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ABSTRACT

Koskimaiki, Jouni

Happiness Is... a Good Transcription - Reconsidering the Beatles Sheet Music
Publications

Jyvéaskyla: University of Jyvaskyld, 2006, 55 p. (+CD)

(Jyvaskyla studies in Humanities

ISSN 1459-4331; 59)

ISBN 951-39-2573-0

Diss.

The thesis consists of six articles written during 1998-2006, a resume, and five
appendices (3 full score transcriptions, one chart, and a CD). There are four
main topics in the study: a) how the available sheet music publications have
succeeded in transcribing the music of the Beatles, b) what the main problems
are in making a good transcription, c) how the music of the Beatles has been
arranged, especially from the variation point of view, and d) how accurate a
critical review it is possible to present of the story of Northern Songs Ltd. Both
sheet music publications and arrangements are neglected themes in popular
music research. In spite of the huge amount of Beatles literature published,
there are practically no previous academic studies concentrating specifically on
these topics. The lack of relevant studies was one of the key motivations for
carrying out this research project.

Due to the large number of songs the Beatles have released on records
and the huge amount of sheet music publications of them, the research was
carried out as a series of case studies. As for comparison of sheet music
publications, the following two songs were chosen: 'Happiness Is A Warm Gun'
(since its rhythmic complexity) and 'Lucy In The Sky With Diamonds' (since its
harmonic complexity). 'Cry Baby Cry' was the song chosen for the study of
arrangement. Because it appeared that there were no reliable sheet music
publications of the case songs, the only solution was to start with making new
transcriptions. During the making of the transcriptions, a new method,
Simultranscribe, was discovered. This method involves the simultaneous use of
the record and the notation software and it proved to be a great help in making
the transcriptions. The analysis of sheet music publications showed that many
of them lack reliability and certainly leave a lot to be desired. The results also
suggest that variation was surely one of the key principles in the arrangements
of the Beatles, at least as far as the years 1967-68 are considered.

Because of copyright reasons, the appendices consisting of the full scores
of the three songs ('Cry Baby Cry', 'Happiness Is A Warm Gun', 'Lucy In The
Sky With Diamonds') are not included in the Internet version of the thesis, and
neither is the CD, which is attached to the printed version of the dissertation.

Keywords: The Beatles, transcription, sheet music publication, arrangement,
variation, rhythm, harmony, Northern Songs Ltd.
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PREFACE

It was almost fifteen years ago that George Martin, the Beatles' famous
producer, wrote in the foreword of his second book (Summer of Love - The
Making of Sgt. Pepper) that the books written about the Beatles make such a big
pile that there should probably be some sort of law against to making it bigger.
Martin's plea did not, however, help; during the last fifteen years, far more
books about the Beatles have been published than before it. Nobody knows
exactly how many, but the estimates rise up to more than 3,000 books. That is a
big pile, indeed, and the same is true of the Beatles records sold worldwide:
well over one billion copies. The Beatles certainly mean something special to
people - myself included: I was one of the millions who grew up with their
music, and they were probably the main reason for me starting a musical
career.

My journey to postgraduate scientific adventures was not the usual one:
there was a sixteen-year creative break (from 1982 to 1998) after I had
completed my Master of Arts degree at the University of Jyvaskyld, Finland.
Since the early seventies, my musical career had relied heavily on practice in
composing, musicianship, and teaching music. Since the beginning of the
eighties, my main topic in teaching music at the University of Jyvaskyld has
been popular and traditional music arranging. Being myself a composer,
arranger and musician, and having twenty years of experience in teaching
arrangement, I had a solid and insightful basis to begin to study the
arrangements in the music of the Beatles. The subject practically chose itself as
the topic of my dissertation: I had always hoped to someday find out how the
Beatles had arranged their songs. I also realised that, in spite of the vast number
of writings on the Beatles, their arrangements were a rather neglected subject,
as was the case with popular music studies in general.

The present study began as part of the BEATLES 2000 Research Project,
led by my supervisor Yrjo Heinonen in 1998-2001. Originally, my aim was to
focus solely on the variation of the arrangements in a couple of songs released
by the Beatles during 1962-70. As so often happens, themes for research change
during the years. Now, after some eight years of scholarly work, music
arrangement is only one of the topics in my study, the other key themes being
transcription, sheet music publications and publishing policy. The connecting
factor between the articles is transcription.

This study would not have been possible without a great deal of support
from various people and institutions. The most significant is, undoubtedly, my
supervisor, Ph.D., Academy Research Fellow, Yrjo Heinonen. His insightful,
analytic and brilliant comments encouraged and supported me during the
years. Since, after the sixteen-year break, my academic writing was rather rusty,
he instructed and guided me in how to study seriously in the scholarly world. I
am also truly indebted to my colleagues in the Beatles 2000 research group - my
gratitude to all the members of the team: Phil. Lic. Terhi Nurmesjarvi, M.A.
Seppo Niemi, and Ph.D. Tuomas Eerola for their valuable and critical



comments. It was such a joy to work with them. I am also grateful to the
reviewers of my work, Associative Professor Walter Everett from the University
of Michigan, USA, and Docent Hannu Saha from the University of Tampere,
Finland, for their valuable comments on this thesis. Walter Everett's vast
knowledge about the study of music in general and especially on the Beatles
was of great value to me, and Hannu Saha's insightful thoughts were also
precious.

There were many others who contributed to this work. In the early stages
of my study I received many valuable comments from Professor Sheila
Whiteley from the University of Salford, England. In addition, many colleagues
from the Department of Music at the University of Jyvaskyld have encouraged
and helped me during the process: especially Librarian Hannele Saari and
Lecturer, Ph.D. Riitta Rautio. I would also like to thank the Assistants Eila
Kautto and Anja Liponen, and computer expert Hannes Juutilainen for the support
they have given to me. Ph.D. John Richardson, M.Sc.MusTech and B.A. Francis
Kiernan, and Ph.D. Jeff Luck all proof-read parts of the dissertation, for which I
am grateful. However, my special gratitude goes to my colleague and Beatles
enthusiast and collector Markku Helin for the proof-reading of the finished
version of the dissertation.

I am also much indebted to all the institutions that have supported my
study: the Faculty of Humanities at the University of Jyvaskyld, Jenny and Antti
Wihuri Foundation, and Rector Aino Sallinen of the University of Jyvaskyld, for
granting me a scholarship for six months, which was of great help. I would also
like to thank Professor Petri Toiviainen for accepting this study in the series
Jyvéskyla Studies in Humanities.

Lastly, I would like to thank my family, my wife, Outi, and our two sons,
Aku-Ville and Joona. They have been my greatest source of strength and
inspiration during the entire research work. I express my gratitude for their
patience and, since they all are creative persons, they showed understanding
and faith in my creative work in the world of science - I wish to dedicate this
study to my sons.

Jyvéskyld, 23 August 2006
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1 INTRODUCTION

Everybody who wants to listen to the Beatles can easily find his or her favourite
record in the local record shop or supermarket. In doing so, he or she can be
sure that the record really sounds like the Beatles. Similarly, everybody who
wants to play the Beatles can easily find sheet music publications of his or her
favourite songs in a music library or store. In this case, however, it cannot be
taken for granted that the contents of the sheet music publication correspond to
the recorded song. The aim of the present study is to tackle on this problem.

