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To the memories of John and George


I do not know what I may appear to the world, but to myself I seem to have been only a boy playing on the seashore, and diverting myself in now and then finding a smoother pebble or a prettier shell than ordinary. Whilst the great ocean of truth lay all undiscovered before me.


—Isaac Newton


For those who are awake the cosmos is one.


—Heraclitus


STEPHEN J. SPIGNESI


• • •


To the memories of my mother Catherine and grandmother Sophie


When I find myself in times of trouble, mother Catherine comes to me…


MICHAEL LEWIS





One, two, three, FOUR!
Dear Sir or Madam, Won’t You Read Our Book?


“Guitar groups are on their way out, Mr. Epstein.”


—Dick Rowe Decca Records


“‘Strawberry Fields Forever’ and ‘Penny Lane’ are what I always imagined when I made a vow with John Lennon to make Liverpool famous, to promote our own experiences and environment.”


—Bill Harry


“The importance of the Beatles cannot be overstated.”


—Paul Evans
The Rolling Stone Album Guide
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Ask a Beatles fan which of the Beatles 206 songs are his or her favorites and the answer will probably be, “All of them!”


Here, There and Everywhere: The 100 Best Beatles Songs is, admittedly, an unusual addition to the library of books about the Beatles, but it is a book that we passionately believe in, and one that we greatly enjoyed writing. Yes, fellow Beatlefans, with boldness and unabashed love for the Fabs, we rank the 100 best Beatles songs. But what is “best” anyway, right? The American Heritage Dictionary defines “best” as “surpassing all others in excellence, achievement, or quality; most excellent,” and we kept those standards in mind as we were selecting, evaluating, and ranking the songs.


That question begs another question, however: What is excellence in art, perhaps the most subjective of all human endeavors? Have you ever seen a painting that consisted of nothing but a yellow canvas, but which art “critics” described as brilliant? Have you ever heard a popular song that you thought was trite, boring, repetitive, and unoriginal, yet it was Number One on the charts and selling by the boatload? Have you ever sat through a movie that was so slow, so depressing, and so mind-numbing that you trudged from the theater seriously thinking about what color stationery you should use for your suicide note—while the rave reviews for the flick echoed through your addled brain?


Art is subjective on two levels: excellence and popularity. Great art is not always the most popular art. And the most popular art is not always the artist’s finest work.


This brings us to a discussion of the criteria we used for ranking the 100 best Beatles songs, and the process of culling down to 100 the 206 Beatles songs on our master list.


If a song was written by a Beatle and it appeared on a Beatles record, it became part of the master list. We did not include covers, since, even at their best (“Twist and Shout,” “Please Mr. Postman,” “Money,” etc.), these tracks were the Beatles rocking out with somebody else’s song.) Also, there are a couple of songs on the Master List that are better known as solo Beatles songs, specifically Paul’s “Junk” and George’s “All Things Must Pass.” Yes, they first appeared in final form on Paul and George solo album, but since they were written when the Beatles were together, and since they were originally considered for inclusion on a Beatles album, and since they did, ultimately, appear on a Beatles album (Anthology), we went ahead and included them on the list. (Neither made the top 100 here, though. However, they do make the top 100 in another book we’d like to write, John, Paul, George & Ringo: The 100 Best Beatles Solo Songs.)


To start with, each of us reviewed the master list of 206 and picked the ones we felt definitely deserved inclusion in the top 100. We each came up with close to 150 songs. Next, we created a list of the songs common to both our lists. This totaled around 125 songs. Then we started cutting. We each cut separately and then compared our lists. Eventually, we had a master list of what we both agreed were the 100 best songs.


Our first pass at a Number One included “Strawberry Fields Forever,” “A Day In The Life,” “Let It Be,” “Hey Jude,” “Yesterday,” and “All You Need Is Love.” We both quickly agreed that it should be either “Strawberry Fields Forever” or “A Day In The Life,” and we ultimately decided on “A Day In The Life,” with “Strawberry Fields” taking the Number Two spot. “A Day In The Life,” the definitive Lennon/McCartney collaboration, emerged as the obvious choice. We then worked on the remainder of the top 10, which was actually pretty easy since we had already selected several of the Beatles’ all-time best songs.


The remaining 90 songs were much more difficult to rank. (We’re still arguing about “Martha My Dear” being, at once, both too high and too low!) The first thing we did was come up with a “recipe” of the elements that made up a Beatles recording. This resulted in four artistic criteria:


1. Songwriting: The further away the song moved from rock’s classic (and, truth be told, by now, cliched) three-chord progression (I-IV-V), the higher this rating.


2. Musicianship: This covered the Fabs’ performance on a given track, both individually and as a group, and included both the playing of the instruments and the quality of the vocals and harmonies.


3. Production: we evaluated the use of groundbreaking studio techniques on the track and ranked the song higher if the Fabs and George Martin pushed the technological envelope for the time in which the song was recorded.


4. Lyrics: The closer the words were to pure poetry, the higher this rating. Evocative imagery, poignant themes, and meaningful messages all factored into our evaluation of the lyrics.


We hope that our research, our attention to detail, and our explanations as to why we put a song where we did will entertain and enlighten you. We want you to have fun with this book, and possibly learn something new about the Beatles’ music.


We have both been listening to, studying, and writing about the Beatles for years, and yet we still learned a lot about their music while researching and writing this book. In acknowledgment of the dilemma of liking a Beatles song but not considering it one of their best, we do include a “fans’ favorites” poll at the back. We asked dozens of people—serious and casual Fab fans—for their five favorites. Eventually we had a list of the songs the fans we talked to like the best.




Five Things We Want You To Know About How We Compiled This Ranking


1. We wish not to offend, we wish not to blaspheme.


2. The absence of a song from this list in no way demeans it or suggests that it is not a great song. The concept of the book from the get-go was 100 songs so there were a limited number of slots available.


3. Picking the 100 best Beatles songs was a ridiculously difficult task. We were re-evaluating and rearranging songs up until we turned in the final pages of the manuscript, even to the point of nudging a song only a couple of notches up or down. The 106 songs that did not make the list are an extraordinary collection of musical brilliance. That said, you can imagine how we feel about the top 100!


4. We consistently tried to look at each Beatles song as an individual work of art and then evaluate it based on the lyrics, music, production, performances, and overall mojo.


5. Once again, for purposes of this book, and because we’re obsessive-compulsive, hardcore completists, we followed one specific rule regarding the eligibility of a song. If it was written by a Beatle and it appeared on a Beatles album, then it was a candidate for the top 100.


We hope you enjoy our magical mystery trip through the Beatles octopus’s garden of songs. And if you come together with anything at all from this book, it should be one simple thing: all you need is love.


Stephen Spignesi
Michael Lewis


June, 2004
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1
A Day in the Life


We could go anywhere with this song; it was definitely going to go big places.


—Paul McCartney
The Beatles Anthology


Throughout his career, Woody Allen has frequently admitted that not a single one of his movies fulfilled the vision he originally had for it. In The Beatles Anthology, John acknowledged a similar sentiment: “I like ‘A Day in the Life,’ but it’s still not half as nice as I thought it was when we were doing it.” We Woody and Beatlefans can only marvel at what the movies and songs might have been if the artists had achieved their initial vision.


“A Day in the Life” changed popular music, especially rock, for all time. Yes, the Fabs had been groundbreakers and musical innovators prior to Sgt. Pepper and this track but, coming as it did at the end of the definitive rock album, in the waning days of a turbulent and pivotal decade, the song quickly attained legendary status as an artistic milestone.


Why it is the number-one song


“A Day in the Life” has long been heralded as the Beatles’ most accomplished musical achievement. It has been compared to T. S. Eliot’s epic poem “The Waste Land,” and it was quickly perceived to be one of those unique (and infrequent) works of art that served as a bridge between decades, generations, and cultures. High praise, indeed, and it’s reasonable to wonder how much of it is warranted. The answer is, “All of it.”


We can also ponder the question, Would “A Day in the Life” have had the impact it did if it had not been used to close the Sgt. Pepper album? The answer is yes. And if it had been dropped into another album outside the context of the Pepper concept, the likely unanimous consensus would be, to put it crudely, that the song was slumming. That’s how good “A Day in the Life” is.


We gave it the top slot for another reason, too: It’s a true, pure collaboration. Granted, we can identify the “John” sections and the “Paul” sections, but it took artistic openness, purpose, and creativity to meld the individual elements into a song that is musically seamless.


What the song is about


The narrator of “A Day in the Life” is a rueful Everyman wandering alone in an eerie landscape of abstract, existential terror.


