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Birthday

In context of the varied moods and styles on the White Album, Birthday stands out as an example of blistering Rock that The Beatles were still capable of in their Late Period. 

This is one of the few Lennon/McCartney songs that is partly in strict 12-bar blues form. Prior to the White Album, the only four examples are the verses of Can't Buy Me Love, You Can't Do That, The Word, and the middle eight of She's A Woman.  This despite many blues covers in their early Quarrymen repertoire.

As they matured they seemed to find that, in spite of the early interest, the strict blues form was not an idiom they felt comfortable with in terms of self image and expression. They never forgot the technique, but it did remain for them something to be used sparingly, for special effect. 

Form

This is a two bridge model. The twists are the long intro-like instrumental opener, and the connector sections which introduce each appearance of the bridge: 


Verse (instrumental) -> Verse (vocal) -> long connector -> Bridge ->


    Verse (instrumental) -> short connector -> Bridge -> Verse (vocal)

Another technique which unifies the song is the use of antiphony in all appearances of both verse and bridge sections. 

Verse - "You say it's your birthday ..."

This section is a standard 12-bar blues frame with all the chords appearing as dominant sevenths. The sustaining of the V chord in bar 10 (as opposed to the more typical move to IV) is mildly unusual though not unheard of. The bass line riff outlines the chords and is heard doubled by the lead guitar two octaves higher; e.g., |aa-c#e-gF#--e|a ... 


|A7
|-
|-
|-
|

A:
 I


|D7
|-
|A7
|-
|


 IV

 I


|E7
|-
|A7
|-
|


 V

 I

This section appears four times in the song, and though the second and fourth repetitions with their virtually identical arrangement and lyrics are verse-like, the first and third appearances of this section are entirely instrumental and appear to serve the purpose of introduction and "solo" break section. 

The instrumental intro starts off with an antiphonal gesture which is continued through almost every section of the song. In the introductory verse, the bass is doubled by lead guitar in the odd numbered bars alternating with imitative repetition by just the bass alone in the even numbered bars. The vocal verses similarly feature the voices only in the even-numbered bars. The break verse features the piano in the same place that the voices were. 

Long Connector - "Yes we're going to a party party ..."

This section is built out of two eight bar phrases each of which is repetitive. The first eight bar phrase features drums only with Paul shrieking a count-off of the bar numbers that is muffled in the background that it's barely audible except with earphones. 

The second eight bars beat away on chord V (E) with the vocals coming in as a surprise starting in the third bar. 

Even more effective than the buildup is the way that when the climax arrives, it is deceptive because the chord V does not resolve to I (A) but to flat-VI (C).

Bridge - "I would like you to dance -- Birthday"

The choice of C Major as the key for this bridge is not so far out as it would initially appear, C being the relative Major of the parallel minor of A.  It's a key relationship employed in many other songs; e.g., You're Going To Lose That Girl. In Birthday, it's a surprise coming as the deceptive resolution of the prolonged chord V of the preceding section. 

This section has musical ties both to the verse in terms of its use of antiphony (between Paul and the female backers) and to the preceding connector in terms of its repetitiveness. The bass line in this section is akin to the riff used in the verse: 

         
 |-------- 3X ------|


chords:  |C
   |G
    |C       |G        |B
|E
|


bassline:|C-E-F-F#-|G-F-E-D-|C-E-F-F#|G-G#-A-A#|B
|E
|


C:
  I
    V
     I
      V






     
     A: V-of-V   V

The appearance of the female backing voices is another surprise.  It was an impromptu decision to recruit Yoko and Patti for their participation here.

Short Connector

There is a profound lesson to be learned about the dramatics of music when you contemplate how this shorter connecting section serves a functionally identical purpose to the earlier longer one even though it is musically so different from that first one in almost every way. 

In terms of structure, both connectors serve the purpose of modulating from A to C.  Differences between them are:

1.
This one is only four bars long compared to the earlier one of sixteen. 

2.
Here there is a return to the orchestration of the opening verse with just guitars playing plain octaves punctuated by some drum work, whereas earlier, there was quite a bit of drums and even vocals. 

Final Verse

The rest of the song follows the style of the second connector and provides more balance than further excitement. 

The suddenness of the complete ending is aided by two details: the decelerating effect of the syncopations in the last few bars of the song, and the broken octaves on the piano.

Thumping Those Pagan Skins

The drumming and other special percussion effects on this song (such as maracas, tambourine, and hand claps) are noteworthy. 

Ringo turns in an effective performance of his trademark technique of punctuating long stretches of evenly accented quaver notes with complex demi-semi quaver note snare drum fills.

The texture of each section of the song has been carefully planned out. 

This song was essentially composed by Paul, arranged, recorded and mixed in just one extended session of eleven and a half hours starting in the late afternoon of September 18, 1968 and running through to the next morning. 



Yer Blues

KEY
blues E Major

TIME SIGNATURE
6/8

FORM
Verse-A -> Verse-A ->



Verse-B -> Verse-B -> Verse-B ->




Verse-C (guitar solo) -> Verse-C (guitar solo) ->





Outro (Verse-A) (fadeout)

Style and Form 

This is a big gesture song in which production and performance values overwhelm the underlying raw material.

The form stays completely within the same variation of the standard 12-bar blues frame, yet conveys a sense of diversified form by altering the melodic and rhythmic foreground.

