MUSIC IN CONTEXT

Topic 8

The Beatles and the Beach Boys: 

Soundtracks of a Generation

Analyses by Virginia Lakeman

of the Beach Boys songs:
Sloop John B.

God Only Knows

Wouldn’t It Be Nice

Sloop John B
Analysis by Virginia Lakeman

Time Signature & Tempo:-  

Common time – 4/4 
Fast shuffle

Introduction:- at q = 124 approximately,  remaining unchanged throughout.

Keys and Harmony:-

Ab major 

Rate of harmonic change – 

· few chords (Ab, Db, Eb) used with changes no closer than one bar, mostly 2 bars or more of one chord before a change - typical of folk song.

· extended use of the tonic chord eg at the opening Ab for 6 bars.

· some chords used in inversions or with non chord notes in the bass part.

Chord types

· Chord used are all triads in keeping with the folk song character.

Form:-

Introduction – 2 bars
Verse 1 – 16 bars

Refrain – 16 bars 

Verse 2 – 16 bars

Refrain – 16 bars - Voices only for bars 59 – 62 of this section.

Verse 3 – 16 bars

Refrain – shortened – 9 bars.

Instrumentation:-

Lead voice Brian & Mike

Four part vocal support

Rhythm section comprising:-

Guitar – 3 players, including a 12 string solo by Billy Strange recorded 5 months after the recording of the original tracks.

Organ

Piano

String Bass & Fender Bass

Drum kit

Percussion – Glockenspiel 

Flute

Three Saxophone players including on Baritone Saxophone

Roles of each instrument

Lead voice – delivers the text and the main melodic material in a folk song like tone.

Four support voices – 

· supply a rhythmically supporting obligato (with matching lyrics) in the first Refrain for the first 8 bars, ending this section in 3 parts and continuing for a further 8 bars in 3 parts – one above and one below the melody.

· ‘doo dot da doo dot’ adds rhythmic interest to the ending of the first Refrain.

· give a very smooth accompaniment with Oo’s & Ah’s to verse 2 with sustained notes and some interest between the first two phrases. Eg. The descending figure in bar 36 and the tied semibreves across the bar lines. Bars 35,37,39 etc. Further voices are added in the 2nd 8 bar section of this verse.

· in the refrain (bar 51 and following) voices support and answer the phrases throughout with lyrics.

· Only bars 75 – 78 are supported vocally with Aah’s and Oo’s for the otherwise solo verse 3.

· The final Refrain has voices support and answer phrases throughout with lyrics.

Glockenspiel  –  Transpose up an octave to find Concert pitch.

· two bar melodic opening to the song doubled with the flute. 

· 1st Refrain and Verse 2 –ostinato or riff – featuring a repeated syncopated rhythm slightly different from the flute part – flute and glockenspiel are working together – pitch changing with the chord changes – rhythm is fairly constant throughout.

· resting during the a capella section bars 59 – 62 and for much of verse 3, returning for bars 75 – 79 and from the 2 bars lead into the final Refrain to the end.
Flute – 

· two bar melodic opening to the song doubled with the Glockenspiel. 

· 1st Refrain and Verse 2 – two part ostinato or riff – (double tracked by one player) – pitch changing with the chord changes – rhythm constant throughout.

· 2nd Refrain - the opening 2 bar flute melody is extended to 4 bars and repeated twice, resting during the a capella section bars 59 – 62.
Baritone Saxophone – Transpose down an octave and a 6th to find concert pitch 

· The Bari Saxophone supplies a bass line beginning at Verse 2 in crotchets on counts 1, 3 & 4 with slightly more rhythmic interest from 41 – 48 and 57 – 58. For the final Refrain and its 2 bar intro the Bari Saxophone supplies the quaver pulses.

· Its function is both rhythmic (keeping the beat/pulse) and harmonic with mainly root notes of chords.

· The Bari Saxophone is not heard at the opening of Verse 3, joining with the vocal ‘Ah’s 75 – 78, resting for two bars then works in quavers with the Bass Guitar to the end.

Guitars – 

· Rhythm guitar - mainly keeping time with crotchet beats, though on the back quaver pulses at 75 – 78 and on every quaver pulse from 81 to the end. Not heard in the a capella section, nor the bars 79 – 80. (except the 1st beat of 79)

· Guitar 2 – finger picking quaver arpeggio figures following the chord changes. Silent for the a capella section.

· Guitar 3 – follows the chord changes with a slightly syncopated riff involving chord notes and one neighbour note (or auxiliary note) usually. The pattern varies a little. Silent for the a capella section.