He reads the news—a hoped-for link with reality—but it does not ground him: His weary and offhanded “oh boy” in the first line speaks of the irrelevance of such information and its meaninglessness to him.


And what, precisely, is in this news? First, the story of a man who died in a car accident because he “didn’t notice that the lights had changed.” But hang on a moment. This poor chap “blew his mind out in a car.” Isn’t “blew his mind out” another way of saying “blew his brains out,” a common term for committing suicide by a bullet to the head?


And who is this man? We are told he was a “lucky man who made the grade”—another euphemism, this time for someone who has achieved a particular standard. Thus, he was accomplished, and he may have been famous—“nobody was really sure if he was from the House of Lords”—but so what? Our hero is unmoved by this tragedy, and the waste of a valuable life: “Well I just had to laugh.”


In the next verse, we learn that he saw a film whose conclusion showed the English army winning the war. The next line, though, reveals that the reaction to this victory was not cheers and glory: “A crowd of people turned away…” Why would people turn away at the end of a war? Because the slaughter, mayhem, and destruction were too much to bear. Our wanderer does not look away, however—he “just had to look”—because he “read the book,” yet another euphemism, this time for the willing self-exposure to the horrors of war and, by extension, to the nightmare of life itself. His reaction to all this? “I’d love to turn you on”—a sentiment that begs the question, Turn us on to what? Angst and pain? Or numbing intoxicants that inure us to the misery? Either way, our hero is aching for an escape.


After a cacophony of sound and noise—the externalized shrieks of our boy’s confusion and woe—a steady, structured, confident repeated piano note announces the possibility of a return to normalcy and perhaps even redemption. Another voice enters the tale, steps onstage, and begins to sing of the daily routine of his life: “Woke up, got out of bed, dragged a comb across my head…” He continues recounting his hurried trek to work, and we are lulled into thinking that perhaps everything will be all right. But in the end, this bloke, too, is lost: “Somebody spoke and I went into a dream.” The orchestra returns, summoning images of swirling demons and Armageddon, voices in the dark, and the angst of the void, its sounds rising in crescendo until we think we can bear it no longer.


And then suddenly we’re back to our narrator, who is still reading the news and still trying to hold on—to sanity, to reality, to life itself. There are four thousand holes in Blackburn, Lancashire, and someone counted them all. What, after all, are holes? Areas of nothingness. Someone, somewhere, is counting nothing—perhaps the ultimate pointless, meaningless endeavor.


This proves to be the last straw, and he once again tells us desperately that he’d love to turn us on. This time, however, we know it’s not his pain he wishes to share with us, but respite.


Alas, this is not to be. The cacophony returns, rising ceaselessly into the void, until the final eternal chord ends it all—and all existence fades away into an infinity of nothingness.
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Did you know?





• The working title of the song was “In the Life Of…”


• On January 17, 1967, John read a news story in the “Far and Near” column of the Daily Mail that began, “There are 4,000 holes in the road in Blackburn, Lancashire, or one twenty-sixth of a hole per person, according to a council survey.”


• John’s lines “I saw a film today oh boy/The English army had just won the war…” were a reference to his cameo in the film How I Won the War. People knew about the film and that John was in it, but it would not premiere until October 1967.


• One of the influences on John as he was writing the song was the December 18, 1966, fatal automobile accident of Guinness heir Tara Brown, a friend of the Beatles. Brown went through red lights driving his Lotus at 110 mph and smashed into a parked van while swerving to avoid a car that had pulled out. John told Hunter Davies, “I didn’t copy the accident. Tara didn’t blow his mind out. But it was in my mind when I was writing that verse.”1


• In a 1984 interview with Playboy, Paul noted, “The orchestral crescendo and that was based on some of the ideas I’d been getting from Stockhausen and people like that, which is more abstract.”


• During the recording of the song, the Beatles wandered around the studio with expensive cameras, taking pictures of everything and everybody.


• Toward the end of the final, ringing E major chord, you can hear a piano stool squeaking and the hum of the studio air conditioner. These sounds were picked up because engineer Geoff Emerick slowly turned the volume up as high as possible as the chord faded so as to make it last as long as possible.


• BBC executives banned both “A Day in the Life” and its promotional video because of the line “Went upstairs and had a smoke,” which they interpreted as a reference to marijuana. (The “love to turn you on” line probably didn’t help, either!)


• In a recent poll conducted by the U.K. magazine Uncut, a panel of celebrity judges that included members of R.E.M., Radiohead, and Travis voted “A Day in the Life” the Fab Four’s best song ever.


• In 1982, composer-conductor Leonard Bernstein (West Side Story) said that fifteen years after first hearing it, “A Day in the Life” “still sustained and rejuvenated me.”


• The song has been covered by Charlie Daniels, Eric Burdon and War, José Feliciano, Lighthouse, Neil Young and Crazy Horse, Robyn Hitchcock, Shirley Bassey, Sting, the Beach Boys, the London Symphony Orchestra, and Wes Montgomery.





The recording    [image: image]



Location: Abbey Road Studios, London.


Dates:    January 19, 1967, 7:30 p.m.–2:30 a.m. – The first four takes of the song were recorded. John sang and played guitar; Paul played piano. Take 1 used only two of the four available tracks. At this time, they knew that something would go in the center of the song, but did not yet know what. The echoing voice of Mal Evans counted out the bars, from 1 to 24, accompanied by a tinkling piano with notes ascending in pitch in tandem with the numbers. An alarm clock sounded at the end, and this was ultimately kept in because, according to George Martin, they couldn’t remove it! Take 4 consisted of John’s vocal overdubs onto two tracks. By the end of the night, three of the four tracks available were replete with John’s heavily echoed vocal.


January 20, 1967, 7:00 p.m.–1:10 a.m. – Reduction mixdowns, vacating tracks for more overdubbing. Take 6 was marked “best” and was augmented with another John lead vocal, Paul’s bass, and Ringo’s drums. This day also marked the first appearance of Paul’s vocal in the middle section. (It was a happy coincidence that the section began right after the alarm went off.) Paul would re-record his vocal on February 3 because this day’s work was only a rough guide, and he cursed at the end as he flubbed his line.


January 30, 1967 – George Martin worked at EMI Studios from 7:00 to 8:30 p.m. producing a rough mono mix so acetate discs could be cut. (The boys were out filming the “Penny Lane”/“Strawberry Fields Forever” promotional video.)


February 3, 1967, 7:00 p.m.–1:15 a.m. – More overdubs onto Take 6. Paul re-recorded his middle vocal and also a new bass part. Ringo decided to wipe his original drum track in favor of a new and distinctive tom-tom sound. George Martin commented, “That was entirely his own idea. Ringo has a tremendous feel for a song and he always helped us hit the right tempo first time. He was rock solid and this made the recording of all the Beatles songs so much easier.”2


February 10, 1967 – This was one of the most auspicious days in Beatles history, the day the orchestra was brought in to play the instrumental buildup to fill the twenty-four-bar gap between the John and Paul sections of the song. Forty musicians (the Fabs had originally wanted ninety) were instructed to play from a preselected low note to the highest note their instrument could reach. George Martin sketched out a chart with a squiggly line to suggest the ascent to the high note, and he was paid eighteen pounds for his arrangement. The musicians were given somewhat unusual instructions: Start quietly and end loud; start low in pitch and end high; make your way up the scale independent of the other musicians around you. The orchestra cost EMI 367 pounds, 10 shillings. Martin and Paul took turns conducting, leaving Geoff Emerick in the control room to monitor the controls and capture the crescendo. The segment was recorded manipulating the acoustics of the room using “ambiophony,” a rudimentary precursor of surround sound.


The recording session, which ran from 8:00 p.m. to 1:00 a.m., was an event. The musicians all wore formal evening attire, but they also donned novelty items such as clown noses, fake nipples, and gorilla-paw gloves. Recording was filmed with seven handheld cameras and edited, along with stock (non-Beatles) footage, into an early music video, but it was never broadcast. (It can be seen on the Anthology DVD.) Also on hand were Patti Boyd, Mick Jagger, Marianne Faithfull, Keith Richards, and Mike Nesmith. Everyone in the studio broke into spontaneous applause after the last orchestral crescendo. When the orchestra left, the Beatles and friends stayed to record the final chord, a long “hummm,” which would remain the song’s ending until February 22.


February 13, 1967 – Four new mono mixes were prepared.