There is, of course, a huge amount of existing books and articles related to
the Beatles. This literature saw its beginning as early as 1964 when Michael
Brown published his documentary on the Beatles, 'Love Me Do: The Beatles
Progress' (Brown 1964). In 1968, Hunter Davies published the only authorised
biography of the group, simply called 'The Beatles'. Philip Norman's 'Shout: The
Beatles in Their Generation' (1981) was the next noticeable biography. The
serious Beatles music analysis had already started with William Mann's article,
'What Songs the Beatles Sang', in the Times, 27t December 1963. Mann was the
first to use analytical and classical musicological terms when he described 'Not
A Second Time' with the following words: "... [so] natural is the Aeolian
cadence at the end of ‘Not A Second Time' (the chord progression which ends
Mabhler's ‘Song Of The Earth')”. After Mann, serious musical analyses of the
Beatles' output were written by, for example, Mellers (1973), O'Grady (1975 &
1984), and Riley (1988). There is also a large number of the Beatles interview
books - the most prominent are the two interviews with John Lennon (Wenner
1971, Sheff & Golson 1981).

The eighties saw the beginning of a new era in the Beatles literature when
Mark Lewisohn published his first two books, 'The Beatles Live!' (1986) and 'The
Complete Beatles Recording Sessions - The Official Story of the Abbey Road
Years' (1988). Lewisohn was the first person outside of the Beatles and George
Martin who was granted the opportunity to listen to all surviving tapes recorded
by the Beatles in the Abbey Road studios, totalling over 400 hours of music
(Hertsgaard 1995, 1). Lewisohn's pioneering work, together with the release of
“new” Beatles material [The Anthology Vol. 1-3 (1995-1996) in particular], has
inspired both popular and academic writers. As regards the (mostly) popular
side, there are new biographies (e.g. Miles 1997), revised editions of the older
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ones (e.g. Davies 1985, 1996, and 2004), interview compilations (e.g. Badman
(2000 & 2002), encyclopaedias (e.g. Harry 1992), chronologies (e.g. Lewisohn
1992, Miles 2002, Cross 2005), compilations (e.g. Thomson & Gutman (eds.) 1988,
Inglis (ed.) 2000, Trynka (ed.) 2004!, Womack & Davis (eds.) 2006 and all kinds of
academic and non-academic publications concentrating on a variety of general or
particular issues about the Beatles [e.g. Martin & Pearson 1994, Sulpy &
Schweighardt 1994, Sulpy 1995 (updated 2004), Gottfridsson 1997, Doggett 1998,
Engelhardt 1998, Badman 1999 (updated 2001), The 'Beatles Anthology' 2000,
Babiuk (2001), Evans 2004 and Emerick & Massey 2006].

One clear trend can be found in the academic Beatles literature after
Lewisohn's pioneering work: almost every year during the last ten years, one or
more studies on some specific topic concerning the Beatles have been
published. It is very common that the intensive research (usually profound
musical analyses) of each topic has taken several years to complete. These
include MacDonald (1994), Moore (1997), Everett (1999, 2001a), Reising (2003),
and Pedler (2003). Worth mentioning is also the Soundscapes - Online Journal
on Media Culture, which includes a dossier devoted to Beatles studies
(Tillekens 1998-2005), Markus Heuger's 'Beabliography' (2006), a reference site
of “mostly academic writings about the Beatles”, Alan Pollack's Notes on ...
Series (1989-2001), containing analyses of all Beatles songs, and lan Hammond's
'‘Beathoven - Studying the Beatles' (2006). Last but not least, there are the three
volumes of Beatlestudies (Heinonen et al. 1998, Heinonen et al. 2000, Heinonen
et al. 2001), which include most of the BEATLES 2000 Research Project's
published output; moreover, Beatlestudies 3 (Heinonen et al. 2001) includes a
representative selection of papers presented in the BEATLES 2000 Conference
in Jyvéaskyld, Finland.

The Beatles research is part of more general popular music studies.
Accordingly, in the following section I will relate the basic concepts of the
present study - arrangement, transcription, sheet music - to broader themes of
popular music research. This discussion starts with an overview of the
theoretical subtexts concerning the production, distribution, and consumption
of popular music. I continue by discussing the earlier research related to the
basic concepts of my study. This is followed by an exploration of the basic
problems and principles in making a good transcription. After the theoretical
subtexts, I explore the course of the study with brief summaries of each study.
The final chapter, 'Conclusion', sums up the findings, implications and
limitations of the whole study. There is also a brief reflection on
recommendations for future research.

1 This extensive compilation, published by MOJO magazine, includes dozens of high
calibre articles by most of the leading Beatles experts and historians, such as
Lewisohn, Badman, MacDonald, Miles, Davies, Doggett, Shaar Murray, Du Noyer
and Harry.



2 PRODUCTION, DISTRIBUTION, AND
CONSUMPTION OF POPULAR MUSIC

Popular music studies cover a wide range of different styles under its wide
umbrella. In general, the amount of popular music studies has been remarkable
in the whole field of music research during the last couple of decades.? In the
following, I will briefly outline the starting points of this research with a special
reference to the main topics of the present study.

2.1 Defining popular music

The term “popular music” is difficult to define precisely. As a historical term,
its roots date back to the mid-19th century, when its meaning was 'of the
ordinary people', but the term did not start to gain wider currency until the
1930s and 1940s (Shuker 1998, 226). The abbreviation term "pop music' was "not
in use as a generic term until the 1950s, when it was adopted as an umbrella
term for a special kind of musical product aimed at a teenage market
(Gammond (ed.) 1991, 457, quoted in Shuker 1998, 225). Popular music is often
defined by negation, that is, in terms of what it is not (e.g. popular music is not
folk music, art music, and so on). The term is widely used in everyday
discourse, generally to refer to types of music that are considered to be of
somehow lower value and complexity than so called art music. (Middleton
2006).

2 As for a comprehensive overview of popular music studies, cf. Richard Middleton's
articles Popular Music' and 'Pop' in the Grove Music Online (Middleton 2006); see also
Tagg (1982), Manuel (1988), Middleton (1990, 2000), Frith (1981, 1996), Frith &
Goodwin (1990), Negus (1992, 1996), Moore (1993), Shuker (1994, 1998), Whiteley
(1997a), Horner & Swiss (1999). The early 1980s saw the founding of two milestones
of popular music research: an academic journal (Popular Music) and a scholarly
society (IASPM = the International Association for the Study of Popular Music),
both in 1981.
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Richard Middleton has linked popular music to the concept of
dissemination, popularity with scale of activity, and popularity within a social
group - either a mass audience or a particular class (most often, the working
class). With a mass audience the theory is usually 'top-down' (production for the
people), and with a particular class, the theory is ‘bottom-up' (production by the
people).

Roy Shuker approaches the definition from three different perspectives: a)
definitions placing an emphasis on 'popular', b) definitions based on the
commercial nature of popular music, and embracing genres perceived as
commercially oriented, and c) identification by general musical and non-
musical characteristics.

As regards the first definition, Shuker notes that "obviously the criteria for
what counts as popular, and their application to specific musical styles and
genres are open to considerable debate. Record sales, concert attendance,
number of performers, radio and television air play, are all quantifiable
indicators of popularity, but classical music clearly has sufficient following to
be considered popular while, conversely, some forms of popular music are
quite exclusive. Furthermore, many musical forms now cross over in the market
place ... [consider], for example, the highly commercial marketing of the Three
Tenors, whose classical music has topped the 'pop' charts" (Shuker 1998, viii-ix).
Regarding the second definition it must be noted that popularity varies from
country to country, and this approach is largely concerned with recorded
popular music. With respect to the third approach, Philip Tagg (1982) has
pointed out that popular music is characterised by the nature of its distribution
(usually mass distribution) and storing (recordings rather than oral
transmission or notations), and the existence of its own musical theory and
aesthetic. The third and last definition is, naturally, widely used among
musicologists, while sociologists have concentrated on the first two definitions
and dimensions (Shuker 1998, 226-228).

But since the most active and most supported branch of popular music
studies has been identified with social and cultural studies interests, and
because there have also been remarkable studies of the industry, audience
semiotics [e.g. Frith (1981 and 1996), Tagg (1979 & 1987) and Negus (1992 &
1996)] these research areas have somewhat overshadowed the other fields of
popular music studies - such as the study of popular music itself: musical
analyses and musical practices, structures and meanings.