In particular, this song exploits the contrast inherent in alternately using the 12-bar frame as 8 + 4 versus 4 + 8. 

Melody and Harmony 

The form and the melody are blues with its flat 3rd and 7ths.

Although the harmony is dominated by I-IV-V, it includes flat-III and flat-VII. 

Arrangement 

The backing track sounds thick but is built up from relatively spare resources.  The lead guitar lick mimics the lead vocal.  The lead vocal is recorded to sound like a combination of double tracked, fed-back, and reverbed. 

Verse 

All the sections are built around the same slow 12-bar frame. The Verse-A and the first two of the Verse-B sections feature one intentional extra beat in bar 10. The final Verse-B section omits the extra beat in the interest of using the backbeat so that the bar lengths remain the same, but the quaver-note triplets in the two instrumental Verse-C sections are twice the speed they were in the rest of the song.


|E
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|-

|-

|

E:
 I


|A
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|


 IV
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|G

|B

|E    G
 A    G |E    D
B
|


 flat-III
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 I
 IV
 I      V

Verse-A sections feature an 8 + 4 structure (AA + B), with the "wanna die" phrase echoed in the second half of the first two phrases. The Verse-B sections feature a 4 + 8 structure (C + AB), with the first phrase being declaimed with dramatic pauses, and the next two restoring the original beat. 

Outro 

The outro restores both the original backbeat and the Verse-A formal structure. 

John's vocal adds the surreal balancing to the ranting featured in the rest of the song.



Mother Nature's Son 

KEY
D Major

TIME SIGNATURE
4/4

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

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

Style and Form

This is another hymn-like folksong. It's a closely related to Blackbird lyrically. 

The form is the small two-bridge model, with one variation: to separate the pair of verses that opens the song, the final phrase of the verse is repeated in between them as “a spacer”. Then, the same gesture is repeated at the end of the song in order to provide the outro. 

Melody and Harmony

There is balance between up and down motion of steps and leaps, although the range is extended upward for the bridge. 

The harmonic rhythm is unusually slow, relying on pedal points in both verse and bridge sections.  The key of the song is Major, though the harmony includes the inflections of both the V-of-V chord and some chromatic scalic motion in the inner voices. 

Arrangement

The acoustic guitar remains constant on the backing track, with a brass added in for much of the songs mid-section, plus a small amount of percussion. 

The layering of the arrangement is subtly choreographed:

Intro: Guitar only, but with a couple of drumbeats.

Verse 1: Guitar only 

Verse 2: Brass added.  The trumpet enters during the spacer that precedes this verse. The E Major chord is reinforced with a rising arpeggio in the bass line, starting here and continuing for the rest of the song. In the second half, percussive tapping is added. 

Bridge 1: Bass drum added on the downbeats.  The vocal part has no words. 

Verse 3: Tapping drops out altogether.

Bridge 2: Drums again; this time it includes a small fill at the end of the section. The tapping returns. 

Verse 4: Brass drop out, but a second track for acoustic guitar is added. Like the bridges, the vocal part here also has no words.

Outro: Brass returns, and the final title line of singing is double tracked. 

Intro

The intro is in two parts: the opening, played ad-lib, anticipates the verse's use of the V-of-V chord.  There are 8 bars of folk-like vamping on chord I including oscillation to neighbouring tones; but harmonically it is a D Major chord. 

Verse

The verse is a four-square 16 bars long in an AB + C pattern of 4 + 4 + 8: 

inner voice:
|A 
|B
|-
|A
|

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

chords: 
|D
|-
|-
|-
|

        D:
 I

                |D
|C#
|B 
|-
|

                |B
|A
|G#
|-
|

                |D
|-
|E
|-
|

                 (vi6/4)         V-of-V

                |C#  D  |C#  D
|C#  D
|C#
|

                |E   F#
|E   F#
|E   F#
|E
|

                |A
|-
|-
|-
|

                 V  (I6/4)

                |A
|-
|-
|-
|

                |F#
|F-nat.
|G-nat.
|F#
|

                |D
|-
|-
|-
|

                 I

The two inner voices account for most of the harmony.  The chromatic line in the final four bars is effective and provides a hint of sadness behind the smile.

Bridge

The bridge is an unusual 15 bars long, and is an AAB form of 4 + 4 + 7.  The seven-bar phrase is really eight bars long, overlapping with the final bar of the second four-bar phrase; a merging effect used many times in Beatles songs.
                ---------------- 2X -------------

                |A
|-
|B
|A
|

                |F#
|-
|G
|F#
|

                |D
|-
|-
|-
|

                 I

 (IV64)  I

                |C#
|C-nat.
|-
|

                |F#
|-
|-
|

                |D
|-
|-
|

                         (V-of-IV)

                |B
|Bb
|A
|-
|

                |G
|-
|F#
|-
|

                |D
|-
|-
|-
|

                 (IV6/4) (iv64)  I

The descending chromatic line is another bittersweet touch.

Outro

It finishes with a repeat of the spacer phrase.  The song ends with a D dominant 7th chord rather than a plain triad, the effect of which is ambiguous and sad; a subtle allusion back to the same chord that was lingered over in the bridge.