February 22, 1967 – The Beatles decided that the choir of humming voices was not a powerful enough way to end the song. John, Paul, Ringo, and Mal Evans, sharing three pianos, simultaneously struck an E major chord to replace the choir. The recording went nine takes before they all hit the chord at the right time. Take 9 was overdubbed three times, and then George Martin added a harmonium until all four tracks were filled. The concluding wall of sound lasted fifty-three seconds, although it faded about ten seconds earlier on the record, because the speakers of the time could not handle the last supersoft sound. (The ending of the 1987 Sgt. Pepper CD also concludes in forty-three seconds.)


February 23, 1967 – Geoff Emerick prepared a stereo master.


March 1, 1967 – A new piano track was added to Take 6. This overdub was never used.


April 21, 1967 – Recording of the inner groove chatter. The Fabs recorded gibberish and funny noises, chopped up the tape, put it back together, and threw it onto the track. (After the album was released, people of course played the chatter backward, and claims surfaced that it says something naughty. This is not true, according to engineer Geoff Emerick, who swears there is no hidden meaning in the words.) They also recorded the high-frequency sound that only dogs can hear.


June 1, 1967 – First released on the U.K. LP Sgt. Pepper’s Lonely Hearts Club Band.


Players/Instruments:


•     John Lennon: Acoustic guitar, lead guitar, lead vocal, piano


•     Paul McCartney: Piano, bass, lead vocal


•     George Harrison: *


•     Ringo Starr: Drums, piano, bongos, maracas, timpani


•     George Martin: Harmonium, piano


•     Mal Evans: Alarm clock, piano


•     Session musicians: Twelve violins, four violas, four cellos, two double bass, a harp, an oboe, two flutes, three trumpets, three trombones, a tuba, two clarinets, two bassoons, two horns, and a percussionist


*     Did George Harrison participate in the “A Day in the Life” recording sessions? There is no mention in The Beatles Recording Session of him playing on the track, although there are photos of him in the studio at the time. Mark Lewisohn also stated that after the orchestra left, “the Beatles” remained to work on the coda.







What we really like about this song


Steve: After being dazzled by a dozen tracks of the Sgt. Pepper album, I arrived at “A Day in the Life,” the last cut on the record and the ballad I had been trying to write my entire life. John’s chord changes were beloved to me. I had been working with the G–B minor–F-sharp–E minor–D–C sequence for years, looking for the perfect melody and the perfect lyrics to go with what I had always felt was one of the most poignant and melodic sequences in music. (Even Bach loved it! His Air on a G String, and other works, begins with the same sequence as the John section of “A Day in the Life.”) Lately, after years of hearing musicians using the same chords for ballads clearly inferior to John’s, I’ve been trying to work with it again. Wish me luck.


Mike: How can I adequately describe my appreciation for the most important record from my favorite band? The track has all the elements of a great Beatles song—power, drama, and uniqueness—and it is offered in a groundbreaking collaboration. Every instrument is played to perfection, each fitting the varying moods of the song. It amazes me the sounds they were able to get out of the antiquated production facilities. Beginning with the stark opening, and the introduction of John’s eerily detached voice, it’s a blend of reality and dream, and the song ebbs and flows, taking us on a very strange roller-coaster ride. When the orchestra first starts to come in, shivers still creep up my spine. When it reaches its crescendo, I want to pump my fist in the air. And when the final chord bangs across three keyboards, I always listen to the whole thing, probably—no, definitely—because I don’t want the song to end.
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2
Strawberry Fields Forever


Before the very first recording of “Strawberry Fields Forever” John stood opposite me in the studio and played me the song on his acoustic guitar. It was absolutely lovely.


—George Martin
The Beatles Recording Sessions


One of the most compelling moments in The Beatles Anthology was when Paul played the opening of “Strawberry Fields Forever” on a Mellotron and then sang a few bars of the song. He could have played anything, but he played a John song. The line “Let me take you down…”—which so belongs to John Lennon, and which we will likely always hear sung in his voice—was sung by Paul, and it sent collective chills up and down the collective spines of Beatlefans everywhere. As Paul said later in the Anthology, “I was a big fan of John’s.”


A few months after completing “Strawberry Fields Forever,” perhaps John’s greatest song, he would write the line, “Nothing you can do that can’t be done” (for his anthem, “All You Need Is Love”). We cannot help but wonder if his experience creating (and that word is used deliberately; we could also describe the process as building) the “Strawberry Fields Forever” track had something to do with inspiring this line.


After recording several versions of his lovely new song, John went to George Martin with a request: He wanted Martin to do something that could not be done. Or so it seemed. John liked the beginning of one take of the song, and the second half of another. The problem? The two segments were in different keys and different time signatures. It can’t be done, John, said George Martin, to which John replied, with the confidence, enthusiasm, and naïveté of the technically unskilled: “Well, you can fix it!”


Why it made the top 10


“Strawberry Fields Forever” is the Beatles’ most classically inspired recording. The lyrics are poetry, the melody is gorgeous, and George Martin’s production, with input from the Beatles, was groundbreaking at the time and still sounds fresh after all these decades. (And that aforementioned edit appears at 1:00 on your digital counter!) Simply breathtaking.


“Strawberry Fields Forever” defines everything the Beatles were about: introspection, experimentation, and, above all, beautiful music. One of the key tests of a song’s excellence and timelessness is how it sounds when all the production effects are stripped away. If a song is as lovely and moving when performed on an acoustic guitar or solo piano as it is with a full band, an orchestra, harmonies, and all the other elements that go into a pop recording, then it’s a song for the ages, and the songwriter has done his or her job.


“Strawberry Fields Forever” sounds as glorious on an acoustic guitar, or performed as a piano ballad, as it does in the final Beatles recording. It is an ethereal marriage of the perfect lyrics with the perfect melody.



What the song is about



John wrote “Strawberry Fields Forever” in Spain during the six lonely weeks he spent filming the movie How I Won the War. The song evokes nostalgia, loneliness, existential angst, and the search for identity, while at the same time being a harsh critique of life in a world that embodies the diametrical opposite of John’s mission statement, “All you need is love.”


He tells us that “living is easy with eyes closed, misunderstanding all you see.” The strawberry fields become a metaphor for the earthly plane of human existence. And how does John perceive this reality? “Nothing is real.”


John has admitted that the “my tree” line referred to his own personal feelings of alienation, or at least of being outside the norm. The next line, in which he addresses critics of his “outsider” persona—“you can’t… tune in but it’s all right… it’s not too bad”—is a plea for tolerance, while also an acknowledgment that those who don’t fit in are often quite aware of their “outlander” status.


While all this is going on, the song also evokes John’s childhood in much the way “Penny Lane” evokes Paul’s memory of Liverpool, but “Strawberry Fields Forever” is much more sophisticated in both tone and purpose.
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Did you know?





• John’s original opening line for the song was “Let me take you back,” not “Let me take you down.” (His acoustic demo of the song can be heard on Anthology 2.)


• In the January 1981 issue of Playboy, John revealed what he thought about the lyrics of the song: “The awareness apparently trying to be expressed is—let’s say in one way I was always hip. I was hip in kindergarten. I was different from the others. I was different all my life. The second verse goes, ‘No one I think is in my tree.’ Well I was too shy and self-doubting. Nobody seems to be as hip as me is what I was saying. Therefore, I must be crazy or a genius—‘I mean it must be high or low,’ the next line. There was something wrong with me, I thought, because I seemed to see things other people didn’t see. I thought I was crazy or an egomaniac for claiming to see things other people didn’t see.”


• In the 1996 “Free as a Bird” video created to accompany the release of the single (see song number 25), a bird is seen flying over the Strawberry Field (no final -s) Salvation Army orphanage, a well-known Liverpool landmark and one of John’s inspirations for the song. Strawberry Field is located at Beaconsfield Road, Woolton, Liverpool. It has been a children’s home since 1936.


• We know it’s a crushing blow to “Paul is Dead” conspiracy theorists, but John does not say “I buried Paul” at the end of “Strawberry Fields Forever.” He says “cranberry sauce.” His words can be heard clearly on Anthology 2.


• On April 20, 1982, an area in New York’s Central Park was christened “Strawberry Fields” and dedicated to John’s memory. It features a mosaic circle of tiles, spelling out Imagine, and is in sight of the Dakota apartments, where John lived and died.


• On June 28, 1990, for the first time, Paul McCartney performed, at a concert at King’s Dock in Liverpool, what ultimately became known as his “Lennon Medley.” This was the first time that Paul publicly performed John’s songs. The medley consisted of “Strawberry Fields Forever,” “Help!,” and “Give Peace a Chance.”


