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WITH THE BEATLES

first released November 22, 1963 

This album is probably more famous for the picture on the outside than the music on the inside.  Even though that cover's been copied, idolized, and satirized any number of times, the songs inside are still solid, with a few classics. 

This, their second UK release, was released six months after the Please Please me album, and was recorded between appearances on radio, TV and stage. In the same period, the Beatles also recorded She Loves You, From Me To You, This Boy, and I Want To Hold Your Hand. 

Although there's one song on With The Beatles that matches those classic singles (All My Loving)  most of the album is slightly inferior to the first. There's nothing as accomplished as I Saw Her Standing There or Please Please Me. 

It comes close, though, even mirroring the first album thematically (It Won't Be Long = I  Saw Her Standing There, Money = Twist and Shout, Till There Was You = A Taste of Honey). The most interesting thing is how this album and the singles released in the same six-month period all indicate a restlessness already developing in the Beatles. The tempos, arrangements, and lyrics all seem standard, but little avant-garde pop characteristics are there.

The Beatles during the making of this album, are considered the greatest band in England and  most of Europe.  I Want to Hold Your Hand was a hit in England and also became the Beatles first number one in America.  From that point on a continuous love affair would exist between America and the Beatles, and it was noticeable from the moment their jet landed at JFK airport.

Like Please Please Me, the songs on the album were recorded very quickly because of their great demand in tours, and there was no distinct order or reason for performing those songs.  It was that these were songs they knew how to play and they weren't as strong as the singles.  Keeping with tradition George and Ringo each get their allotted spotlight as George sings his own composition Don't Bother Me and Chuck Berry's Roll Over Beethoven, and Ringo sings a Lennon/McCartney composition I Wanna Be Your Man which was to be covered by The Rolling Stones.  John closes the album again with a rocker like Twist and Shout as he gives his all in Money (That's What I Want).



It Won't Be Long

One of Lennon's finest early rockers and shows how the band was beginning to work complex themes into the simplest songs. The Beatles use their new studio freedom to double-track Lennon, which would become a hallmark of the early Beatles sound. 

It Won't Be Long is a strong album opener rich in detail, and form. The song is built out of three distinct, two-line phrases, each of which reappears at least once. The normal, easy to recognize distinction between verse/break/refrain is blurred by both the repeat pattern as well as the particular content of each phrase. 

Phrase X - "It won't be long yeah ..." 

This phrase is eight bars long, has unvarying lyrics, repeats the largest number of times (four), and has the look and feel of an intro and refrain. Musically, it is distinguished by the following details: 

1. The use of chord vi as a pseudo-dominant, almost a signature device of the Beatles in this period.  The very the next song on this album uses the same chord progression, (not to mention the same key). 

2. The chord in the second half of bar six is a diminished chord sitting between the IV and chord I; i.e., A#-C#-E-F double sharp. However it's possibly only an A7 chord.  This chord is created by chromatic motion of at least one inner voice and it's worth noting how this chord marks the solitary moment in this phrase where the harmonic rhythm quickens. 

3. The Day Tripper-like guitar riff used in bars seven and eight helps unify the song.  

4. The antiphonal "yeah - yeah" vocals are given a syncopated feel because John's voice, which is mixed forward from the others, sings his "yeahs" on the off beat. 

The phrase looks like this harmonically: 





     


|c#
|-
|E
|-
||c#
|A   A#dim|E
     |-

E:
 vi

 I

 vi
 IV
   I

Phrase Y" - "Every night/day ... has fun/my eyes/happy I know ..." 

This phrase repeats three times and is the only phrase which has consistently varied lyrics, making it the most verse-like of the three. Musically, it is distinguished by the following: 

1. It's an unusual seven bars long. The fourth bar serves a dual, pivot role; initially it is the last bar of a four bar sub-phrase, but by the time it gets to bar five, it's actually the first bar of the second sub-phrase. The Beatles liked this technique, using it in other songs.

2. The use of the C Major chord in the key of E is something not seen yet, i.e. the VI chord borrowed from the parallel minor key, sometimes referred to as the "flat VI" since it's root is a half-tone lower than what it would be for the vi chord which naturally appears in the Major key.

3. There's the carryover of the guitar riff from phrase X. 

The phrase looks like this harmonically: 


|E
|C
|E
||E
|C
|E
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E:
I
flat-VI
I 
  I
 flat-VI I

Phrase Z - "Since you left me I'm so alone ..." 

This phrase reverts to the square, eight-bar length, is repeated only twice, and it too has several musically distinguishing details: 

1. The descending, chromatic bass line. This is another device often used by the Beatles.

2. The manner in which the descending bass line is harmonized is also unusual because of  the middle voice which descends in parallel with the bass at the interval of a third as well as the upper voice which focuses on the same note, B, throughout the phrase. This winds up creating an unusual augmented chord in bar two and a minor chord in bar three. As with the special chord in phrase X, the harmony here is essentially a move from E (I) to C# (V-of-II) in which the two intervening chords are incidental structures created by the melodic motion which connects the first and last chords. 

3. In contrast with X and Y which are both heavily bound to the I chord, this Z phrase has an harmonically open shape, ending on the V. 

The phrase looks like this harmonically: 

chords:

|E
|B-aug
|b
|C#7
||A
|B
|F#
|B

Bass line:
 E
 D#
 D-nat
 C#

analysis:
 I


 V-of-II  IV
 V
V-of-V   V

Putting it all together 

Using phrases X, Y, and Z, it's easy to map out the block structure:

  

X  Y  X  Z  Y  X  Z  Y  X

The difficulty comes in trying to cluster these phrases into the verse/break/refrain divisions expected in this genre. 



