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SERGEANT PEPPER’S LONELY HEARTS CLUB BAND





          First Released 1/6/67

Sgt. Pepper is renown as the best album ever made by the Beatles, and is often a standard many groups compare themselves to today.  The album was a huge success and is the epitome of  psychedilia.  The Beatles by now have already used new ideas, but for this album the whole thing was a new idea, and each track was very innovative.


Like Revolver, the Beatles were using new sounds and being influenced in many ways, particularly by drugs.  But there were key changes in the end of 1966, that allowed for Sgt. Pepper to be made.  The first one was the end of touring for the Beatles. This was due to a number of things such as being tired of the mania, they didn't play as well as they had hoped and, the hatred they were receiving from comments John made about Christianity.  There were great repercussions in the U.S.A, and the Beatles received numerous death threats and ended touring.  Another incident in the Philippines made the Beatles stop touring.  They did not show up for a dinner with the first lady, and were hated for snubbing her. They were physically attacked and nearly did not make it out alive


The Beatles decided that since they would not go out on to promote the album, it would have to function in their place.  Paul then came up with the idea of having a concept album, and the idea blossomed from there.  The next idea was to have themselves perform as  another band, which gives them artistic freedom as well as a different attitude towards the songs, hence the name of the album.  Another key difference, in regards to the previous material, is the songwriting content.  Not only are John's songs acid laced, but so are Paul's, and George's bear the influence of Indian music.  


The packaging of the album was also something without precedent.  Inside the album there was a series of cutouts for the listener to "play" with, and join in on the fun of changing identity, and joining in.  For the first time, the words to the songs were in the sleeve of the album,  and this would ensure that people knew what they were singing. Lastly, the cover was of huge importance. On the cover there is a collage of all the artists and people admired by the Beatles.  They are wide ranging and because of their eccentricities, the Beatles chose some that had to be omitted for they may offend people , e.g.  Hitler, Jesus and Gandhi.  In front of the huge collage are the Beatles, in suits, each holding an instrument. Next to them are the Beatles of the past looking down into a mock grave, that says "The Beatles".  This is as though the Beatles of before have died, and now these strange appearing men have taken there place


The album was a huge success, and from this point on the Beatles would be experimenting with continuously changing styles.  Sgt. Pepper was a great cultural phenomenon, and is regarded as the greatest album ever by some critics. It cannot be underrated and is an album of great importance.



Sgt. Pepper's Lonely Hearts Club Band

KEY
G Major

TIME SIGNATURE
4/4

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



Bridge -> Verse -> Outro (segue al subito)

Style and Form 

This first track sets the tone well with its blues notes and hard syncopations. Formalistically they use both a bridge and refrain, in an arch-like symmetry makes the song feel longer than its 2 minute length;  Also 10 seconds of that 2 minutes is the opening crowd/tuning noise 

Melody and Harmony 

Melodically, the song is a talkin' blues patter song.

Harmonically, the song is heavily based upon one of the typical Beatles chord progression; the I-V-of-V-IV-I  first heard back in Eight Days A Week. The hallmark of this progression is the combined chromatic cross-relation created by following V-of-V (with its C#) by IV (with its C natural)

The harmony of the song features other cross- relations of Major/minor use of chord I/i.

Arrangement 

As with many Beatles songs of this period, a rock-instrumented backing track is the foundation of the recording. The overdubbed effects are above well executed bass lines, lead guitar licks and good drumming. 

The parts for a quartet of French horns are deftly in-laid. The appearance of bowed string instruments in the fade-up ambient noise (and nowhere else in this track) sets up for the  strings showing up later for She's Leaving Home and A Day in the Life.

Noteworthy is programmatic/structural use of the crowd noise. In the opening seconds of the track the passive audience are chatting amongst themselves, backed by the string section tuning. But once the proceedings get under way, the audience gets “into the music”  and the transition from second verse to first bridge features applause followed by  laughter  

The final verse provides more applause, building through the intro into anticipatory screaming (Shades of Beatlemania Past). 

The vocal arrangement is quite vintage, with Paul screaming single-tracked solo in the verses with a chorus of the others, in which the timbre of John's voice figures prominently, for the refrain and second bridge. 

Intro 

The track fades in with more than 10 seconds of concert hall audience ambience and orchestral tuning over which the four-bar intro intrudes: |A |- |C |G | G: V-of-V IV I 

The harmonic shape of this intro is convergent on the home key. The shift to from V-of-V to IV, with its cross-relation feels initially tonally ambiguous. 

This is not the first Beatles album to open on a chord other than the one of the home key; Others include With the Beatles, A Hard Day's Night, Beatles For Sale, and Help !. 

Verse 

The verse is a standard eight bars long and divides into a an AAB form of (2 x 2 + 4): 


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


|G
A
|C
G
|

G:
 I
V-of-V
 IV
I


|A

|C

|G
C
|G

|


 V-of-V

 IV

 I
IV
 I







      C: V

The sudden slowing down of the harmonic rhythm in bars 5 & 6 adds some well-needed feeling of room in which to spread out. 

The vocal part of the last four bars places repeated emphasis on the flat blue 3rd, turning the C chord into a C7, and creating a minor/Major cross-relation in the last against the I chords. 

The penultimate chord of this section is IV, though Paul implies a kind of V chord with his bass line ( G - B - C - C# - D - G). 

Bridge 

The bridge is five bars long and divides into two roughly parallel, though uneven phrases (AA'). 

The two bridges are differentiated by more than their different arrangements and melodic content. A very subtle difference in the choice between which two chords is given a dominant 7th gives each bridge an alternate harmonic feel. 

The instrumental bridge opens with a dominant 7th chord on C, and this makes the first sound like a modulation to the key of F Major, which in context of a G Major home key is a relatively distant relation: 


|C7

|F 

|C

|D
  |-
    

      F: V               I               V

                                       G:IV              V

The vocal bridge places the dominant 7th on the F chord. This allows the opening of the section sound like a modulation to the more closely related key of C, with the F chord sounding like a IV chord whose 7th is more a blues embellishment: 


|C

|F7 

|C

|D
  |-
    

      C: I               IV              I

                                       G:IV              V

Refrain 

This is the song's central point, and it is the longest of the sections.  It reiterates many times the words of the title. 