• “Strawberry Fields Forever” has been covered by the Ventures, Richie Havens, Debbie Harry, the King’s Singers, the Bobs, Sylvia McNair, Christopher Clause (a stunning acoustic guitar version), Todd Rundgren and Utopia, the Hollyridge Strings, Sandy Farina (in the Sgt. Pepper movie), and Cyndi Lauper (performed live at the 9/11 tribute concert “Come Together: A Night for John Lennon’s Words and Music”).
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The recording    [image: image]



Location: Abbey Road Studios, London.


Dates:    November 24, 1966, 7:00 p.m.–2:30 a.m. – Take 1 of the song, very different from the final version, was recorded. The opening was played on the then-new instrument, the Mellotron. The rhythm track plus many overdubs were recorded, including Paul’s Mellotron part, John’s vocal, George’s guitar, Ringo’s drums, plus maracas, a slide guitar part, and scat harmonies by John, Paul, and George. This version of the song ended with the Mellotron. The track was recorded slower so it would sound faster on replay.


November 28, 1966, 7:00 p.m.–1:30 a.m. – Three takes were recorded, plus one false start (Take 2). Take 4 was considered the best: It was given John’s speeded-up vocal and three rough mono remixes.


November 29, 1966, 2:30–8:00 p.m. – Takes 5 and 6 were recorded, with more attempts at recording the rhythm track, which was becoming progressively faster in tempo. Onto Take 6, John overdubbed another experimental vocal. Tape reduction, then Artificial Double Tracking (ADT) was done to the vocal. Piano and bass were overdubbed. Three rough mono mixes.


December 8, 1966, 7:00 p.m.–3:40 a.m. – A complete remake of the song. Fourteen complete takes of a new rhythm track were recorded before the orchestra would be overdubbed on December 15. Technical engineer Dave Harries had to start the session as producer and engineer because Emerick and Martin were late. He recalled, “Soon after I had lined up the microphones and instruments in the studio that night, ready for the session, the Beatles arrived, hot to record. There was nobody else there but me, so I became producer/engineer. We recorded Ringo’s cymbals, played them backwards, Paul and George were on timps [timpani] and bongos, Mal Evans played tambourine, we overdubbed the guitars, everything. It sounded great. When George and Geoff came back I scuttled upstairs because I shouldn’t really have been recording them.”1 Ultimately, Martin and Emerick edited together the first three-quarters of Take 15 with the last quarter of Take 24. A reduction mix was begun, but would continue the following day.


December 9, 1966, 2:30–10:00 p.m. – Tape reduction, mono mixing, and then overdubbing of some heavy drum sounds and backward cymbals, recorded similarly to the backward guitars in “I’m Only Sleeping.” George Harrison added his swordmandel part.


December 15, 1966, 2:30 p.m.–midnight – Overdubbing of the orchestra part, which was scored by George Martin. A reduction mix was made, and then two separate lead vocals. (Onto the second overdub, John said “cranberry sauce.”) Mono mixing.


December 21, 1966, 10:00–11:45 p.m. – Overdubbing of more John vocals and another piano track.


December 22, 1966, 7:00–11:30 p.m. – This is the session in which George Martin “fixed” the song, as per John’s wishes. They did mono mixing, and then edited together the speeded-up remix of the first version and the slowed-down remix of the second. Geoff Emerick recalled, “We gradually decreased the pitch of the first version at the join to make them weld together.” The edit happens at sixty seconds into the released version, although most people can’t hear it. George Martin commented, “That’s funny. I can hear it every time. It sticks out like a sore thumb to me!”2


December 29, 1966 – Tape copy made for the North American market. Mono mixing, then stereo mixing. (The individual segments were each mixed separately and then mixed together.)


December 30, 1966 – Tape copying for the U.S. release.


January 2, 1967 – Tape copying for the U.S. release.


February 13, 1967 – First released in the United States as a double-A-side single, with “Penny Lane.”


Players/Instruments:


•     John Lennon: Lead vocal, lead guitar, harpsichord


•     Paul McCartney: Electric bass, piano, flute, bongos, timpani, Mellotron


•     George Harrison: Lead guitar, timpani, bongos, swordmandel


•     Ringo Starr: Drums, electric drum track, backward cymbal


•     Mal Evans: Tambourine


•     Session musicians: Four trumpets, three cellos, and an alto trumpet







What we really like about this song


Steve: If Martians landed and asked, “What are these Beatles everyone so lovingly speaks of?” all you would need to do is play them “Strawberry Fields Forever” and they would immediately understand all. The song has gravitas and is, ironically, both a simple ballad and a complex, multilayered work of musical art. Even now, after all these years, there are still little things to hear. Did you know that at 2:01, you can hear somebody counting from one to four? Or that the best way to hear the legendary edit at 1:00 is to listen carefully to the drums and Mellotron on the left track? No matter who covers it (and, admittedly, there have been some superb versions of the song), “Strawberry Fields Forever” is so identified with the Beatles that no other artist can do it justice.


Mike: I love “A Day in the Life,” but “Strawberry Fields” is my favorite John song—and it truly was a John song, not only about the magical place he remembered, but about his alienated state of mind; his feeling slightly out of place because he thought differently than most people. As a kid, I could relate. I have a feeling that if John had lived, he would have made several more attempts at recording this song. It’s interesting to hear the earlier versions on Anthology 2 and various bootlegs, but there’s so much to like about the released version, including the opening strains of the Mellotron, Ringo’s distinctive drumming and backward cymbals, the moment the orchestra rises up, the fade/return, the “cranberry sauce,” and, of course, the lyrics. I could listen to this song every day (and often do).
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3
Let It Be


I had a dream one night about my mother. She died when I was 14, so I hadn’t heard from her in quite a while and it was very good. It gave me some strength. In my darkest hour, mother Mary had come to me.


—Paul McCartney


“Let It Be” begins like a hymn, reads like a prayer, and sounds like an anthem.


Its ringing opening piano chords are now instantly recognizable, and the song’s simple structure has allowed many an amateur pianist to impress fellow partygoers and spur an impromptu sing-along. The song is as well known around the world as “Hey Jude,” perhaps more so, and it is probably the best thing to come out of the contentious Let It Be film project.


Why it made the top 10


“Let It Be”—in all its variations and incarnations—is a straightforward rock ballad with very few bells and whistles. But it isn’t in the top 10 for its production values. It’s one of the most beautiful songs Paul ever wrote, and one of the most emotionally powerful tracks the Beatles recorded. Some have described it as the definitive Beatles song. Although we bestow that honor on “A Day in the Life,” it’s likely that “Let It Be” is better known: Even those who may not know the entire Fabs catalog can sing along. Its message is uplifting, its sound nonthreatening (that orchestral crescendo in “A Day in the Life” has been known to freak out some people), and its beloved status well deserved.


What the song is about


For all its religious imagery and obvious spiritual theme, “Let It Be” can also be described as “You Never Give Me Your Money,” Part 2. Paul himself has admitted as much. He said, “I wrote [“Let It Be”] when all those business problems started to get me down. I really was passing through my ‘hour of darkness’ and writing the song was my way of exorcising the ghosts.”1


Some of Paul’s most notable earlier works were about other people’s troubles: “Eleanor Rigby” comes to mind, as does “She’s Leaving Home,” “The Fool on the Hill,” and even “Blackbird.” “Let It Be,” however, is determinedly first person.


Paul’s mother’s name was Mary, and he has said that it was she he was writing about in the song, but the accidental, secondary association with the Virgin Mary, the Mother of Jesus, adds a dimension to the words that elevate them to a type of devotional.


Mother Mary comes to Paul in his hour of darkness, and also when the night is cloudy. But in the second verse, the song goes beyond the personal when he speaks of reuniting the “broken-hearted people.” How will this occur? When they “agree,” which is code for the elimination of intolerance and hatred—and a restating of the song’s title and chorus: If everyone would just let everyone else “be,” then there will be an answer. And that answer is? Peace and love.


Amen.
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Did you know?





• John had his own ideas as to Paul’s inspiration for “Let It Be”: “I think it was inspired by ‘Bridge Over Troubled Waters.’ That’s my feeling, although I have nothing to go on.”2


• The line “I wake up to the sound of music…” may have referred to Paul’s experience awakening with “Yesterday” in his head.


• Paul admitted imagining Aretha Franklin singing it when he wrote the song. She later covered it. (We can’t help but wonder if her recording sounded like what Paul had heard in his head.)