As a conclusion, it seems that a satisfactory definition should include both
musical and socioeconomic characteristics. Popular music simply embraces
such a vast context (often complex) that the study of it is distinctively
interdisciplinary, e.g it deals with "aesthetics and musicology, economics and
sociology, and social psychology. It necessarily includes reference to the music
industry, the creators of the music, its textual forms, the means whereby it is
disseminated, and its reception and consumption. Further, these are active
processes, which articulate and interact with one another." (Shuker 1998, x-xi).
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2.2 Popular music business

2.2.1 Music industry

In sociologically oriented popular music research (e.g. Frith), popular music is
usually defined in terms of its production, distribution and consumption. There
are three key metaphors concerning these issues: 1) 'assembly-line', 2)
'gatekeeper’, and 3) mediation.

Theodor W. Adorno was one of the first to explore popular music in the
context of industry. His key concept was standardisation, which is essential for
all assembly-line industry. Adorno considered record business, as well as
songwriting in popular music, an expression of this assembly-line culture. He
assailed popular music, and wrote as early as the forties that the "whole
structure of popular music is standardised, even where the attempt is made to
circumvent standardisation".> However, Adorno also noted that "producing the
songs still remains at the handicraft stage", and that songwriting is not as
simple as the "standardisation of motor cars or breakfast foods." (Adorno 1990,
302 & 306).

Paul M. Hirsch applied the term 'gatekeeper' to popular music business in
the early seventies. He noticed that there was a large number of people working
in the music business whose responsibility was commercial success, and who
were the crucial 'gatekeepers' of the industry with enough power to decide who
can make arecord and who cannot (Hirsch 1990, 125-138). According to him,

"artist and mass audience are linked by an ordered sequence of events: before it can
elicit any audience response, an art object first must succeed in (a) competition
against others for selection and promotion by an entrepreneurial organization, and
then in (b) receiving mass media coverage in such forms as book reviews, radio
station airplay, and film criticism." (Frith & Goodwin 1990, 128).

Simon Frith has developed further Hirsch's gatekeeper metaphor. He lists what
he considers to be the most important gatekeepers and describes their function
in the production and distribution process as follows (Frith 1981, 89-129):

<+ A & R men decide which musicians can make records and which
records will be released and promoted

X/
L %4

agents & concert promoters decide which performances will be
presented live

X/
L %4

music journalists decide which acts will be reported and written
about

He also often compared popular music with classical music and tried to show how
much deeper and more serious classical music is (see Adorno's article 'On Popular
Music' from 1941, reprinted in 'On Record' (ed. Frith & Goodwin 1990, 301-314)
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%  the program directors and disc jockeys of radio and TV stations
decide which records will get airplay

% record store owners decide which products to stock.

Keith Negus, in turn, has reconsidered the assembly-line theory, trying to find a
balance between it and artistic creativity:

"The industry needs to be understood as both a commercial business driven by the
pursuit of profit and a site of creative human activity from which some very great
popular music has come and continues to emerge. The problem is trying to bring the
two together: most theorists have tended to come down on the side of corporate
machine or the human beings." (Negus 2001, 36).

According to Negus, the record industry, the press, radio and television act as
mediators in popular music, constantly "mediating the movements between
artist, audiences, and corporations", and also "come in between and influence
the production and consumption of popular music". (Negus 1996, 66-98).

2.2.2 Primary and secondary texts

The English musicologist Alan F. Moore states in his book, 'Rock: The Primary
Text', that records are the most essential source of rock music (and popular
music in general). In other words, he suggests that sound (timbre in
conventional musicology) is the primary element of popular music. Moore
claims that popular music is "both a recorded and live music ... [focus] will be
on former, since in that format the majority of its listeners know the majority of
it" (Moore 1993, 4). Paul McCartney has underlined the importance of records
as follows:

"Recording was always the thing. Rather than TV and films. TV and films are a
possibility, if we became stars, but the records were the main objective. That was
what we bought, that was what we dealt in. It was the currency of music: records.
That's were we got our repertoire from, the B-sides, the 'Shot Of Rhythm And Blues',
the lesser known stuff that we helped bring to the fore, the R & B stuff."(Lewisohn
1989, 6).

Against this background it may be surprising for many people in music
industry that sheet music publishing is still a big business - the publishing
copyrights (including sheet music publications) of successful and famous artists
are extremely desirable. The most valuable catalogue of popular music is
without doubt the music of the Beatles. Its value is nowadays simply
astronomical - estimates rise up to 700 million Euros (Alenius 2005, 16-17). It is
remarkable that the only edition containing all the recorded songs by the
Beatles in a full score format, 'The Beatles Complete Scores' (first published in
1989), is still one of the top five sellers among the Beatles literature (Amazon
2006).* An average hit song usually sells 10,000-15,000 sheet music copies, but

4 The Beatles Complete Scores’ chart position on January 2nd, 2006 was 4. In the
Amazon top ten best-seller list of all the 1,160 Beatles related books, there were three
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the world record exceeds one million: Jimmy Page and Robert Plant's (from the
group Led Zeppelin) 'Stairway To Heaven' holds the record for the biggest-
selling sheet music in rock history (Hoskyns 2006, 62). As regards the number
of different Beatles sheet music publications, there are, solely in the United
States, more than 500 different editions, excluding the various reissues - and
there are also hundreds of different editions originally published in other
countries (McGeary and Croft, 1996-2004).

Barry Kernfeld, in turn, has studied the influence of the illegal 'Fake Books'
(the first one was titled 'Real Book') in jazz:

"The Real Book was an immense underground success. Today, despite the subsequent
appearance of numerous legitimate, authorized, copyrighted rivals, this bootleg jazz
fake book continues to be used extensively throughout the world, because its
combination of tasteful repertory and idiomatic representation remains unmatched."
(Kernfeld 2003).

The first 'Real Book' was written in the mid-seventies by a couple of students in
the famous Berklee Music School in Boston, USA - Pat Metheny, a young
student and guitarist, was one of its creators, and his reminiscing is
characteristic to its success: "It still is kind of unbelievable to me when I see it
almost 30 years later now, on bandstands from Kiev to Bali, knowing it's history
like I do. Believe me, no one involved would have ever imagined it" (Kernfeld
2003). Steve Swallow, a professional bassist teaching at Berklee at that time,
described the book's impact at its inception:

"In order to walk to the rooms where I taught my ensembles in Berklee, I had to run
the gamet of dozens of rehearsal rooms, down a corridor. On either side of this
corridor I would hear twenty or thirty . . . guys playing standards and a month after
The Real Book was published, all of a sudden I was hearing the right changes to tunes
that had been butchered. It used to be a hilarious journey down the corridor, to hear
the flagrant harmonic violations just spewing out of these rooms. It's not to say that
all of a sudden everything sounded great and it was Bill Evans at every turn, but
there was a huge improvement." (Quoted in Kernfeld 2003).

These examples illustrate that notation is still an important textual form of
popular music distribution. They also imply that the gatekeeper system
obviously works in the music publishing business as well. At least the
following gatekeepers may be listed:

X/

»  publishing rights owners decide which publishers the publishing
rights are granted to

X/
£ %4

publishers decide which songs are to be transcribed and by who,
which sheet music format is to be used, and to which audience the
publication will be addressed

other sheet music publications: 'The Beatles Complete Chord Songbook' (2000), 'Best
of The Beatles for Acoustic Guitar (Guitar Signature Licks)' (2001), and 'Fingerpicking
Beatles and Expanded Edition: 30 Songs Arranged for Solo Guitar in Standard
Notation and Tab' (1996). Amazon 2006.
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% music shops and bookstores, as well as libraries, decide which
publications to stock.