The twelve bar length divides into an AAB form of three equal phrases. Though the harmony is nothing like that of traditional 12-bar blues: 


|G
g
|C
G
|C

|G

|


 I
i6/3
 IV
I
 IV

 I


|G
g
|C
G
|A

|D

|


 I
i6/3
 IV
I
 V-of-V

 V


|C

|G

|A

|C    D  G
|


 IV
 
 V

 V-of-V

 IV   (V)I

Cross-relations and other dissonances are prominent here: the Major/minor switch on the I chord (with the minor one presented in first inversion), the 4-3 appoggiatura on the C chord (downbeat of bars 2 & 5), the blues minor 3rd in the tune clashing with the D chord (bar 8), and the implied V9 chord in the middle of bar 12, implied by the descending melodic line (F – E - D) and Paul's placement of the D in the bass line. 

Outro 

This type of outro starting on IV is relatively unusual; just two bars of the chord vamped over a stepwise descending bass line: 


|C

|-

|


 IV

Its direct segue into the next track is a good musical point. This type of stringing songs together reaches a high point in the Abbey Road medley, but this track, and  several others on and the White Album are the beginning of their experiments in this direction. 



With A Little Help From Friends 

KEY
E Major

TIME SIGNATURE
4/4

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



Bridge -> Verse -> Refrain ->




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

Style and Form 

The “overture”  proceeds directly away to a feel-good tune for the second track.  This song is similar to Yellow Submarine with its purposefully over-simplified musical vocabulary. 

The form is derived from standard pop song formats, but is still a little unusual. 

Melody and Harmony 

The harmony of the verse and bridge is from E Major chords, though the intro, outro, and refrain provide modal contrast. 

The verse and refrain melody stays within a very small range of five notes. The bridge opens up at the top of the octave range. 

Arrangement 

This is one of the more simple tracks on Sgt. Pepper in terms of an absence of new  techniques.

The backing track started with Paul on piano and John on cowbell, Ringo on drums and George on lead guitar.  George Martin supplies a Hammond organ behind the intro.  The bass and tambourine were added later along with the vocals.  The crowd noise (taken from a Beatles at the Hollywood Bowl concert) is used at the start in order to mask the edit between the two tracks .

The vocal arrangement, though, shows a marked step forward in terms of antiphonal sophistication.  The actual song is divided between Solo and Chorus: 

Intro: Chorus

Verse: Solo 

Refrain: Solo, but with Chorus joining on the 3rd repeat 

Verse: Solo alternates with Chorus (both ask question) 

Refrain: All (though Solo starts each line by himself) (6 measures!) 

Bridge: Chorus (questions) alternates with Solo (answering) 

Verse: Chorus (question) alternates with Solo (answering) 

Refrain: All (though Solo starts each line by himself) 

Bridge: Chorus (questions) alternates with Solo (answering) 

Refrain: All (though Solo starts each line by himself) 

Outro: Solo with Chorus adding counterpoint 

Intro 

In context of the album, the intro is experienced as though it is on the boundary between the title track and this current song. 

Verse 

The verse is eight bars long and consists of a single phrase repeated twice: 


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


|E
B
|f#

|-
B
|E

|


 I
V
 ii


V
 I

The prominent bass line moves around a lot, but never so much that the sense of the simple harmony outlined above is lost. 

Refrain 

The first refrain is eight bars long and consists of a short, 2 bar phrase repeated three times in a row, followed by a final two bars without voices; this balances out the effect of the three-time repeat: 


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


|D
A
|E

|B

|-

|

      flat-VII  IV
 I

 V

The subsequent refrains omit the final two bars. 

Bridge 

The bridge opens up the melodic range dramatically ("could it BE anybody”) and provides some relief from the tedium of being tightly held in the key of E: 


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


|c#

|F#

|E
D
|A

|


 ii

 V-of-V

 I
flat-VII IV

The hint of a modulation is toward the key of B Major (V) with the F# chord. 

Outro 

The outro splices one last iteration of the reprise to a disguised repeat of the intro: 


|D
     |A

     |C

     |D

|E
|


 flat-VII     IV
      flat-VI
      flat-VII   I

The move from A to C provides a nice cross-relation, and the modal shift at the very end is welcome in light of the way in which most of the song is so tightly bound to E Major. 

The presentation of the final three chords in second inversion (6/4) is a good touch. 



Lucy In The Sky With Diamonds

KEY
G Major

TIME SIGNATURE
3/4 alternating with 4/4

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



 Verse -> Bridge ->Refrain ->



 Verse -> Refrain/Outro (fadeout)

Style and Form 

Lucy In The Sky With Diamonds  is comparable in many respects to Tomorrow Never Knows and Strawberry Fields Forever.  

It's the most drugs-oriented of the three. Just because the title of the song matches the name of picture painted by toddler Julian Lennon doesn't mean that the song is not about the Lysergic Acid.

The music is as elusive as the imagery of the words, especially in terms of the constantly shifting key structure and the rhythmic alternation of 3/4 and 4/4. There is also a typical Beatles use of form in the way the bridge section is dropped for the final Verse sequence. 

The use of drone-like harmony in the verse and repetition of a single phrase in the refrain lends an appropriate hypnotic feeling to the piece. 

Melody and Harmony 

The melodic material is kept simple in consideration of the combined metrical and harmonic challenges which underlie it

The song's three sections each have a distinct harmonic and melodic profile: 

1. The verse is in the key of A and consists of a repeated chromatic filling out of the I chord. The tune remains around the five notes that outline the A Major triad. 

2. The bridge starts off in the key of B flat but finishes up in the key of G. This remote modulation belies a loose relation between the two keys: G is the parallel Major of g minor, which is the relative minor of B flat. The tune here is almost monotonously stuck on the note D. 

3. The Refrain is in G and stays close to home with the old I-IV-V progression. However, it also pivots on the D chord to get back to the key of A for the verses which follow it. The melody this time consists of a plain downward scale. 