All I've Got To Do

This actually works better than most of John's tributes to early Smokey Robinson. This is another one-take song. 

KEY E Major 

TIME SIGNATURE 4/4 

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

Style and Form

This song retains a strongly exotic flavour from the combination of several factors: the pentatonic mode of the melody, the Major/minor byplay of the harmony, and the  syncopation of the rhythm. 

This is another example where the bridge is repeated but separated by only a single verse section.  The reluctance to provide the additional verse is motivated by the slowness of the harmonic rhythm throughout the song. 

Two small but creative twists are applied to the straightforward short form.  The strange opening that's not quite a full intro, and the manner in which the final verse, arranged as it is with a wordlessly hummed vocal, fades out in mid-section. 

Melody

The melodic material is almost entirely from the pentatonic scale in the key of E. This is broken for only a couple of d#'s in the verse, one of which is an  appoggiatura.  The melody of this song contains a higher than average number of appoggiaturas.

Harmony

Most of the work is done by three chords, I, IV, and vi (E, A, and c#), with a support from ii and V (f# and B). In addition to the naturally occurring Major IV chord, there is also near the end of the verse an appearance of the borrowed minor iv chord, this one motivated by chromatic downward motion of an inner voice. 

There is a small amount of ambiguity as to whether the song is in E Major or its relative minor key of c#; because of the way in which phrases of the verse start off on vi, and the virtual absence throughout the song of firm V-I cadences which would have clearly established E as the home key. This exploitation of the vi/I chords was something which Lennon and McCartney leaned on heavily during this period.  Other examples are, From me to you, She Loves You, and It won’t be long.

The opening chord is one of those sonorities that defies textbook analysis. From the bottom up, it's E - C# - F - A; an augmented triad on C# suspended over an E in the bass. In practical terms, the note on the bottom gives John the cue note for his vocal. 

Arrangement

John's solo vocal is accompanied by a brief bit of counterpoint from Paul in the verse, and by the chordal accompaniment of both Paul and George in the bridge. 

The vocal counterpoint of the verse starts off as plain parallel thirds, but then changes over to trademark-Beatles parallel 4ths by Paul briefly holding over one note (marked `*` in the transcription below) and then following the pentatonic scale downward the rest of the way: 

     "All  I've got to  do    ...."

  Paul  G# F#   E   F# |F#    E    *  C#     B |C# B G#

  John  E  D#  C#   D# |D#    C#   B  G#     F#|G# F# E  

Syncopated emphasis on the quaver note between the second and third beats of the bar (on "two-AND") is a subtle leitmotif of the song. It is delivered primarily in the form of damped high-hat cymbals from Ringo, but there are places, such as the second half of the bridge, where the bass and rhythm guitar maintain the pattern even while Ringo has switched for the moment to more evenly played quaver-note tapping. 

Verse 

This verse is eleven bars long. Its first phrase is a standard 4 bars but is followed by two more phrases of uneven length; first the two bar title phrase, and then an unusual 5 bar phrase that is elongated by the repetition of material in bars 7 - 8, on the words "call you on the phone, and you'll be running home”.

The home key of E is established by indirect means; the verse opens with a chord that is not chord I of the home key, and chord V never appears until the end of the bridge. 

Bridge

This bridge creates the early impression of intending to stray far from the home key, but by the beginning of the second of its two 4 bar phrases, it clearly begins moving steadily back toward E. The B chord in bar 8 is the only appearance in the song of the V chord: 

    |A          |-          |c#         |-          |

     IV                      vi

    |A          |E    c#    |A          |E    B     |

     IV          I    vi     VI          I    V  

There are two variations applied to the repeat of the bridge. Melodically, John modifies the phrase on the words "I'll be here" so that it creates a new high point. And formalistically, the last sub-phrase is repeated, lending a free-verse feeling to the section similar to that felt in the second half of the verse. 

Final Verse/Outro

In context of the rest of their original songs recorded to this point in time, the humming and early fade of this section are both novel and unprecedented little experiments, particularly significant for the continuation of this creative trend. 



All My Loving

One of the all-time great McCartney songs, it shows how his melodic sense was starting to become truly integrated into his desire to produce good rock. Full of pauses that feel like the gasps and palpitations of young love. 

Many people have described All My Loving as Paul's "best, most complex piece of songwriting yet" as of the time of its official recording in July '63. In spite of all praise however, the song seems to have forever been eclipsed in popularity by the other really big hits of the first American wave of Beatlemania, such as She Loves You and I Want to hold your hand. 

A close look at its compositional details reveals it to be very much a typical song of the second album.  Especially concerning form and harmonic vocabulary, All My Loving represents a notable advance in sophistication and technique over the first couple of singles and the original cuts on the Please Please Me album. 

Form

The form is relatively compact, and the number of verse repetitions plus the complete ending make it seem deceptively familiar: 

Verse -> Verse -> Refrain -> Bridge -> Verse -> Refrain -> Outro 

The song opens in the midst of the action without an intro, or even a downbeat from which the singer can grab his opening cue note. Clearly, the Beatles liked this trick sufficiently to reuse it from time to time.  There's She Loves You, It Won’t be long, Any time at all, No Reply, and You’re Gonna Lose That Girl. In All My Loving, the abruptness of the effect is enhanced by the first chord not being the tonic ( I) chord of the home key. 