Consequently, taking the notation into account, raises questions about the
relationships between the original recordings and the printed publications -
transcriptions - of the songs.



3 ARRANGEMENT, SHEET MUSIC,
AND TRANSCRIPTION

Despite the huge quantity of literature on popular music in general, and the
Beatles in particular, there are no previous studies concentrating on the same
themes as the present study. Even the existing basic terminology concerning
the topics of this study is rather confusing. In this chapter, I will try to clarify
the meanings and general definitions of the following terms and concepts as well
as the relations between them: arrangement, sheet music, and transcription.

3.1 Arrangement

3.1.1 General definitions

The common meaning of 'arrangement' coincides with the common meaning of
'transcription' in the context of Western art music. The Collins Pocket
Dictionary of Music (1982, 513) states simply: "transcription, same as
arrangement". Although some of the meanings of the two terms are
synonymous, they also have specific different meanings, which clearly
distinguish them from each other. In the present study, these two terms are
separated. In the context of Western art music, arrangement has at least the
following four meanings:

X/
L %4

rearrangement of the basic and unchanging components of music (for
example, from one music genre/style to another or from one line-up to
another: from large to small and vice versa)

X/
£ %4

music based on or incorporating pre-existing materials

X/
£ %4

elaboration (or simplification) of a piece, with or without a change of
medium - in many cases re-harmonising the texture

X/
£ %4

transference of a composition from one medium to another
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In the first case, the meaning of ‘arrangement' coincides to a large extent with
that of 'composing', whereas the second meaning refers to specific
compositional techniques, such as variation, pasticcio, potpourri etc. (all widely
used in the Western culture). The third and fourth meanings coincide with the
common meaning of transcription although some degree of recomposition is
involved in each case (see for example Boyd 2006).

3.1.2 Arrangement in popular music

In popular music, the term 'arrangement' is understood much in the same way
as in art music. For example, The New Grove Dictionary of Jazz defines
'arrangement' as the reworking or recomposing of a musical composition or
some part of it for a medium or ensemble other than that of the original"
(Schuller 1988, 33). Arranging has a special position in popular music
production. According to Heinonen, the songwriting and recording process of
the Beatles consists of five main stages, as shown in the following (Heinonen
1995, Heinonen & Eerola 1998):

X/

»  songwriting

X/
£ %4

arranging

X/
£ %4

recording

X/
L4

mixing

X/
£ %4

releasing

Usually the order of the different stages in the process was as shown above, but
they almost always overlapped to some degree. Typically, the process returned
to a previous stage before proceeding further. On the other hand, individual
stages were often linked with each other in different ways. Usually the
songwriting was more clearly separable from the recording process, which, in
turn, was more obviously separable from the releasing process. At the time it
was common that arranging was more closely linked to recording than to
songwriting, and mixing was more closely linked to releasing than to recording
(see a more detailed description in Heinonen & Eerola 1998, 7-12).

In popular music, musicians do not usually play from notated
transcriptions but use so-called head arrangements. Schuller defines the term as
follows: "such 'arrangements' are generally not written down (though in some
cases they are partially written or sketched out in notation) but are assembled
instead from ideas (as it were, out of heads) of an entire band or perhaps some
of its leading members" (Schuller 1988,33). 'Head arrangement', as defined
above, is one of the leading methods in the Beatles' arrangement process (and,
actually, the most common practice in popular music in general).
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3.1.3 Earlier research

The studies on arrangements concentrate mostly on how to arrange - the focus is
on arranging instructions and general know-how. Related books are e.g.
'Arranging in rock, pop, and jazz: Facts and know-how' (Runswick 1996),
'Songwriter's Guide, Das Handbuch fiir die Komponier- und Arrangierpraxis'
(Fiedler 1996).> There are only a few articles about arrangements, for example
'Singer-songwriter sidemen' by Hamburger (1977).

The most relevant and solid previous studies that discuss and at least
touch upon e.g. the Beatles arrangements are the following: MacDonald (1994),
Everett (1999 & 2001a), and Pedler (2003). On the Internet, there is an extensive
music analysis collection (probably the largest and most relevant of its kind)
dissecting every Beatles song published. In 1989, the American musicologist,
Alan W. Pollack, began analysing the songs of the Beatles, and the task took
more than ten years. Pollack's compilation also includes a chapter on the
arrangement of each song (see Pollack 1989-2001).

3.1.4 Arrangement and variation

Variation is closely related to arrangement and is the key subject in my study of
arrangement. In essence, variation in music is a form founded on repetition, and as
such a natural product and an outgrowth of a fundamental musical principle, in
which a discrete musical motive, theme or another figure/passage is repeated
with various modifications. In a more general sense, development of theme(s)
inherently contains alterations and changes, and may, therefore, itself consist of
a form of variation (Sisman 2006). Variation reflects a technique and process
that is important in nearly all music, especially in every aural music tradition,
such as almost all of the traditional folk music, and the majority of popular
music.

It is impossible to overestimate the importance of variation in
arrangements. This is evident in textbooks of arrangement and orchestration.
Variation is also, as is arrangement, closely linked to the concepts of
improvisation, interpretation, and composition. A theme for variations may be
a melody, a bass line, a harmonic progression; in other words variation changes
are mostly founded on melodic, rhythmic, harmonic, contrapuntal, timbral or
orchestral (scoring) features, or a combination of these elements.

5 Especially in the field of jazz, there are lots of different arrangement tutorials and
guidebooks - published since the days of Glenn Miller (the first one was Miller's
own 'Glenn Miller’s Method for Orchestral Arranging' (1943). In the context of jazz,
four American musicians and writers are famous for their contribution to jazz
education during the last decades: David N. Baker (over 50 different books!), Jerry
Coker and William Russo. In the early seventies, Jamey Aebersold started a new
approach to jazz education by producing play-along records. Compared to jazz, pop
and rock arrangement guidebooks are very scarce - among the best are Sten Ingelf's
books, such as 'Jazz och Rock Arrangering' (1991).
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The Western classical music tradition, in which variation is an essential
concept, provides many musical forms of variation.® There are numerous
studies about variation in classical music but the great majority of them deal
with variation concepts and practices solely in the genre of Western classical
music. A large portion of the literature on this subject is devoted to a single
composer's use of variation (see the extensive bibliography on variation in
Grove Music Online, compiled by Elaine Sisman (2006). 7

In general, variation in the popular music tradition is not as widely
discussed in literature as variation in folk music. Several studies show that
variation has been the most important single element in helping folk music and
its structural stability survive through the centuries without musical notation. 8
The very nature of playing folk music is based on variation: when playing
alone, every musician makes his or her own alterations to the tunes. Naturally,
the amount of variation is less evident when several musicians are playing
together - however, variation is always present when folk music is played.
Intentional variation is so essential among folk musicians that they often
perceive making music as variation and variation as music (see e.g. Saha 1996,
11).

Folk music and popular music are essentially aural music cultures, and
variation is a central factor of creative musicianship in both of them. One
element in the variation of popular music differs significantly from most of the
other musical styles: since the mid-sixties, no other musical genre has
experimented with record mixing techniques as creatively as popular music.
Literature on variation in popular music is rather scarce, but some writings that
concentrate on arranging also discuss variation; these include e.g. Ingelf (1988),
Lindeman (1998), Koskiméaki & Heinonen (1998), and Koskimaki (2001). The
following quotation from Ingelf emphasises the essential role of variation in
popular music: "it is very important to have variation in an arrangement. This
creates alteration and keeps the listener's interest alive" (Ingelf 1988, 96). One
aim of the present study is to provide a more thorough exploration of the use of
variation in the arrangement of popular music.