Organ – 

· Similar to the Rhythm guitar.

Bass Guitar – 

· Using ‘drop D’ tuning. (Lowest string tuned down from low E to low D.)

· Enters with the upbeat to bar 7.

· There are some melodic elements eg bars 7 & 8, but mainly the bass guitar works with the Rhythm Guitar, Bari Saxophone and drums to keep time.

· Range – low Eb to Ab on the 5th (top) line of Bass Clef. 

Drum Kit – 

· Drum kit begins with a simple groove appropriate to the folk style, involving only the bass drum and hi hat (closing with the foot.) alternating to sound every quaver pulse. 

· A two bar fill mainly featuring cymbals and bass drum is heard leading into the first refrain.

· The snare is heard on beat 1 during the first Refrain - appropriate to the folk style, with a continuation of the bass drum & hi hat alternation of quavers.

· Verse 2 uses a more Rock like groove with the snare on 2 and 4. 

Textures:-

Introduction – Monophonic (Flute and Glockenspiel melody – drum giving rhythmic support only.)

Verse 1 – Accompanied melody. The accompaniment is largely ‘Riff’ based.

Refrain – Accompanied melody (Riff based) with homophonic vocals. 

Verse 2 – counterpoint between lead and supporting vocals, riff based accompaniment. 

Refrain – Vocal counterpoint, mostly ‘call and response’ or imitation style with the riff based accompaniment ceasing for bars 59 – 62 for the highly contrapuntal a capella section.

Verse 3 – mostly accompanied melody. Note the ‘counter line’ bars 75 – 78 with its busier riff based accompaniment.

Refrain – similar to the first 9 bars of the previous Refrain. 

Rhythm:-

Straight quavers

Steady pulse

Syncopation 

opening bar of verse 1:-  ( q  ( q  q
with notes beginning on weak beats and being held over to strong beats eg bar 5, 7, 8 in the vocal melody.

Guitar 3 riff has a tie from the ‘and’ of 2 to count 3 – Bar 3 and following

Semiquavers are used in the lead vocal line to decorate endings of phrases eg. Bar 52 & 54 in the 2nd refrain.

Vocal lines:-

· Most vocal entries in the verses begin on a weak beat. 

· Phrase 1 bar 2 the ‘and’ of beat 4.

· Phrase 3 bar 6 beat 4.

· Phrase 4 bar 10 the ‘and’ of beat 2

· Phrase 5 bar 12 beat 2.

· Entries in the Refrain 

· Beginning on beat 1 for phrases 2 & 3 with variously placed entries for the phrases in the 2nd half.

· The vocal lines use more folk like rhythms with some following of some of the rhythms of speech. 

· Some rhythmic elements such as the rhythm of bar 5 are repeated see bar 8. Similarly the rhythm of bar 10 is only slightly varied for bars 12 & 16.

· Long notes are a feature of the vocal counter lines.

Melodic features of the Vocal lead:-

Short phrases of between 1 and 3 bars. 

Mostly step wise movement with leaps between the first 2 notes of a phrase mainly. This type of melodic movement of mostly steps is typical of folk songs.

The melody of the verses and refrain are similar, mostly only the rhythm has been changed.
God Only Knows
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Time Signature & Tempo:-  

Common time – 4/4 
Fast shuffle

Introduction:- at q = 116 approximately,  remaining unchanged throughout.

A shuffle feel has ee played as a triplet, effectively Kqe.

Keys and Harmony:-

A major with hints of E major, the Dominant key, through ii - V7 – I progressions in E Major bars 11- 13 and 23 – 25. Refrain prior to Verse 3 is in D.

Rate of harmonic change – 

· mostly one chord per bar.

· transition between the 2nd refrain and the Bridge has chords on most quavers with three note chords descending in parallel against a contrary motion bass from the Bari Saxophone and Bass.

Chord types

· Chord used are mainly triads with the occasional 7 and 6 for example the B.6 in bar 10 – F#.7 and B7 of bars 7 and 12 respectively. 

· The Cdim of bar 14 is behaving like viiº7 of E major. It could be thought of as D#º7 since the D# is introduced on beat 2 of that bar, thus allowing the hint of E major to continue until the return to A major for the refrain.

Form:-

Introduction – 8 bars
Verse 1 – 8 bars

Refrain – 4 bars (3 bars vocal plus 1 bar transition or lead in to the next verse)

Verse 2 – 8 bars

Refrain – 3 bars 

Instrumental – 4 bars
Bridge  – 8 bars – featuring scat singing – ‘do’ ‘ea-pa-ba’ etc. Voices as instruments.