Harmony and Rhythm

Though All My Loving has virtually none of the Beatles-trademark syncopation or uneven phrase lengths, it does still convey a self-confident vitality through the incessant fast triplets in the rhythm guitar part, as well as through its rapid harmonic rhythm. 

In contrast with the earlier songs, this one uses an unusually large number of different chords; we have the appearance of five out of the possible total seven chords diatonically available in the home key, plus a couple of other more adventurous ones. The two unusual chords are D Major (the flat VII) and an exotic augmented chord that is used in the bridge to smoothly move between c# minor and E Major. 

Beyond the large harmonic vocabulary, the rate at which the chords change borders on the hyperactive. There is a different chord in virtually every bar of the piece, and in no case is any chord sustained for more than two bars in a row; contrast this back with I Saw Her Standing There.. 

Verse

The verse is sixteen bars long and is divided into two musically parallel eight-bar phrases, the former is left harmonically open with its ending on the V chord, while the latter one is closed with its ending on the tonic: 

      1                             5

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

E:   ii     V      I      vi     IV     ii    flat VII V

     9                            13

     |f#   |B     |E     |c#    |A     |B     |E     |-     ||

     ii     V      I      vi     IV     V      I

There are a number of noteworthy details in both the music and the arrangement. Musically, we have the following: 

1. Each of the couplets uses a nice melodic arch in which the peak is placed in bars 3 and 11, making for an early climax and a leisurely winding down. 

2. The general pause in bar 16 is the only place in the song where total silence occurs. It provides some welcome respite from the otherwise non-stop motion of the song, as well as a tactical resetting of the stage the start of the next verse. 

3. In place of a more expected traditional harmonic circle of fifths, the first phrase presents a chain of downward third-wise chord changes running from bars 3 - 8. 

4. The D Major chord in bar 7 demonstrates an unusual application of the flat VII chord.  In All My Loving, this flat VII behaves like a connecting chord between the ii and V chords.

In terms of the arrangement: 

1. Though its not a particularly fussy vocal arrangement, they took the trouble to double track Paul in the first two verses while saving a vocal duet in parallel thirds (for Paul, singing with himself again) in the final verse. As a further variation and contrast, Paul appears single tracked in the refrain with George and John sustaining a backing harmony behind him on the "oooh". 

2. The bass line suggests a perpetual motion of its own, but a much slower one than found in the triplets of the guitar parts. The use of a downward walking scale covering the nine notes all the way from F# down to low E more than an octave below is stunning, and it recurs in every verse, in bars 1 -3 and 9 - 11. 

Refrain

This section is eight bars long and built out of two parallel versions of the following 4-bar phrase: 

   |c#          |C augmented  |E           |-           ||

    vi          
        I

The melodic material of this section is taken in bits and pieces from the verse.  The most novel detail of the song is to be found in the augmented chord of the second bar. This slightly dissonant chord provides an effective, yet subtle touch of anxiety that belies the hero's apparent self assuredness. 

In theoretical terms, an augmented chord is said to not have a root at all.  The fact that it is sustained for a full bar, essentially just as long as any other chord in the song, is what particularly draws your attention to it.  

Bridge

In contrast to both verse and refrain sections, this little bridge is the most diatonically stable and harmonically slow moving part of the entire song, though it too begins with a chord that is not I.

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

   IV          I            ii    V     I

Although there are no new chords used in this section, the specific choice of chord progression is new material.  George's solo is in a style that is clearly not improvised. His solo is a permanently composed part of the arrangement. In other words, you expect to hear it the same way every time.

The bridge despite its modest proportions provides everything that the refrain is lacking. The harmony neatly converges on the home key with simple chord choices, the vocal part is given a rest, and most subtle, the slowing of the harmonic rhythm, however slight, provides some needed breathing space. 

Outro

This coda is actually an extension of the second refrain and it squeezes a standard triple repeat of the final phrase of the lyrics into its eight bars which are built from a repeat of the following 4-bar phrase:

        |c#     |-      |E      |-      ||

         vi              I

Noteworthy is the use again of the vi-I progression. Also noteworthy is how the single use of vocal falsetto is saved for the very end.

Though All My Loving is very much a typical song of the With The Beatles album in general,  comparisons with It Won’t Be Long in particular keeps showing up again and again. In fact, All My Loving and It Won’t Be Long share an uncanny number of features and details: 

· the home key of E Major 

· lyrics that deal with the theme of "absence and return" 

· a vocal opening “during the action” 

· prominent use of the vi-I progression 

· an augmented chord that is motivated by chromatic linear motion 

· the use of a refrain and a bridge 

· even a little solo for bass or low strings of the lead guitar 

In It Won’t Be Long, John speaks of a painful separation he has endured when “she” left him, and he now in the present looks forward to a joyful reunion with her, while filled with what sounds like repentance for having caused her to leave in the first place. 

In contrast, All My Loving is written entirely in the present and future tense.  It could be defined as a love that has no past. Here, it is “he” who will be doing the leaving and we have no reason to suspect there is anything more than a personal responsibility to be somewhere else which motivates the separation; no hurt, no blame. He earnestly promises to be faithful and muses aloud about having to adjust his love life to the realm of fantasy for the duration, but beyond this, any hint of what he's really feeling inside is left to the imagination and the musical subtext, tinged as it is with that small hint of anxiety. 

Don't Bother Me

KEY e minor (with Pentatonic & Dorian inflections) 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Bridge -> Verse -> Verse/half-solo -> Bridge -> Verse -> Outro (fadeout) 

Style and Form

This moody and exotic sounding number was the first solo-original composition George was to do with the Beatles. It is technically polished, yet even more notable for its compositional individualism, especially in light of what must have been the creative climate with The Beatles at the time of its composition, in the second half of '63. 