6 Elaine Sisman (2006) has categorised these different forms in Grove Music Online: a)
ostinato variations, b) constant-melody or cantus firmus variations, c) constant-
harmony variations, d) melodic-outline variations, e) formal-outline variations, f)
characteristic variations, g) fantasy variations, h) serial variations. The forms of
variation listed above appear in many different musical styles and frameworks, such
as Ground bass, Chaconne and Passacaglia (typical ostinato variation features in
Western music of the late 16th and 17t Centuries), and also in Folia and Romanesca
(constant-harmony variations). Many of these techniques can be found in folk music
and popular music as well.

7 R.U. Nelson is one of the most prolific writers on musical variation and has written
articles on the use of variation in the works of e.g. Igor Stravinsky, Arnold Schonberg,
Anton Webern, and Alban Berg (Nelson 1962, 1964, 1968-69, and 1970). Nelson also
wrote one of the first overviews on musical variation in the late forties (Nelson 1948),
and Koenig (1997) has studied variations in the 20th century electronic music.

8 Noteworthy studies about variation in folk music include Cooley (1991-92), Saha
(1996), Phil (1997), and Juhasz (2000).
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3.2 Sheet music

The term ‘sheet music' refers literally “to a single item of published music,
typically a piano piece or a popular song in ‘short score' (i.e., a version in which
the accompaniment is reduced to a piano part and usually also to chord
symbols or tablature so that it may be realized on plucked string instruments)”
(Jazzgrove 2002, 560). Sheet music collections, such as songbooks, consist of
songs originally published as single items. The term can also be applied to the
basic formats of printed popular music. The sheet music publications in
popular music can be divided into several categories inside the common three
main formats, lead sheet, sheet music, and full score.

In published editions, the Sheet music format is probably the most
commonly used in popular music. There are two types of this format: piano (or
other keyboard staves) with or without vocal stave. It is, at least in principle, an
arrangement of the main sections of the song for piano (or other keyboard
instrument). Piano staves are, in principle, the same in both types of sheet
music. In these formats, the upper piano stave - treble clef, intended to be
played with the right hand - includes the main melody (occasionally
incorporating secondary melodies) together with some supporting chord tones,
where appropriate. The lead sheet format comprises only a single stave for the
main melody (other vocal or instrumental parts may occasionally be added),
above which the chord symbols - with or without guitar diagrams - are
written. In popular music, the full score format was not common before the
1980s. As its name implies, a full score is intended to represent all of the
instruments on an actual recording (or performance) as accurately as possible.?
At least the following categories can be found in all three formats: a) published
transcriptions following the official record release, b) complete sheet music and
lead sheet editions of the whole repertoire of an artist, c) "theme" collections etc.
as well as different "album sets", d) transcriptions of an instrumental part
originally played on a record and different improvised solo transcriptions
(especially in the jazz genre), e) simplified editions, f) arrangements for
different instruments, and for different ensembles, and g) miscellaneous other
publications.

Although arranging usually takes place in a relatively early stage of
production and the sheet music transcription is usually made after the release
of the finished product, different sheet music formats seem to be related to
different stages in the production process. It may be argued that the lead sheet
format is related to the song itself (consisting of melody, lyrics, chords), which
allows various different arrangements. The full score format, in turn, ideally
presents a single performance (recorded or live) of the song as accurately as
possible. The sheet music format seems to be something in between. It usually
includes some arrangement ideas that remain unvaried from one performance
to another but still leaves much room for variation. Consequently, there are
plenty of reasons to examine these two activities in the same study.

9 As for music examples of different sheet music formats, cf. Study III.
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Regarding sheet music, notations, and music theory in general, the
members of the Beatles have always maintained that they cannot read or notate
music. In those days, most pop and rock musicians were self-taught and could
not read music (this was also the case with the Beatles, especially in the early
days). In general, the group worked in the true oral tradition of head
arrangement. The truth is, however, not necessarily so simple.1

The third main topic of the present study, publishing policies (Study V),
has been a largely neglected field of study in popular music research. Among
the most interesting works are e.g. Jorger (1991), Schwenzer (1997) and
Whiteley (1997b). However, there is quite a lot of literature available on music
publishing and printing (see e.g. the large bibliography on 'publishing music' in
Grove Music Online, compiled by Donald W. Krummell (2006).

As regards the sheet music publication research, the situation is even more
unusual: practices in publishing as well as meticulous comparison with the
original source materials, normally the records, are both almost totally untouched
topics in popular music research, including the Beatles studies.

3.3 Transcription

In general, transcription is a subcategory of notation. The most common
meanings of the term 'transcription' include three basic elements (see for
example Ellingson 2006, Tucker & Kernfeld 2005):

% acopy of a musical work, usually with some change in notation

X/

»  writing down of music from a live or recorded performance

% an arrangement, especially one involving a change of medium

The first meaning refers primarily to copying manuscripts of early music with
or without simultaneously changing the notation. The second element of

10 Especially Paul McCartney has often emphasized how self-educated he is musically -
but that is part of the myth he wishes to create - certainly, the Beatles had very little
knowledge of notation and music theory during the early years, but at least they
knew the names of chords - typically the group worked from written-out lyrics
sheets with occasional chord symbols also marked. According to Greg Toppo, Paul
McCartney took some piano lessons during three brief periods in the fifties and
sixties, but soon lost interest because he "got very bored with the five-finger
exercises" (Toppo 2005). George Harrison learned the basics of Indian music notation
and, at least in the beginning of the 70s, he was also able to notate in the Western
music tradition - there are facsimiles of his hand-written arrangements for brass
instruments for four songs, 'All Things Must Pass', 'Awaiting For You All', 'Art Of
Dying' and 'Bangla Desh' in his book, 'I Me Mine' [Harrison & Taylor 2002, the inner
covers - see also facsimiles in Henke 2003, 29 and 59 of John Lennon's 'Lucy In The
Sky With Diamonds' and '(Just Like) Starting Over'; first lyric sheet includes some
points of entrance of the various instruments and the second one includes also some
chord symbols].
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transcription is especially widely used in folk (traditional) and popular music.
This is also how the term is used in the present study (it is a part of the
methodology of the study, as well). The third meaning coincides with the
common meaning of the term 'arrangement' and is not relevant in this study.1

In ethnomusicology, transcription is an essential and more often used tool
than in popular music research, and it is only natural that there are more
transcription writings in the field of ethnomusicology. Charles Seeger (1958)
and Mantle Hood (1971) were the leading figures in developing the
methodology of transcriptional work in their innovative studies, and since
Hood, there have been more and more writings on transcription (dealing
especially with transcriptional problems and the use of modern technology and
computers in particular) - see e.g. Reinecke (1968), Aron (1985), Ellingson (1986,
1992 and 2006), Dvorin-Spross (1992), Marinkovic (1999) and Levine (2002). In
popular music, the main focus of transcription literature is on jazz - among the
most representative books and articles are e.g. Owens (1974, a dissertation on
Charlie Parker's improvisation technique), Stewart (1982), Morgenstern (1986),
Haywood (1993) and Kernfeld (1995).

Many popular music researchers are reluctant to use notation (meaning
here transcriptions) as a basis of music analysis - also in many cases, the music
analysis is completely omitted. Alan F. Moore states that popular music
analysis through transcriptions is 'secondary text': "therefore, although the
analysis of art music is, normally, the analysis of the score, an analysis of rock
cannot follow the same procedure. It must refer to the primary text, which is, in
this case, what is heard. And yet, we cannot ignore notation altogether, since it
does play a role (sheet music remains available), and can be valuable if its use is
carefully considered" (Moore 1993, 33). Moore continues, "that the wholesale
application of a conventional academic musicology is unwarranted and
unhelpful" in popular music analysis, although, on the other hand, he writes:
"[conventional] analytical musicology is pertinent.... [of] harmony, melody and
rhythm". The problem is "that the importance of the sounds is too often
ignored".