Refrain – 3 bars – up a 4th into D.

Verse 3 – 8 bars

Refrain – Extended - 4 bars followed by 8 bars contrapuntal section based on the 

refrain, ending with 4 bars - repeat and fade four times.

Instrumentation:-

Lead voice Carl

Four part vocal support

Rhythm section comprising:-

Accordion

Guitar

Organ

Harpsichord/Piano

Electric Bass/Upright Bass

Drum kit

Flute

Clarinet & Bass Clarinet

Four Saxophones including a Baritone Saxophone

French Horn

Percussion – Sleigh Bells, Tambourine, Temple Blocks

Roles of each instrument

Lead voice – delivers the text and the main melodic material in a beautiful tone.

Four support voices – 

· supply counter melodies in both the bridge and the extended final Refrain.

· give an instrumental solo feature with scat syllables in the Bridge section 

Flute – 

· One bar lead into the 1st verse, using the lowest register – slightly syncopated – doubling the keyboard treble, ascending figure - C# C# D# E, making parallel 6th with the bass, keyboard bass and horn.

· Used in the top of the 2nd register from the join between the Refrain and Bridge to the end of the Bridge. During the Bridge the flutes are keeping time by playing detached notes on every crotchet beat in octaves.

· Towards the end of Verse 3 the flutes sound a decorative triplet quaver figure at the ends of the last two phrases.

· During the Refrain after Verse 3 there is a use of the opening horn figure from bars 2 – 3 an octave higher than the original.
Clarinet/Bass Clarinet – Transpose down a Tone/ octave and a tone respectively to find concert pitch.

· First used in the join between the Refrain and Bridge. Used for the middle notes in the descending chords.

· Used to double the flute line an octave lower during the Refrain after Verse 3 with the opening horn figure from bars 2 – 3.
Baritone Saxophone – Transpose down an octave and a 6th to find concert pitch 

· Links the first refrain to verse 2 with a one bar rising figure that features syncopation.

· Supplying the bass, working in contrary motion to the upper parts in the four bars between the Refrain and the Bridge.

Horn in F – Transpose down a 5th to find concert pitch.

· Opening melodic rising figure using some chromatic non chord notes - played twice in the introduction.

· In the section between the Refrain and the Bridge the horn takes the lowest of the 3 upper voices in the descending chordal line.

· The final horn entry is in the repeated 4 bar conclusion and is based on the opening 3 bars. The final bar of this section use the 3rd and 5th of the E chord.
Rhythm Guitar – mainly keeping the crotchet pulse with occasional bars rests and some slight variation mostly in the extended final refrain where it doubles the piano with the triplet figure on beats 2 in alternate bars.

Harpsichord/Piano – 

· Mostly playing chords and keeping time by playing on the crotchet beats.

· Short decorative functions at bars 8 & 20 with a one bar slightly syncopated ascending figure and 66, 68 & 70 with quaver triplets on beat 2.

· From Verse 3 the left hand of the piano is doubling the bass guitar groove as notated below. 

· The piano is silent for 5 bars at the opening of the final contrapuntal section.

Bass Guitar – begins with an upbeat to bar 5. Mostly the Bass is supplying the ‘groove’ of effectively q( ( ( though correctly grouped as q( ((q( (    Movement by steps feature more frequently than leaps, making for a smooth sounding bass line which is effective for this lyrical song. Note the chromatic line bars 13 – 18.

Drum Kit – 

· Drum kit grooves only feature in the 4 bars between the refrain and the bridge and in the final contrapuntal section of the extended final refrain. The first has short semiquaver ‘fills’ on beat 1 in the 2nd and 4th bars of this section. The second (final extended refrain) has triplet quaver ‘fills’ on beat 4 of every 2nd bar.

· In other sections, though not throughout the song, the kit player seems to be doubling the rhythm of the temple blocks on the small tom toms.

Percussion – 
· Sleigh Bells – keep time in crotchet beats throughout except where the drum kit is used.

· Tambourine – supply the back beat on 2 and 4 beginning in the Bridge and continuing until the final refrain, joining again during the last 4 repeated bars.

· Temple Blocks – rhythmic ostinato using 3 different blocks. Not used in the join between the Refrain and Bridge. Altered, not rhythmically, but in which block is used in the final extended Refrain – high to low across the temple blocks in the final section.
Strings – 

· Begin in 4 parts under verse 2 with sustained semibreves and minims, continuing through the following Refrain.

· Strings omit the instrumental section between the Refrain and Bridge.