• EMI would not allow George Martin’s name to appear on the original record: “EMI came to me and said, ‘You made this record originally but we can’t have your name on it.’ I asked them why not and they said: ‘Well, you didn’t produce the final thing.’ I said, ‘I produced the original and what you should do is have a credit saying: “Produced by George Martin, over-produced by Phil Spector.” They didn’t think that was a good idea.”3


• In 1984, ATV Music sued Sesame Street Records for recording a parody of “Let It Be” called “Letter B,” performed by the Sesame Street Beetles.


• “Let It Be” was re-recorded March 14, 1987, to benefit the families of victims of the ferry disaster off the coast of Zeebrugge, Belgium. The new recording featured Boy George, Kim Wilde, Bananarama, and the Alarm, along with Paul’s original vocal.


• The song has been covered by Aretha Franklin, Arthur Fiedler, Bill Withers, Chevy Chase, Dion, Gary and Randy Scruggs, Gladys Knight and the Pips, Ike and Tina Turner, Joan Baez, Joe Cocker, John Davidson, John Denver, José Feliciano, King Curtis, Darlene Love, Leo Sayer, Richie Havens, Tennessee Ernie Ford, the Everly Brothers, the Ray Coniff Singers, and Wes Montgomery.




The recording    [image: image]



Location: Abbey Road Studios, London.


Dates:    January 25, 1969 – As with many songs of the Get Back period, very few recording details exist for “Let It Be.” The logs simply say that recording was begun on this day. This track is on Anthology 3, but the song was incomplete: The “And when the night is cloudy” and “I wake up to the sound of music” verses were not yet written.


January 26, 1969 – The song was recorded during a day of playing and recording many old-time rock classics, in addition to “The Long and Winding Road” and George’s “Isn’t It a Pity?”


January 31, 1969 – Nine takes of the song were recorded. The sarcastic opinion of the song by the other Beatles is evident: John is heard saying “Are we supposed to giggle in the solo?”


March 10, 1969 – Stereo mixing by Glyn Johns, who was handed a stack of tapes and asked to make a record.


April 30, 1969 – A lead guitar solo was overdubbed onto the best take from January 31. This was to be the solo featured on the single and the planned Get Back album.


May 28, 1969 – Stereo mixing.


January 4, 1970 – Today was the last Beatles recording session. Several overdubs of the song, including George and Paul’s harmonized backing vocal, were recorded onto the January 31, 1969, recording. Three tape reductions were made, all with a simultaneous overdub of brass, scored by George Martin: two trumpets, two trombones, and a tenor sax. On top of the best tape reduction and brass overdub they added more singing, a Leslied lead guitar solo by George, Ringo on drums, and Paul on maracas. The cellos at the end were scored by George Martin. Glyn Johns, however, was committed to releasing Get Back with no overdubs whatsoever, so he refused to even consider this new version.


March 6, 1970 – The single was released in the United Kingdom, backed with “You Know My Name (Look Up the Number).” (Both guitar solos can be heard in the middle eight, although the Leslied solo is more prominent in the mix.)


March 26, 1970 – Editing. Phil Spector added some echo to Ringo’s high hat, added a repeat verse to the end of song, and omitted the April 30 overdub.


May 8, 1970 – The album version of the song was first released on Let It Be. (The Leslied guitar solo is not heard.)


November 18, 2003 – Let It Be… Naked was released worldwide. Unlike the single and album version, the same master tape of the song was not used. The organ is different, and the piano is more prominent during George’s Leslied guitar solo. (This “naked” version quickly became a favorite of many fans around the world, including your humble authors.)


Players/Instruments:


•     Paul McCartney: Piano, lead vocal


•     John Lennon: Bass, harmony vocal


•     George Harrison: Lead guitar, harmony vocal


•     Ringo Starr: Drums


•     Billy Preston: Organ


Note: These details are for the single version of the song. For the album version, George played a Leslied guitar, Preston didn’t play, and an orchestral backing was dubbed in. George played different guitar solos: The solo overdubbed April 30, 1969, was for the single; the January 4, 1970, overdub was for the album. The brass and cello were lower in the mix in the single.







What we really like about this song


Steve: “Let It Be” has always been on my list of top 10 favorite Beatles songs, and the years have not diminished my affection for this gorgeous ballad. I recall first hearing it on a friend’s bootleg (anyone remember The Silver Album?) when I was seventeen. I asked to borrow the LP and got into trouble when I, uh, forgot to return it. (He made his mother call and yell at me.) Everything about the song appeals to me. If I had one gripe, it would be that sometimes the chorus seems to go on a tad too long, but this is a small complaint about what can justifiably be considered a masterpiece.


Mike: This song has grown on me over the years. I’ve come to appreciate its message more as I get gray around the temples and raise children. As both my mother and grandmother died while I was writing this book, this song—and all the Beatles’ music—has helped to ease the pain. “Let It Be” says to me, Peace be with you, and it sounds so much like a hymn that I’m surprised no contemporary church has adapted it and added it to their book of worship. May it continue to bring us comfort and peace in our hours of darkness.
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4
Yesterday


It was my most successful song. It’s amazing that it just came to me in a dream. That’s why I don’t profess to know anything; I think music is all very mystical. You hear people saying, “I’m a vehicle; it just passes through me.” Well, you’re dead lucky if something like that passes through you.


—Paul McCartney
The Beatles Anthology


A man, a guitar, and a string quartet.


These simple elements combined (in a stunning example of the sum being greater than the individual parts) to create an achingly beautiful, iconic ballad that has, since 1965, become Paul McCartney’s most beloved, most recognized, and most often covered song. (Yes, it’s officially a “Beatles song,” but that’s in name only. Let’s face it: “Yesterday” is a solo McCartney track if there ever was one.)


Why it made the top 10


“Yesterday” came to Paul in a dream: “I woke up one morning with a tune in my head and I thought ‘Hey, I don’t know this tune—or do I?’ It was like a jazz melody. My dad used to know a lot of old jazz tunes, I thought maybe I’d just remembered it from the past. I went to the piano and found the chords to it (a G, F# minor 7 and a B), made sure I remembered it…”1


“Yesterday” changed the world’s perception of the Beatles. The live version on Anthology 2 (and on the Anthology video) is interesting for one very important reason: The Fabs themselves almost didn’t know what to make of this new venture. George introduces Paul, joking that the lad from Liverpool is finally a success; and when the song is over, John mockingly thanks “Ringo” for the performance. The audience is likewise a tad puzzled. The nonstop screaming of the fans does diminish for most of the song, but one gets a powerful sense of audience confusion as Paul begins singing and strumming his acoustic; even more so when the taped string quartet comes in.


But, as has been said, nothing ventured, nothing gained, and Paul, for all his initial embarrassment over his unconventional ballad, did the Fabs’ fans—and the world of popular music—a favor by writing, performing, and recording what he heard in his dreams.


What the song is about


Our hero said something stupid (“I said something wrong”), it aggravated his lady love to the point that she dumped him (“she had to go”), and now he’s sad (“I long for yesterday”).


That is the essence of “Yesterday.” In terms of a time line, the singer is telling us his troubles the day after he committed his “What did you say!” gaffe.


He’s melancholic and regretful, and he realizes that he might have been taking his relationship a little too much for granted (“love was such an easy game to play”). Interestingly, nowhere in the song does he say he would like to make amends and win back his love. Instead, he mopes and withdraws (“I need a place to hide away”).


No wonder he believes in yesterday: He had self-esteem and a girlfriend who put up with what was apparently recurrent nonsense from him. Now he has been called on the carpet, but he doesn’t seem to have the emotional wherewithal to do anything beyond acknowledging his mistake. Did he learn from this experience? Probably not, since he repeatedly tells us that he believes in and longs for yesterday.


Those who cannot remember the past are condemned to repeat it, right?
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Did you know?





• At first, Paul had only the melody for “Yesterday”: In The Beatles Anthology, he said, “It didn’t have any words at first so I blocked it out with ‘Scrambled eggs, oh my baby, how I love your legs—diddle diddle—I believe in scrambled eggs.’” John was quoted as regretting they found words for it: “I was sorry in a way, we’d had so many laughs about it.”


• Paul worked on “Yesterday” while the Fabs were filming Help! Director Richard Lester later recalled, “At some time during that period, we had a piano on one of the stages and he was playing this ‘Scrambled Eggs’ all the time. It got to the point where I said to him, ‘If you play that bloody song any longer I’ll have the piano taken off stage. Either finish it or give it up!’”1


• After first hearing Paul play and sing “Yesterday,” Ringo proclaimed that the song had no need for drums, and John and George likewise agreed that it did not need more guitars. It was then a short hop to the decision to release the Beatles’ first solo song.


