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THE WHITE ALBUM (1)

                


First Released 22/11/1968

The Beatles, the album, otherwise known as The White Album is the  first double album released by the Beatles.  This album along with Sgt. Pepper and Abbey Road received the most attention and had the most impact.  The white album was released in 1968, following the release of the single, Hey Jude.  This year was full of turmoil as both Robert Kennedy and Martin Luther King Jr. were assassinated, the hippie movement began to fall apart, and the Beatles began to go their separate ways musically for the first time which shows on the album.  Before  making this album the Beatles experienced transcendental meditation and took a holiday with the Maharashi in India.  While they weren't meditating they wrote and this explains the surplus of songs.
    

The album is composed of many songs that are written without any collaboration from the others.  Charles Manson, the notorious  killer, took a twisted look at the album and  blames it for much of what he did. He pointed out that songs like Blackbird, Piggies and Helter Skelter contained messages that told him to do what he did.  He often had  references to this in his killings as he would spell out something to these songs in the  blood of the victims.  

The White album can  also be  viewed as an opposition to Sgt. Pepper.  First of all is the plainness of the cover which is opposite the colourful, detail of Sgt. Pepper.  The material is more  straight rock rather than the illustrious music on Sgt. Pepper. Finally, the overall message of the songs are different. No longer are they embracing drug and love filled songs, but there are now  political, religious and pure nonsense songs.

  
It also shows the Beatles that are now in turmoil, and retrospectively it can be seen as the roots for the breakup.



Back In The USSR

KEY
A Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain



Verse -> Refrain -> Bridge ->




Verse (Guitar solo) -> Refrain -> Bridge ->





Verse -> Refrain -> Outro

Style and Form 

Hard-edged Rock-n-Roll. 

There are several Beach Boys references. The Ray Charles' Georgia On My Mind reference is a more subtle. The most obvious allusion is to Chuck Berry's Back in the USA.

Phrasing-wise, this song is neither 12-bar nor four- square in its structure. 

Melody and Harmony 

The tune is very blues, with the heavy emphasis on the flattened melodic 3rd making a  dissonant cross relation with the underlying A Major chord structure. 

The melodic 7th is entirely avoided in the tune, though it is given some prominence in the guitar riff which recurs throughout the song: 

             1  &  2  &  3  &  4  &   1

            |A  A'    G     F# B# C# |A

The chords consist of I-IV-V, with flat-III supporting, and V-of-V. 

Flat-III was used by the Beatle back in Please Please Me, where it appears as part of a fast moving chord stream on its way to the V chord. In this song, flat-III appears where the harmonic rhythm is slower, so it play two roles: 

1.
In the verse, it is between two appearances of the IV chord.

2.
In the refrain, it is used as a sub-dominant approach chord to IV. 

The bass line incorporates chromatic scale fills as a leitmotif. 

Arrangement 

It includes many elements and overdubs; piano, guitars, multiple drum tracks, hand clapping, and the jet plane. The Intro features jet plane, drums and guitars, Verse 1 adds pounding piano in quaver note chords.  Refrain 1, includes hand claps and guitar hook. The outro uses the guitar hook, studio chat, and jet plane to cross-fade into the next track. 

Paul's lead vocal is single tracked for the verses and doubled for the refrains and bridges. The backing vocals appear in the bridges as both a doubling of the chromatic bass line and to provide a falsetto counterpoint to the lead. 

Intro 

The track leads in with a few seconds of jet plane noise and a stray lead guitar lick.  This is followed by  four bars of pounding on chord V. 

Verse 

The verse is eight bars long with two identical phrases, the second of which always leads into a refrain: 


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


|A

|D

|C

|D

|

A:
 I       
 IV      
 flat III 
 IV

Refrain 

The refrain is an unusual six bars long, built out of three short phrases; the last of which appears in two variants depending on whether the following section is a verse of bridge: 


|A

|C

|


 I
 
 flat-III


|D

|-

|


 IV

Break 

The break is metrically the most flexible section; four phrases in an ABAC pattern, with the last one followed by a two bar extension in all cases: 


|D

|-

|


 IV


          bass
|A   B   C  C#  |


|A

|-

|


 I

bass
|D
C#
|C-nat.
 B
|


|D

|

|


 IV                     (V-of-V)


|E

|D

|


 V

 IV




 1 & 2 & 3  4


|A

|- D D#E -
|


 I                 IV  V

Outro 

The outro uses a four-fold repeat of the guitar hook over chord I. The actual ending is abrupt. This effect bears comparison with the ending of Birthday; also in the key of A, and also the lead-off track on its disk. 



Dear Prudence 

KEY
D Mixolydian Major

TIME SIGNATURE
4/4

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




Verse -> Verse' -> Outro (fadeout)

Style and Form 

Dear Prudence has a static harmonic profile, and a formally flat plan; a steady stream of harmonically identical verses interrupted only once at the formal mid-point by a simple bridge which is as harmonically static as the rest of the song. 

Nevertheless, a sense of build up is achieved without relying on either harmony or melody. Instead, the strategy is to carefully sustain an atmosphere within which texture and dynamic crescendo are developed over the long run. 

Melody and Harmony 

The tune is pentatonic in a style typical for John; the 4th and 7th notes of the scale are completely avoided, and the melodic material comes in the form of repeated motifs, rather than in a broad arch. 

The harmony is largely over a pedal note on D. The complete avoidance of the melodic 7th combined with the flat VII harmonies creates a Mixolydian modal feel. 

Arrangement 

The piece is characterized by two ostinato patterns. The first is an inverted cuckoo clock motif that appears throughout, plucked on the lead guitar near the bridge to give it a distinctive tone that is piercingly metallic even when played mezzo-piano. The second is a semi-chromatic downward-walking tenor voice played on the bass guitar. 

The arrangement is layered and choreographed with care. The plan involves starting soto voce but becoming louder and more intense, only to restore the sotto voce at the outro: 

- Intro: just guitar and bass 

- 1st verse: add lead vocal, bass note played on the 3rd beat of the bar; add drums in the second half in which the bass line does the stylistically Baroque device of outlining both pedal bass and walking tenor voice. 

- 2nd verse: bass line continues the Baroque device from the start; backing vocals in the second half provide a sustained chord sung falsetto, 

- Break: add the male chorus in the background singing a mantra at first in imitation of the lead vocal, but which in the final phrase becomes block chords sung in a glissando with the lead. 

- 3rd verse: as in verse 2, but add more guitar overdubs and handclaps. 

- Final verse: as in verse 3, but add electric piano and much louder drumming; and stretch out the harmonic rhythm. 

- Outro: a sudden reprise of the quiet intro resulting in a matching ends effect. 

Intro 

The song opens with an intro to the intro; four bars of drone harmony over which the lead guitar works slowly down a scale that is ornamented by the cuckoo clock motif that is one of the fixed ideas of the piece. 

        (F#)   fade-in ...


|...
E
|D
C
|B
A
|G
G
|


|D

|-

|-

|-

|


 I


 ostinato begins


|F#   D F#     D|F#    DF#     D|F# ...


|A
C
|B
Bb
|A


|D

|-

|-

The cross fade of jet plane noise from the previous track obscures the first two beats of this intro. 

Verse 

The predominating pedal tone makes what might be labeled as a  progression of I - V7-of-IV - IV - iv - I more a matter of the upper voices harmonizing with the tenor voice that descends the practically-chromatic D-C-B-Bb-A. 

