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YELLOW SUBMARINE





      First Released 17/1/1969

This album is the weakest by the Beatles regarding their input.  They showed a lack of concern  for the material that was being released and it shows.  The album is a soundtrack for the Beatles fourth movie, although this one is much  different as the Beatles themselves play no role in the movie.  This movie is a cartoon made for adults and children alike and the Beatles do not  even do their own voices.  The loss of  control or input is also  evident on the album as only six of the thirteen songs are their own.  To  make this proportion even  more slight, 2 of them have been previously released. The title track was already released on Revolver and All You Need is Love was released on the previous  record, Magical Mystery  Tour.


George overshadows John and Paul as two of the four new releases are his songs; Only a Northern Song and It's All Too Much are his on the album. The first song is a humorous dig at John and Paul's publishing company, Northern Songs.  George Martin writes the remaining 7 songs in a classical style.


Only A Northern Song 

KEY
A Major

TIME SIGNATURE
2/4

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

            Verse (Instrumental) -> Refrain

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

Style and Form

Contrary to some misinformation in Beatles studies, this was not thrown together before the Yellow Submarine film was due. Rather, it was put together during the earlier Pepper sessions, sandwiched between A Day in the Life and Mr. Kite.  The form is a hybrid, with pop-like doubled up verses at the start and a folk-like persistent repetition of the refrain. 

Melody and Harmony

The tune moves primarily step-wise within a limited range  The harmony, by contrast, with its erratic pace of change and sudden changes in direction, seems restless but in tune with another dimension of the lyrics. 

Arrangement

The track features organ, bass guitar, and drum kit, onto which is overlaid a stylized "noise (or interference) track" that contains the sounds of trumpets, metallic and broken glass-like percussion, and piano. 

In typical Beatles layering style, the noise track is first introduced at the end of the first verse, though it runs continuously from there to the end of the track, mixed up or down as the mood suits. Even in the first verse, the organ part finds its own subtle way to anticipate the noise that is to come. 

In general, the volume of the noise track is turned down at the beginning of sections and up at their endings. Exceptions to this are the instrumental middle verse, the partially instrumental 3rd refrain, and the outro, in which the volume level is kept high throughout. 

Intro

The intro sounds more random and out of tempo than it is because of the lack of clear drumbeat until the last couple of bars.  Harmonically, the second half introduces, over an E pedal point, the chord progression that accompanies the title phrase of the song.  The home key is converged upon from the leading-note: 
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Verse

The verse is 19 bars long. It starts off with two related phrases (AA') over the static harmony of the first eight bars. But just where an expected third phrase would be, there is a pause in the tune. And the final line of the section changes harmony a bar ahead of where it would be expected; after 3, instead of 4 bars. 
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The chord change in the last line adds a little contrast to what is a long, slow passage in terms of harmonic rhythm. 

The harmonic shape of this section slowly opens to V, but then pulls back to IV. 

Bridge

The bridge is 15 bars long, and continues the uneven phrasing pattern established in the verse. This time there are three phrases filling out 4, 6, and 5 bars respectively. The third phrase opens with a single bar of ¾.
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The harmony modulates to the key of b minor (ii). It settles in b minor only to switch back forcibly to the home key, ending the section on V.

In contrast to the slow harmonic rhythm of the verse, the chord changes here tend toward every, or every other bar. 

What helps the modulation in the first phrase work is the appearance of the note 'B' as a common pitch in all four chords. 

Outro

The outro features material very similar to what is heard in the earlier instrumental verse, and form-wise, it fills out a complete verse and refrain, ending with a final verse that fades out completely before reaching its midpoint. 

The noise track is mixed so far forward in the outro that it is difficult to recognize the  backing track. 



All Together Now

KEY
G Major

TIME SIGNATURE
4/4

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

            Verse -> Refrain -> Refrain ->

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

Style and Form

This song presents a casual balance between its childlike core values and sophisticated details to maintain the interest of the grown ups such as syncopation, uneven phrasing, surprising wordplay, and an unpredictable form. 

The form defies easy classification. The first part is standard, with two verses followed by a bridge and refrain. The verse followed by two refrains (and no intervening bridge), then a bridge (with no preceding verse) followed by three refrains in a row is unusual.

Melody and Harmony

The tune stays in a small range and is set syllabically like a patter song. The talk effect extends to the half-sung antiphonal parts for backing vocals in the bridge and refrain sections. The harmony is I, IV, V. 