Richard Middleton is far more conciliatory: "[rather] than pulling to one
side, with the traditional musicologists, or the other, with the 'total critics' of
musicology, it will be better to look both ways, living out the tension" (Middleton
1990, 123). Moreover, Middleton points out five different aspects "what exactly
is wrong with the old-style musicological pop text? ... [usually] the problems
are seen as lying in the following areas: 1) There is a tendency to use
inappropriate or loaded terminology. Terms like 'pandiatonic clusters' applied
to pop songs!? really do tend to position them alongside Stravinsky, even
though it is not at all clear that anything comparable is going on there, while

1 There are further meanings to transcription, especially in jazz (see Rye 2005): (1) a
process of copying sound from one source to another; in some cases the term is
synonymous with dubbing or dub; (2) a recording (on disc or tape) produced for sale
or for distribution to radio stations for broadcasting, also called broadcast
transcription. The term is commonly used only with discs.

12 The pop song in question was 'Not a Second Time' by the Beatles. The music critic
William Mann applied this famous analytical term as early as 1963.
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similarly a phrase such as 'the primitively repetitive tune', for example, is
weighed down with evaluative baggage; 2) The focus is more or less skewed -
traditionally, musicology is good with harmony and pitch structures and not so
good with rhythm, rather bad with sounds and timbre: this hierarchy is not
really valid in most popular music; 3) 'Notational centricity' (a term used by
Philip Tagg) tends to equate the music with a score. There is a danger that the
parameters that are more easily transcribed (such as pitch) may overemphasise
other parameters that are more difficult to transcribe (such as complex rhythm
nuances and, naturally, the sound); 4) The most common aesthetic is one of
abstractionism - a contextualised process turned abstract, and this procedure,
especially in formalist modes of analysis, tend to reduce the meaning of
structure, ignoring emotional and corporeal aspects; 5) Listening is monologic -
what the analyst hears correlates with 'the music' - the possibility of varied
hearing is ignored. (Middleton 2003, 4).

I mostly agree with these transcriptional deficiencies and problems
presented by Moore and Middleton but I would not be as drastic regarding the
use of traditional musicology as Moore seems to be, and I certainly line up with
Middleton's view to "look both ways, living out the tension" between traditional
musicology and its critics. In the following chapters I will present the basic
principles, problems and solutions of the transcription in more detail.



4 ON MAKING A GOOD TRANSCRIPTION OF
POPULAR MUSIC

4.1 Problems

In general, the list of problems in transcription is so long that there appear to
exist more shortcomings than solutions; however basically there are 'only' three
main categories of those problems: complexity of the source, subjectivity of
perception, and limitations of notation.

4.1.1 Complexity of the source

Many problems in making a good transcription are due to the complexity of a
single musical event. Even in the music of a simple line-up (and music that
seems to be simple music, like solo singing) the information would easily
increase in complexity and - even if there were an accurate way to present this
information - the transcription would be too complex to read and comprehend.
One of the basic starting points in making a full score transcription is to
specify the instrumentation used on the recording. It may often be very difficult
to determine which instruments and how many of them were used. For example, in
old mono recordings only the middle-range frequencies may be present and
there is usually a lot of disturbing noise as well (this is, of course, due to the
limited recording technology of the time). Naturally, the same is also true of
many ethnic recordings. In some cases, the Beatles represents the ultimate
example of these difficulties. One of the most typical cases is ‘Strawberry Fields
Forever', released in February 1967. With this particular song, it seems
impossible to exactly define what instruments were used in the recording.!3

3 The number of different instruments rises as high as 43 if you count up the
instruments from six well-known sources [Lewisohn (1988), Dowdling (1989), Martin
& Pearson (1994), MacDonald (1998), Everett (1999), The Beatles Complete Scores
(1989)]. However, the right number of different instruments in 'Strawberry Fields
Forever' is 'only' something between 21 and 24. On the other hand, the different
sources vary in reliability: Lewisohn (1988) is far more reliable than most of the other
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There are several reasons for this:

X/

include several instrument

X/
e

% due to sub-mixes4 done during the recording sessions most tracks

the recording process consisted of many different phases and one of

the sessions used about ten different percussion instruments;
there are also many instruments that sound rather similar

X/
L4

sessions, just some fragmentary pieces of information.

Sometimes specifying the instruments used might not seem initially
problematic at all - this kind of situation surprised me when I was transcribing
the very beginning of 'Happiness Is A Warm Gun'. Practically all literal sources
and sheet music editions - including such respectable sources as Lewisohn
(1988), MacDonald (1994), Everett (1999), Riley (2002), and Pedler (2003) -
suggest that the song begins with John Lennon's voice and his single
(fingerpicking) guitar accompaniment. Example 1 illustrates clearly why that

there are no surviving notes or other documents available of all

kind of two-guitar texture is simply impossible to play by a single player:

medium tempo;

.=71bpm 0' 00" -
lead vocal (‘_'mvf; Af‘] J JT 3 ! 1J ———
(John Lennon) ) ® o S= > —e
She's || not a girl who mis| - ses much
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EXAMPLE 1 The beginning of 'Happiness Is A Warm Gun'.

sources because Lewisohn was the only writer with access to the original Beatles'

recording sheets.

14 Sub-mixes are also called reduction or premix (Emerick & Massey 2006, 191).
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At first I had no reason to doubt that there is only one guitar. Being myself a
guitarist, I tried to figure out that guitar part in the beginning of the song by
playing my guitar along to the record. That was a truly nightmarish task! I
began to wonder how John Lennon could possibly fingerpick all the notes in
that part! After several frustrating days and not being able to play that
beginning with one guitar, I began to approach that transcribing problem from a
new angle: could there be more than just one guitar? After realizing that this
was indeed the case it took me about half an hour to figure out accurately that
tricky accompaniment. Most likely John Lennon recorded the second guitar
part immediately after the first because the sound is exactly the same and there
is no stereo panning between these two guitars, so there was no selectivity. I
have found only one transcription (Beatles Book 1, transcribed by Jesse Gress
1999) that supports my own interpretation.

4.1.2 Subjectivity of perception

Another problem is that the results of practically all transcriptions are highly
subjective. For example, comparisons between transcriptions of the same music
by different transcribers show clearly individual differences and subjectivity
(see for example Ellingson, 2006). According to Middleton (2003, 4), the
possibility of varied aural reading is ignored, and I would like to add that this is
too often done without notice. As regards foggy and complex parts it is clear that
the results may vary between transcribers - it would be pertinent to remind that
these unfocused parts could also be transcribed differently.
A good example of subjective transcribing (meaning actually how subjectively
you hear the music) can be found in the Beatles song 'I Want To Hold Your
Hand' - in the original recording, the fourth chord of the song is played rather
muddily resulting in a blurred sound. Pedler's 'The Songwriting Secrets of The
Beatles' includes a good compilation of all the interpretations of that chord.
Various transcribers have interpreted this B-based chord in no fewer than four
different ways: Bm triad, B triad, B7 or B5 (a so called power ‘chord’, consisting
only of an open fifth with no major- or minor-defining third). (Pedler 2003, 111).
Even one person may hear and comprehend the same musical information
differently in different moods and/or on different days. Moreover, after a long
transcription session without a break, the human ear easily gets tired and ‘lost'.
Thirdly, the way human memory works has its effect on how music can be
perceived and - since transcription is based on perception - how it can be
transcribed (see Studies I - IV). Indeed, the list of problems in transcription is so
long that there appear to be more shortcomings than solutions!