The verse section is 14 bars long with a phrasing pattern of AA'B that is rounded off by an additional instrumental repeat of the 2-bar ostinato:


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


|D
C
|B
Bb
|A
C
|B
Bb
|


|D

|-

|-

|-

|

D:       I


----------- the crux ------------


|A
C
|B
Bb
|          **rapidly walking bass 


|D

|-

|-

|C
G
|








 flat-VII









IV


|A
C
|B
Bb
|


|D

|-

|


 I

Bridge 

Both ostinato figures take a rest during the bridge though the harmony remains static. 

The bridge is an unusual 5 and a half bars long and contains three short phrases that make an AAB pattern; like the verse but in miniature. Another repeat of the ostinato intervenes before the next verse. 


|D

|-

|-

|-

|


 I





-- ostinato resumes





|A
C
|B
Bb
|


|F
 
|G
|D

|-

|


 flat-III
 IV
 I

The same I - flat-III - IV progression which sounds haunting in this context turns out to be the same one used to different effect in the previous song, Back In The USSR. 

Outro 

The final verse provides several climactic gestures: 

1.
The crux phrase is stretched out to twice it's usual length by a doubling of the harmonic rhythm. 

2.
This elongated phrase is accompanied by a rising series of arpeggios on the lead guitar. 



Glass Onion

KEY
a minor

TIME SIGNATURE
4/4

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



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

Style and Form 

In spite of its short length, compact form, frugal material, and casual production values, this talking-blues song contains a surprising amount of novelty, especially in its structure. 

Formally there is no intro, but noteworthy is the series of verse/refrain pairs, and the way in which musical phrases are immediately repeated in each of those sections. 

Melody and Harmony 

As is common in blues tunes in a minor key, the tune leans heavily on the flat 5th scale degree. 

The harmony throughout is restless and meandering.  a minor asserts itself as home key even though there are no clear cadences (V-I, IV-I) that establish it. 

A small though strange group of chords is used; in order of their appearance: a, F7, g, C, and D7. Only 'a' and 'C' are diatonically in a minor. 

Arrangement 

On a heavily overdubbed and indistinct backing track with a double-tracked lead vocal and shaking tambourine, several details are noteworthy: 

1.
The opening drum motif used throughout is mixed the first time around with the reverb split onto the left track. 

2.
The glissando of bowed strings every time the g minor - C chord progression appears; shades of the fireman's bell in Penny Lane.

3.
A whispered falsetto backing vocal at the very end of the second verse. 

4.
An electric piano glissando near the end of the bridge. 

5.
Clear silence in between the end of the bridge and the start of the final verse. 

Verse 

The verse has an unusual length of 9 bars. The third phrase is one bar longer than the others, though all four are loosely related to each other. The pattern is  AAA'A'' because the first two phrases are identical and the last two phrases, while derived from the first one, are more closely related to each other even though they do not make quite an identical pair. 


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


|a           G  |F7          G  |

a:       i               VI


|a           
|g7          
|C

|

         i               ii-of-VI        V-of-VI

        |g7        
|C           
|

         ii-of-VI   
 V-of-VI

The harmony leans heavily toward a modulation to F but does not arrive there. 

Refrain 

The refrain is only 6 bars long with an AAA' phrasing pattern in which the final phrase differs from the previous two only in the way it harmonically leads to G instead of D: 


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


|F7

|D7

|


 VI              V-of-flat VII


|F7

|G

|


 VI              flat VII

Bridge 

The bridge is 10 bars long, 8 of which are played over a pedal harmony on a, and the final two of which echo the refrain ending: 

middle voice|E

|-

|F

|-

|

chords      |a

|-

|-

|-

|


     i


|F#

|-

|G

|-

|


|-

|-

|-

|-

|


|F7

|G

|


 VI              flat VII

The chromatically rising middle voice develops a sense of expectation over the course of the pedal point.

Outro 

The final eight bars overlap with the downbeat of the final bar of the refrain and present a strange chromatic chord stream of dominant 7ths repeated twice into a fadeout: 


 1   2    3  4   1   2  3   4    1


|G   F7

|-
E7  Eb7 |D7

|-
Eb7 E7 |

The chord progression outlined at the end by the string ensemble is the refrain opening disguised, and the glissando execution of chords was anticipated earlier in the second half of the verses. 



Ob-la-di, Ob-la-da

KEY
B Major

TIME SIGNATURE
4/4

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


    Bridge -> Verse -> Refrain ->



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

Style and Form 

The charming effect of this upbeat song is enhanced by its apparently spontaneous production values.  The form feels long, but if the Verse & Refrain are considered as a single unit, the whole thing reduces down to a shorter two-bridge model; with only one section coming between the bridges. 

Melody and Harmony 

The untroubled mood of the lyrics is carried through to the musical fabric, with its singable tune, even phrase lengths, and straightforward chord choices. 

Melodically, sophisticated arches occur in the verse, balanced by stepwise motion in the refrain, and arpeggios in the bridge. 

Only four chords are used, all of which are common to the home key: I, IV, V, plus vi. 

Arrangement 

The track is dominated by the double-tracked lead, a bass line, and some drums. Many other effects are used:

1.
Handclaps and drums, which stagger onto the intro. 

2.
Backing voices, which appear for the first time in the first refrain. 

3.
Vocalized noises, such as "chick, chick, chick, chick ...," which appear in the second verse. 

4.
Backing voices, singing "la-la-la-la" in the second refrain, later followed by more hand claps. 

5.
Saxophones, added for the bridges in a descending scale obbligato, plus vocalized ("ha ha") laughing, maracas, and a harpsichord. 

6.
Conga drums in the third verse.

7.
Saxophones, again, in for the third refrain. 

8.
A piano glissando, in the second bridge, in which there is more mutterings in the background and clearer maracas and harpsichord on the backing track. 

9.
Piano arpeggios, delicately executed in the final verse. 

10.
 A falsetto “thank you” in the outro. 

Intro 

The intro is an unusual 5 bars long; essentially a four-bar vamp preceded by a one bar fanfare cliché on the piano. The real downbeat of the track is the start of the second bar: 




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


|F#

||B

|-

|

The piano is immediately joined by the bass. Embellishments to this duo are staggered; claps start in the middle of the second bar (on the offbeat before "3") and make a dovetail joint with the drums that enter on the offbeat before "2" in the following bar. 

Verse 

The verse is eight bars long, with four even phrases that create an ABA'B' pattern: 


|B

|F#

|


 I

 V


|F#

|B

|


 V

 I


|B

|E

|


 I

 IV


|B
F#
|B

|


 I
V
 I

The harmony of this section is simple, establishing the home key clearly and keeping the tonal focus on it. 

Refrain 

The refrain is also eight measures long with four even phrases but this time the pattern is ABx2: 


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


|B

|F#
g#
|B
F#
|B

|


 I

 V      vi       I
V
 I

The harmony is, again, focused on the home key, though the interrupted cadence to vi provides some variation in the harmony.

Bridge 

The bridge is eight measure long, with an ABAB' pattern similar to that of the verse: 


|E

|-

|


 IV


|B

|-

|


 I


(V-of-IV)


|E

|-

|


 IV


|F# 6/4

|5/3

|


 V

This time the harmony opens up, with the section opening on IV and ending on V. 

Outro 

The outro is an extension of the final refrain, triggered by a repetition of the interrupted cadence heard two bars earlier, and lyrically allowing the song to end with its title phrase: 


|B     |F#  g#  |B   F#  |g#     |-      |F#   B   |


 I      V   vi   I   V    vi              V    I



Wild Honey Pie

KEY
G Major

TIME SIGNATURE
4/4

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

FORM
Break -> Refrain -> Outro (w/complete ending)

Style and Form 

This song is, in terms of form, much more of a complete miniature than a fragment if a minimalistic definition of the term form is considered.  