Arrangement

The outlines of the arrangement are carefully choreographed with only the superficial of special effects left to chance: 

Intro: Acoustic guitar 

Verse 1: Add single tracked Paul

Verse 2: Add a ukulele or mandolin 

Bridge: Add bass, drums, and backing Beatles; drop Paul 

Refrain 1: Add fuller "chorus," harmonica, and percussion/bells 

Verse 3: Full instrumental backing, restore Paul vocal solo 

Refrain 2,3: This time add "honkers" 

Bridge: Same as before 

Refrain 4,5: Add handclaps in #5 

Outro: Honker on the end 

Intro

The intro provides 8 bars of chord I preceded by a two beat syncopated pickup: 

            3  4 1 2 3 4 ...

            F# G|G
|...
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 I

The F# chord is an appoggiatura. The effect is reminiscent of the opening of The Night Before.
Verse

The verse is a straightforward eight bars, closed in harmonic shape, and uses two chords: 
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The syncopation at the end of bar 6 breaks up the monotony and is synchronized with the apex of the tune. Even when dealing with a melodic range of four notes, Paul still creates something that has an arch-like shape. 

Bridge

The bridge is an asymmetrical ten bars long. The melodic shape is upward, the final phrase of which is extended two extra bars: 
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All three chords appear now, and the harmonic shape of the section is open at both ends; starting on IV and ending with the melodic climax on V. The final vocal phrase (in bar 8) is syncopated in another effort to avoid tedium. 

Refrain

The refrain is a four-square eight bars long, using two chords, and a closed harmonic shape. Again the tune is an arch shape in spite of its narrow range. 

        |G
|-
|-
|-
|

         I

        |D
|-
|G
|-
|

         V

 I

Outro

The ending is the three-times-repeat device much favoured by the Beatles. With the tempo picking up speed, what starts off as an unusual third consecutive repeat of the refrain is modified in the fifth bar to provide a complete ending with a V - I finish. 
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The harmonic rhythm slows down despite the otherwise hurtling backbeat. 



Hey Bulldog

KEY
C Major/minor

TIME SIGNATURE
4/4

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

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

                Outro (fadeout)

Style and Form

This is the most substantive and significant of the four new songs recorded for the Yellow Submarine film. Nowadays the song enjoys a cult-like popularity and high regard amplified and enhanced by the song's cut from the film, and relegated to the middle of a single-song-sided album. 

The formal outline is the Two Bridge model with a pair of middle verses, one of which is instrumental. But there also are some other innovations: 

1.
The bridge is closer in style to a refrain. 

2.
The second refrain proceeds directly into an extended outro without a final verse. 

3.
The introductory riff reappears at the end of the refrain section, becoming further developed in the outro, and even influencing the tune of the refrain. 

4
The title phrase doesn't appear until the outro.

The first lines of the verse and guitar solo switch around the choice of resting on the downbeat versus the syncopated hit on "2:" 

    |1         &       2       &       3       &       4       &       

     < rest >  Sheep   DOG

     STANDing  in the  rain

     DA -  da- da- da  dah

     da- da- da  DAH

The refrain opens with a 3 x repeat of the same phrase, sung differently each time to climactic effect. Significant details include the large number of syllables syncopated on either the quaver or semi quaver part of a beat, the fact that repeats 2 and 3 are in identical rhythm but start off in a different half of the bar, and the way that the contrasting final phrase starts off with even quavers: 

    |1         &       2       &       3       &       4       &       

    |You       can     -       talk    -       -       to      me      

    |-         -       -       -       You can -  talk -       to   me 

    |-         -       -       -       -       -       -       -       

    |You  can  -  talk -       to  me  -       -       If      you're  

    |Lone-     ley     you     can     talk    -       to      me      

The opening riff features alternating offbeat syncopations in close proximity to each other

Melody and Harmony

The home key mode shifts repeatedly: minor for the intro, outro, and refrains, and Mixolydian-Major for the verses. The blues prevails above all throughout the song.  Even the Major mode verses include flat 3rds and 7ths. 

This sends the chords of the song toward the flat side of the circle of fifths, with a naturally occurring flat-VII chord and the v appearing unusually as a minor chord. 

The refrain features a rising chromatic line in one of the inner voices used earlier by John most conspicuously in Glass Onion. 