You've got to admire him for being himself, and for coming up with a song that turns out in retrospect to foreshadow musical techniques and tendencies with which he would preoccupy himself for years to come; in particular, the minor key, the sensually modal melody, and the sad/angry theme of the lyrics. 

Harmony

Although the song sounds overall as though in a minor key, there are a number of modal touches to be found in the chord choices and progressions. In particular, the v chord used here is a minor triad, unsuitable for use as a strong Dominant in establishing the home key. Consequently, that function is shared between the VII chord (which in a Major key would have to be called 'flat VII' because it does not occur naturally in Major keys, whereas it is actually quite at home here in the minor/modal domain), and the IV. 

The appearance in this song of the Major IV chord in a minor sounding mode is a unique twist. Strictly speaking, this is associated with the ancient Dorian church mode.  It can be seen as a scale using all the white-notes starting on d. 

Melody

The melody of this song is equally as pentatonic in pitch content as All I’ve Got To Do but there is a crucial difference between the two songs. All I’ve Got To Do uses the five notes of the pentatonic scale to conjure a mode that is primarily Major in feel.  Don’t Bother Me rearranges the same five notes to convey a deeply minor mode. 

None of the Beatles could read or write musical notation and were untrained in the rudiments of theory. But that in no way diminishes the sophistication of their  compositions. If anything, the fact that they were capable of such intricacy on the subconscious, intuitive level makes their achievements all the more impressive. 

Arrangement

George is double tracked on lead vocal the whole way through in this song, with no other backing voices.

The rhythm track is characterized by heavily reverbed guitar parts and a huge number of world-music percussion instruments.

The solo guitar section is structured in a remarkably similar way to the one in From Me To You; an example of another formulaic device of the genre, in which the instrumental solo part is a close paraphrase of the original melody, and the vocal part is then resumed for the last phrase or two of the section as though it were a refrain.  

Intro

The intro is four bars long and is built out of material which anticipates the opening of the bridge section to come later, right down to the recognizable figure in the bass line: 


chords:

|D
|-
|e      |-
|


bass line:
 D   F# |E   D   E



e:
VII

 i

Regardless of tempo and elaborate percussion noises, the song retains a measured, ponderous feel as a result of the slow and even pace of the harmonic rhythm. 

The non-chord I opening with its reliance on the VII - i progression to establish the sense of key is quite unusual, and you might even think that the song is going to be in the key of D Major and that the e chord which follows is the ii, and not the i.

Verse

The verse is twelve bars long and built out of three phrases equal in length. Though the harmonies and overall style are far removed from the strict blues style, the structure is blues-like: 


|b

|a

|G

|e

|

e:
 v
 
 iv
 
III
 
 i


|b

|a

|G
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|


 v

 iv
 
III


|e

|A

|e

|-

|


 i

 IV
 
 i

The minor iv chord is used in context of the chord-stream-like progression of the first two phrases where it fits in smoothly, and allows George to save that Dorian Major IV chord for expressive, surprise effect in the final phrase. 

Bridge

The bridge is sixteen bars long and is built out of four phrases even in length.  Just as in the verse, the third phrase balances out the couplet parallelism of the first two phrases: 


|D
|-
|e
|-
||D
|-
|e
|-
||


VII

 i

 VII

 i


|b
|-
|a
|-
|C
|-
|e
|-
||


 v

 iv

 VI

 i

The inwardly focused and static mood established in the verses is sustained in this bridge; primarily a result of the continued relentless emphasis on the tonic chord of the home key of e minor. The absence of strongly functional chord progressions, which in most songs are the principle agent by which a key is established, ends up as establishing the key by repetitive insistence. 

Outro

The outro presents a typical sort of looping on the final sub-phrase of the verse which  includes the title within its lyrics. 

The harmony oscillates between the i and IV chords. As a variation upon all previous appearances in the song of this chord progression, the IV chord is now emphasized by a hard-accented syncopation on the quaver note just before the downbeat where it would be expected to appear on "four-AND". 



Little Child

KEY E Major 

TIME SIGNATURE 4/4 

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

Style and Form 

The form of this song is difficult to define. On musical grounds it is one of the standard and familiar formal models. However, the repeat pattern of the lyrics would seem to appear otherwise; that what is labeled as a "verse" is more of a "refrain" because the words are unvaried over four repeats of the section. Similarly, what is labeled as a "bridge" is more properly a "verse" because it is only in that section that the words are varied. This alternate scheme though would yield an unusual formal structure: 

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

This formal ambiguity caused by the lyrics is noteworthy. There is a similar dilemma in It Won’t Be Long and the chronological proximity of these two songs makes it appear that John was consciously experimenting at the time. 

Another uncommon feature in the form of this song is the appearance of an instrumental break, in strict 12-bar blues. 

Harmony 

The key is E Major and the mood upbeat. However, the harmonies here are more low-budget than they have been for a while, restricted to only four chords. In order of appearance, there are I, IV, V, and V-of-V; that's the Major chords built on E, A, B, and F#, respectively. The lack of any minor, diminished, augmented or altered harmonies helps to project the uncomplicated emotional tone of the song. 

Unlike many of the other songs in which harmonic rhythm tends to follow a fairly regular pattern (e.g. chord changes in every bar, or every other bar), the harmonic rhythm in this song is a bit more varied to help articulate shape of the verses in particular. 