Melody and Harmony 

The harmonic vocabulary essentially is no more than a semi-chromatic chord stream of dominant seventh chords, with root movement that establishes a blues kind of G Major as the home key. The blues are conjured here by the appearance of I with its dominant 7th, and the implied Major/minor cross-relation on I that is prominent at the end of the song. 

Arrangement 

This is the first of what would turn out to be a small group of tracks in which Paul would self-produce himself as a one man band. 

The backing track is dominated by a harpsichord, a drumming part that might have been thumped on an old tea chest, and what sounds like a very steely-sounding guitar played with a comically inaccurate slide. 

Break 

The opening instrumental section which repeats three times is an unusual 7 bars long.


|G
|-
|F
|-
|E
|Eb
|D
|

G:
 I                                               V

The harpsichord part contains descending parallel tritones in the right hand: F/B -> Eb/A -> D/G# -> C/F#. 

Refrain 

The V chord that ends the break is resolved by the simple sung refrain.


|G7
|-
|-
|-
|


 I

Outro 

The outro is an extension of the refrain in which an altered version of chord V is used to make the final cadence: 


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


|G

|-

|d half dim 
|-

|


 I               

 v7 (b5)


|G

|-

|


 I

The bass line movement in the final bars goes from G to F and back again.



The Continuing Story of Bungalow Bill 

KEY
C Major (with parts in A Major and a minor)

TIME SIGNATURE
2/4

                   ------ 3x ------

FORM
Refrain -> Verse -> Refrain -> Refrain -> Outro (ending cut off)

Style and Form 

A folk ballad, notable in for the way in which the refrain is used as an intro, and is repeated several times at the end, conjuring a live, rather than studio, performance. 

Melody and Harmony 

The key scheme is one much favoured by the Beatles, using three-keys, where both relative and parallel minor relationships are appear. The complexity of the key scheme is in contrast to the happy simplicity evident on the song's surface. 

The C/A tonality of the refrain forces its tune to be chromatically difficult to sing in absence of the chords that underlie it. The verse tune, by contrast, is in John's much-favoured pentatonic style. 

Arrangement 

Both texture and tempo are used to articulate the form. 

The refrain includes a level of participation by so-called friends and family.  Yoko is "mommy" in the last verse. 

The lead vocal is an interesting single/double track mixture for the verses. 

The backing ensemble is dominated by acoustic guitar, drum kit without cymbals, bass guitar, tambourine, and in the verses, tremolo guitar strumming. A bassoon features in the outro. It joins the ensemble several iterations before it needs to appear solo. 

Refrain 

The refrain is an unusual 11 bars long, with a form of ABA'B', the result of a shortening of the second phrase. 


|C
|G
|C
|f
|

C:
 I
 V
 I
 iv


|C
|f
|G
|


 I       iv
 V

                      A: flat VII


|A
|E
|A
|d
|

A:
 I
 V
 I
 iv


|A
|d
|E
|-
|


 I
 iv
 V

The minor IV chord in a Major key is a 50s Rhythm and Blues cliché favoured by John. 

Verse 

The verse is in a slower tempo than the refrain and is a blues-like 12 bars long, with an AAB form. The halt at the end of the final phrase makes it difficult to sense where the downbeat is when the remainder of the last bar is performed a tempo to announce the refrain that follows it. 


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


|a
|C
|F
|-   G
|

a:
 i
 VI      VI          flat-VII


|E
|G
|a
|f
|


 V
 flat-VII i



      C:  vi     iv

The G#/G natural shift between the chords in the first two bars of the final phrase provide a typical Beatles cross-relation. 

Outro 

The outro features approximately 4.8 iterations of the refrain before the track is  interrupted by the "hey-ulp!!!" lead-in to While My Guitar Gently Weeps.  The many repeats of the outro feature an incremental thinning out of the backing track.

While My Guitar Gently Weeps

Within the melody, chord progressions, and formal phrasing of the song there is a sad lament in which there is a tension on two levels; first, the contrast between the slow tempo and restless progression of chords; second, the downward-moving gestures which conjure a mood of pessimism, despite the intermittent appearance of upward gestures which might lighten things up. 

Intro

The introduction is an unusually eight bars in which the entire first half of the verse is presented instrumentally. This length sets an expansive tone for the song at the outset and the ending of this phrase on V motivates the verse which follows. Note that the intro to the outtake, though also eight measures long, does not use the exact same chord progression; instead of ending on V, the VII chord of measure 6 is simply resolved to the "i" chord which fills both measures 7 and 8. 

The arrangement of this introduction is attention grabbing, starting off with the seemingly stray "hey up!", but also containing two details of greater substance, neither of which lasts much beyond the intro itself. A simple summary of what will emerge as the melody of the verse played percussively on the piano, and syncopated cymbal slashes on the syncopated offbeat between 2 and 3, which sound as though recorded backward though they likely were just deftly damped by hand. Strangely, the piano never reappears with equivalent prominence in the remainder of the song, and the cymbal slashes continue, but only through the first eight bars of the first verse before the percussion switches over to a different texture for the rest of the song. 

Eric Clapton makes his own dramatic entrance in bar 7 of this intro with an obbligato-like riff, the likes of which not only repeat leitmotif-like throughout the song, but the melodic style of which, heavy on arpeggio outlines, appoggiaturas, neighbor tones, and evenly played quaver notes, serves as the basis of his incredible solo in the middle section. 

There are two other instrumental details which are used throughout the song and become emblematic elements of its sonority: the very heavy bass which often sounds as though more than one string has been plucked, and the use of a steely-sounding acoustic guitar in an otherwise exceedingly electric, hard-rock texture. 

First Verse - "I look at you all ..."

All the verses are a square sixteen bars built from four phrases of even length. Internally, the form of this verse is more precisely that of a double couplet; i.e., AB-AB': 


|a

|-

|-

|F

|

(bass line)A

 G

 F#

 F-natural

a:
 i

 



 VI


|a

|G

|D

|E

|


 i
 
 VII
 
 IV
 
 V


|a

|-

|-

|F

|


 i


 
 

 VI


|a

|G

|C

|E

||A


 i
 
 V-of-III
III

 V

  I

This repeat-like structure within the verse itself is what discourages the use of two full verses in a row. In the case of the guitar solo verse the structure of Clapton's solo blurs the distinct articulation of the double couplet. 

The couplet structure is articulated by both words and music.  Musically there's a clear parallelism between phrases 1/3 and 2/4. 

The first and third phrases feature a prominent descending bass line whose downward gesture permeates the song with its constant repetition. This is balanced out by the symmetrical arch shape of the vocal melody. 

The partially chromatic bass line moves against an A minor chord which is sustained for three bars above it. 

Both couplets in this verse are harmonically open ended with their ending on the V chord, yet there is a subtle difference created by the simple use of a different chord in the penultimate bar of each couplet (i.e., bars 7 and 15 respectively). In the first couplet, the approach to the E chord at the end by way of G and D chords is one of continual motion. In the second couplet, the resolution of the G chord to C (instead of D) creates a break in the motion because the dominant-tonic relationship of the G and C chords creates a definite sense of having arrived somewhere new. 

When the E chord appears in bar 16 it sounds like the modulation to C has been abandoned and it's straight back to the home key of A minor. Yet when the bridge begins, it is not A minor, but the parallel Major key of A. 

The first eight bars of this verse feature George singing by himself but double-tracked. The second eight bars present a different vocal arrangement, one that persists for most of the rest of the song.   In the third phrase, George sings the melody part while Paul sings in harmony with him in parallel thirds unusually placed above the melody. The fourth refrain-like phrase reverts to just George. 