• John was regularly approached by people who believed that he wrote “Yesterday.” One story appeared in The Beatles Anthology: “I sat in a restaurant in Spain and the violinist insisted on playing ‘Yesterday’ right in my ear. Then he asked me to sign the violin. I didn’t know what to say so I said, ‘OK,’ and I signed it, and Yoko signed it. One day he’s going to find out that Paul wrote it. But I guess he couldn’t have gone from table to table playing ‘I Am the Walrus.’”


• The four members of the string quartet George Martin hired to record “Yesterday” had never played together as an ensemble before the session.


• “Yesterday” was released as a single in the United States and quickly reached Number One. It was not, however, released as a single in the United Kingdom until February 1976 (although it was included on the Help! soundtrack and on the Yesterday EP). In The Beatles Anthology, Paul talked about the fears the Fabs had for the song: “We didn’t even put it out as a single, in England. We were kind of a little embarrassed by it. We were a rock ’n’ roll band. We thought we were like a little R&B combo.”


• Paul sings “Yesterday” in his movie Give My Regards to Broad Street dressed as a busker outside the Leicester Square subway station. He had to ask permission to use the song since he doesn’t own the publishing rights anymore.


• In 1996, Paul asked Yoko Ono to agree to officially reverse the credit on “Yesterday” to “McCartney/Lennon” for the Anthology 2 release. She refused. Since then, Paul has released a compilation of live tracks, Back in the U.S., on which the song is credited to Paul McCartney and John Lennon. Yoko has yet to initiate legal action.


• “Yesterday” has been covered more than any other song—over twenty-five hundred times. Here are fifty of the artists who have recorded their own version of this classic: Al Martino, Andy Williams, Anita Bryant, Arthur Fiedler and the Boston Pops, Benny Goodman, Bob Dylan, Boyz II Men, Charlie Byrd, Chet Atkins, Dino, Desi and Billy, Dionne Warwick, Don Ho, Dr. John, Elvis Presley, En Vogue, Enzo Stuarti, Ferrante and Teicher, Frank Sinatra, George Martin (as “Scrambled Eggs”), Gladys Knight and the Pips, Henry Mancini, Herbie Mann, Jack Jones, Jan and Dean, Johnny Mathis, José Feliciano, Kate Smith, Liberace, Lou Rawls, Marianne Faithfull, Marvin Gaye, Merle Haggard with Willie Nelson, Michael Bolton, Nelson Riddle, Patty Duke, Percy Faith, Perry Como, Peter Nero, Placido Domingo and John Denver, Ray Charles, Sergio Franchi, Smokey Robinson and the Miracles, Tammy Wynette, the Smothers Brothers, the Supremes, the Temptations, Tom Jones, Wes Montgomery, Willie Nelson, and Zamfir (and his Magic Flute). (FYI, George Gershwin’s “Summertime” supposedly has been covered more than twenty-six hundred times.)





The recording    [image: image]



Location: Abbey Road Studios, London.


Dates:    June 14, 1965, 7:00–10:30 p.m. – Paul recorded two takes of “Yesterday” after recording six takes of “I’ve Just Seen a Face” and seven shrieking takes of “I’m Down.” (Take 1, with Paul on acoustic calling out chord changes to George Harrison—who does not appear on the track, but who was in the studio—appears on Anthology 2.) George Martin, in The Beatles Recording Sessions, recalled the decision to add strings to the track: “I suggested a classical string quartet. That appealed to him but he insisted ‘No vibrato, I don’t want any vibrato!’ If you’re a good violin player it’s very difficult to play without vibrato. Paul told the musicians he wanted it pure. But although they did cut down the vibrato they couldn’t do it pure because they would have sounded like schoolboys. I think Paul realized in later years that what he got was right… There is one particular bit which is very much his—and I wish I’d thought of it!—where the cello groans onto the seventh the second time around.”


June 17, 1965 – Mono mixing.


June 18, 1965 – Stereo mixing.


August 6, 1965 – First issued on the U.K. LP Help!


Players/Instruments:


•     Paul McCartney: Acoustic guitar, vocal


•     Tony Gilbert: First violin


•     Sidney Sax: Second violin


•     Francisco Gabarro: Cello


•     Kenneth Essex: Viola







What we really like about this song


Steve: This beautiful ballad is the kind of song I wish I could write. (Who wouldn’t?) It’s simple, and clear, and honest, and the arrangement serves the music and lyrics. Paul’s guitar playing is perfect for this tune and I, for one, am extremely grateful that he realized that the rapid, flamenco-style strumming he used in Take 1 of the song on Anthology 2 just didn’t fit.


Mike: It’s a simple yet elegant song but, after hearing it hundreds of times, it may be a bit played out for me. I realize its importance, though, and thus its deservedly high ranking. It’s interesting when you consider that John’s “Help!” and Paul’s “Yesterday” were similarly themed (disillusionment with current events, longing for the simplicity of the past) but their execution was vastly different, and both songs appear on the same album. I think it’s cool that Paul was reluctant to record the song—he seemed to be concerned that it might be too wimpy to attribute to the band—but the song became his obsession: It wouldn’t go away; it had to be recorded!
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5
All You Need Is Love


This is an inspired song, because they wrote it for a worldwide program and they really wanted to give the world a message. It could hardly have been a better message. It is a wonderful, beautiful, spine-chilling record.


—Brian Epstein
The Beatles Anthology


On Sunday, June 25, 1967, the Beatles and a bunch of their friends attempted to elevate the world’s consciousness. Four hundred million people on the planet tuned in to the Beatles’ live performance of “All You Need Is Love” on the Our World TV show.


So did the Fabs’ message of love change the world? Even briefly? Around the globe, were there small moments of kindness, gestures of forgiveness, overtures toward peace? Did enemies lay down their arms? Did criminals abandon their plans? Did we give peace a chance?


Yes… and no. Certainly, the Beatles’ effort made a difference in some places, for some people. Their performance—and this song—was a baby step toward world peace. Lest we forget, though… baby steps are how we learn to walk.


Why it made the top 10


This stunning anthem of peace and love is gloriously uplifting—and a beautiful song to boot. The phrase All you need is love became a totemic motto for the second half of the twentieth century before transforming into a rallying cry for the twenty-first.


Plus, “All You Need Is Love” is just plain great music, performed with style and passion. It endures as one of the Beatles’ signature creations.



What the song is about



The chorus of “All You Need Is Love” is simple and straightforward, the verses less so.


“There’s nothing you can do that can’t be done.” What does this mean? Pared down to its essence, it means anything is possible. This is authentic positive visualization, and the philosophy is almost George-like. Using that as a thematic jumping-off point, the rest of the verses fulfill this mandate—this creed—in a series of poetic statements that are quintessential Lennon.


You can sing anything, you can say what needs to be said, you can make anything, you can save anything—all these affirmations are rattled off by John, culminating in the definitive message of the song itself, as well as of John’s artistic raison d’être: “You can learn how to be you in time.”


Be yourself and anything is possible… and love is the key.
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Did you know?





• The opening fanfare of “All You Need Is Love” is the “Marseillaise,” the French national anthem. It was George Martin’s idea to begin the song this way, and it was there from the earliest versions on.


• In the long, chaotic outro of the single, five specific pieces of music are played or referred to: Bach’s Two Part Invention in F Major (trumpet duet), “In the Mood” (played by the brass), “Yesterday” (shouted by John), “Greensleeves” (played by the strings), and “She Loves You” (sung by John). (Mark Lewisohn stated in The Beatles Recording Sessions that the trumpet duet is from Bach’s Brandenburg Concerto no. 2. ’Tisn’t.) During rehearsals, John also sang snippets of “She’ll Be Comin’ Round the Mountain,” but this did not make it into the final mix.


• For the broadcast, George played a Stratocaster that he had painted by hand. Paul wore a shirt that he had painted. The shirt was stolen immediately after the broadcast, and Paul suspects it will show up for auction at Sotheby’s one day. (The studio and its visitors were beautifully—and colorfully—decorated. Too bad the broadcast was transmitted in black and white!)


• John used three different time signatures to compose “All You Need Is Love”: 4/4, 3/4, and 2/4. George once commented on John’s innate songwriting ability: “John has an amazing thing with his timing—he always comes across with very different time signatures, you know. For example, on ‘All You Need Is Love’ it just sort of skips a beat here and there and changes time. But when you question him as to what it is he’s actually doing, he really doesn’t know. He just does it naturally.”


• The Beatles were sued by the Glenn Miller estate for using a bit of “In the Mood” without permission. (George Martin thought it was in the public domain.) EMI settled the suit.