Arrangement 

The opening ostinato lick is played on a special Hammond organ stop that sounds like a Celeste. 

Paul's standout performance on the bass shows a lot of variation: 

- Verse 1: downbeats only 

- Bridge 1: every beat, largely with repeated notes 

- Refrain 1: running quaver notes 

- Verse 2: downbeats only, again 

- Bridge 2: every beat, with more in the way of arpeggio outlines 

- Refrain 2: running quaver notes, again 

- Verse 3: more active and in a less regimented than previously 

- Outro: more running quaver notes, this time with arpeggios as well as melodic runs 

The vocal parts show similar attention to structured variation: 

- Verses: John solo; at first with single-track vocal by blocking out either of the stereo channels. Final phrase is more truly double-tracked. 

- Bridges: John solo; heavily echoed 

- Refrain 1: First phrase sounds like Paul solo; Second phrase has John & Paul singing in unison; Third phrase has them singing in parallel thirds; with Paul as usual on top. 

- Refrain 2: The parallel thirds start right in the first phrase. 

- Outro: First phrase has John & Paul in unison, but the rest of the entire outro is in parallel thirds. 

Other instrumental details of note include the way the lead guitar always doubles the lead vocal in the bridges, the prominence of the organ during the outro, and the repeated yet sparing use of the tamboura drone. 

Intro 

The intro is a four bar presentation of the harpsichord ostinato which happens to contain within it the complete design of the verse sections: 


|         E   |      E      |           E |     DC#      |


|     A       |          A  |      A      |           A  |


|     A       |G            |F#           |F-nat         |


|E            |             |             |              |

Verse 

The verse contains two long and roughly parallel vocal phrases that sit on top of uneven  phrases in the accompaniment;  The phrasing of the backing track is 4/5/4/6.

Bridge 

The bridge would be an expected 16 bars long with four phrases, but it is shortened at the beginning of where the fourth phrase would be by a switch to 4/4, with the crotchet note of the 3/4 bars being equal to a quaver note of the new time signature. 


|D
|-
|-
|-
|-
|-
|-   B-f|lat
|


|B-flat
|-
|C
|-
|F
|-
|B-flat
|-
|

B-flat:
 I

 V-of-V

 V

 I


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


|C
|-
|G
|-
|D 2 3 4 |


 V-of-V

     G:  IV              I               V

The tune of this section comes over the chords with the repeated note, D, creating a  dissonant 9th chord on C and a 13th chord on F. 

Refrain 

The Refrain is a spirited rock march whose energy level contrasts nicely with the other sections. The section is an unusual 7 bars long with the opening phrase repeated three times, followed by a one-bar transition back to the next verse: 


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


|G
C
|D

|

G:
 I
IV
 V



  
||Verse


|D

||A    2   3|

G:
 V

A:
 IV

 I

Outro 

The outro grows directly out of the final refrain, turning it into an eight bar section in which the time signature is kept constant and the A Major chord, which earlier had signaled a return to the key of A, now left hanging an unresolved V-of-V.


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


|G
C
|D

|-

|A

|


 I
IV
 V



 V-of-V

The fadeout starts relatively early and is done gradually, becoming complete about half way through the third iteration. 



Getting Better

KEY
C Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain -> 




Verse -> Refrain -> Bridge -> 





Verse -> Refrain -> Bridge -> Outro 

Style and Form 

It is fitting for Lucy In The Sky With Diamonds to be followed by Getting Better with its simple harmonic structure, steady beat, and clear message of hope. 

The musical focus here is on the elaborately detailed arrangement resulting in a particular Pop/Jazz/Rock aesthetic fusion that was a McCartney specialty, characterized by long phrases on pedal points and the stylized instrumentation and recording. 

The form is slightly elusive as the usually clear formal dividing lines are blurred, and not easily defined. 

Melody and Harmony 

The home key of the song is C Major, though it can be described as having its centre of gravity leaning toward the V chord, based on the large amount of time given to G. 

Both the tune and the chord choices are exclusively diatonic.  No notes appear anywhere in the song that are not native to the home key, and that they are all considered consonant with each other. 

Paul's improvisational bass line makes an accurate transcription of the detailed harmony difficult. 

Arrangement 

Though the final mix is very thick in terms of layered dubs, the musical texture is spare with the bass line, percussion, vocals, tamboura, and a repeated chiming of piano and guitar on the G octave predominating.  Other instruments on the backing track are restricted to a low profile. 

Vocals

The Beatles were renowned for their antiphonal and block choral use of backing vocals which appear throughout their songs with regularity. A good example is verse 1.  This contains a most complicated arrangement. In the first two lines, Paul sings solo with John/George antiphonally extending his comments in the same first person (as opposed to answering him in the third person.) For the next two lines, the backing vocals answer only with ahh/ohh phonemes, and on the final word, "rules," they echo Paul with "fools" and sing a final "wooh!".  All the backing parts are sharply syncopated.

Intro 

The intro is just four bars long. The first two consist of just the chiming sonority that will yet characterize the song, and the final two give us a taste of the choral refrain to come. 

The implied harmony of this intro is a IV-I plagal cadence, with a jazz 9th applied to the F chord, a result of the G octave that is sustained for all four bars: 


|F

|-

|C

|F

|

C:
 IV



 I

 IV

Verse 

The verse is eight bars and breaks into four short phrases of equal length.  The harmonies are difficult to break down so this verse is best thought of as an embellished chord V. 

The final verse has an extra bar added between the two phrases which feels strange. 

Refrain 

Paul's bass line makes it difficult to precisely analyze the chords of this section. This is the chord progression but the bass line does not necessarily support the root progression: 


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


|C

|d

|e

|F       (G)
|


 I

 ii

 iii

 IV
 (V)

The refrain is eight bars long and consists of an almost literal repeat of the same four-bar phrase that is a harmonically simple phrase that helps establish the home key. 