In the backing part, Clapton interjects his brief comments in the final two bars of each couplet. Starting in the second couplet of this verse (b.9) the cymbal slashes are abandoned in favour of bass and snare drum work plus a "dum-ditty-dum" sort of quiet tapping on what sounds like a wood block, mixed far to the left. 

First Bridge - "I don't know why ..."

Harmonically, the bridge further adds to the mood of expansiveness with its 16 bar length, and the restlessness with its chord progression. Structurally, it is a repetition of the following eight bar phrase: 


|A
|c#
|f#
|c#
|b
|-
|E
|-
|

A:
 I
 iii

iii
 ii

 V


     c#:  I
 iv
 I

No sooner has the music arrived with some sense of decisiveness in A Major then it moves towards the comparatively remote c sharp minor. But the establishment of this key, as with both C Major and A Major before it, is not only short-lived, but also weakly established via its IV chord instead of with a stronger I-V-I cadence. 

As with any good bridge section, this one provides both contrast to the surrounding verses as well as further development of the essential thematic mood of the song. Overall, this bridge provides some needed upward gestures as well as an opening up of the melodic and harmonic space. In keeping with the rest of the song, this initial feeling of new energy is quickly dissipated by section's end with a sad descending which is reminiscent of that of the verse. 

Melodically, the bridge starts off with a dramatic swing upward. The melody of the verse had been constrained to the small melodic range of A to E (actually, E and G just below the A also make brief embellishing appearances though they are not a key part of the action). The first part of the bridge extends the range up to G#, though in keeping with the sad nature of the piece, the melodic range of the second half of the bridge tends back downward to where it overlaps with the verse. 

In parallel to the melody, there is a lifting of the harmonic root motion at the beginning of each bridge phrase that suggests a flash of optimism but it quickly fades in the stepwise-downward motion of the c#-b chords which follow, and the eventual faltering of the harmonic rhythm in the remainder of the phrase, suggests of a loss of energy and hope. 

The arrangement of the bridge features George singing double-tracked by himself again, without the help of Paul. The drumming in this section is slightly different from what preceded it. 

Second Verse - "I look at the world ..."

This second verse is built on the same musical structure as the first one. The primary difference aside from the new words is in the way the vocal duet introduced in phrase three of the first verse is now repeated in both phrase 1 and 3 of this one. 

Guitar Solo Verse 

Even without the all the flanging and bent notes, this is still a classic guitar solo

Above all, it is an extraordinarily melodic, even vocal sounding solo in which the 16 bars are treated not as a couplet, but rather are broken up into two slow, deep and contrasting phrases of eight bars each. The solo achieves some unity with the rest of the song by virtue of Clapton's starting off with a retracing of the melodic outline of George's sung melody, as well as the fact the style of guitar figuration used in the solo had already been consistently presented in obbligato licks starting as early as the introduction. 

While the vocal melody of the verse presented a full arch shape in the space of only eight bars, Clapton spreads the arch of his solo out over most of the full sixteen bars of the section. He works his way up a full octave in bars 1 - 8, suspensefully sustains the high note in bars 9 & 10, ambles slowly back down the octave in bars 10 - 14, and then, with surprise in the final two bars, passes delicately below the low end of the octave and very quickly finishes up with a flourish which takes him all the way back up the octave to end on his earlier high note as the second bridge begins. 

The high A of this guitar solo is not only the single highest melodic note of the entire song, but on some subliminal level it provides ultimate resolution of the high g# left hanging in the bridge section. Even more significantly, the ending of this solo is very much the climax of the song because it is the single moment in the song where a positive, upward gesture has the last word and appears to stick; at least for a moment. Whatever follows this section more or less provides ballast and an emotional unwinding from this high point. 

Second Bridge - "I don't know how ..."

Just as with the successive verses, this second bridge is musically identical to the first one but for the use of different lyrics and minor tweaks to the backing track. 

The relationship between the "why" and "how" of the two bridges seems to parallel the "while" and "still" of the verses. 

Third Verse - "I look at you all .../I look from wings ..."

This last verse presents more fiddling with the words and arrangement. In the vocal part, Paul's accompaniment of George at a third above is now extended even to include the fourth phrase. 

Outro

In keeping with both the spirit and scale of the song to this point, there is an unusually long outro consisting of almost two full iterations of the verse section; close to 32 bars of instrumental music into a fadeout that is accompanied by moanings by both vocals and Clapton. 



Happiness Is A Warm Gun 

KEY
C Major, converged upon from a minor

TIME SIGNATURE
Various

FORM
Part 1 -> Part 2 -> Part 3 ->




Part 4 (Finale) w/complete ending

Style and Form 

This song represents an intriguing formal experiment.  It projects an integrated impression in spite of its acyclical form, varied styles, and time signatures.

The force that holds it together and prevents it from sounding like a random medley is the development of intensity and mood created by the sequencing of the sections; each new section builds on what has preceded it while adding something new. The changes of time signature either between or within every section become a kind of leitmotif. 

Melody and Harmony 

The song ends in C Major, although the introductory three sections establish the relative minor key of 'a' in droning, modal harmonic terms. The opening chord of the piece is an a minor 7th which, like the C Major added 6th, combines the triads of both the Major key and its relative minor in a single chord.

The melodic material frequently incorporates pentatonic-like riffs that couple the two related triads together; particularly in parts 2 and 3. 

Arrangement 

The sequential nature of the form carries the handling of the instrumentation: 

Part 1a - Features plucked guitar arpeggios, bass guitar, and single track vocal. A drum crescendo starts from nothing in last bar and leads into next section. 

Part 1b - Adds percussion and chords on guitar. The vocal overdub in the last 2 phrases sounds like John. 

Part 2 - Is characterized by the fuzz guitar and cymbals, the latter falling on every second bar. The vocal overdub sounds like Paul. 

Part 3 - Adds tambourine. Vocally starts off with John single tracked but with Paul joining him in the second phrase. 

Part 4 - Features a trio of backing vocals, some of whose phrases make a byplay with lead vocal; sometimes as counterpoint, sometimes as a sustained background, and even sometimes making a hocket with lead. 

Part 1: She's Not A Girl Who Misses Much 

The track opens with two phrases in an 'AA', even-lengthed symmetry. They are in the home key of a minor. It could also be interpreted as a Plagal (i.e. iv->i) cadence in the key of e minor: 


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


|a7
|-
|e
|-
|

a:       i               v

This placid opening is counter-balanced by an increased intensity and an implied transposition of the opening iv-i chord progression to the key of a minor. 


|d
|-
|-
|a
|-
|


 iv                     i


|d
|-
|a
|-
|

        iv              i


|d
|-
|a
|-
|

        iv              i


|d
|-
|-   |a      |-       |

        iv                   i

The middle two phrases are four- square, but the first phrase is longer by a full bar, and the final one is extended in its middle by a half-bar. This deprives the section of all symmetry, in spite of the fact that two phrases are identical to each other

The very last bar of this section is one of the more conspicuous rough edges in the ensemble playing, as if one or more of the players was already shifting into 3/4. 

Part 2: I Need A Fix 'cause I'm Going Down 

There is a transition from the march-beat of section 1b into a heavy but flowing, blues waltz in which the same eleven-bar phrase is repeated twice. 

A sense of twisting passages comes from both the 3+4+4 phrase structure, and the fact that the vocal line does not literally repeat the guitar line. 

guitar  |E G E |C A C |E DCA |

vocal   |E G E |C A C |E DCA |


|a     |-     |-     |

a:
 i


|E G E |C A C |E G   |EDE   |


|E G E |C A C |E G   |E G   |


|-     |-     |-     |-     |


|G     |C A C |E DCA |-     |


|E G E |C A C |E DCA |-     |


|c     |-     |a     |-     |


 III           i

Part 3: Mother Superior Jumped The Gun 

This section is characterized by a special rhythmic effect that occurs in the first bar of every phrase, technically a hemiola. The term is applied to any situation in which a phrase of music written in thee time (e.g. 3/4) contains one or more instances where either an isolated single bar is accented as if were 2 triplets (i.e. 6/8), or a pair of bars are accented as if they were 3 bar of 2/4. A good example of this effect can be found in America from Leonard Bernstein's West Side Story. 

