaves the flat 7th in favour of the of the naturally occurring Major 7th. 

Arrangement 

The instruments used are three guitars (acoustic, electric, and bass), light drum kit, and tambourine. 

John sings the verse sections single tracked and close to trembling, exposed as he is at the high end of his range, all the way up to F# and G.  In the refrains, John sounds double tracked with each of his vocals split to a different channel, and he his joined by George and Paul for a little harmonizing. Noteworthy is how they trail off at the end of each section (right after the hard 'D' in "end") leaving John exposed again. 

Repetitions of the opening guitar riff recur throughout the song (with the exception of immediately before and after the break) as connective material between sections.  This same device was used in In My Life. 

Intro 

The song provides another layered opening. The vamping acoustic guitar leads off, joined next by the lead guitar, bass guitar, and tambourine, followed by the lead vocal and drum kit at the start of the first verse, with the backing vocals added for the refrain. 

The intro itself is six bars long and based on just one chord. The acoustic guitar starts off just before the first downbeat, though the way the part is accented, it is not clear where the beat is until the other's join in. 

Verse/Refrain 

This section is sixteen bars long. The verse is in a 4+4 pattern, and the refrain is in a 2+2+4 pattern.  The form of the refrain is well supported by the harmony. The vi chord moves twice in a row to V-of-V (E Major), but the third time it goes to ii (e minor, in second inversion) instead, and then it veers off to the key of b minor. 

The repetition of V-of-V (which raises the expectation of chord V arriving) in a context where chord V is actually deferred for quite a while, as well as the contrasting alternation between V-of-V and ii (with its G#/G-natural cross-relation) is a favourite Beatles device.  The similarity with its use here and in Eight Days A Week is noteworthy. 

The modulation to b minor is short-lived, with a rising chromatic bass line lick taking the music straight back home to D. 

Break 

This instrumental break is in12-bar blues form. This is something the Beatles would resort to from time to time, seemingly on those occasions when they couldn't think of anything else. The only deviation here from the absolutely classic mold is the repeat of the V chord in bars 9 and 10 instead of having V move to IV. This is the only place chord V appears in the entire song  The guitar solo grows so smoothly out of the recurring riff heard throughout that it is barely noticeable that the song has gone off on a bit of a formalistic tangent at this point. 

Outro 

The outro begins as though they were going back one more time for another verse, but after the rising chromatic riff and the vamping lead hook the songs proceeds to get a repeat of the guitar hook alternating with John's scat singing of fragments of what sound like variations on the chromatic riff. 

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