Everybody's Got Something To Hide Except For Me And My Monkey 

KEY
E Major

TIME SIGNATURE
4/4 (with 3/4)

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

                Verse -> Refrain ->

                        Verse -> Refrain -> Outro (fadeout)

Style and Form

This is another one of John's broad-gesture songs. It's an early indication of the scream style that he would increasingly be drawn to in some of his work with Yoko, but as a Beatles track, this one bears comparison with Yer Blues in terms of its heavy guitar texture and pulse. 

The slow harmonic rhythm combined with the virtually unnoticeable borderline between the Verse and Refrain sections creates the impression of an improvisatory section that could go on forever.

The metrical effects are caused by switching from 4/4 to 3/4 for two bars of the last phrase of the refrain. John had used essentially the same device in Strawberry Fields Forever. 

The lyrics are an extreme example of John's talent for milking poetic ambiguity from small bites of clichéd small talk, e.g. "Come on/ take it easy". 

Melody and Harmony

Most of the melodic material is a sort of rapping chant. Only for the title phrase followed by the lead guitar solo does it become tuneful. 

The harmony is dominated by the Hey Jude I, IV, and flat-VII. Also included is flat-III (the next move around the cycle of fifths from flat-VII). The juxtaposition of V with flat-VII, and I with flat-III creates two cross-relations. 

Arrangement

The backing track is thick and heavily pulsing with the sound of many guitar overdubs, the bass, and drum kit. 

The shaken bell is neatly dropped out and back in over the course of the song in typical Beatles attention to detail. 

Intro

The intro is eight bars long and features a syncopated vamp on the I - IV chord progression repeated four times: 

        ------- 4X ----

        |E
|A
|

E:
 I
 IV

Verse

The verse is 12 bars of jamming on chord I.

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

        |E
|-
|-
|-
|

         I

Refrain

The complete refrain is 24 bars long and is built out of an unusual pattern; the first two phrases seem like just a direct continuation of the talk-like verse, the next two phrases have singing only in their first halves, and the final two phrases are entirely instrumental. The harmonic rhythm steadily picks up in this section, and the spoken word becomes increasingly sparse. 

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

        |E
|-
|-
|-
|

         I

        |A
|-
|-
|-
|

         IV

        |D
|-
|-
|-
|

         flat-VII

        |B
|-
|-
|-
|

         V

        ***3/4 *** 3/4 *** 4/4 ...

        |E
|D
|G
|-
|

         I
 flat-VII flat-III

        ***3/4 *** 3/4 *** 4/4 ...

        |E
|G
|D
|-
|

         I
 flat-III flat-VII

The first refrain is eight bars short, starting where the chords change to A Major.  The metrical shift coincides with a memorable guitar solo lick. 

Outro

The instruments drop out for the first four bars of the outro, leaving the vocalists in the spotlight. 

The remainder of the outro suggests a never-ending repeat of the verse section.

        |E
|-
|-
|-
|

         I

        |-
|-
|D
|-
|

                         flat-VII

        |-
|-
|-
|-
|

        -------------- 3X ... -----------

        |E
|-
|-
|-
|

         I



Sexy Sadie 

KEY
G Major

TIME SIGNATURE
4/4

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

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

Style and Form

An intriguing mix of styles such as cutting edge lyrics, do-wop backing vocals and a classical piano accompaniment. 

The form is the longer two-bridge model, with an unusual pair of sung verses in the middle, and variations on the verse section used for the outro. 

Melody and Harmony

The tune has wide a range and an especially high tessitura with the melodic peak of the verse, in its final phrase, taking John up to an A-G falsetto appoggiatura. 

The home key is clearly established by I, IV, V, but other much less common chords such as iii, V-of-ii, flat VII are used. 

The progression of the G to F# Major chord becomes a device of the song. This kind of downward chromatic progression is further extended in the final phrases of both verse and bridge sections. This is balanced out by the rising chord stream at the beginning of the bridges. 

Arrangement

The bass, drum, and guitar work is good, but the backing track remains dominated by the piano part, processed with heavy reverb.

The lead guitar takes over from the piano in the outro section, playing stepwise chromatic lines that resonate with the harmony. 

John's lead vocal in the verses contains a larger than usual amount of variation over the series of repeats. 

The backing vocals are lush for the context, and also surreal in their own way. "Wa-wa" for starters is a good example, but when they switch to "see-see" in the second verse it goes over the top. 

Intro

The intro is a single six-bar phrase that is harmonically open at both ends. It starts away from the home key, converges directly toward it, and finishes on the V chord, motivating the next section, which starts on the I chord.

        |C
|D
|G
|F#
|F nat.
|D
|

G:
 IV
 V       I       (VII)   bVII
 V

This intro also matches the third phrase of the verse section. 

Verse

The verse is an unusual 14 bars long in a 4 + 4 + 6 pattern:

        |G
|F#
|b
|-
|

         I
V-of-iii iii

        |C
|D
|G
|F#
|

         IV
 V
 I
 V-of-iii

        |C
|D
|G
|F#
|F nat.
|D
|

         IV
 V
 I
 (VII)
 bVII
 V

The IV - V start in both second and third phrases adds emphasis; an effect that is reinforced by the lyrics. Similarly, the G -> F# progression is experienced differently depending on whether it starts (phrase #1) or ends a phrase (#2 and 3). 

The F# chord itself feels different depending on what follows it.  The resolution to b minor is the most functional and harmonically logical of the three alternatives used. 

The move to C Major creates an unusual root progression of a tritone.  The move to F natural is the most audacious of the three, using the F# chord as an intermediate step in a chromatic stream. 