Arrangement 

On the vocal parts, a double-tracked John is featured solo, with Paul joining him for little bits of harmony. Instrumental overdubs feature Paul on piano and John on harmonica.

Intro 

The seemingly ad-lib and out-of-tempo harmonica chords at the beginning are precisely in tempo making the intro four bars long: 


|E
|A
|E9
|-
|

E:
 I
 IV
 I

Your ear can't figure all this out until the accompaniment starts with that piano glissando right before the third chord, but it's just this sort of ambiguity that enhances the music. 

The F# in the harmonica played over the E chord in the third bar sounds like a dissonant jazz note that is picked up on again in the repeated appearance during the instrumental break. 

Verse 

The refrain-like verse is only eight bars long and built out of two phrases equal in length: 


|E
|-
|-   A  |E
||B
|A
|F#9
|B
||

E:
 I

     IV  I
  V
 IV
 V-of-V  V

The first four-bar phrase itself subdivides into a group of three short phrases and it is harmonically closed in shape. The second phrase balances this out by subdividing neatly down the middle of its four bars, and by its harmonically open ending on the V chord. 

The second verse is a slight musical variant of the first one of the sort seen before in songs like Ask Me Why, There’s a Place, and the slightly later I Should Have Known Better.   The structural purpose of the change is to harmonically close up the ending of the second phrase: 


|E
|-
|-   A  |E
||B
|A
|F#9
 B  |E
    

E:
 I

     IV  I
  V
 IV
 V-of-V  V   I

Bridge 

The style of the short phrases seen in the verses is continued in this bridge as well, which is only six bars long, yet contains three phrases equal in length: 


|E
|B
||E
|-
||F#
|B
||


 I
 V
  I

  V-of-V V

The use in this section of a triplet nicely contrasts with, and provides some helpful relief from, the surrounding verses.  There's a virtual absence in this song of melodic appoggiaturas. However, in bar 5 of this bridge, above the F# chord, there's an unexpected d# in the melody on the downbeat. 

Break 

It's a rare early Beatles song  that has such a break section as this one, both completely instrumental and not based on one of the preceding sections of the song. 

John's wailing solo is nicely done and he even puts in some slow triplets at the climactic penultimate bar as though just to let us know for sure it's his song . 

Outro 

We have a very standard looping into the fadeout based on the final two bars of the verse with some clever handling of the duet vocals as they alternate on the "oh yeahs". 

Some Final Thoughts 

This song is the fifth one in a row on the first side of With the Beatles in the key of E. There is a certain amount of classic sensibility reflected in the way those five Beatles originals are sequenced to provide a balanced and varied alternation of mood and tempo.



Till There Was You

A lovely rendition of a standard from the soundtrack of The Music Man. With a distinctly Latin feel it was supposedly a big hit at the Cavern. The arrangement was probably lifted off a Doris Day version.  Highlights: Paul's vocal and George's solo. 

Both the Please Please Me and With The Beatles albums contain six cover songs and eight originals. While there are some parallels between the covers on both albums, there are equally interesting differences as well. 

The parallels: 

  Both sets of covers contain examples of types of material that the group could or at least would not write for themselves at this stage of their career. The connections between Taste of Honey versus Till There Was You (soppy love ballads), Boys versus Roll Over Beethoven (with every section a 12-bar blues frame),  Anna versus You Really Got A Hold On Me (heavy soulful ballads), and Twist and Shout versus Money (raving screamers) are fairly obvious. 

  Given the decidedly male image of the group, both sets of covers contain a surprisingly strong showing of material first popularized by Girl Groups; three out of six on the first album, and two out of six on the second. 

  Although The Beatles would seem to copy the original versions of the songs in both sets of covers, they almost always, appear to include their own subtle stylistic touches. This appears with increasing liberty on the second album, where for example three of the covers whose originals feature a fadeout ending are given a complete one by the Beatles. 

The differences: 

  Overall, the set of covers on With The Beatles" is more heavily weighted toward driving Rhythm and Blues. With The Beatles  packs a harder punch as an album than does Please Please Me  partly because of the type of covers it contains. 



KEY F Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Verse -> Bridge -> Verse -> Verse (guitar solo) -> Bridge -> Verse -> Outro (complete ending) 

COMPOSER Willson 

INFLUENTIAL VERSION Peggy Lee (1961) 

The Beatles acoustic arrangement with its Latin beat and bongos is a far cry from the smoothly flowing original version heard in The Music Man Broadway show. Perhaps this bouncier treatment was inspired by Peggy Lee, or perhaps, they took their own cue for it from the likes of  P.S. I Love You and Ask Me Why. 

A couple of details betray the Beatles own fingerprints; e.g. the flat VI chord (D flat Major) in the coda and the final F Major chord with the added Major 7th are definitely not part of the original. Despite this, the musical essence of this song, with its chromatic winding that pervades both vocal melody and bass line (and which indirectly affects the choice and progression of chords) is something quite off the Beatles track.



Please Mr. Postman

KEY A Major 

TIME SIGNATURE 4/4 

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

COMPOSERS Dobbin/Garrett/Garman/Brianbert 

INFLUENTIAL VERSION The Marvelletes (1961) 

Every section of this song is based on the same I - vi - IV - V chord progression, one of the most popular clichés of early Rock and Roll, yet one which for some reason the Beatles generally ignored. 