Bridge 

The bridge is more of an extension of the Refrain that it is a section in its own right. It is ten bars long, and after its opening two bars it proceeds with two repeats of a four bar phrase that is very similar to the Refrain: 






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


|F   G   F    G
|F   G   F    G
|C

|d

|


 IV  V   IV   V
 IV  V   IV   V
 I

 ii




---------------------------------


|e

|F

|


 iii

 IV

Outro 

The outro is an unusual reprise of material heard earlier in both Bridge and Intro: 






||chimes only with tabla ....


|F   G   F    G
|F   G   F    G
|C 
|
|
|
|


 IV  V   IV   V  IV  V   IV   V  I      (implied V)

The last chord sounded is I, but the repeat of the G octave into the fadeout implies an indefinite harmonic ending on V rather than I. This ambiguity is nicely exploited by the intro to the next track.



Fixing A Hole

KEY
F (Dorian minor & Major)

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Verse -> Bridge



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



 Verse -> Outro (fadeout)

Style and Form 

This song has two styles: the verse is a Gershwinesque jazz/blues hybrid, while the bridge is more of a torch-song pop march. 

The form is one of the standard two-bridge models; it has two middle verses, the second of which is an instrumental solo. 

Melody and Harmony 

Both the melody and harmony of the verse are in f minor (the flat 3rd) that is tinged by both the blues (the flat 7th), and the Dorian mode (the raised 6th). The verse harmony is also characterized by a descending chromatic line in a middle voice. The bridge, in contrast, is in the Major mode. 

The melodic contours of the verse and bridge are as complementary to each other as their harmonies. The verse covers a complete octave plus a third (from F up to A-flat) with a  mixture of steps and skips. The bridge is restricted to a fifth (C to G), and though placed high in the range, the top note is a half-step lower than the verse. The high A-flat of the verse (pushed even further in the final verse to a Bb-Ab appoggiatura) remains the melodic high point of the entire song. 

Arrangement 

The backing track is dominated by the unusual appearance of a rhythm harpsichord part,  more of McCartney's virtuoso bass work, and obbligato-like commentary from the lead guitar

As with some of Paul's other songs on this album, the vocal arrangement her is elaborate, for example: 

Verse 1: Paul, solo, with double tracking only at the end where it gets high.

Verse 2: The same, though this second time around he sounds hoarse.

Bridge 1: Paul, now double tracked. The drumming is modified for the bridges. The guitar comes in at the end of the first phrase and stays in all the way through to the downbeat of the next section.

Intro 

The intro consists of a brief harpsichord solo followed by some riding on the hi-hat cymbals, and seems to be an unusual two-and-a-half bars long: 






- 2 beats -

top
|C

|-

|-
|

middle
|A
G#
|Ab

|-
|

middle
|F
E
|Eb
 D
|-
|

chords
|F
C aug.
|F9
 Bb9
|-
|


 I
V5+
 i7-
 IV

Verse 

The verse is eight bars long and derives from the chord progression of the intro, with its  shift from F Major to f minor; shades of  Michelle, written in the same key. The whole section divides as one long six-bar phrase with a trailing two-bar obbligato. 

Bridge 

The bridge is also eight bars long, but the feel of it is entirely different from the verse, what with the shift to Major mode, the faster harmonic rhythm, and the different drumming: 


|F
C
|F
C
|F
C
|F

|


 I
V
 I
V
 I
V
 I


|C
G
|C
G
|C
G
|C

|


 V
V-of-V
 V
V-of-V
 V
V-of-V
 V

Outro 

The outro is built on the plan of one-and-a-half verses, with the vocalist improvising on the tune, and the fadeout well in evidence before the end of the first eight bars. 



She's Leaving Home 

KEY
F Major (Mono)   E Major (Stereo)

TIME SIGNATURE
12/8

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




Verse -> Verse -> Refrain ->





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

Style and Form 

The Beatles were sharp at coming up with surprising, unlikely stylistic blends. But from this point of their career onward, Paul, in particular, would occasionally indulge a  stylistic mimicry. 

She's Leaving Home is closer to the mimicry end of the spectrum than it is to the blend of styles.

The music itself provides a nicely intriguing, stylized spoof of a same semi-classical drawing room style, so popular at the turn-of-the-century, and to which it is said that ragtime and roaring 20s jazz were a direct and rebellious reaction. 

Melody and Harmony 

An intentionally over lush impression is created by the wide sweep of the tune, and the almost exclusive use of 7th and 9th chords. 

It is by his including the unexpectedly modal flat-VII and minor v chords here that Paul subtly reminds the listener that this is a parody. 

Arrangement 

The backing vocals for the refrains feature an unusual kind of antiphonal counterpoint. It's neither a hocket (where a single melodic line is arranged over two or more parts), nor  typical polyphony where the two or more lines move at the same time. The string parts which fill the spaces between verse phrases anticipate some of the melodic material of the refrain.

Intro 

Musicologists tend to consider this song as actually being in 12/8, where four of what would otherwise equal a single bar in fast 3/4 make up one long bar. 

The intro consists of just 1 such 12/8 bar (alternatively 4x3/4) with an elaborated arpeggiation over the I chord. It can be argued that the end of each half bar implies a shift to the IV6/4 chord, but the perception of the big picture is limited to the I chord. 

Verse 

The verse is four bars long and divides into a three phrase pattern of ABB (2+1+1): 


|E
b
 f#

|c#

F#

|

E:
 I
v7
 ii7

 vi

V9-of-V


|B



|-



|


 V9


  4             3

 4               3

The harmonic rhythm continually slows down, making it feel by the end of each verse as though it has relaxed and exhausted. 

The use of D natural in both the chords and tune of the first phrase adds an unexpected Mixolydian modal touch. 

An extreme example in a Beatles song of a single chord being not merely sustained, but embellished simultaneously with an appoggiatura and a 9th is the B Major chord in the second half of this section. 

Refrain 

The refrain is an unusual 4 and three quarters bars long, and the antiphony of the vocal parts is interesting: 


|E



|-



|


 I


|-

D

|c#

F#

|



        flat-VII
 vi

V7-of-V


|c#

F#
|


 vi

V9-of-V

The end of this refrain is surprising both metrically (because of that dropped quarter bar), and harmonically because of the way the V-of-V is allowed to resolve directly to I at the start of the next verse, without the benefit of the V chord intervening. 