· Strings continue with sustained chords in 4 part harmony from the beginning of the Bridge to the end of the song.

Accordion – 

· Sustained chords are used in the opening – bars 1 - 7. These are not as sustained as those of the strings later, but do serve the same purposes, harmonic and textural. 

· Next used from the refrain prior to verse 3, adding more substance to the sound.

· To allow clarity for the contrapuntal entries bars 59 - 66 the accordion is silent.

Textures:-

Introduction – Accompanied melody (horn melody)

Verse 1 – Accompanied melody (vocal melody)

Refrain – Accompanied melody

Verse 2 – Accompanied melody

Refrain – Accompanied melody 

Instrumental – Homophonic – instrumental lines move in rhythm with each other though with different pitches.

Bridge  – Contrapuntal – melody against melody

Refrain – Accompanied melody

Verse 3 – Accompanied melody

Final Extended Refrain – Contrapuntal

Rhythm:-

Shuffle feel – see above

Steady pulse

Syncopation 

with notes beginning on weak beats and being held over to strong beats eg bar 8 and throughout the vocal melody bar 9, 10, 12 etc.

 Triplets – quaver triplets in line with the shuffle feel – flute bars 52 & 54.66, 68 & 70 Piano bars& crotchet triplets mainly in the vocal lines eg bars 13 & 15 verse 1 and the refrain bars 18 &19 and throughout.

Vocal lines:-

· Most vocal entries begin on a weak beat. 

· Phrase 1 bar 9 beat 3

· Phrase 2 bar 11 the and of beat 2

· Phrase 4 bar 13 the last crotchet triplet across beats 1 & 2.

· Entries in the bridge vary more than the verses – for example 

· Beat 4 bar 36

· The ‘and’ of count 1 in bar 38

· Beat 2 bar39 

· The ‘and’ of count 3 in bar 40

· The vocal lines follow the natural rhythms of speech. 

· Some rhythmic elements such as the rhythm of bar 10 are loosely repeated for example in bar 12 & 16.

· The use of crotchet triplets and syncopation gives the vocal part its freedom and its speech like quality.

Melodic features:-

Clear phrases of around 2 bars. The refrain is almost a 3 bar phrase.

A mixture of step wise movement and leaps. 

The verse melody features:-

Steps then leaps mainly leaps of a 4th, 3rd or 6th.

Bar 12 is similar in pitch directions to bar 16.

The beginning pitches of phrases 3 & 4 (bars 13 & 15) are the same.

There is a mixture of chord and non chord notes used in the melodic lines for example:-

· The 1st vocal phrase begins on the root note of the chord and is followed by a neighbour (or auxiliary) note, the C#.

· Bar 10 begins with an accented passing note the C# passing between the D and B – the new root note of the chord.

· The D# of bars 13 & 15 is a chromatic neighbour (or auxiliary) note, defining the E major modulation. The D# in bar 16 is a passing note between the chord notes of C# and E.

The bridge features instrumental like techniques such as glissando (or slides) between pitches particularly in the 2nd voice. Spoken ‘Huh’ or ‘uh’ are found as rhythmic features in the 3rd vocal line.
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Time Signature & Tempo:-  

Common time – 4/4 
Fast shuffle
Introduction:- at q = 120 approximately, 
Verse:- at q = 126, that is slightly faster until the 
rit. (ritenuto - immediately slower) two bars before ‘You know, it seems the more we talk about it’ which slows to approx. q = 100. 
An accel. (accelerando – gradually faster) towards the end of this section leads to an A tempo (return to the speed or tempo of the verse.). The following Tag (the repeated section with the fade) is approximately q = 126.
A shuffle feel has ee played as a triplet, effectively Kqe.

Keys and Harmony:-

Guitar introduction:- Plucked – sounding harp like. Ambiguous tonality using A, F#m7, Bm7/A, D. The chord sequence is repeated with the D replaced with the dominant of F, a C major chord

The opening vocal melody settles in F major.

‘You know it’s gonna make it that much better’ begins with Dm, then a surprise shift up a semitone to Eb/F to colour the climax, and allow the repeated scale melody. This shift is like a modal v to VI (5min – 6maj) implying G minor.
Bridge:- Shifts to D major

‘Oh wouldn’t it be nice’ returns to F major.
Note the use of the 2m, 5, 1 (ii, V, I) cadence to end and to lead into sections eg the ending of the 1st ‘Pre Title’ section into the beginning of verse 2..
Form:-
4 bar plucked guitar introduction
Verse 1 Begins with an upbeat 2 ½ beats. 8 bars then a ‘Pre Title’ No 1 of 6 bars

Verse 2 Similarly beginning with a 2 ½ beats. 8 bars then the ‘Pre Title’ No 2 of 6 bars finally ending with the song title. ‘Oh wouldn’t it be nice,’ rounding out the 6 bars to 8 bars.