The move from bVII to V produces a cross relation.  John uses the same move (and in the same key) back in I'm A Loser. 

Bridge

The last two bars of this section merge with the start of the following verse (making that verse sound as though it begins on the b minor chord), the bridge turns out to be 12 bars long in a pattern of AAB:

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

        |G
|a
|b
|C
|

         I
 ii
 iii
 IV

        |A
|Ab
 G
|F#
|

         V-of-V  (bII)
  I
 V-of-III

The run of 4 chromatic chords in a row is introduced by a C/C# cross relation in the transition from IV to V-of-V. 

Outro

The fadeout is gradual over two full verse sections plus half of a third one. The correspondence between the outro sections and the verses is disguised by the alternation between instrumental music and occasional sung interjections. 



Helter Skelter

KEY
E Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->

                Verse -> Refrain -> Refrain (Instrumental) ->

                        Intro -> Verse -> Refrain -> Outro (w/double fadeout)

Style and Form

The style of this song is essentially blues in spite of its avoidance of strict 12-bar frames and I-IV-V harmonies. The form is slightly unusual with its mid-point repeat of the intro and double fadeout outro.

This song has a bizarre connection with Charles Manson in that it “inspired” his murders. You have to look beyond the form and style here to the lyrics, vocal performance, and recording production in order to discover the roots of this song's sinister effect. 

Melody and Harmony

The blues feeling is created almost entirely by the blue 3rd in the vocal part. 

The tune is almost 100%  pentatonic in mode (D-E-G-A-B). The only exception is the C natural appoggiatura at the end of the intro sections; i.e. the first note of the "yeah, yeah, yeah .." phrase. 

The small number of chords and the slow pace at which they change conveys a primitive feel. 

No chord V appears here; the chords used are I, flat-III, and IV. 

Arrangement

Paul's savage vocal delivery effectively amplifies the impact of the lyrics. It's loud throughout with patches of yelling, screaming, spluttering, and insidious laughing. 

The backing track is a noisy, metallic, mechanical sounding mix.  The choreographed layering in the arrangement is: 

Intro: Staggered entrance of lead vocal, drums and bass. 

Verse 1: Backing vocals enter in the second phrase. 

Refrains: All feature the signature downward guitar scales. The instrumental refrain is the only one to include, at the end, a bit of the backing vocals. 

Verse 2: Backing vocals appear in both phrases. 

Midstream intro: includes the full ensemble. 

Verse 3: Adds a lead guitar lick for the first phrase. 

Outro: With other added special effects. 

Intro

The intro is one long phrase of 12 bars, with the first note of the track being the four->ONE pickup to the first bar, and the lead vocal coming in as a longer pickup to bar 3: 

upper voice 1
|E
|-
|-
|-
|-
|-
|

upper voice 2
|D
|-
|-
|-
|C#
|-
|

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

E:
 
 V-of-IV4/2


 IV6/3

        |C
|-
|D
|-
|E
|-
|

        |C
|-
|B
|-
|G#
|-
|

        |C
|-
|G
|-
|E
|-
|

         bVI

bIII

 I

The downward chromatic line that runs through the intro helps to convey the sense that this is a sort of descent to hell. 

Verse

The first verse is two bars longer than the others, lingering on the first chord and being a four-square 16 bars: 

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

        |E
|-
|-
|-
|

E:
 I

        |-
|-
|G
|-
|

                         bIII

        |A
|-
|E
|-
|

         IV

 I

The other verses tighten things up by moving to flat-III a couple of bars sooner, but this curtails the section lengths to 14 bars: 

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

        |E
|-
|-
|-
|

E:
 I

        |G
|-
|A
|-
|

         bIII

 IV

        |E
|-
|

         IV

Refrain

The refrain is eight bars long in an AA form, followed by a four bar vamp on chord I. 

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

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

         IV

 I

The vamp is omitted at the end of the instrumental section. 

Outro

The double fadeout as it is played out in electronic effects and musical improvisation over a static harmonic background, ban be compared with Strawberry Fields Forever.

The outro here breaks down into six sections. 

Section 1 - [2:33 - 2:55] - Transition out of the song. Paul's singing and the downward lead guitar solo are still very much in evidence. 

Section 2 - [2:55 - 3:09] - A sudden halt in the rhythm, with lots of guitar noise effects and what sounds like muffled studio chat in the background. 

Section 3 - [3:09 - 3:42] - Rhythm resumes, lots of drums, bass guitar and guitar noise, but the vocal and lead guitar parts are now gone for good; slow fadeout to nothing for 1 second. 

Section 4 - [3:42 - 3:58] - Slow fade in on what sounds like a straight continuation of what had just been faded out; comes back to full volume. 

Section 5 - [3:58 - 4:15] - Slow fadeout again after sustaining full volume for 8 seconds.

Section 6 - [4:15 - 4:29] - Slight rhythm change, then halt, then rapid fade-up for final drumbeats, "blisters on my fingers" and the last guitar noise bouncing from left to right. 



Long, Long, Long 

KEY
F Major

TIME SIGNATURE
3/4

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

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

Style and Form

George gives an offbeat mixture of styles: a cross between jazz waltz, folk song, and late 60s psychadelia. Overall it is in ¾ time with a couple of 9th chords, an essentially acoustic backing track, form dominated by pairs of refrains and verses, a sitar, and a non-sequitar outro. 