The section is built out of 3 phrase pairs, the second of which is consistently one beat longer than the first. 


6/8|a       3/4|C         |-
      |

a:          i           III


6/8|a       3/4|G         4/4|-
      |

            i           flat-VII

This section resonates with section 1b both in terms of mood as well as melodic emphasis on the B-A motif. 

This section also includes the flat-VII chord. 

Part 4: Happiness Is A Warm Gun (Bang-Bang, Shoot-Shoot) 

The song finally arrives in this section for its big finish; the rest of the track to this point left to serve as an introduction. 

This is based on I-vi-IV-V repeated over and over, with the minor iv chord included: 


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


4/4|C
|a
|F
|G
|

C:          I    vi      IV      V


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


3/4|C
|a
|F
|G
|

            I    vi      IV      V


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


4/4|C
|a
|F
|G
|

            I    vi      IV      V


4/4|f
|-
|-
|-
|

            iv


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


4/4|C
|a
|F
|G
|

            I    vi      IV      V

The three phrases in 3/4 are the most raggedly performed in the entire track.  The phrase on the f minor chord sounds almost as though performed ad libitum. 



Martha My Dear

KEY
Eb Major

TIME SIGNATURE
4/4

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



Verse (Instrumental) -> Bridge ->




Verse -> Outro (w/ complete ending)

Style and Form 

The form is complicated in subtle terms: 

A larger than average amount of purely instrumental music; i.e. the long intro, mid-section break, and outro. 

The instrumental intro encompasses one complete verse section, thus there is only a single sung verse before the first bridge. Similarly, the instrumental verse section in the middle forces the final verse to be the only other sung verse in the entire song. 

Though the piece includes two bridges, the first one includes an extension that is omitted the second time. 

Melody and Harmony 

The home key is a jazz/blues-inflected Eb Major in which a lot of chords are used, a large number of which appear with dissonant embellishments. 

The bridge is in the key of F Major, the modulation made to sound more remote than it actually is by the way in which it is abruptly entered and exited. 

Arrangement 

The piano that opens the piece, played dryly with NO pedal, runs beneath most of the track, but the Beatles convention of instrumental layering is also very much in evidence: 

Verse 1 - Add light strings to underscore piano solo. 

Bridge 1 - Add brass chords on the first and third beats of each bar, with string chords on every beat. 

Bridge extension - Add drums (their first appearance on the track) and the bass  becomes more noticeable here. 

Instrumental Solo - The tune is carried by a trumpet. In the meanwhile the drums drop out but the bass continues on with hand claps in the backing part. 

Bridge 2 - Similar to the Bridge 1, but the drums are here this time around; previously, they were held in reserve for the extension. 

Final verse - No drums, no brass, but the bass line is ever more prominent. 

Outro - For just strings and bass. 

Intro 

The intro/verse section is an unusual 14.5 bars long, the first of its four phrases being shortened by 6 beats: 


|Eb        |-        |-  D |

Eb:      I                       V-of-iii


|g       |C            |F       |-       |

         iii      V-of-(V-of-V) V-of-V


|Bb        |Ab9      |Bb7       |Ab7      |


 V          IV        V          IV


|Bb7       |Ab7      |Bb7       |-        |

         V          IV        V

Well before the Eb home key is established, the section veers off towards a possible modulation to Bb Major.  The tonal centre of gravity is weighted more in favour of Bb rather than Eb. 

The 9ths and 7ths applied to all of the Ab Major chords are 'free' dissonance. 

Verse 

It's the intro again. 

Bridge 

The bridge is 16 four-square bars long and balances the metrical imbalance of the verse section. It also makes an abrupt harmonic shift to F Major: 


|d7      |-       |g7      |-        |

F:       vi                ii


|F-added 6th|-       |-       |-        |


 I


|*bass pedal tone on C ...


|g       |C       |g       |C   A    |


 ii       V        ii       V   V-of-vi


|d       |-       |g7      |-        |

         vi                ii

Freely dissonant harmony continues in this section with the large number of 7th chords, the added-6th embellishment of the new home key chord, and the pedal tone which is sustained through the first three bars of the third phrase. 

Bridge Extension 

This passage is a natural continuation of the bridge. The harmony is of the same variety with its free 7ths. The offbeat 3-bar phrasing of the opening of this section fits with the phrasing gesture of the verse: 


|d
|G9
|-
|

F:
 vi      V-of-V


|d
|G9
|-
|

         vi      V-of-V


|C7
|-
|Bb
|-7
|

         V               IV


|d      |-      |g7     |-      |Eb
|

         vi              ii

                      Eb:iii             I

The abrupt transition back to the home key of the verse features a root move of a Major Third.

Outro 

Chord V that was left hanging at the end of the final verse resolves to a prolongation of chord I, sustained through the downbeat of the 3rd bar, but with the remainder of four bars to the phrase implied. 



I'm So Tired

KEY
A Major

TIME SIGNATURE
4/4

FORM
Verse -> Verse -> Refrain ->




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

Style and Form 

One of the song's charms is the manner in which the quietly ascending bass line leads into the third verse as though nothing had happened in the previous, ranting refrain section. 

The ascending bass line pickup which opens the track turns out to be a mirror image of the bass line riff which ended the previous song. The key shift between the two songs of a half-step upward is a coincidental parallel with the half-step downward shift displayed by the transition of Eleanor Rigby to I'm Only Sleeping even the keys involved are the same. 

Melody and Harmony 

The tune is full of non-harmonic tones that create an overall dissonant feeling. 

The harmony of the verse is largely built on the cliché progression of I-vi-IV-V while the Refrain features the blues I-IV-V. But John uses two uncliched chords into the verse. 

Arrangement 

The finished mix is thick and bottom heavy. 

The lead vocal features a couple of monotony-breaking variations on the tune for the second verse and refrain, taking it up into a higher range. 

The descending hook played on lead guitar and organ in the final two bars of the verses that directly precede a refrain is a supporting gesture that leaves an lasting impression. 

Verse 

The verse has a blues-like 12-bar form with an AAB phrasing pattern. The harmonic shape is open, with all three verses starting on I but ending on either V or IV: 


|A

|G#

|D

|E

|

A:       I               V-of-III      IV              V


|A

|f#

|D

|E

|

         I 

 vi              IV              V


|A

|G# Aug.
|f#

|d

|


 I               **              vi              iv

The first harmonic surprise appears in the second bar.  This non-cliché G# Major chord  prevents consistency between the two phrases. The resulting root movement of a tritone between G# and D is not only very rare in pop music, but is something in the Beatles songs that shows up as peculiar to John's music; tritones also occur in It's Only Love and I Am The Walrus. 

The second harmonic surprise is the augmented triad in the second bar of the third phrase. 

John Lennon also liked using the minor iv chord in a Major key, especially when, as here, he can precede it with a chord that forces a cross-relation with the f natural. 

Refrain 

The refrain is also in a 12-bar form with short phrases that create an AABBC pattern. In contrast to the verse, the harmonic shape of this section is closed: 


|A

|-

|-

|-

|

         I


|E

|-

|-

|-

|


 V


|D

|-

|A

|-

|


 IV



 I

Also in contrast to the verse is the different drumming style and the much slower harmonic rhythm. 