Outro 

The final refrain includes the missing quarter bar and proceeds with the following two bars: 


|c#

F#

|A

E

|


 vi7

V-of-V

 IV

I

The V-of-V to IV is a much favoured progression of the Beatles, though the plagal IV-I final cadence seems chosen for its cliché connotations of religious sentimentality. 



Being For The Benefit Of Mr. Kite

KEY
e minor (by way of d and c minor)

TIME SIGNATURE
4/4 (1st bridge in 3/4)

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




Verse -> Bridge (w/complete ending)

Style and Form 

Being for the benefit of Mr.Kite has a visual vividness with its circus poster lyrics, the harmonium that sounds like a calliope, and the bustle of electronic tape loops. 

The musical materials are unusual but are economically used so that all the sections are built upon the same 14-bar chord progression. As usual, it is motivated by the principle that if you're going to experiment in one department (in this case, the electronic noise overdubs), then the musical backbone must remain clear and firm in other departments. 

Melody and Harmony 

The home key of this song is e minor, the opening is in d minor, and the starting of the verses in c minor.  This is a clever ruse perpetrated intentionally to throw the listener off balance. 

Arrangement 

The electronic effects on this track are no less effective for the primitive way in which they were developed compared to today’s standards.  Compositionally, the important thing to grasp about these effects is how they are superimposed in the manner of a collage on top of an otherwise relatively traditional piece of music. 

Intro 

The tendency to modulate is in evidence right from the start with this three-bar intro in which the music first converges toward d minor only to pivot straight away from it to c: 


|Bb

|A

|d
G
|

d:
 VI

 V

 i





    c:
 ii
V

Verse 

The verse is an unusual fourteen bars long and consists of alternating phrases of 4 and 3 bars each (AA'BB'): 


|c
G Aug.
|Bb
  d
|G

|G Aug.

|

c: 
 i
V#5
 vi-of-ii ii
 V

 #5


|c
G Aug.
|Bb
  d
|A

|

c:
 i
V#5
 vi-of-ii ii




d:vi
  i
 V


|d

|g
A
|d

|g
A
|

d:
 i

 iv
V
 i

 iv
V


|d

|g
A
|d
G
|





     c:  ii
V

d:
 i

 iv
V
 i

Harmonically, the section opens in c minor, but most of its time is spent in the key of d minor.  Even the first phrase, which overall consists of a traditional move from i to V, manages to anticipate the move to d with the way it moves to that chord by way of the G augmented and relatively remote Bb chords. 

Bridge 

The two instrumental interludes of the song provide the formal contrast expected from a bridge, though in this song these interludes turn out to be built on the same musical plan as the verses.

This is cleverly disguised by the lack of vocals and the distraction of the overdubbed sound effects, and because of its presentation in ¾ time (Henry dancing the waltz).    The chords are identical, only transposed up a step. 

Because the verse had started out in c and quickly modulated up to d, the instrumental sections, by virtue of starting in d quickly modulate up to e. Without some intervention, this kind of thing could go on indefinitely, which is why there is the sudden call to attention at the end of the first interlude which both terminates the waltz beat and abruptly modulates back to c minor. 

Outro

The song has no outro.  Instead, the second instrumental interlude (now back in 4/4) is allowed to simply end the piece. 

The final chord is sustained for a full two bars, during which the overdubbed noises seem to integrate with the underlying music for just this final instant.



Within You, Without You 

KEY
C# (modal)

TIME SIGNATURE
4/4+others

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



(Instrumental) 2-times Verse' -> Intro ->




Verse' -> Refrain (fadeout)

Style and Form 

This intense and musically complex synthesis of Beatles pop and classical Indian music is not to be taken lightly, and certainly not with ease. Along with Love You To it represents George's most full-blown embrace of the Indian musical style. 

The song was conceived in three large sections from the start, and this conception is evident in the A-B-A structure, with two vocal sections that surround a central instrumental break. 

Melody and Harmony 

Our Western concept of differing modes is limited to different scale patterns and modes. In contrast, the Indian melodic system of ragas goes beyond this and each can be identified by its unique points of melodic emphasis and characterizing riffs. 

In this song, the predominant scale is like the Western Mixolydian mode; i.e. the scale with a Major third at the bottom and a flat 7th at the top. But it goes deeper than that. 

The verses have their melodic floor on the 3rd degree of the scale and present the 1st degree only at the octave above. Furthermore, the refrains feature an emphasis on the 2nd, 4th, and 6th degrees, and the extended verses feature a break with the scale pattern by featuring the flat melodic 3rd; the latter, motivated by imitating a motif heard in the regular verse but transposing it to start on the 1st scale degree. 

On the harmonic side there is a very traditional Indian drone; in Western terms chord I sustained throughout.

Arrangement 

The floating rhythmic/metric feeling associated with traditional Indian music is conjured here by non-traditional means. Indian music uses a fixed rhythmic pattern, called a tala, which may contain an uneven number of bars, not all of which are in the same time signature, but the pattern itself is repeated over and over. The soloists create the floating feeling by the extent to which they bounce off or fight against the underlying pattern. In this song, the pulse seems to be quite unpredictably changeable, especially in the instrumental section. 

The instrumental forces are primarily Indian: tamboura drone (recorded close up to accentuate its gritty, grinding metallic texture), tabla drums, dilruba (a bowed string instrument), and sitar, coupled with an arrangement for Western bowed (and plucked) strings. 

The Indian instruments are used in their traditional roles of ornamentally doubling the lead vocal and more freely improvising on the melodic material when given the chance too. The Western strings, by contrast, are deployed in their own style of antiphony and canonic imitation. 

Intro 

The track opens with a slow fade-in on the drone followed by a leisurely exposition by the dilruba of one of the main arch-shaped melodic riffs of the song. Melodic points of emphasis are the floor on 3 degree, the 7-8-7 wavering at the top, the avoidance of 6, and the prominence given to 4 on the way down. 

The end of this section feature an atmosphere-setting glissando on the swordmandel, and a couple of pickup bars on the tabla. 