Feelings of discouraged low energy are conveyed by the several phrases that extend a bar or more longer than they strictly need to. 

Melody and Harmony

The tune covers a relatively broad range in spite of the fact that much of it is simply step-wise. The breadth is accomplished by placing the individual sections of the tune in different segments of the overall range. 

The song is clearly in F Major throughout, but the sense of home key is subtly challenged because many of the sections avoid starting or ending on chord I. 

The verse features a jazz-like stream of triads. A larger than average number of 9th chords appear over the course of the track. 

Arrangement

The mix of styles is not limited to the arrangement: simple strummed chords on acoustic guitar, organ part mastered with an extreme amount of flutter, the lead guitar riffs provided by sitar and the exploitation at the end of a reportedly accidental sound effect caused by the resonant rattling of a wine bottle. 

The vocal track has George double or triple tracked, singing in some place with himself in two or three part harmony. 

The dynamic range goes to one extreme or the other, with the drums and piano providing the reinforcement needed for the louder parts. The only place on the track where percussion is used to quiet effect is the soft brush work of the second refrain/verse pair. 

Intro

The minimalistic sounding six bar intro presents the sotto-voce atmosphere, the approach/avoidance chord progressions, and the sitar riff: 

        |g
|Bb 
|g    
|F
|C
|-
|

F:
 ii

         I
 V

Refrain

The refrain presents a single four bar phrase followed by the sitar riff: 

        |Bb
|a
|g    C
|F
|

F:
 IV

 ii   V
 I

        |Bb
|F
|

         IV
 I

Chord V is implied by the bass line on the last beat of bar 3; the D in the tune at that point makes the C chord into a V9. 

The G natural in the bass line on the downbeat of bar 5 does not completely prevent the chord as being rooted on Bb. 

Verse

The verse is an unusual 13 bars long in an AA' pattern (6 + 7) whose phrases are stretched out and unequal in length: 

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

         V               ii              I
 V

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

         ii

 I
 V

Bridge

The bridge provides a point of climax for the song in terms of sweeping aside apathy and giving the song some shape and a sense of direction. 

The bridge is 15 bars long with an AA' couplet (6 + 9) whose phrases, like those of the refrain, are stretched out and avoid symmetry: 

        |Bb
|F
|C
|g
|-
|-
|

         IV
 I
 V
 ii

        |Bb
|F
|C
|g
|-
|C     |-    |-    |-    |

         IV
 I
 V
 ii
         V

The harmony underscores the parallelism between the phrases. The ii chord at the end of the first phrase wants to resolve to V, but it repeats from the start of the phrase in order to achieve this resolution. 

Again, the tune creates 9th chords on some of the C and g chords in this section. 

Outro

The outro grows out of the final verse section, abbreviating the second phrase, repeating the shortened phrase twice (the three-time-repeat technique), followed by one last repeat which finally lands on chord V. 

From the start of the final verse: 

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

         V               ii              I
 V

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

        |g
|-
|F
|C
|

         ii

 I
 V

                                                      |rattling ...

        |g
|-
|F
|C
|-
|-
|...

         ii

 I
 V

The song ends with an harmonic progression full of strange effects on top of the V chord; in addition to the rattling there's off key chanting in falsetto, and at the end, the acoustic guitar playing plays of both I and ii chords, and when the track appears to be completely finished, a final whack on the drums finally finishes it.



Revolution and Revolution 1

KEY     B Major

TIME SIGNATURE   4/4

FORM    Intro -> Verse -> Refrain ->

                Verse -> Refrain -> Break (instrumental) ->

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

Style and Form 

Revolution 1 (the album track) retains chronological primacy over the remake version which appears on the B-side of the Hey Jude single. 

This track is stylized blues as nothing about it conforms strictly to the orthodox 12-bar form, though there's a presence of secondary characteristics (many of the chord choices and the bent notes in the melody) to establish some elements of the genre. 

The form is also subtle, with a verse that is a verse-bridge combination, and an instrumental break in a form not used elsewhere in the piece.

The lyrics embody the typical Lennonesque ambiguity between tender encouragement and ridicule. 

Melody and Harmony 

With the exception of a gesture reiterated at the end of each verse, the harmonic vocabulary is almost entirely I-IV-V. 

The tune alternates between an arch and chatting, and in both cases uses John's favoured pentatonic style. 

The accompaniment in the verse features a recurring 5-6-5 motif in the inner voice above the bass lines. 

Arrangement 

While the overloaded sound of the guitars and drums are most noticeable, the dubbing of the lead vocal is given even stranger treatment; alternating between single track and automatic double tracking, but punctuated by triple tracking. 

Intro 

The intro is only four bars long but its guitar triplets efficiently set the tone for what is to follow: 

        |B              |-              |-              |E       F#     

         I                                               IV      V

Lead and rhythm guitars are at the start with the drum kit added on the downbeat to bar 3 and some screaming just before the downbeat to bar 4. The chord changes in the final bar of more implied than explicit. 