Bridge – 12 bars also ending with ‘Oh wouldn’t it be nice,’ then a 6 bar instrumental with scatt vocals.

‘Pre Title’ No 3 is 7 bars long with the 8th allowing the 2 ½ beat up beat into a 2 bar extension. 

Tag – 4 bars - repeat and fade.

Instrumentation:-
Lead voice

Four part vocal support

Rhythm section comprising:-

Accordion

Guitar

Organ

Piano

Electric Bass

Drum kit

Timpani

Alto Saxophone

Baritone Saxophone

Roles of each instrument

Lead voice – delivers the text and the main melodic material

Four support voices – 

supply harmonic support for the lead voice, 

strengthen the melodic line by doubling it in places, 

add rhythmic interest, either supporting the melody or as a ‘dead spot fill’ at the lines ‘Run run
answers in imitation lines from ‘Oh we could be married’

acts as an instrumental solo feature with scatt syllables in the instrumental section prior to the final ‘Pre Title’ section, doubling the Alto saxophone. 

Guitar using picking – Introduction and Bridge – supplies a steady quaver pulse and harmonic changes. Its tone colour contrasts with the rhythm section instruments and voices. Set in the treble range only.
Timpani – use limited to the ends of sections to drive to the new section or between phrases as in the Tag. Tuned to F (tonic = 1), C (dominant = 5) & G (supertonic = 2) 
Alto Saxophone – minimal use

One melodic fill doubled by the accordion prior to the Bridge.
Doubling the vocal scatt

Setting up and supporting the final lead vocal pattern for the Tag

Baritone Saxophone – minimal use
Semibreve lines following the harmonic changes, mostly the bass line.

Not used when the Alto is playing. 

Rhythm Guitar and Organ are mostly used to maintain the shuffle quaver feel.

Piano – Used only in the first two ‘Pre Title’ sections and the final Tag to sound the crotchet beats.

Bass Guitar – varies from a crotchet walking line in the opening verse to a rhythmic support for the shuffle feel.
Drum Kit – 

Silent in the intro, the accordion/Alto Saxophone melodic fill, and the 3rd ‘Pre Title’ section.

Varies between setting the shuffle groove in the verse to supporting the crotchet pulse in the 1st & 2nd ‘Pre Title’ section and the Bridge.

Textures:-

Introduction:- Thin
Verse 1 – accompanied melody (monody)
Verse 2 – similar to verse 1 though thicker scoring due to the addition of all voices.

Counter melody found only in the section beginning ‘Oh we could be married.’ And the final Tag. Texture here could be called:- Polyphonic, featuring Counterpoint, or Contrapuntal.
Rhythm:-

Shuffle feel – see above

Syncopation 
with notes beginning on weak beats and being held over to strong beats – Verse 1

 vocal chords beginning on weak beats, particularly in Verse 2.
Triplets – quaver triplets in line with the shuffle feel & one crotchet triplet.

Most vocal entries begin on a weak beat.

Melodic features:-

Clear 2 and 4 bar phrases.

A mixture of step wise movement and leaps. 

The verse melody features:-

Steps then leaps mainly upwards leaps of a 4th.

The first 4 bars is repeated.

The ‘Pre Title’ melody features an ascending scale – almost F major (the G is omitted)
First ending features syncopation and a downward leap of a 6th to finally resolve on the Dominant, C.
Second ending features a high sustained note C (sung in clear falsetto) followed by a cadential extension to make this phrase 3 bars.
In the 2nd ‘Pre Title’ section the ending of this is extended to include ‘Oh wouldn’t it be nice’ and the Alto Saxophone/Accordion melodic fill.

Bridge melody contrasts with the material used so far as expected. Features:-

Arpeggio leaps F# to A 

Appoggiatura the E in the first bar moving to the D over the D major chord.

Repeated notes in a descending scale. C#C# BB AA GG to F# 

Decorative return to the F# to end the first phrase, using a neighbour note (B) and a passing note (G).
Exact repeat for the 2nd phrase. Phrases 3 bars with a rhythmic sung fill between phrase 1 and 2.

Counterpoint section uses leaps in the lead voice and more step-wise motion in the answering voices, both sustain their final note over the movement in the other voice.

Instrumental melody uses a 2 bar repeated pattern that has some syncopation, step-wise movement and leaps.