4.1.3 Limitations of notation

A third problem is due to the limitations of the notational system itself. For
example, as mentioned by both Allan F. Moore and Richard Middleton, there
are no effective, accurate and objective ways or tools to transcribe and notate
sound (timbre). In almost all types and genres of music, sound and articulation
(e.g. touch of the instrument, attack and release) are the most difficult basic
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musical elements to represent by notation. In spite of the many insuperable
difficulties in transcribing sound, there are, however, some established practices
to notate a specific sound (for example, as regards percussion, brass, and
plucked string instruments). Example 2 illustrates an example of percussion
sound notation:®

+ o o + o e)
| |
X X X X X

+ = closed hi-hat o = open hi-hat

EXAMPLE 2 Percussion sound notation: closed and open hi-hat.

But there are many more examples where it is simply impossible to notate the
sound - e.g. the sound of an electric guitar is often extremely difficult to
transcribe. One needs only to think about the various guitar sounds on the
following recordings by the Beatles: "Tomorrow Never Knows', 'I'm Only
Sleeping', 'Revolution' and 'Nowhere Man'. Of course, it may be possible to
identify the type of instrument played as well as the amplifier used and how its
tone was adjusted during the recording. A very important aspect in creating a
particular sound is the player - for example, how a guitar player hits the strings
(in what angle, using a plectrum or fingers etc.). In the context of popular
music, this is a special problem since sound is one of the key musical elements,
sometimes even the most important element. Musicians can spend hours in
finding the 'right sound'. Therefore, it is a pity that this segment of transcription
is not on a more advanced level.

4.2 Solutions

It is, however, possible to make a good and clear transcription, even though there
certainly are limits in every notation system. Perhaps the most advanced tools
have been developed in ethnomusicology. In ethnomusicological transcription,
music is written down from a live or recorded performance, or is transferred
from sound to a written form by using different kinds of electronic or mechanical
tools. Over the last couple of decades, this has been increasingly done using
computers. The ethnomusicological tradition of making transcriptions has quite a
long history: the methods and terminology stem from the work done at the turn
of the 20th century by key figures such as Ellis, Stumpf, and Hornbostel.16 After
their pioneering work, particularly two ethnomusicologists, Charles Seeger and

15 Grove Music Online's article 'Jazz notation' by Witmer and Finley gives a good
overview of all the essential aspects of the notation representation in the context of
jazz (Witmer & Finley, 2006).

16 More detailed information about the history and development of transcriptional
work among the musicologist see the anthology of articles in Shelamay (1990).
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Mantle Hood, have developed the methodology of transcriptional work. Seeger
(1958, 184-195) distinguished between prescriptive and descriptive transcription
and Hood (1971, 50-196) developed the methodological basis further in his
proposal of “three solutions”: (1) adaptation of traditional notations of various
cultures to their own musics, (2) use of melograph (electronic instrument
invented by Seeger), and (3) development of musical equivalent of Labanotation
(a method for write down the dance).

During the last two decades, 'the first solution' by Mantle Hood, using the
traditional notations of different cultures (instead of the standard Western
system) has become more popular among transcribers. For example, the Javanese
number notation has gradually replaced the Western notation transcriptions [e.g.
Becker and Becker (1981), and Sutton (1985, 1991 and 1993)]. African music began
to generate new transcriptional alternatives, as exemplified by the discoveries of
Simha Aron (1985). Also other new transcriptional alternatives were explored in
the late 20th century. Rather than exhaustively trying to notate all musical
information and features of musical sound, the transcription attempts to
acoustically embody the musical concepts that are essential to each musical
culture. Many different types of new notational solutions (especially graph
notations) have been produced since the late fifties. Some ethnomusicologists are
even experimenting with non-print forms, such as computerized animation from
sound to film and video (e.g. Hugo Zempf, more information at www.
grovemusic.com/ transcription and Fiirniss 2006).

With respect to popular music, the making of transcriptions has been
increasingly computer-based. Since the last decade, computer software for
automatic transcription of music has been commercially available. Some of the
software is intended for scientific study as well as for commercial applications
(see e.g. Study III and Klapuri 2000). There is, however, a difference between
human transcription and computer-based transcription, in how they outline
and process music. Human transcription is sequential rather than concurrent
[see Klapuri & Davy (eds.) 2006, 12-13].17 According to S.W. Hainsworth, "no-
one transcribes anything but the most simple music in a single pass" (quoted in
Klapuri & Davy 2006, 13). Moreover, human transcription detects distinct
sounds, pitch and timing - according to Klapuri, these are "aspects which are
very difficult to model computationally" (Klapuri & Davy 2006, 13). In recent
years, one of the most promising commercially available pieces of transcription
software has been 'Transkriber', and another, recently published and highly
developed transcription software is called 'Transcribe!' (see Seventhstring 2006).
Although many pieces of software are capable of reproducing pitches and time-
values very accurately, they cannot analyse the rhythmic organization of music
very well. That is: they cannot represent the music as it is perceived and
performed by humans. A good example of this problem is the complex
additional rhythm - with misleading beaming of the rhythmic phrase, you may
get very different solutions, and the music will be misunderstood (see examples

17 Klapuri and Davy's (eds.) book 'Signal Processing Methods for Music Transcription'
is an excellent compilation of technically oriented articles on computational
transcription (Klapuri & Davy 2006).
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in Study I1II, 178-179). Moreover, the end result depends too much on how well
the defaults - which are determined by the user - fit the music to be transcribed.
In the end, it is usually the musical competence of the transcriber that counts, not
the properties of the software. Another recent tool, especially in the commercial
market, is the Internet, which seems to have many promising advantages: there
are, for example, hundreds of transcriptional services to be found worldwide.
In practice, this often means that you can order your favourite (popular) music
transcribed to standard notation by professional transcribers.

No transcription of any musical piece can ever be totally complete. It is simply
impossible to translate all the information included in one musical performance
into a visual representation. However, using the following three principles as
guidelines helps a lot in making a good transcription:

% the transcription should always make the organization of music as clear as
possible - it should make it easier to comprehend and perform

X/
£ %4

transcriptions may have different functions and the level of details vary
according to its function - in any case, the transcriber should make the
purpose of his or her transcription explicit at the outset; the essential question
is how much detail it is necessary and reasonable to notate.

X/
£ %4

the transcriber should trust his or her own ears - a trained ear can (with a
little help of technology) figure out and select information even from a very
complex texture

After all, the skill of making an accurate transcription is similar to other musical skills
- meaning that the more you transcribe and rehearse it, the more and better you
can do it. This is the old "learning by doing" principle. Transcribing, as well as
reading and writing music, is an acquired ability and is affected by different
teaching conventions in different musical institutions. Musical dictation is
widely used in practicing transcription: typically, a musical excerpt is played
and it is then transcribed. D.P.Hedges has recently studied the practice of ear
training pedagogy and musical dictation (Hedges 1999).

One good way of making and testing the transcription is to play or sing
along with the source. It is relatively easy to notice when the playing is similar
to the source (probably as easy to notice when it is not the same!). There are, of
course, quite a lot of helpful methods, special arrangements, and tricks in
transcribing. In Study I, I have explored six different methods of making at least
a reasonably accurate transcription (see pages 128-129). A new method that I
used in this study is based on my own discovery of how to simultaneously use
the source and notation software.



5 THE COURSE OF THE STUDY

The present study began as part of the BEATLES 2000 Research Project, whose
aims and methodological starting points are discussed in Heinonen, Eerola,
Koskimédki & Nurmesjdrvi (1998, i-v). Originally, my aim was to focus on the
variation in the arrangements of the songs released by the Beatles during 1962-
70 on the EMI/Parlophone and Apple labels. Being myself a composer and
arranger, studying arrangement felt close to me and so I chose it as the main
topic of my research. A great help for the study was also my experience as a
teacher of popular and traditional music arrangement for over twenty years at
the University of Jyvéaskyld, Finland. As so often happens, themes for research
change during the years. Now, after some eight years of scholarly work, the
arrangement is only one of the topics in my study. The other key themes are
transcription, sheet music publications, and publication policy (especially as
regards Northern Songs Ltd, the company that owns the publishing rights of
John Lennon & Paul McCartney's songs). This course of study is illustrated in
Figure 1.