Verse 

The verse uses uneven phrases in a pattern of ABAB'CC'. There are not just phrases of different lengths, but also examples of half bars: 

                                         - half-

        |B              |-              |-      |

         I

        |E              |-              |B              |-              

         IV                              I

                                         - half-

        |B              |-              |-      |

         I

        |E              |-              |F#             |-              

         IV                              V

        |c#             |F#             |

         ii6/4           V

                         - half-

        |c#             |A  B   |G#             |F#             |

         ii6/4                     VI            V

      c#: i              VI

                          flat-VII V

The harmony is I-IV-V except for the flat-VII in the final phrase which, by no coincidence, corresponds to the only place where a half-bar comes in the middle of a phrase rather than the end, plus the chords are heavily syncopated against the beat. 

Refrain 

The refrain provides much straighter phrasing and harmonic structure; an eight bar section with an even-phrased AAAB structure and simple chords. 

        |B              |E              |B              |E              

         I               IV              I               IV

        |B              |E              |F#             |-              

         I               IV              V

Break 

The guitar solo section starts off with an abridged reprise of the verse but then precedes in its second half to a build up of 4 bars on chord V: 

                                         - half-

        |B              |-              |-      |

         I

        |E              |-              |

         IV

        |F#             |-              |-              |-              

         V

Outro 

The outro grows directly out of the final refrain, with the lyrics being a repetition of "all right" with increasing urgency; the last pair of which start accelerating. 

        |B              |E              |B              |E              

         I               IV              I               IV

        |B              |E              |F#             |B              

         I               IV              V               I

This is the first time since the likes of No Reply that a Beatles song ends with a jazzy I chord embellished with a Major 9th and an added 6th. 



Honey Pie 

KEY
G Major

TIME SIGNATURE
4/4

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

            Verse -> Verse (Instrumental) -> Verse (Instrumental) ->

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

Style and Form

The form is an extended variation on the standard two-bridge model, with a lengthy intro, a triplet of verses between the bridges, and a pair of verses at the end. Three of the many verse sections are predominantly instrumental, suggestive of little dance interludes. 

The intro is in a slower tempo and contains music and lyrics not heard anywhere else in the song.

Melody and Harmony

The tune covers a broad range using a triadic style that showcases Paul's voice. 

A number of chords not in the home key are used including flat-VI, minor iv in a Major key, and both secondary and tertiary dominants (not just V-of-V, but also V-of-V-of-V). 

Arrangement

The backing track presents a parody of the corny stage band foxtrot style that is authentically stylized. 

The vocal part is mastered tremblingly close-up to sound sincere. Paul supplements the lead with obbligato-like commentary and scat singing in places, some of which is performed in an imitation of Tiny Tim, who was enjoying his own fame around the time this album was in production. 

Saxophones, playing in harmony near the top of their range, appear for the first time as a lead in to the second verse. Through most of the song, they provide either a background or an obbligato reply to the lead vocal, but in the final verse they play the tune. Clarinets, similarly, get their moment during the second bridge where they play in parallel 3rds. 

Other details include the banjo-like rhythm guitar part, the lead guitar licks, and the drumming that alternates between soft brushes and hard syncopated cymbals that are quickly dampened. 

The special recording effect used in the second phrase of the intro, a cross between live performance sung through a megaphone and a well worn 78 rpm record played on an acoustic gramophone, is clever. For 1968, this was still technically adventurous. 

Intro

The intro is 12 bars long in an AAB pattern that is disguised by the semi-spoken delivery of the second A phrase: 

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

        |e
A
|D

|c

|G

|

         ii
V-of-V
 V

 iv

 I

        |A

|-

|D

|-

|

         V9



 V

The c minor chord creates the suggestion of a double cross relation (E/Eb, C#/C) with the A Major chord of the first bar, even though one complete bar separates the two. 

A sentimental effect is created by the vocal part adding a 9th to the A chord of the final phrase, especially with the rubato performance. 

Verse

The verse is 8 bars long, structured in 4 short phrases, the last three of which use the same motif: 

        |G
|-
|Eb
|E nat.
|

I:
 I

 bVI     V-of-V-of-V

        |A
|D
|G
|Eb  D
|

         V-of-V  V
 I
 bVI V

Within a relatively short section, the Eb chord is used as an upward appoggiatura to E Major, and as a downward lead in to V. 

Bars 4 - 7 contain a move through the circle of 5ths, another harmonic cliché. 

The tune forces a 7th on the A chord, and a 13th (the same thing as an added 6th) on the following D chord. 

The final bar of the verses which are followed by a bridge section is modified so that a chromatic stream of F# -> F natural bridges the gap between G (in bar 7) and e (in bar 1 of the bridge). 

Bridge

The bridge is 8 bars long just like the verse, but in contrast, its two phrases are longer: 

Chords:
|e

|A

|G

|-

|

Bass:
|B

|C#

|D

|-   G  A   B
|

         vi6/4
 
 V-of-V6/3
 I6/4

Chords:
|C

|E

|a

|D

|

Bass:
|C

|B

|A

|D

|


         IV
 
 V-of-ii6/4 
 ii
 
 V

Paul's melodic bass line places many of the chords in this section in inversions.  The E Major chord of bar 6 is created by an upward chromatic scale fragment running through the chords on each side of it. 

Ending

The song has no outro. It comes to a halt where the downbeat of the next verse would be.



Savoy Truffle 

KEY
G Major

TIME SIGNATURE
4/4

FORM
Intro -> Verse -> Refrain ->

            Intro' -> Verse -> Refrain ->

                Bridge -> Verse (Instrumental) -> Refrain ->

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

Style and Form

In the White Album spirit of diverse musical styles, George presents a heavily syncopated, blues, rock and roll song that has a contemporary dance band undercurrent. 