• Al and Tipper Gore played the song as their wedding recessional.


• The song has been covered by Anita Kerr, Echo and the Bunnymen, Ferrante and Teicher, the Fifth Dimension, Tears for Fears, and Tom Jones.




The recording    [image: image]



Locations: Olympic Sound Studios, Barnes; Abbey Road Studios, London.


Dates:    June 14, 1967, 10:30 p.m.–3:00 a.m. (Olympic Sound Studios) – The Beatles recorded thirty-three takes of the song’s ten-minute-long backing track. John played harpsichord, George played violin, Paul played double bass, Ringo was on drums. Rough mono mix.


June 19, 1967, 7:00 p.m.–1:45 a.m. (Abbey Road) – Overdubbing of the lead and backing vocals, drums, piano (played by George Martin), and banjo (John).


June 21, 1967 – Mono mixing. Acetate copy given to the Our World director.


June 23, 1967, 8:00–11:00 p.m. – The orchestra performed for the first time, recording a number of takes as overdubs. Tape reduction.


June 24, 1967, 5:00–8:00 p.m. – One hundred journalists and photographers were in the studio as the Beatles and the orchestra made some additions to the rhythm track.


June 25, 1967, 2:00 p.m.–1:00 a.m. – Ten rehearsal takes of the song were recorded, and the final one—Take 58—was the broadcast version. The only elements of the performance that were live were the vocals, bass, lead guitar solo in the middle eight, drums, and the orchestra. Accompanying the lads for the performance were Eric Clapton, Graham Nash, Mick Jagger, Keith Richards, Marianne Faithfull, Keith Moon, Jane Asher, Patti Harrison, Gary Leeds, Mike McGear (aka Mike McCartney, Paul’s brother), Hunter Davies, Brian Epstein, and other notables of the music world. Their performance was seen by an estimated four hundred million people worldwide. According to tape operator Richard Lush, John was quite nervous. Manfred Mann instrumentalist Mike Vickers conducted the orchestra. A copy of the broadcast is stored at the United Nations.


June 26, 1967, 2:00–5:00 p.m. – Mono mixing for the single.


July 7, 1967 – First released as a single in the United Kingdom, backed with “Baby You’re a Rich Man.”


November 1, 1967 – Mono mixing for the Yellow Submarine soundtrack.


October 29, 1968 – Stereo mixing for the Yellow Submarine soundtrack.


Players/Instruments:


Backing track:


•     John Lennon: Harpsichord (rented from Olympic Studios for ten guineas; one source says it’s a clavichord)


•     Paul McCartney: String bass played with a bow (one source says it was an Arco bass guitar with a bow drawn across)


•     George Harrison: Violin


•     Ringo Starr: Drums


Abbey Road track:


•     John Lennon: Vocal


•     Paul McCartney: Bass guitar


•     George Harrison: Guitar


•     Ringo Starr: Drums


•     George Martin: Piano


•     Session musicians: Two trumpets, two trombones, two saxes, one accordion, four violins, and two cellos


Live performance:


•     John Lennon: Lead vocal


•     Paul McCartney: Backing vocal


•     George Harrison: Backing vocal


•     Studio orchestra


•     Chorus: Friends and relatives







What we really like about this song


Steve: This song still gives me the chills when I listen to it; it captures an era, and a mood, and, of course, the heart and soul of the Beatles themselves in that 1967 summer of love. The writing is John at his best. The orchestration is a quantum leap beyond anything they had attempted thus far. The chorus is transcendent. Groundbreaking and optimistic, fearless and fun, “All You Need Is Love” was a milestone moment in Beatles history.


Mike: It’s a simple (albeit musically sophisticated) song, with a no-nonsense message, and one that I never tire of. It still holds up melodically, and the message is just as important today as it was in 1967—perhaps even more so. It was reported that during the Beatles’ first appearance on the Ed Sullivan Show there was virtually no crime in America. I’d like to think that the same was true worldwide when “All You Need Is Love” first aired. When I think of the song, sadly, I remember the crowds holding vigil outside the Dakota in December 1980, sorrowfully singing it. If the song could have touched that one deranged individual, maybe John’s life would have been spared.
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6
Hey Jude


It’s hard to imagine this man was thinking about me and my life so much that he wrote a song about me… If I’m in a bar and the song comes on the radio, I still get goose pimples.


—Julian Lennon www.julianlennon.com


Prior to its release, there had never been a ballad like “Hey Jude”: a seven-minute-plus production in which the ending is longer than the song itself, and that travels from an a cappella “Hey” all the way to an orchestra and dozens of chanting voices.


None of the Beatles’ prior singles had prepared the way for this record—it was a masterpiece unto itself—and we think it’s fair to say that the song has become the model for every rock anthem released since.



Why it made the top 10


“Hey Jude” may be the most beloved Beatles song of all time.


Yes, there were dozens of other songs named when we asked fans for their favorites, but throughout our polling process, fans singled out “Hey Jude” as something so special and unique that they felt it deserved an honored place of its own. (Many fans would have ranked it in the Number One spot on this list.)


We are comfortable with the song at Number Six (look at the five above it, for Lordy’s sake!) but we agree that there is something… transcendent about its appeal.


What the song is about


Beatlefans know that Paul wrote “Hey Jude” as a consolation message for then five-year-old Julian Lennon, who was upset that his father and mother were divorcing. The opening sentiments—“don’t make it bad” and “take a sad song and make it better”—are a kindly and concerned uncle offering valuable advice. The next line, though, is more pointed: “Remember to let her into your heart.” Let who into his heart? Why, Yoko, of course. Paul was telling Julian that the sooner he accepted his father’s new love, the better things would be—for everyone.


The second verse continues the guidance, but explodes metaphorically, with Paul seemingly using the pronoun her to mean tolerance and open-mindedness, not only to Yoko, but to the new life in the offing. Within this context, “the minute you let her under your skin” becomes a plea for self-control and resolution.


The first bridge is cautionary: Don’t give in to the pain, and don’t be a fool by withdrawing from the new circumstances of your life (“it’s a fool who plays it cool…”). This is followed by the third verse in which Uncle Paul exhorts Julian not to let him down (hmm… didn’t Julian’s father once express a similar message?). He reinforces his earlier advice to let “her” into his heart and reassures him that “then you can start to make it better.” (Interestingly, John had his own ideas about the song: “I always heard it as a song to me. If you think about it… Yoko’s just come into the picture. He’s saying, ‘Hey Jude—hey, John.’ I know I’m sounding like one of those fans who reads things into it, but you can hear it as a song to me. The words ‘go out and get her’—subconsciously he was saying, Go ahead, leave me. On a conscious level, he didn’t want me to go ahead. The angel in him was saying, ‘Bless you.’ The devil in him didn’t like it at all, because he didn’t want to lose his partner.”1)


The second bridge begins with a simple plea to breathe through the pain:—“let it out and let it in…”—then acknowledges that Julian might want to act out because of the ongoing turmoil: “you’re waiting for someone to perform with…” But, again, Paul offers wisdom. Look within: “don’t you know that it’s just you” is followed by the line Paul thought he should cut, but that John insisted made the song: “the movement you need is on your shoulder.” What movement is on our shoulders? Why, a nod, of course. Another positive affirmation.


The final verse is a repeat of previous counsel and sets up the coda, a chanting refrain that could easily mesmerize a five-year-old by its repetition, making him susceptible to the suggestions expressed in the rest of the song.


[image: image]




Did you know?





• The legendary final “na-na-na” refrain begins at precisely 3:09, the phrase is repeated eighteen times, and it fades to silence after the beginning of the nineteenth. The syllable na is repeated 198 times within the eighteen complete refrains. Each individual “na-na-na” refrain lasts approximately thirteen seconds.


• Paul’s original lyric/title for the song was “Hey Jules.”


• “Hey Jude” was always intended to be a single. It was never considered for The White Album.


• In the January 31, 1974, issue of Rolling Stone, Paul talked about a demo tape he had made of the song: “I remember I played it to John and Yoko, and I was saying, ‘These words won’t be on the finished version.’ Some of the words were, ‘The movement you need is on your shoulder,’ and John was saying, ‘It’s great!’ I’m saying, ‘It’s crazy, it doesn’t make any sense at all.’… So when I play that song, that’s the line when I think of John; and I sometimes get a little emotional during that moment.”


• In December 1996, Julian Lennon paid $39,030 at a London auction for Paul’s recording notes for the song. His manager, John Cousins, told the London Times that Julian was collecting for personal reasons. “These are family heirlooms if you like.”