The monotony of the harmonic plan tends to blur the distinction between what is the refrain and verse, but it should be noted how the refrain uses dramatic antiphonal counterpoint between the backing and lead vocals, while the verse features the lead up front with the backers softly oooh-ing. One of the other covers here features similarly conspicuous antiphony (see Devil In Her Heart) and this sort of device would eventually become a major trademark of the Beatles original work such as the likes of You Can't Do That and You're Going To Lose That Girl .In Please Mr. Postman the vocal antiphony starts right in the intro, a direct resonance between those opening shouts of "Wait!" and the Beatles own Help! 

John is double tracked while the Marvellete's lead is not. Otherwise the arrangement of both versions is essentially the same, allowing for the large change of key required to accommodate the different vocal ranges of the two groups.  



Roll Over Beethoven

Solid version of the Chuck Berry classic, featuring another lead vocal by George Harrison.    

KEY D Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse/Refrain(3X)-> Bridge -> Guitar Solo -> Verse/Refrain(2X)-> Refrain (complete ending) 

COMPOSER Berry 

INFLUENTIAL VERSION Chuck Berry (1956) 

As with many of Chuck Berry's songs, every section of this one is in the 12-bar blues form - eight of them all in a row.  The fourth section is the bridge ("Well if you feel it") because of the subtle change in the melody and backbeat. 

There is a minor variation on the standard blues formula in the way that the chord progression of the last four bars of the 12-bar pattern is IV-V-I instead of V-IV-I. 

Formalistically, each 12-bar section is internally sub-divided so that the first eight bars provide a verse-like exposition, and the final four bars deliver a refrain-like hook. Noteworthy is how the text of the hook/refrain itself is varied from section to section. Also, note the subtle way in which formal plan here contrasts from that of Money.  The lyric is wordy to an extreme bordering on the "talkin' blues" style. 

The original features a drumming style that is less splashy than the Beatles cover while the Beatles double track the lead vocal and add their hand-claps to the rhythm track. But these are small details and otherwise, the Beatles just about rip the whole thing off from Chuck right down to the opening riff and middle twelve break.



Hold Me Tight

A leftover from Please Please Me (it was recorded at the same sessions and canned). The Beatles themselves never considered this a fully realized song. 

KEY F Major 

TIME SIGNATURE 4/4 

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

Style and Form

A good example of the standard two-bridge-but-no-solo model, and it's in the unusual key choice for the Beatles of F Major. It has a mixed reputation among even the serious fans, and Paul himself has been known to vaguely shrug it off as just a "work song." But there is no escaping its technical sophistication.

Chromatic line clichés are hidden throughout the song within the inner voices of the chord changes to an extent that the device provides structure and unification, not just decoration. 

The rhythm track features the widespread use of an ostinato figure in the bass and guitar parts; i.e. the same arpeggiated riff transposed and repeated for many of the chord changes. 

Harmony

The song is in the key of F Major. Seven different chords are used throughout, three of them are altered, or borrowed ones, not occurring naturally in the home key. In order of appearance these are V-of-V (G), minor iv (B flat minor), and flat III (A flat). 

But the last one, flat III, is more rare and dramatic in sound. In theoretical terms, it's actually not as remote a neighbour to the home key as may appear at first glance. The textbooks describe it as the relative Major to the parallel minor. In context of the Beatles, we've seen this one used before in the bridge section of You're Going To Lose That Girl and as part of a little chord stream in the verse section of Please Please Me. The special drama of this chord is manifested in the way it sounds like an implied melodic wavering between the Major/minor third degree of the scale; in this song which is in F Major, it is  the notes A flat and A natural. 

Arrangement

The arrangement has an overall thick sound with husky sounding guitars, lots of cymbal work, and hand claps.   Paul sings the lead vocal solo, while John and George provide a backing part that features a passage of syncopated antiphony with the lead in the third phrase of the verses. 

The backing vocals sound discordant to the extent that they are placed very close to each other pitch-wise, and for John especially, are high up in the voice range. This is actually a trademark device of the group and perhaps the reason why some react to it with less than their usual enthusiasm is because the combination of John with George in this context is just not as good as it is with Paul. 

There is the repeated verbal collision every time the phrase "it feels so right so/now" appears. 

Intro

The intro is only two bars long yet it manages to establish the key, present the ostinato guitar figure, and introduce what emerges over the course of the song as one of its hooks, the phrase "it feels so right." 

Verse

The verse is sixteen bars long and divides into three phrases. The first two are a couplet of four bars each, and the last eight bars combine to make one long phrase which  balances out the previous two: 


   |---------------------- 2X ----------------------|

line cliché: A

 B flat     B natural
C

     chords:|F          |B flat    |G          |C          |

          F: I           IV         V-of-V      V

line cliché: F

 E flat     D           D flat

     chords:|F          |F7        |B flat     |b flat minor|

          F: I           V-of-IV    IV          iv

     chords:|F          |b flat min.|F          |C          |

          F: I           IV          I           V

This section has a dramatic arch-like feeling to it in the way it begins to intensify during the third phrase toward a clear climax on the downbeat of the thirteenth bar (on the phrase "it's YOU"). 

The setup of the climax is musically carried by a number of factors. The first four bars of the long third phrase are insistent in the way they repeat the same two melodic notes several times ("so hold me tight, tonight ..."). This is further supported by the way the harmonic rhythm slows from a change every bar to every other bar and the syncopated antiphony of the backing vocal. The big moment itself is enhanced by the appearance of the melodic high note on the downbeat of bar 13, and the sudden end of the agitated syncopation of the previous bars. 

Verse Variations

All the verses other than the first one contain an A flat chord (flat III) in their last bar which leads smoothly toward the bridge and outro sections. 