Melody and Harmony

The musical vocabulary is a combination of stylized blues and a progressive harmonic style that feel constantly on the move. 

The blues can be seen in the use of I-IV-V to create a harmonic foundation for the song in spite of several other chords being used. There is also heavy use of the minor blue 3rd in the tune against the Major chord I, as well as the flat 7th used by the saxophones. 

A characteristic of this song is the use of root chord progressions of a 3rd using chords that are not indigenous to the home key. This effect is further enhanced by the use of chromatic scale riffs to bridge the chords. 

The song spends most of its time not in G Major but in the parallel key pair of E Major/e minor, with the shift to the relative Major key of G at the end of the refrain a bit of a non sequitar. There are other Beatles songs that exploit this sequence of keys (i.e. a parallel Major/minor pair + the relative Major), but never with such audacity. 

Arrangement

The backing track contains guitar, drums and bass, but also saxophones which alternate between jazzy obbligato licks in unison, and syncopated chords. 

George handles the vocals entirely by himself, double tracked for the most of the verses and the two bridges, and harmonizing for the all of the refrains and a couple of verses. 

Paul's bass line is virtuosic and sounds as though it attempts to double with the sax part in places. 

All the refrains feature chordal accents from the brass and keyboard on the off beats of 2 & 4, but in the second refrain, the guitar provides its own antiphonal accents on 1 & 3. 

Someone (Possibly Paul) shouts "wooh" in the last bar of the second and the final verse. 

Intro

A couple of beats of drum fill are followed by two bars of vamping on the E Major chord. 

Verse

The verses are 12 bars long, built out of three phrases roughly parallel in shape. Each starts with a jump down and ends with a chromatic move upward. 

        |E
|-
|-
|-
|

E:
 I

        |F#
|-
|A
|-
|

         V-of-V

 IV

        |G
|-
|B
|-
|

         bIII

 V

The first pair of verses drop a beat from their first bar. This unusual effect makes it sound like George is dramatically holding back at that point in spite of the fact that the music is rushing ahead by a single beat. 

I-IV-V are deployed as the harmonic backbone of this section, with the F# and G Major chords helping things along. Neither are part of the E Major key, and each is entered by root motion of a whole tone; upward in the first case, and downward in the second.  The overall harmonic shape of the verse is open, ending on V.  The second verse is preceded by a repeat of the 2 bar intro vamp. 

Refrain

The refrain is a simple, single four bar phrase: 

        |e
|-
|C7
|G
|

e:
 i

 VI

                     C:  IV

The home key changes to the parallel minor key making it all the easier to modulate to the relative Major key of G. This is established by the relatively weak plagal cadence. 

Bridge

The bridge is eight bars long and contains an AA repeat of a single phrase:

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

        |e

|A

|e   
A
|G   
B
|

         i
 
 IV
 
 i   
IV       bIII   V

Again the harmonic shape is open. The start off on e minor makes the Major IV chord sound modal.  The last two bars of the above phrase are the most strongly syncopated ones on the whole track. 

Outro

The outro is one last appearance of the refrain; it's fifth.  By this point of the song you are so accustomed to hearing the 4th beat of the last bar filled in as a pickup to the next section that it is surprising when it is left silent at the end.



Cry Baby Cry 

KEY
G Major/e minor

TIME SIGNATURE
4/4

                   ------- 4x -----

FORM
Refrain -> Verse -> Refrain -> Refrain -> Outro w/complete ending

Style and Form

John's title phrase combined with "she's old enough to know better" conjures up some kind of Anti Lullaby. 

The surreal nursery rhyme verses are striking, with their alternating King/Queens and Duchess/Duke. When the pattern is broken in the final verse it could be that he's avoiding consistency, or he ran out of options.  One ambiguity is the question of whether John is singing the song about "mother" in 3rd person, or is he singing in the first person, in which case the offending line should be taken as self-mocking.

Formally it is a standard folksong form with an introductory refrain, and a number of elisions between sections. 

Melody and Harmony

The tune is primarily pentatonic (G,A,B,D,E) with a touch of the blue 3rd in the little instrumental interlude that punctuates the verses.  The song maintains an ambiguity regarding the home key between G Major and its relative minor key of e. 

Arrangement

John's simple acoustic strumming is at the heart of the backing track, though drums, bass, piano, organ, accordion and lead guitar are also involved.

The texture is thickened and the mood intensified during the first half of the song and backs off slightly during the second half. The arrangement contains two examples of word painting not often found in the Beatles: the piano playing Queen and the Duchess. 

Refrain

The refrain is eight bars long with two almost parallel phrases of equal length: 

        |G

|a

|F

|G

|

G:
 I
 
 ii
 
 flat-VII I      I

        |e

|A

|F

|G

|

         vi
 
 V-of-V
 
 flat-VII 
 I

The home key is established by the modal flat-VII cadence; there's no chord V in the entire song. 

Flat-VII creates an implied cross relation with the F# of the key signature, and the A Major chord in the second phrase creates a cross relation (C#/C natural) with the flat-VII that follows it. 

The introductory refrain ends on an e minor chord, and merges with the first verse. 