Arrangement

The backing track includes piano, bass, drums, and lead guitar. The incessant quaver note piano chords and the bass line are critical factors. 

The final mix features an elaborate use of stereo:

1.
The bass part appears to be split between the two tracks, as well as the lead guitar ostinato riff. But most everything else seems isolated to one side or the other. 

2.
The left channel features piano and drum kit with just a scattering of guitar licks. John's solo lead vocal appears only for the refrains. Here, too, is the stray "yeah" in the third verse. 

3.
The right channel features a two-part vocal for the verses sung by John and Paul in surprisingly out of tune counterpoint. A heavily echoed drum track shows up for the refrains. 

4.
The outro sustains the pattern with the left channel isolated to the backing track and all the barking and chatter isolated to the right. 

Intro

The intro provides the classic-Beatles three-paired exposition of a catchy ostinato/riff figure, with staggered entrances of the backing instruments. 

The riff itself is an AA' pattern in which the two-step chromatic rise of the A figure is mirrored by a symmetrical descent in A'. 

Verse

The verse is a four-square 8 bars long with a phrasing pattern of AABB': 
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Refrain

Here, the mode switches to minor. 

        |G    Ab   |A nat. Bb  |C    Db   |D nat. Eb  |...          |

        |c         |-          |f         |-          |c     f      |

         i                      iv                     i     iv

        |c         |-          |-         |-          |

         i

The dramatic vocal part is amplified by the lengthening of the first phrase to an uneven 5 bars, and the slowdown of the harmonic rhythm.

Outro

This extended outro exploits ideas and material already presented.  The ostinato is now used over a chord change; the random studio chat barely heard during the guitar solo now becomes more prominent; and the title phrase is finally in evidence.

The ostinato figure gets through a full 12 iterations before the final fadeout:

        |C

|g

|...

         I

 v

This is another one of the short list of Beatles double fadeouts on record. In this case, the first fadeout is interrupted and the sound shifted up to full volume during repeat  number 8, in response to John having teased "the bulldog" into one particular bark. 



It's All Too Much 

KEY
G Major

TIME SIGNATURE
4/4

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

FORM
Intro -> Verse -> Refrain ->

            Refrain (guitar instrumental) ->

                Refrain (trumpet instrumental) ->

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

Style and Form

George's combination in this song of an harmonic drone with a modal-like tune, pop-rock backbeat, and extended improvisatory intro/outro results in an Indian/Western fusion that is ingenious. 

The verse and refrain sections are hard to tell apart. Both sections are eight bars long with a 4+4, AA' phrasing structure, and are performed over a bass line drone over which virtually no harmonic motion takes place. 

Melody and Harmony

The tune places emphasis on scale steps 2 (A) and 7 (F#), while avoiding 4 (C).  The only harmonic deviation from the G Major chord appears in the refrain phrase. 

Arrangement

The backing track of organ, drums, and lead guitar is supplemented by trumpets and a bass clarinet. The trumpet entrance is delayed until the second instrumental break, and then bringing it back for the final refrains, and for selected parts of the outro. 

George is double tracked on lead vocal, backed by John and Paul in the refrains and outro. 

Intro

The song starts with a long two-phase intro that lasts longer than a minute.  The first phase is 16 seconds long, and kicks off with "To your mother", and a high-pitched G Major chord followed by noisy feedback. 

The second phase is built on one phrase worth of refrain (plus a single "spacer" bar) scored for organ without other backing instruments or percussion. One full instrumental refrain with lead guitar, bass and percussion in the form of drum kit and handclaps; the latter recorded with a surreal wide stereo effect.  One more full refrain, this time with George singing the title phrase, starting off in the pickup to the second bar of each phrase.  There is one more spacer bar just before the first verse starts. 

Verse

A straightforward eight bar section with AA' parallel phrasing and a plain chord I. 

Refrain

Another eight bar section with AA' parallel phrasing: 

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

        tune
|E   D
|D   B
|E   DBAG|B
|

        middle  |C   B
|A   B
|C   B   |-
|

        bass
|G
|-
|-
 |-
|

                 I

One bar spacers are added at the end of refrains that are immediately followed by a verse section; i.e. the first refrain and the trumpet break. 

Outro

The outro is around 2:45 to balance with the intro. This outro is longer than a number of complete Beatles songs. 

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