Another small example of  avoiding consistency  can be found in the way Paul throws in a little vocal flip and stretches out the words in the first phrase of the third verse. 

Bridge

This bridge is an unusual seven bars long and its sub phrases are not easily found. This section can be heard as eight bars long if  the last bar of the verse is considered as part of the bridge. 

This section has a more snake-like inner line which lends an air of suspenseful indecision to the music. The slowing of the harmonic rhythm toward the end reinforces that sense of suspense.  This mood is shaken off by section's ending with another climax using an upward line. 

Other more typical sources of bridge-like contrast are the change in texture (drumming without cymbals and slowly-strummed guitar chords on the downbeats), and the backing voices being given a rest. 

Outro

The outro is made up of a fake third repetition of the bridge that literally grinds to a stop, with the ritardando starting a full three bars before the end. This sort of musical ending doesn't bode well for the fate of the hero.



You Really Got A Hold On Me

John gets to be Smokey Robinson. The results are good, but expecting one band to match the efforts of Smokey, the Miracles, and Motown's session musicians is too much to ask of any band. 

KEY A Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse -> Refrain -> Verse -> Refrain -> Closing -> Bridge/Re-Intro -> Verse -> Refrain -> Closing -> Refrain -> Outro (complete ending) 

COMPOSER Robinson 

INFLUENTIAL VERSION (Smokey Robinson and) The Miracles (1962) 

There's an unusually complex form in this song.  The terms used above are: 

  Verse == "I don't like you ..." 

  Refrain == "You really got a hold on me ..." 

  Closing == "I love you and all I want you do ..." 

  Bridge/Re-intro == instrumental followed by "Tighter!" 

The vocal arrangement is complex with the relationship between the lead and backers frequently alternating between trio, solo, and some antiphonal singing. 

Harmonically, the song features an emphasis on the I- vi progression that is Beatles-like in a coincidental way. 

Smokey does it in the higher key of C with (just like Chuck) a different presentation of the words. The original arrangement also features saxes and notably, a fadeout ending. John has the good sense here to sing it single tracked, but while his performance has an obvious intensely raw sincerity to it, Smokey's own smoothness is hard to beat.



I Wanna Be Your Man

Usually only regarded as trivia: namely, the one song the Beatles and the Rolling Stones both recorded. It was written for and sung by Ringo (but also given to the Stones, although Ringo was the original intended recipient). Takes the smoldering sentiments of Love Me Do and ignites them, but as always with Ringo, it's fun, as well. 



Devil In Her Heart

Proves how well the Beatles knew their Rhythm and Blues.  This song by the virtually unknown girl group the Donays.  The gender of the lyrics was changed from "(He's Got The) Devil In His Heart". 

KEY G Major 

TIME SIGNATURE 4/4 

FORM Intro -> Refrain/Verse(3X) -> Refrain -> Outro (complete ending) 

COMPOSER Drapkin 

INFLUENTIAL VERSION The Donays (1962) 

The lyrics and arrangement of this song present an argument between the backers who warn the lead of his lover's cruel dishonesty, and the lead who point-by-point protests against their sad prophecies as false and refuses to be swayed by them. The form of the song is surprisingly flat in spite of the dramatic scenario, with a mechanical succession of Refrain and Verse pairs. The sections can be defined as: 

  Refrain == "She's got a devil in her heart ..." 

  Verse == "He'll never hurt me or desert me ..." 

The transfer of this song from a female to male group obviously necessitated changing the words a bit as well as a transposition of key (the Donay's did it in E.) The original has a large sounding band behind it and a fadeout ending. The Beatles include maracas, and not only make the ending a complete one, but adorn it with one of their beloved Major ninth/seventh chords on I.

Not A Second Time

This song inspired a famous musical analysis in the London Times, citing the tunes "Aeolian Cadences" and comparing it to Mahler's Song Of The Earth. Lennon, years later said: "To this day I don't know what that was about. I thought Aeolian cadences were exotic birds." 

KEY G Major/e minor 

TIME SIGNATURE 4/4 

FORM Verse (initial) -> Verse (variant) -> Refrain -> Refrain (solo) -> Verse (initial) -> Verse (variant) -> Refrain -> Outro (fadeout) 

Style and Form

Though far from having been one of the big hits of its period, this one has its own share of stylistic innovations; especially in terms of form and key. 

The middle section of the song would appear to be much more of a refrain than a bridge. It features the song's lyrical hook at the end and feels overall more like a fulfillment of the verses than a contrasting interlude away from them. Nevertheless, it's still an unusual refrain because of its harmonic shape and the way it sounds like a continuing outgrowth of the verse instead of a discrete section on its own. A refrain is expected to be more tunefully catchy than this one is, such as She Loves You, and It Won't Be Long, and All My Loving.

The appearance of the instrumental solo in a section based on the refrain instead of the verse is another unusual formal feature here. So is the fact that this solo-refrain immediately follows another refrain section. 

Less unique but nonetheless noteworthy is the use of a variation of the original verse section for those verses which immediately precede a refrain. 

Harmony

The harmonic vocabulary is relatively straightforward. A total of six chords is used though they are all part of the set that is diatonically available within the home key. Unusually, the diminished chord on vii is used but the more common IV chord is not. 

The identity of the home key is less clear. Though in G Major, there is quite a bit of emphasis given to the relative minor key of e because of heavy use of the I - vi chord progression in the verses and the way in which the refrain veers toward the key of vi. This I/vi ambiguity had been used rather incidentally by the Beatles in such past songs as From Me To You and All I've Got To Do.  Here though, seemingly for the first time, it provides a programmatic touch of pathos that belies the plain meaning of the words. 