Verse 

The opening verse is in an AAB pattern where the first two phrases are each six bars long, followed by a third phrase whose rhythm is more freely irregular. 

In contrast to the intro, the first part of the tune in this section retains the emphasis on 3 and 7 but delays reaching to the octave into late in the final phrase. Again, 6 and 4 are given emphasis. 

The tabla provides a continuous accompaniment, the dilruba doubles the lead vocal while making small subtle variations on it, and the Western strings enter at the very end in preparation for the next section. 

Verse

The second verse starts off very similarly to the first one, but its third phrase is extended in a way that leads naturally to the Refrain section. This formal technique is done in other more traditionally pop songs of the Beatles. 

The B-phrase here stretches all the way up to a full 11 notes above the melodic root with a modification of the scale. 

The instrumentation of this section is similar to that of the first with the addition of bowed Western strings in counterpoint to the lead vocal, and in some small cases, doubling it. 

Refrain 

The Refrain is in an even freer pulse than the last phrase of the verse.

This section initially appears to be built out of two iterations of a single phrase, but closer inspection shows the two phrases are not quite identical.

The melody here places continued emphasis on 6 and 4 which are allowed to resolve to 5 and 3 respectively. At the end, though, the tune leaves off with a fleeting hold on 2 which it leaves to the dilbruba to resolve with its backward-resonating reference to the 8-7-slow-slide-to-8 riff. 

The higher Western strings provide antiphony in this section, while the lower strings sound reinforce the drone. 

Instrumental 

Freedom of pulse reaches its extreme in the instrumental middle section.  The instrumental features two free variations on the complete Verse' section. In the first, the dilruba leads with antiphonal interjections from a sitar, while Western strings provide a percussive pizzicato accompaniment. In the second, the strings take over from the dilruba while the sitar's remains antiphonal with a pizzicato-like percussiveness. 

The section ends with a reiteration of the intro which sets up the final Verse'/Refrain section. 

Final Verse and Refrain 

Formalistically, this last section consists of a repeat of the Verse' and Refrain, but the arrangement is changed this time in a number of respects, the most significant of which is that the dramatic sweep up to high 4 (f#) is given to the bowed Western strings minus the lead vocal.  This is another example of avoiding compositional consistency. 

The laughing at the end has got two possible motives: 

1. The xenophobic audience (remember there's an underlying element in the Sgt. Pepper concept that connotes a Victorian/Edwardian-era outlook of Empirialism) is letting off a little tension of this perceived confrontation with pagan elements.
2. The composer, in a sincere acknowledgement of the apparent absurdity of the son-of- a-Liverpudlian bus driver espousing such other-worldly beliefs and sentiments, is letting off a bit of his own self-deprecating steam.


When I'm Sixty-four

KEY
D-flat Major

TIME SIGNATURE
4/4

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




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

Style and Form 

This song is Paul's first nostalgic/vaudeville stylization that would become a part of his compositional input for the remainder of his career as a Beatle. In context of Sgt. Pepper's running order, it provides a contrast to the preceding track. 

The song is mastered in the key of D-flat, nicely resonating with the C# drone of Within You, Without You, though it was recorded in the key of C in order to sound higher on playback and give Paul's lead vocal a different quality. 

The form is an unusual perfect arch; there is no doubling up of any sections, and the Intro and Outro are identical. There is no specific refrain section, though the verse here is of the type whose last phrase is refrain-like. 

Something ambiguous in the lyrics is the comment in the first bridge about "if you say the word, I could stay with you." Without a doubt, the rest of the song bespeaks of a long-married (at least long-cohabiting) couple. Does the hero somehow envision them inexplicably separated in their autumn years, or merely sleeping most of the time in separate beds? 

Melody and Harmony 

The tune is built primarily out of triadic (bugle call-like) riffs and chromatic (half step-wise) runs. 

The harmony is straightforward, yet as consequence of the chromaticism of the tune, there is also added note chords (e.g. V13), secondary chords (e.g. V-of-something), and harmonizing of chromatic bass line motion. 

The diminished chord of the final verse phrase (on the words "(want)need me") is the first time this is used in a Beatles song. Previous diminished chords they have used have functioned as VII-based dominant substitutes.  This one functions as a substitute subdominant, built on the raised 2nd degree of the scale: 




Db
-
-




Bb
->
Ab




G
->
F




E
->
F



Db:
#ii dim.7
I6/3

Arrangement 

Whatever typical Beatles instruments are used on this track, the most memorable are the piano part, the clarinets (both a pair of regular ones plus a bass model) and the tubular bell chimes. The clarinets are deliberately flat on the high Bb each time it comes round in the bridge. Paul intended this as a joke. Paul's sped up lead vocal is single tracked. John and George provide intermittent backing. 

Intro 

The home key is well established in the intro:
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This intro is 4 bars long; the verse could easily begin on the downbeat of bar 5, but in true vaudeville style, the band vamps for a couple more bars until singer is ready. 

Verse 

The verse is a 16 bars long, with four phrases that make for an ABA'C pattern: 
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The effect of the harmonic design remains static in spite of the varied harmonic rhythm that accelerates toward the end of the section and the chromatically rising bass lines of the second and fourth phrases.  This is because each of the phrases commences with the same chord the previous phrase had ended with. 

Bridge 

The bridge is an unusual 17 bars long; 16 regular 4 bar phrase plus one extra.
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The harmony in this section makes a modal pivot over to the key of the relative minor, and then a pivot back to the home key. 

Outro 

This is identical to the intro, except for the opening "whoo!" from the lead singer. 

Lovely Rita 

KEY
E Major (with an ending in a minor)

TIME SIGNATURE
4/4

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




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

Style and Form 

The first rock-like song since much earlier in the album, and with a slightly unusual form.

Melody and Harmony 

There's a large amount of chord root movement by 5ths and 4ths which is very much  what gives the song its strong transitive sense of  action.  The familiar Hey Jude progression in prominent as well.

The bridge section uses the circle of fifths to stretch the harmonic plane before returning to the home key, creating Beatlesque chromatic false relations. 