The way in which the ascending bass line riff helps restart the third verse that follows this refrain is remarkable for the dramatic image it suggests: the hero, having warmed himself up to let go with no small amount of pent up rage over the course of the refrain, suddenly pulls back and assumes the withdrawn affect with which he opened the song; as though he were trying to calm himself after momentarily losing some control. 

Outro 

The outro is a three-times extensions of the second refrain.  This effect develops the dramatic scenario sketched out, above. 

For the first two repeats, the final two bars are filled with loud heavy drums and wild organ glissandos, as if rage has finally gotten the better of the hero and will no longer be so easily bottled back up. 



Blackbird 

KEY
G Major

TIME SIGNATURE
4/4

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



Verse (instrumental) -> Refrain -> Interlude ->




Verse -> Outro (w/complete ending)

Style and Form 

This folk song with a little hint of blues, is a contrast to the various excesses scattered all over the rest of the double White album.

The raw materials used are both simple in nature and small in number. Yet, they are combined with an economy that makes them sound rich. 

The song also features a large amount of free-verse uneven phrasing. 

Melody and Harmony 

The home key of G is sustained throughout, though the Major mode of the verse sections is replaced in the refrains by a blues Dorian mode; i.e. the one with minor 3rd and 7th degrees (the white note scale on D.) 

The lyric's encouraging message to rise above one's challenges is abetted by the high points of the tune: a high 'D' in the 3rd bar of the verse, and the high 'G' (the climax of the song) in the middle of the refrain, where the V-of-V chord appears. 

Arrangement 

Just acoustic guitar, a metronome, and chirping birds.

The lead vocal is intimately single tracked for the verse, and doubled for the refrains. 

The guitar part is dominated by a progression of parallel 10ths, the melodic thrust of which drives the harmony.

Intro 

The intro is identical to the accompaniment of the verse section's first phrase.

Verse 

The verse has a placid mood despite by its uneven phrasing; first phrase being 2 beats longer than three bars, second phrase of 4 bars, third phrase of 3 bars, and finally another 4 bar phrase: 

  'A' Phrase             *1/2 measure*


|B
C
|D
|b
-
|-

|


|G
A
|B
|g
-
|-

|

G:
 I

  'B' Phrases


|E
G
|F#
A
|G
-
|-

|


|C
C#
|D
D#
|E
-
|Eb
-
|


 IV                              vi


|F#
G
|E
-
|Eb

|


|D
Db
|C
-
|-


                 IV


|D
-
|C#
-
|C natural -
|B
-
|


|B
-
|A
-
|
-
|G
-
|


 I6/3            V-of-V          V7              I

The first verse, only, is followed by an instrumental connecting section, which is a four-bar reduction of the previous six bars: 

  'C' Phrase


|E
D
|C#
-
|C natural   |B

|


|C
B
|A
-
|D           |G

|


 IV     I6/3    V-of-V         V7           I

The second verse proceeds directly into the refrain without the 'C' phrase. 

Refrain 

The refrain also features uneven phrases (4 + 5), in spite of its parallel, AA' structure: 


|A
G
|F
E
|D
-
|E
-
|


|F
E
|D
C
|Bb
-
|C
-
|

                                IV                       IV


|A     G    |F     E    |D     -    |C#    -     |C natural |


|F     E    |D     C    |Bb    -    |A     -     |D         |

                           IV                V-of-V       V

The entire first phrase is a prolongation of the IV chord, with the destination reached by the second phrase (A Major, V-of-V) being stepped back from at the last minute in the first phrase. 

The detailed form of the song from here to the end is a bit more complicated than typical. The first refrain merges with an instrumental exposition of the complete verse. This leads back into a repeat of the refrain, which is followed this time with an instrumental extension of Phrase 'A' above, which outro-like, leads to a brief halt.  An intro-like section that is constructed out of phrases 'A' and 'C' merged together. 

At this point, the birds enter, and the song moves into its final verse. 

Outro 

The outro grows out of the final verse with another example of the three-times-repeat device. 



Piggies 

KEY
A Major

TIME SIGNATURE
4/4

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



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




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

Style and Form 

This is a blend of classical mannerisms in the music with cynicism in the lyrics.  Classical connotations can be heard with the harpsichord and cello on the backing track, and the square backbeat.

The deployment of a brief instrumental intro before every verse is a technique used occasionally in 19th century songs such as Schubert lieder. This makes the form bulky which makes the song feel longer than it actually is.  It is only 2:04 long, including the trailing pig snorts

Melody and Harmony 

Another Classical device is the heavy use of melodic chord outlines (arpeggio fragments) in both the opening hook as well as the tune which follows. 

The harmony, throughout, is rooted strongly to the home key in spite of a couple attempts to move away from it. 

Arrangement 

The backing track features harpsichord, acoustic guitar, electric bass, bowed cellos, and tambourine. 

The lead vocal is treated to several special effects, and the operatic male chorus appearing in the final verse is another classical music element. 

Intro 

The intro is four bars long and defines the home key and presents the hook twice over: 


|A

|E

|A

|E

|

A:       I              V              I              V

Verse 

The verse is 12 bars long with three equal phrases that form a pattern of AA'B, though the 'B' phrase is derived from the second half of A': 


|A

|E

|A

|E

|

         I              V              I              V


|A

|E

|f#

|B

|

         I              V              ii             V-of-V


|f#

|B

|E

|-

|

        ii              V-of-V         V

The harmony of this section is not typical 12-bar blues form. The continued use of chords I and V, starting in the intro and continuing through the first half of this section, makes the appearance of new chords in the second phrase an effective contrast. 

The repeat of the progression of f#-B is effective from the way it appears each time at the opposite end of a phrase. 

The harmonic rhythm slows up in the final two bars which are a prolongation of chord V.

Intro 

The intro repeat leading into the bridge features a surprise twist on the original intro.


|A

|E

|A

|C#

|

         I              V              I              V-of-vi

Bridge 

The melodic twist at the end of the previous section hints at a potential modulation, but by the end of the first four bars of this bridge, it is still within the home key:


|b

|C#

|D

|A

|


 ii              V-of-vi       IV              I


|E

|-

|-

|-

|

         V


|b

|C#

|D

|E

|


 ii              V-of-vi       IV              V


|-

|-

|

The bridge is an unusual 14 bars long, built out of two unequal phrases of 8 + 6. 

There is a short blues touch provided by the G natural at the end of the bass line riff in bar 8. 

Outro 

The remainder of the song further sustains the classical tone. The style of figuration used in the instrumental verse; harpsichord right hand parts in which the melody played by the last 3 fingers alternates with a repeated note played by the thumb, and cello parts dominated by scales. The use of the parallel minor key for the outro is a popular device in theme and variation pieces. 

The song ends either with I - V of the original A Major home key, or it could be a Plagal, IV - I ending in the key of E 



Rocky Raccoon 

KEY
C Major

TIME SIGNATURE
4/4

FORM
Intro -> Refrain A ->


    Verse -> Verse -> 1/2 Verse (Climax) -> Refrain B ->



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

Style and Form 

Compositionally, the song is a clever triumph of formal articulation over rote monothematicism by virtue of controlled, subtle variation in the handling of the vocal style, lyrics, and instrumentation. 

Melody and Harmony 

The tune stays within a pentatonic scale (G-A-C-D-E) for the most part. The places in the melody where either of the notes B or F occur are few and far between.

The harmonic content of the song consists of a simple chord progression repeated seventeen times in a loop: 

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

bassline|A
|-
|D
|-
|G
|-
|C
|B
|

chords:
|a
|-
|D
|-
|G
|-
|C
|-
|

C:       vi7             V-of-V          V               I

Noteworthy is the descending chromatic scale fragment running through this progression in an inner voice.