The lyrics seem on the surface to articulate a feeling of  resolve not to be taken in or fooled any more, yet the manner in which the resolute harmonies of G Major repeatedly give way in the refrain sections to surprising turns toward the more mournful, disappointed key of e minor would indicate that the hero is not quite so able to follow his own best advice. In "Classical" usage, such deceptive cadences to the relative minor are typically done as a tease, after which things are quickly put right. This song, in contrast, allows this last minute change to hold, making it feel all the more ominous. 

Arrangement

Keyboards show up frequently in the songs on the With The Beatles album, though the piano part is especially prominent in a bottom heavy way on this track, with its solo part played in the unusual baritone range. 

John appears vocally double-tracked throughout and it's a rare track indeed from this early Beatles period in which literally no other backing voice parts are included. 

A resolute rhythmic figure ("bom - pause - b'bom - ching"), reminiscent of There's A Place, pervades much of the song. By no coincidence, There’s A Place turns out to be a yet another song in which a tension between decision and doubt would seem to reign. 

Initial Verse

The lack of an intro is partially compensated for by the way the drums come in at the beginning of the fifth bar of the first verse, making the first half of the initial verse feel like an intro in retrospect.  The tune is heavily pentatonic though not exclusively so; reminiscent of All I've Got To Do.
Verse Variant

The primary difference between the initial verse and this variation of it is in the change of the chord in bar six from I (G Major) to ii (a minor). Even though both verses otherwise have the same length, sub phrasing, and open harmonic ending on V.  This isolated chord change still does make a subtle difference. 

In the initial verse, the appearance of chord I in bar 6 provides a sense of closure, almost as though the verse were really six bars long, with the V chord of the seventh bar being put there specifically to motivate the following verse. This is especially true in the first appearance of the initial verse where the vocal part ends in bar 6, leaving bar 7  as a filler. 

By contrast, chord ii in bar 6 of the verse variant extends the open-ended feeling of chord V that precedes it in bar 5. As a result there is a sense, building all the way through the last three bars of this verse variant, of expectation that is ultimately fulfilled with the arrival of the refrain. 

Refrain

This refrain is unusual in many respects. For starters, it is ten bars long and breaks down into a number of short phrases of varying lengths which lend a free-verse feel to the music that is very typical of John Lennon even in this relatively early period: 

      You're giving me the same old line/I'm wondering why (2 + 2)

      You hurt me then/you're back again                   (1 + 1)

      No, no, no, not a second/time.                       (2 + 2)

Noteworthy is the powerful effect which stems from the fact that the only one of the little phrases which begins emphatically on a downbeat is the one beginning with "No". 

Harmonically, there is a vague restlessness in the chord progression of this section. Not all the chords are articulated clearly by the fuzzy texture of the arrangement.   Also, the bass line moves around (especially in the second half) in a way which further blunts the sense of clear root chord movement.

Curiously, no V chord is used in this refrain. Instead there is a diminished chord on vii, which is not only a very reasonable alternative for the V of the Major key, but is also one of those chords which can also be substituted as the V of the relative minor. In other words, the diminished triads in bars 6 and 8 might be either the vii of G or e depending on how they're considered, and it is this ambiguity which helps smooth over the deceptive cadence and makes it more believable when it happens. 

Outro

The outro consists of a harmonic vamping on the I-vi progression with the vocal part being a medley built out of pentatonic fragments of what had been the tune of the verse sections.  This repeated alternation of I-vi into the fadeout would seem to sum up the underlying mood of the song.



Money

Finishing the album with another John rocker, but, something else was going on just beneath. Critics have debated for years whether this Barrett Strong cover (another Motown song) was indicative of John's love of money or a scathing pre-hippie attack on capitalism. Why does John add the words "I want to be free"?  

KEY E Major 

TIME SIGNATURE 4/4 

FORM Intro -> Verse/Refrain(3X) -> Break -> Verse/Refrain -> Refrain -> One Last Refrain (complete ending) 

COMPOSER Bradford/Gordy 

INFLUENTIAL VERSION Barret Strong (1959) 

This is another song in which (virtually) every section is in 12-bar blues form, but it bears an interesting comparison with Roll Over Beethoven. Here, the 12-bar frame is divided so that only four bars are verse-like exposition with the remaining eight devoted to a raving refrain. The proportions in Roll Over Beethoven are a reversed eight-to-four. The longer refrain section in Money is as much a factor in making it a "screamer" of a song as is the performance of the lead singer. Other examples with which to test this theory, look back to the first album where the verse of Chains corresponds to the Roll Over Beethoven’s 8+4 pattern as well as Boys which matches the 4+8 pattern of Money. 

One additional parallel between Money and Roll Over Beethoven is the way they both have final sections in which the hook-phrase takes over the lyrics completely. 

The Beatles cover presents the intro and solo as an eight-bar compression of the 12-bar frame. The original keeps both those sections at the full twelve bars. The original has only two instead of three verse/refrain pairs before the break. 

The vocal line of this is very blues with lots of juxtaposed Major/minor thirds and flat 7ths and the arrangement features a large amount of antiphonal singing. The Beatles throw a hard edged piano in and John's blistering vocal now single tracked. 

The selection of this particularly rocking number for the final track of the album and the modification of it to include a big-finish complete ending sounds like they were striving hard to repeat the immense success of Twist And Shout on the first album. 

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