The circle of fifths ignores the key signature and moves by a 5th each time, with each chord being a Major one. This cycle spans a full 12 chords and challenges the clear sense of home key for a large part of its mid-section:


E  A  D  G  C  F  Bb Eb  Ab  Db  Gb/F#  B  E

Arrangement 

The arrangement is traditional, and in keeping with the tone established for the rest of the album, it features overlayed special effects. Examples include:

1. Stray spoken comments on the backing track.

2. An electronically altered/synthesized kazoo. 

3. Backing vocals which are ethereally far-away. 

4. Heavy breathing. 

Intro 

The intro weighs is an eight-bar section in which the same phrase is repeated twice: 


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


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

E:
 V

 IV

 I

 V

The texture is steadily thickened by staggered entrances. The strumming of the acoustic guitar come in before Paul's lead vocal, drums, and backing vocals are added in sequence. 

The harmonic shape of this section is convergent on the home key. 

Verse 

The verse is eight bars and is built of two four-bar phrases: 


|E
|D   A
|E
|B
|c#
|F#
|B
|-
|


 I  flat-VII IV  I
 V
 vi
 V-of-V  V

In contrast to the intro, both phrases converge toward V. The predominance of root movement by fourth of fifth occurs in the first phrase in the Hey Jude progression, and in the second phrase by the use of the secondary dominant chord. 

The verse which precedes the piano solo is prolonged by a embellishing chord V with 9/11/13 passing dissonances.

Bridge 

The bridge introduces uneven phrases as well as the cycle of fifths. The bridge is actually 14 bars long rather than the expected 16.  The sung phrases are an identical AA couplet, but with two bars added to the second A phrase.


|E
|A   
|D
|G
|E   
|B
|


 I
 IV    flat-VII flat-III I
 V


|E
|A   
|D
|G
|E   
|B
|E   c#
|f#  B
|


 I
 IV    flat-VII flat-III I
 V
 I   vi  ii  V

The final couple of bars at the end of each sung phrase are the only place in the song where the rhythmic emphasis moves from being exclusively on the syncopated 3rd beat of every bat to fall, temporarily, with emphasis on 1 and 3. 

The maracas are saved for the second phrase in each bridge. 

Piano Solo 

This solo is played by George Martin but it was recorded an octave lower at half speed in order to sound in normal range but at a  humanly impossible speed to play on playback. 

Outro 

The outro takes up almost one-third of the duration of the piece.  It starts off with a reprise of the two-phrase intro, scored with increasing complexity in the vocal parts.   Then, in an unprecedented move, it shifts into an extended 20 bar long improvised vamp, the harmonic content of which is a i->iv->i cadence in the key of a minor. 



Good Morning, Good Morning 

KEY
A Major

TIME SIGNATURE
4/4 in intro, bridge and outro; anything but predictable in verse

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




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





Verse -> Outro (fadeout)

Style and Form 

This is a great song with its uneven pulse, virtuoso drumming, horns and saxophones, and rapid fire verbal slide-show imagery.

It is well grounded on a classic-pop/rock formal design. 

Melody and Harmony 

Both tune and chord changes are frugal.  The tune contains a number of phrases that span a fourth that is then subdivided into a third and a second, or vice versa. Examples include: 

  - Nothing to do

A-F#-B

  - To save his life

E-G-A-E

  - Call his wife in      
G-A-F#-A

  - I've got nothing

D-C#-A-A

  - (nothing) to say

A-A-F#-B

  - Everybody knows

C#-C#-C#-A-D

  - Good morning

A-F#-E

The chords are limited to I, IV, V, and flat VII.  The cross-relation that recurs between V and flat VII is a favourite of John's; You've Got To Hide Your Love Away is an example of an earlier song written using the same limited chords. 

Arrangement 

This is John's most extreme attempt at an erratic pulse since She Said She Said.. In She Said She Said the pulse variations are saved for the contrasting sections, whereas in Good Morning Good Morning, the pulse variations are featured prominently in the main verse section which gives them more airplay as well more attention. 

Intro 

The opening rooster call would seem arbitrary if not for the return of it with a whole menagerie in the song's coda

The intro is four bars long.  The first and last bars place the intermediate chord change on a strongly syncopated offbeat. 

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


 1   2 &  3  4   1   2  3   4    1  &  2    3  4


|A     D
|A
D
|A (E)

|


 I     IV        I      IV       I (V)

Verse 

The primary verse is a traditional four phrases long, but each phrase is of a different length; The number of beats per phrase is 10/12/9/14: 

         1   2 &   3     1   2   3   4   1    2     3

                                                    boom!


|A     E        |G              |-    A    (E)   |


 I     V         flat-VII             I    (V)

         1   2 &   3     1   2   3   4   5    1   2   &   3   &   4   &  

                                              dum dum-d'dum-dum dum-dum


|A     E        |G                   |A

         I     V         flat-VII             I


 1   2   3   4   5    1   2    3    4


|D                   |E                 |

         IV                   V


 1   2 &   3     1   2   3     1   2     3   4     1   2   3   4





       dum dum'd dum dum'd dum


|A     E        |G            |A         D        |E             

         I     V         flat-VII      I         IV        V

At the very end the title phrase reprises. 

Verse 

This second verse opens exactly like the primary verse, but it's second phrase cuts way to the end of what is the fourth phrase of the primary verse (with its title phrase chord progression), setting up a direct segue into the bridge: 

         1   2 &   3     1   2   3   4   1    2     3

                                                    boom!


|A     E        |G              |-    A    (E)   |


 I     V         flat-VII             I    (V)

         1   2 &   3     1   2   3   4   5    1     2     3     4

                                              dum   dum-d dum   dum'd


|A     E        |G                   |A           D
       |

         I     V         flat-VII             I           IV

Bridge 

The bridge regularizes both the pulse and the chord progression; it is only in the section length of five bars that irregularity persists: 

|A
D
|A
D
|A
D
|A
D
|A    |

 I      IV      I      IV      I      IV       I      IV      I

The middle section of the song is put together from a guitar solo (for the repeat of Verse'), followed by a repeat of the bridge in which the lead guitar continues. 