The bass line descends to B in the eighth bar, but it is a simple passing note under a sustained C Major chord, rather than causing the harmony to progress from C to e minor. 

Arrangement 

An acoustic guitar, simply strummed, runs throughout the piece. It is supplemented at times by combinations of drum kit used sparingly, bass guitar, piano, harmonica, and backing vocals. 

Supporting instruments are progressively added and subtracted, articulating the form and a sense of forward progress. 

Intro 

The opening section of four bars of just acoustic guitar strumming is atmospheric, yet the a minor 7th choice of chord is tonally ambiguous. 

Assorted Verses and Refrains 

Paul sculpts a traditional song form out of his 17 looped iterations, and the ballad story is told almost continuously, throughout: 

The first two loops are an extension of the intro. In contrast to the rest of the song, this pair is half sung with the words declaimed against the underlying beat, Paul's ol' Western accent is comically exaggerated. 

    1. Somewhere ...

    2. ...eye.  Rocky didn't like that ...

The next pair is Refrain A because of the way in which the title phrase appears on the downbeat of the section, and the way in which the same gesture reappears much later in the song. 

The first line of each couplet contains its own internal rhyme (Raccoon/room, come/gun), but the pair of them is held together by the rhyme created by the end of each couplet (Bible, rival). 

Paul's singing now with his full voice, and the addition of the harmonica help set this off from what preceded. 

    3. Rocky Raccoon checked into his room ...

    4. Rocky had come ...

Next is a plain Verse, with the story continued, and the rhyming scheme like the previous one. Cymbals and bass guitar are added to the backing track. 

    5. His rival it seems ...

    6. Her name was Magill ...

Followed by another plain Verse, with the same rhyming scheme again. Drums are added. 

    7. Now she and her man ...

    8. A - Rocky burst in ...

The climax (and exact midpoint) of the song includes only a single loop iteration; the only place like this in the whole track

    9. But Daniel was hot ...

Refrain B shifts to scat singing in the lyrics and adds the piano to the backing track. The tempo remains constant, but the shift to an oom-pah polka beat sets this section off from the rest of the song. 

   10. Da da da da da ...

   11. Do do do do do ...

The next verse returns to the earlier rhyming scheme and strumming beat, and it drops the piano from the backing track 

   12. Now the doctor came in ...

   13. He said, Rocky you met your match ...

The next section is the return of Refrain A.  The story continues, but the echo of the title phrase on the downbeat in combination with another reference to a Gideon edition of the Holy Bible usually found in hotel rooms resonates strongly.

   14. Rocky Raccoon, he fell back in his room ...

   15. Gideon checked out ...

The song completes with a reiteration of the scat sung Refrain B. 

   16. Da da da da da ...

   17. Do do do do do ...

Outro 

Where an 18th iteration of the loop might begin, the song ends with an implied 4 bars of the C Major (I) chord sustained, balancing out the 4 bar intro. 



Don't Pass Me By

KEY
C Major

TIME SIGNATURE
4/4

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



Verse -> Refrain -> Interlude ->




Refrain -> Outro (w/ complete ending)

Style and Form 

Ringo's first officially released song in 1968.  The song already existed, four or more years earlier. 

On the BBC Radio first-ever "Top Gear" programme broadcast on July 16, 1964, Ringo and Paul are not just discussing the song with host Brian Matthews, but they even sing a few sample bars. 

Melody and Harmony 

The harmonic vocabulary is limited to the blues I, IV, V. 

The blues flat 3rd scale degree (Eb) shows up in the tune of both verse and refrain; near the very end of the section, in both cases. 

Arrangement 

The instrumental texture is quite thick, the result of many overdubs, and special processing effects. For a Beatles track, it's conspicuously unvaried throughout. The obbligato part for country fiddle is an inspired effect and well executed. 

Ringo's solo vocal part sounds auto-double-tracked throughout, as well as artificially sped up.  The track is bracketed at both ends by a piano on the way in, and by the fiddle on the way out. 

Intro 

The piano in the intro is capped off by drum fills, and then followed by four bars of vamping on chord I, C Major. 

Verse 

The verse is an unusually long19 bars. 


|C
|-
|-
|-
|

C:       I


|F
|-
|-
|-
|


 IV


|G
|-
|-
|-
|


 V


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


 IV                     I

The lyric divides into four phrases, the final one of which is both elongated and asymmetrical (7 measure) in a manner unusual for our genre. This effect counteracts the otherwise unvarying and slow-paced harmonic rhythm. 

Refrain 

The refrain section is also elongated, this time 24 bars in length. 


|C
|-
|-
|-
|

         I


|F
|-
|-
|-
|

         IV


|C
|-
|-
|-
||(1 extra bar in final

         I




refrain)


|G
|-
|-
|-
|

         V


|F
|-
|-
|-
|


 IV


|C
|-
|-
|-
|


 I

The music divides into 6 phrases even in length. The lyrics, while they start off with two phrases that follow the music, switch to free verse for the remainder of the section. The vocal phrases become increasingly interjectory, providing larger amounts of space between phrases for the obbligato part. 

The final refrain adds one odd bar at the end of the third phrase, a gesture that resonates with the odd missing bar in the third phrase of every verse. 

Interlude 

Ringo counts in a stage whisper from 1 to 8 during the final four bars of the penultimate refrain. Then the beat suddenly stops for a few seconds before drum fills, reminiscent of the intro.

The overall form of the track is standard, but the sequence of a double refrain at the end is unusual.  The pause serves as breathing room between the two refrains. 

Outro 

The instrumental outro grows out of the final refrain. 


|F
|-
|G
|-
|I
|-
.....

        IV              V               I6->5


                                  4->3

The final chord is sustained the equivalent of at least four bars.



Why Don't We Do It In The Road? 

KEY
D Major

TIME SIGNATURE
4/4

                 -- 3X --

FORM
Intro -> Refrain (w/complete ending)

Style and Form 

This song features minimalistic content, and form, and is sequenced to provide some  comic relief.

Melody and Harmony 

A heavy blues flavour dominates both the tune and the chord choices. 

Arrangement 

The backing track of piano, guitar, bass guitar and drum set was almost completely self-produced by Paul. 

The intro features a staggered layering of three percussion elements. Hand banging on the back of an acoustic guitar leads off, echoed hand claps come in second, and finally the drums.

Paul's raucous vocal is recorded close up and loud to the point of distortion throughout the track. The second section includes intermittent patches of double tracking, and the final section opens with some falsetto yelping. 

The guitar part is held back until bar 13 of second section, but from there on, it remains a part of the backing track. 

The bass line features an unvaried thumping on the root notes of the chords for most of the song, though it shifts to Paul's melodically riffing style in the final section. 

Intro 

The intro is eight bars long with three successive percussion layers added over the course of the first six bars, and the question that gives the song its title filling out the last two. 

Refrain 

The refrain section is a stretched out classic blues frame; the tempo is fast, but the harmonic rhythm is slow. 


|D
|-
|-
|-
|-
|-
|-
|-
|

D:
 I


|G
|-
|-
|-
|D
|-
|-
|-
|

         V                               I


|A
|-
|G
|-
|D
|-
|-
|-
|

         V               V               I

This unvaried chorus repeats itself three times.

The song abruptly ends with a loud, lingering cymbal crash on the downbeat of bar 21 of the last refrain. Paul twists his rhythmic delivery of the song's final line so that the last word falls with a syncopation.



I Will

KEY
F Major

TIME SIGNATURE
4/4

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

Style and Form 

The fervent melodic style is one of Paul's genuine trademarks. Just like of Yesterday, Hey Jude, and Let It Be, there is something underlying here that is hymn-like, even religious. 