Verse

The verse is 12 bars long and consists of the same 6 bar phrase repeated twice: 

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

chords
 |e
|-
|-
|-
|Cb7
|G
|


bass line |E
|Eb
|D
|Db
|C
|G
|
          vi



 IV
 I

It might be more accurate to call it a 4 bar phrase followed each time by a dramatic two bar flourish in the accompaniment. This effect exemplifies the Anti Lullaby values that are as strong the ones in the lyrics of the refrain. 

Another cross relation is created by the blue Bb of the C7 chord with the B natural of the G chord that follows. 

In every case, the 12th bar of the verse merges with the first bar of the following refrain. 

The chromatically descending bass line in the first four bars of this section create: e minor, Eb augmented, G major in 6/4 position, and a half-diminished 7th chord on D flat but the four chords make no harmonically significant progression. 

Outro

The outro is a three-repeat of the refrain section. 

The merging technique is further exploited by having the end of the first two repeats overlap with the first bar of the second and third ones. 

Enigmatically the song ends on an e minor chord, instead of G Major which has otherwise dominated the song. John leaves the tune hanging with a 4th ('A') suspended over the final chord. 



Revolution 9 

KEY Various 

TIME SIGNATURE Various

FORM Beginning -> Middle -> End (w/fadeout) 
There's nothing here in the way of the alternating formal sections, chord progressions, articulated phrases or characterizing tunes.  As one of the more infamous achievements of mid 20th century avant garde, this form of musical composition challenges the listener on both psychological and philosophical grounds. 

In this piece John was using a process driven more by consciousness than by the literally random, "Aleatoric" techniques favoured by the more serious members of the Chance musical movement. The raw materials of the track are virtually all from pre-recorded musical and spoken sources, as well as some real life noises. Nothing here is "synthesized" from scratch. 

Some of the sound sources recur as motifs. None of them continues to reappear over the entire duration of the piece, but you can pick out of the mix the title phrase, the slow, soft piano piece in the style of Chopin, the several classical snippets for orchestra or chorus, and the recitations by John, George, and Yoko. 

The post processing of the various tape sources is limited to modifications of speed, running some of the tapes backwards, and a great deal of crosscutting between sources. Stockhausen's Gesang der Junglinge has been acknowledged by Paul and others as an influence on the Beatles.  It electronically manipulates its raw vocal sources. 
Revolution 9 has the distinction of being more notorious and more talked about than enjoyably listened to. 

In a final assessment it is a moderately ambitious media experiment.  Historically important because it appeared on a pop music album by the Beatles, rather than because of anything specifically ground breaking or outrageous. 



Good Night 

KEY
G Major

TIME SIGNATURE
4/4

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

                Special Bridge (instrumental) ->

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

Style and Form

The style of this song would be “over the top” based just on its chords, tune, and phrasing. The over lush arrangement only goes to push it completely “over the top”. It is probably intended as a spoof. 

The form is standard with the exception of the bridge section that appears before the final verse. The appearance of verse and bridge material in the intro, the doubled up verses, and the three-time appearance of the Verse/Bridge sequence make the song feel longer, more complicated formally than it actually is. 

Melody and Harmony

The wide leaps in the verse tune belie its foundation on a downward scale fragment from G down to D. The bridge tune, similarly is based on just F# -> G. 

Jazz chords are used, many appearing with decorative 7ths and 9ths. The chords often proceed in step-wise streams. 

In terms of key, the song is in G Major. 

Arrangement

On the backing track George Martin uses a small string section, plus sparse woodwinds and brass, and a small choir. The arrangement and recording sound like a "cast of hundreds." 

The music contains little clichés of string tremolos and rapid upward scales, harp glissandos, chirpy flutes, and French horn inner voices. The choir alternately doubles and follows Ringo's lead vocal. The stage whispered lines over the outro is also a cliché.

Intro

The intro fades in to a complete bridge and half a verse section. The verse fragment is: 

        |G
|b7
|a7
|D
|

G:
 I
 iii     ii     V

                                4 -> 3

Verse

The verse is 16 bars long in an AB/AB phrase pattern. The first appearance of the AB section moves the bass line in bar 4 from A to G, implying a change of chord to C in second inversion: 

        |G
|b7
|a7
|C
|b
|a
|C
|D
|

G:
 I
 iii     ii     IV 6/4  iii
 ii
 IV 6/4  V

Every other time this section reappears, the bass line holds the A through bars 3 and 4: 

        |G
|b7
|a7
|- 
|b
|a
|C
|D
|

         I
 iii     ii      
 iii
 ii
 IV 6/4  V

The bass line in bars 5 - 8 of each section runs scale wise downward from B to D. 

Bridge

The bridge is eight bars long in a phrase pattern of AB, and harmonically consists of an elaborate pedal point: 

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

        |B
|C
|B
|C
|B
|C
|B
|C
|

        |D
|E
|D
|E
|D
|E
|D
|E
|

        |G
|-
|-
|-
|-
|-
|-
|-
|

         I7     -       -       -      8       -      -       -

         5      6       5       6      5       6       5       6

         3      4       3       4      3       4       3       4

Special Bridge

The special bridge section makes a fake modulation to C Major. The rest of the song is so strongly in the home key of G that this diversion provides some needed relief and helps motivate the final Verse and Bridge. 

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

G:
 I



 I
 IV
 V
 IV V

C:
 V
 V-of-ii
 ii
 V
 I

Outro

The outro contains a double repeat of the same half-verse used in the second part of the intro. The final chord has a Major 7th, 9th, and added sixth. 

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