Outro 

The outro grows out of a seemingly endless repeat of the title phrase into the fadeout. 



Sgt. Pepper's Lonely Hearts Club Band Reprise 

KEY
F Major -> G Major

TIME SIGNATURE
4/4

FORM
Intro -> Refrain -> Refrain (w/complete ending)

Style and Form 

In context of the pop/rock album format such a reprise is unprecedented although the concept is a sufficiently familiar one from the world of opera and musical stage show. The reprise of the title track serves two critical functions: a unifying element for the album overall, and a boundary marker that sets the following song A Day In The Life off by itself from the rest of the album. 

The formal layout of the reprise is in strong contrast to the opening track: this time only an intro followed by two iterations of the refrain. 

Melody and Harmony 

Modulation one step upward in the transition between the two refrains occurs here. 

Arrangement 

The Beatles had always gone in for staggered or layered arrangements. Although it has a clearly defined beginning and end, this reprise also has the distinguishing feature of being segued both into and out of. 

Intro 

The intro is 10 bars long and contains three distinct sections: 

1. Two bars drumming, which includes Paul's "1-2-3-4" and John's "bye ..." delivered at total cross-current to the march rhythm. 

2. Four bars with a fuller real percussion track added. 

3. And four more bars with bass and electric guitar now added to all of the previous.  

Refrain 

The modulation between the two refrains is a pivot built on top of the fact that V-of-V had been used earlier in this refrain: 

        |B-flat         |F              |G              |D

|

F:       IV              I               V-of-V





       G:I               V



A Day In The Life 

KEY
G Major/e minor -> E Major

TIME SIGNATURE
2/4

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



Middle vocal section -> Middle instrumental section ->




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

Style and Form 

This following song is powerful for being low key in mood, and in the choice of words.

This large form has an A/B/A classical clarity that is belied by its avoidance of perfect symmetry. 

The deployment of a mid-sized orchestra makes it difficult to categorize the style of this.

Melody and Harmony 

The song opens in the key of G Major though its true centre of gravity is in the parallel minor/Major keys of E.  

The jumpy melodic material show how over-rated having a catchy tune is in order to have a successful song. 

Arrangement 

The backing of the outer two main sections is made up of acoustic guitar, piano, electric bass, and drums, all of which stand out in terms of tasteful restraint.

The orchestra appears intermittently throughout the track.  This sparing, overlaid use of the orchestra keeps the track from sounding over produced. 

Intro 

The tempo is relatively fast though, the leisurely harmonic rhythm (with chords changing generally every two bars) instills a moderate pace. 

The bass line is predominantly a walking one, though Paul disguises it in places by  jumping down a fourth and then moving back up step-wise.

The intro is eight bars long, and anticipates the music of the verse. The chord progression only partly matches the verse, and the complete scalic bass line is not yet fully used. The underlying chord progression is the cliché I-vi-IV-V: 

chords 
|G
|b
|e
|-
|C
|-
|-
|-
|

G:
 I       v6/4    vi
         IV

                 of vi

Verse 

All the verses start off with the same 16 bar (A-B-A-C) plan. Harmonically there is a brief modulation to e minor: 

                                                              1 & 2 &


|G
|b
|e
|-
|C
|-
|a
|      D|

G:
 I       v6/4    vi            IV             ii             V


|G
|b
|e
|-
|C
|F
|e
|
|

         I       v6/4    vi

                       e:i               vi      flat-II i

However, there are three different variations in how the verses finish off this same 16-bar beginning. The first verse cycles back for a repetition of the chord progression with the  F Major chord before pivoting back to the home key: 


"I saw the photograph ..."  2 &


|C
|F
|e      |C    D |

e:       vi      flat-II i

                      G: vi      IV   V

The second verse is shorter by two bars. Its harmonic pivot back to G is more passive than that of the first verse. There is no V chord at the very end: 


"... House of Lords"


|C
|-
|

e:       vi

G
 IV

The third and fourth verses, both of which lead into the orchestral bridges, are similar to the second verse, but one extra bar is added. 


"... book.   I'd love to||turn  ..."


"... Hall.   I'd love to||turn  ..."


|C
|-
|-  
||e .....      E

e:       vi                     i          -> I

The intro and first verse are scored for acoustic guitar, piano, bass, and maracas. The full drum kit is added in the second verse. 

Bridge 

The bridge is twenty-four bars long and consists of the orchestra's free-form, glissando-like sweep from low E to the E several octaves higher.

Middle Section 

The middle section begins approximately one beat before the end of the bridge.

The song portion of the middle section is melodically as jumpy as John's outer sections. It is 19 bars long and contains an ABAB phrasing pattern, each of whose phrases except the last one is an unusual 5 bars long. Both the lyrics and sound effects here reinforce the overall effect: 


|E
|-
|-    
|D
|-
|

E:
 I                       flat-VII


|E
|B
|E
|B
|-
|

         I       V       I       V


|E
|-
|-    
|D
|-
|


 I                       flat-VII


|E
|B
|E
|B
|

         I       V       I       V

The orchestra portion of the middle section is 20 bars long and consists of two long parallel phrases whose harmonic rhythm is unvaryingly slow. This enhances the dreamy note upon which the middle section song abruptly ends. The harmony of the section  shifts back toward G Major though the end of the first long phrase feels as if its back in e minor. 


|C    |-    |G    |-    |D    |-    |A    |-    |e    |-    |

         IV          I           V           V-of-V      vi


|C    |-    |G    |-    |D    |-    |A    |-    |e   d|C   D|

         IV          I           V           V-of-V      vi    IV  V

Final Verse 

Only a single verse is used to balance out the weight of all that precedes it. The tempo remains the same as it is throughout the track, though the more active drumming makes this section seem faster than the verses in the first half. 

Outro 

The repetition of the bridge is virtually a carbon copy, but it ends with one bars worth of dramatic silence followed by the final E Major chord. 

The final chord resounds with a frightful sense of bleak finality, further emphasized and exaggerated by the surprise element and the long fadeout to silence. 

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