The form is unusual for the lack of an intro and an outro that is long in proportion to the short overall length of the song. 

Melody and Harmony 

The verse melody is jumpy but features some arches. The bridge tune, in contrast, contains more conjunct motion. 

The verse is built around one of the most persistent cliché chord progressions of pop music, but noteworthy is the V-of-V near the end of the bridge, the implied diminished vii chords at the start of the outro, and the flat-VI chord just before the ending. 

Arrangement 

The backing track is dominated by acoustic guitar, 12-string, maracas, percussion effects that sound like a horse cantering slowly, and Paul's scat-sung bass line recorded very close up. 

Paul sings the vocal on his own, both lead and harmonizing overdub. 

Verse 

The first section is an unusual 9 bars long; a four-square 8-bar verse merged with a 2-bar interlude that separates the two verses from each other. 


|F
d
|g7
C
|F
d
|a
F7
|

F:
 I
vi
 ii
V
 I
vi
 iii
V


|Bb
C
|d
F
|Bb
C
|F
d
|


 IV
V
 vi
I
 IV
V
 I
vi


|g
C
|


 ii
V

In contrast, the second section is 8 bars long, with the F Major chord sustained for the entire 8th bar; with the added 7th allowing the chord to pivot from I to V-of-IV. 

Bridge 

The bridge is also 8 bars in length. Harmonically, it starts on IV, and ends open on V. 


|Bb
a
|d

|g
C
|F

|


 IV
iii
 vi

 ii
V
 I
(V-of-IV)


|Bb
a
|d

|G

|C

|


 IV
iii
 vi

 V-of-V

 V

The first two verses had been sung single tracked. This bridge adds a second track in parallel thirds to the lead. The double tracking is retained for the next verse, though the doubling is kept in unison with the lead, with the parallel 3rd effect brought back one more time in the outro.

Outro 

This section is compositionally the most sophisticated part of the song. The final verse is changed in order to motivate the outro, and the outro is a variation of the bridge. 

The final verse starts changing in bar 6, going into a three-times loop.  Starting the bar before it breaks down as: 

 Sing it|loud ...

 Make it|easy ...


|Bb
C
|d e-dim7 F
|Bb
C
|d e-dim7 F
|


 IV
V
 vi  vii  I
 IV     V        vi  vii  I

For the |things you do ...


|Bb   C    |d          |g    C     |Db        |-
|


 IV   V
    vi

ii   V
    flat-VI


|F

|-

|


 I


|Bb
a
|d

|g
C
|F

|


 IV
iii
 vi

 ii
V
 I

The third part grows into a long, complex phrase that runs into the flat VI chord. 

The song finishes up with a scat-sung variation on the first half of the bridge. 



Julia

KEY
D Major

TIME SIGNATURE
4/4

FORM
Verse -> Refrain -> Refrain ->

            Bridge -> Refrain ->

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

Style and Form

This song is exquisite in its restrained poetry, and its combination of suggestive imagery with a reluctance to be explicit.

It is in an unadorned folk finger picking acoustic guitar style. 

Melody and Harmony

V-I in the harmony clearly establishes the home key, but the song is dominated by impressionistic chord changes that involve unusual root movements and a large share of dissonant tones. This effect is amplified by the way in which the particular string picking order often delays the appearance of the root note of the chord until the middle of the bar in which the chord has changed. 

The tune is confined within the relatively small range of a 6th, from 'D' up to 'B,' which enhances the feeling that something is being held back. The leaning upward to the C# appoggiatura at the end of the final couple of refrains (on the words "song of love") as well as the reach downward to G#, at the beginning of the bridge provide some needed respite. 

The effect of the restricted melodic range is intensified by the B-natural/B-flat cross relationship within the tune as well as the similar alternation of F# in the tune with F natural, supplied as the 7th of the g minor chord. 

Arrangement

The arrangement is simple and recorded sotto-voce. This kind of ending to the first side of the White Album is intended to be in contrast with the manner in which the song order of the first side emerges. The quiet ending seems almost inevitable.

John's lead vocal is single-tracked for the most part and delivered with a dead-pan delivery. It is double-tracked for the final phrase of each section, and where the formal overlap of one section to another calls for it. 

Verse

The verse is nine bars long and built on an AA' structure of 5 + 4. The final bar of this section merges with the first bar of the following section. 

        |D
|b7
|f
|-
|

D:
 I       vi     iii

        |D
|b7
|f
|A
 D

         I      vi     iii     V
 I

The b7 chord is a good example of free dissonance. The 7th occurs as the 'A,' being sustained through the entire phrase; it otherwise serves no harmonic or contrapuntal purpose. The sustaining of the note 'A' is reinforced by the guitar part's inverted cuckoo clock motif reminiscent of the way the note 'F#' is made similarly prominent in Dear Prudence.

The root chord progressions are weak; vi - iii consists of a move of a fourth downward, similar to a Plagal Cadence; iii -> V feels even weaker because the two chords share two out of three triadic notes. 

Refrain

The refrain is 13 bars long, built out of three phrases in a 4 + 4 + 5 pattern. Like the Verse, it merges with the section that follows. 

        |D
|b7
|a   7
|9
|

         I      vi      v

        |B
|-
|g7/9
|-
|

         V-of-ii         iv

        |D
|b7
|f#
|A
 D

         I      vi      iii     V      I

The harmony seems unsure of its footing with respect to root movement from one chord to the next. Examples include: 

1.
The reprise of the free b7 in the first and last phrases. 

2.
The move from vi - minor v in a Major key; with the free 9/7 embellishment of v. 

3.
The B Major chord at the beginning of the second phrase anticipates a modulation toward e minor so strongly that the previous a minor chord sounds like a pivoting iv in the key of e. 

4.
Any modulation is abruptly stopped by the move to a g minor chord. This is, the minor iv in Major key (a Lennon favourite). In this context it creates a double cross-relation with the previous chord (B-flat/B-natural, F#/F-natural), and another cross-relation (F-natural/F#) with the following chord. 

Bridge

The bridge is 10 bars, introduced by a two-bar link from the previous section. The 10 bars are phrased as 4 + 2 + 4: 

        |D
|-
|

D:
 I

f#:
 VI

        |c#
|-
|D
|-
|

f#:
 v               VI

        |b7
|-
|

f#:
 iv

        |f#
|-
|-
|-
|

f#:
 i

D:
 iii

Starting with the unusual move to the c# chord, this section provides a weak modulation to the key of the relative minor, f#. Its weakness stems from the continued use of the minor v chord and the plagal cadence. 

Outro

The remainder of the song following the bridge is mostly a repeat of material heard earlier. This is an old fashioned (by Beatles standards) three times repeat outro. In the final verse John initially drops the f# chord from the last verse, only to restore it for the last time. Now that the f# chord is omitted, its presence as a wordlessly musical expression of yearning becomes apparent.

From bar 9 of the last verse: 

         "So I sing ...  Jul --i-a.

        |D
|b7
|A
|D
|

         I       vi      V       I

         Jul --i-a.

        |A
|I
|

         V
 I

         Jul --------- i-a.

        |f#
|A
|D7
|-
|

         iii
 V
 I

The I7 chord at the end is a final, fitting example of free dissonance. 

THESE NOTES ARE BASED ON THE ‘NOTES ON’ SERIES OF ALAN W POLLACK. THEY HAVE BEEN EDITED AND ARRANGED IN ALBUM TRACK ORDER AND MADE SUITABLE FOR AS LEVEL MUSIC OF THE AQA EXAMINATION BOARD BY RAY BURRELL