• In a recent interview, Paul talked about performing “Hey Jude”: “A couple months ago, I was playing with Elton John and we were doing ‘Hey Jude.’ And he was going to take one of the verses… And he said, ‘What key is it in?’ I said, ‘Don’t ask me. How the hell do I know?’ So we got the record out and tried to figure it out.” (It’s in F, by the way.)


• In 1984, ATV Music sued Sesame Street Records for recording a parody of the song called “Hey Food” performed by the Sesame Street Beetles.


• The song has been covered by Arthur Fiedler and the Boston Pops, Bing Crosby, Boots Randolph, Charlie Byrd, Diana Ross and the Supremes, Ella Fitzgerald, Elvis Presley, Frank Sinatra, the Grateful Dead, José Feliciano, Junior Walker and the All-Stars, Laurindo Almeida, Lawrence Welk, the Lettermen, the London Symphony Orchestra, Maynard Ferguson, the New Christy Minstrels, Paul Mauriat, Peter Nero, Petula Clark, the Ray Charles Singers, Ray Stevens, Roger Williams, Smokey Robinson and the Miracles, Sonny and Cher, Soundgarden, Stan Kenton and His Orchestra, the Temptations, Tiny Tim and Brave Combo, Tom Jones, the University of Nebraska Marching Band, Wilson Pickett, and Yusef Lateef.




The recording    [image: image]



Locations: Abbey Road Studios; Trident Studios, London.


Dates:    July 29, 1968, 8:30 p.m.–4:00 a.m. – Six takes of the song were recorded at Trident Studios (with its eight-track equipment), but only three were complete. (The three were all different times: 6:21, 4:30, and 5:25.) Paul played piano and sang the main vocal, John played acoustic guitar, George played electric guitar, and Ringo was on the drums. George Martin had the night off.


July 30, 1968, 7:30 p.m.–3:30 a.m. – Seventeen takes of the song were recorded while the Fabs were filmed for a feature about the music of Britain called Music! The final film included about six minutes of finished Beatles footage, mainly from Take 9 of the song. They only recorded piano, drums, and acoustic guitar, so there was nothing for George Harrison to do. He was shown in the control room with George Martin. Tape reduction and a rough stereo remix were completed, and George Martin took them to use in arranging the score.


July 31, 1968, 2:00 p.m.–4:00 a.m. – Re-recording of four takes of the rhythm track.


August 1, 1968, 5:00 p.m.–3:00 a.m. – From 5:00 to 8:00 p.m., they overdubbed Paul’s bass and lead vocal, and George and John’s backing vocals. From 8:00 to 11:00 p.m., they recorded the thirty-six-piece orchestra. (Paul had wanted a full symphony orchestra—usually around a hundred musicians—but George Martin had told him he wouldn’t have been able to book one so quickly.) In All You Need Is Ears, George Martin recalled the session: “I wanted them to sing and clap their hands as well as play, and one man walked out. ‘I’m not going to clap my hands and sing Paul McCartney’s bloody song,’ he said, in spite of the fact that he was getting double rates for his trouble.”


August 2, 1968, 2:00 p.m.–1:30 a.m. (Trident) – Three stereo remixes.


August 6, 1968, 5:30–7:30 p.m. (Trident) – Mono mixing.


August 7, 1968, 3:00–7:45 p.m. (Abbey Road) – Tape copying.


August 8, 1968 (Abbey Road) – Mono mixing. Tape copying.


August 26, 1968 – First released as a single in the U.S., backed with “Revolution.”


Players/Instruments:


•     Paul McCartney: Piano, bass, lead vocal


•     John Lennon: Acoustic guitar, backing vocal


•     George Harrison: Lead guitar, backing vocal


•     Ringo Starr: Drums, tambourine


•     Thirty-six-piece orchestra: Ten violins, three violas, three cellos, two flutes, a contra bassoon, a bassoon, two clarinets, a contra bass clarinet, four trumpets, four trombones, two horns, one “percussion,” and two string bass
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What we really like about this song


Steve: I love the chord changes, the harmonies, the piano part, the lyrics, the ending, Ringo’s drumming, Paul’s vocal, and everything else about this song. It is, without question, one of my all-time personal favorites.


Mike: This song would rank higher on my list if the fade-out was maybe half as long. As it stands, it seems a bit… excessive? But I know many people consider this their favorite Beatles song. Length notwithstanding, it’s got a lot going for it, including a message of hope—not only for Julian, but for the turbulent world of 1968 and beyond. Listening today, the song sounds like a hymn, and you can picture the congregation standing, holding hands, swaying, and chanting the “na-na-na”s.







Paul lets loose


This is the complete text of Paul’s exclamatory vocal riffing from approximately 3:58 in the song through the end. Go ahead and read along as you listen to it. A perfect transcription!2


“Jude Judy Judy Judy Judy Judy… ow, wahow!”


“Ow hoo, my my my”


“Jude Jude Jude Jude Joooo…”


“Na na na na na, yeh yeh yeh”


“Yeah you know you can make it, yeah Jude, you not gotta break it”


“Don’t make it bad Jude”


“Take a sad song and make it better”


“Oh Jude, Jude, hey Jude, woooow”


“Ooo, Joooode”


“Yeah”


“Hey, hey, hey-yay”


“Hey, hey, hey”


“Now Jude Jude Jude Jude Jude Jude, yeah yeah yeah yeah”


“Woh yeah yeah”


“Ah nanananananana cause I wanna”


“Nanananana… nanalalal ow ow ow”


“Oh God”


“The pain won’t come back Jude”


“Yeah, eh hehe heh”


“Make it through”


“Yeyeye Yeah.. yeah y-yeah… yeah-hahahaha…”


“Goodeveningladiesandgentlemen mymymymy mahhhh”


“Oooo”


“Woooh”


“Well then a na-nanan”
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7
In My Life


I remember that he had the words written out like a long poem and I went off and worked something out on the Mellotron. The tune, if I remember rightly, was inspired by the Miracles.


—Paul McCartney


When John Lennon wrote “In My Life,” he was going on twenty-five years old. This is a simple fact with extraordinary import.


Why? Because the song comes off as a reminiscence of a man much older. When John sings “there are places I remember, all my life…,” the “life” he is referring to (assuming a normal life expectancy, of course) is a mere third completed. Tragically, John would die at forty, so when he wrote “In My Life,” ironically, and unknowingly, more than half of his life was over. The melancholy “looking back” sentiment of the song is astonishingly mature for someone so young. (The same has been said about Paul’s “Yesterday.” See song number 4.)


Why it made the top 10


“In My Life” is the song that heralded the awakening of John Lennon as an autobiographical songwriter. In his lengthy 1981 Playboy interview, John admitted as much: “It was the first song I wrote that was consciously about my life… Before, we were just writing songs à la Everly Brothers, Buddy Holly, pop songs with no more thought to them than that—to create a sound. The words were almost irrelevant…[I]t was, I think, my first real major piece of work.”1


The lyrics and melody are truly beautiful. Its appeal is evident in the many singers and musicians who have covered the song. (See below.)


What the song is about


On first hearing, “In My Life” sounds like a somewhat melancholy man singing about lost friends and remembered places. Some of his friends have died, some are still alive, and we get the sense that while he still “loves them all,” he may not see many of them as often as he he’d like.


But then we get to the second verse and come to the surprising realization that “In My Life” is a love song, not for lost friends and places, but one in which the singer is assuring his current love that few of the things he just longed for matter. No one or nothing from his past “compares with you.” He admits to her that he will always have affectionate feelings toward the people and places from his past, but that many of his memories “lose their meaning” when he thinks about his new love; in the end, he loves her more.


A seemingly autobiographical reminiscence is instantly transformed into a mature rejection of the past in favor of an optimistic present—and future—filled with new love and new memories.
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Did you know?





• Longtime friend Pete Shotton said that John told him that “some are dead and some are living” referred specifically to Stu Sutcliffe and Pete.


• The baroque harpsichord-like instrumental break in the song was played by George Martin, only it wasn’t a harpsichord. Martin played the break on a piano, then played it back and re-recorded it at double speed to get the sound he wanted.


• After John’s tragic assassination in 1980, Yoko hired Elliot Mintz to compile an inventory of John’s personal possessions. Mintz, quoted in A Hard Day’s Write, remembered coming upon the first handwritten draft of the lyrics to “In My Life”: “It was part of a large book in which he kept all his original Beatles compositions. He had already told me about how the song was written and that he considered it a significant turning point in his writing.”
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