Because of the lack of previous research on arrangement as well as the
large number of original compositions the Beatles recorded between 1962 and
1970 (almost 200 songs), explorative case study approach appeared to be a
natural starting point. Case I (‘Cry Baby Cry', released on The Beatles in 1968),
was chosen partly accidentally, partly since I discovered that there is lot of
variation in the arrangement of the song to study. My first plan this article was
to explore all main aspects of variation in this song.’® However, this task
appeared to be beyond the scope of the article I was writing. So it was decided,
together with co-author Yrjo Heinonen, to concentrate "only" on form, scoring,
and mixing. Studies Ila (2001) and IIb (2006c¢), the follow-ups to the first study,
completed the original plan to study all the essential aspects of variation. Study
ITa focused solely on the arrangement of the vocal parts of ‘Cry Baby Cry', while
Study IIb concentrated on the drum, bass guitar, acoustic guitar and piano

18 The original context of my research included the following aspects of variation:
variation in playing (e.g. rhythmic, melodic and harmonic variation), variation in
gracing (grace notes) and in effects, variation in timbres/sounds and playing
techniques as well as variation in phrasing, form, scoring and mixing.
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parts. The variations were examined with respect to three different levels:
surface level (motives, phrases), intermediate level (sections), and deep level
(the entire song). The aim of these articles was to illustrate, from the variation
point of view, how the instrumental parts of 'Cry Baby Cry' were arranged.

Cry Baby Cry
Study 1
Arranging and variation _

Cry Baby Cry in one case song Motivation and

Study Ila & IIb Need to Study
Transcription
and related Problems

Happiness Is A Warm Gun ) <

Study III

Transcription and Shortcomings
’ in the Sheet Music Publications
Lucy In The Sky With Diamonds of the two case songs

Study IV )
Motivation to Study
Publishing Policies
and the History of
the Beatles’
publishing company

Publishing - <

Story of the Northern Songs Critical Review of the Story

Study V of Northern Songs Ltd and Study

of Publishing Conventions
FIGURE 1 The course of the study.

The first case study taught me that if I wanted to seriously study the variation
in the arrangements, I would have to make my own transcriptions. Because,
throughout the years, the records of the Beatles have been released in various
different versions with different mixes, I had to choose the versions which to
transcribe. Regarding the official Beatles records, there are at least four different
versions: from the sixties the original mono and stereo album mixes, from the
late eighties the official CDs, and the recent multi-channel 5.1. mixes (Yellow
Submarine Songtrack 1999). I chose the official CDs because they are the standard
versions today.

One basic problem is that the existing full scores have not transcribed all of
the different sections of a song. In general, even 50-70% of the sections may be
missing. Another basic problem is their inaccuracy: there are simply too many
transcribing mistakes, simplifications, missing parts and missing instruments.
For example, the only existing full score compilation including all the songs
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recorded by the Beatles during 1962-1970, 'The Beatles Complete Scores',
illustrates these shortcomings clearly?? - the following example is from the
beginning of 'Cry Baby Cry' where John Lennon accompanies his own singing
with acoustic guitar:
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EXAMPLE 3 The beginning of 'Cry Baby Cry' (the record) as compared with the
'complete' score by Fujita et al (The Beatles Complete Scores, 1989).

I also realised that it is not possible to make accurate transcriptions without first
exploring the principles, common shortcomings, and methods of transcription.
In Study III (case song II, “"Happiness Is A Warm Gun', also released on The
Beatles in 1968), I went through the basic principles and problems regarding the
making of a good transcription of rhythmically complex popular music. Study
IV (‘Lucy In The Sky With Diamonds', released on Sgt. Pepper's Lonely Hearts
Club Band in 1967) continued this work, now focusing on the transcription of
harmonically complex popular music. Both studies involved critical
comparisons between a selection of existing sheet music publications and my
own transcriptions, which were based on the CD releases of the original
recordings.

Finally, in order to put the results of studies III and IV into a perspective, 1
decided to carry out a further study focusing on the history of the sheet music
publications of the Beatles. After some preliminary work on this topic - partly
reported in Study III (pages 172-174) - I decided that Study V would
concentrate "only" on the history of the Northern Songs Ltd., the publishing
company of the songs of John Lennon & Paul McCartney.

» On the other hand not all songs are badly transcribed, some songs in the 'The Beatles
Complete Scores' are well transcribed; especially some of the guitar parts are very
accurate.
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On this basis, the main research questions of the present study can be
summarized - in the order they emerged in the course of the study - as follows:

1. How the music of the Beatles has been arranged, especially from the
variation point of view, and

2. What the main problems are in making a good transcription,

3. How the available sheet music publications have succeeded in
transcribing the music of the Beatles,

4. How accurate a critical review it is possible to present of the story of
Northern Songs Ltd

The following summaries of the articles I-V outline the designs as well as the
main results of the case studies. The specific aims, research questions, methods,
results, and conclusions of each case study are described in detail in the original
articles.

5.1 Summary of publications

Study I: Variation as the Key Principle of Arrangement in 'Cry baby Cry'

Study I was written together with Yrjo Heinonen. The starting point was
originally to explore the amount and means of variation in the arrangements of
the Beatles' music. Because of the lack of previous research on this topic, it was
decided to perform an explorative case study in order to get a broader view of
this particular research area. John Lennon's 'Cry Baby Cry' was chosen as the
song to be studied. The study itself was carried out mainly by me: I chose the
song, outlined the design of the study, made the transcription and performed
the analysis. Heinonen wrote the theoretical framework and interpreted my
analysis within this framework.

The primary source of the study was the official CD release of the song
[1987 - originally the song was released on The Beatles ('White Album'),
November 1968)]. It appeared that none of the existing sheet music
transcriptions (including the only full score) was reliable enough.
Consequently, I decided to make a full score transcription of my own
(Appendix 1). One of the key methods in making this transcription was the
simultaneous use of MIDI information of the notation software and the record
itself. There were three aspects of variation that were examined more closely:
form (the order and the length of the sections), scoring (number of individual
parts and texture) and mixing (balance, sense of closeness or distance, and
panning).
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The study showed that the principle of ever-changing variation is the core
idea of the arrangement and construction of 'Cry Baby Cry'. It seems also safe
enough to conclude that the principle of variation (in form, scoring and mixing)
was intentionally used. Another important discovery was that the only existing
full score, Beatles Complete Scores (1989), is not at all reliable: there is over-
simplification as well as several transcribing mistakes (see Example 3). It would
appear, therefore, that if one wishes to study the subtleties of the arrangements,
the first task is to make a better transcription.

Study Ila: Variation as the Key Principle in the Vocal Parts of 'Cry Baby Cry'

Study II was a follow-up of Study 1. The aim was to illustrate, from the point of
view of variation, how the vocal parts of 'Cry baby Cry' have been arranged. In
this study, variation was examined with respect to three levels: surface level
(motifs, phrases), intermediate level (sections), and deep level (whole song).
The procedure included the qualitative and quantitative analysis of the song
from the CD release (1987) and the transcription originally made for Study I
(listen to Tracks 1 - 7 on the Appendix CD).

In the qualitative analysis, I paid special attention to the following aspects:
transformation of motives, phrase structure, types of vocal texture, textural
density, and mixing. In the quantitative analysis, I concentrated on how
variation takes place regarding the frequency (number of changes) and density.
The following three aspects were taken into account in the quantitative analysis:
(1) the number of voices, (2) the volume of the double-tracked lead vocal, and
(3) the degree of melodic and rhythmic variation. The quantification was
carried out in two stages. During the preliminary stage, I estimated a numerical
value for each bar of the song by using ad hoc scales consisting of integers. In
the second stage, I transformed these ad hoc values into relative values and
calculated their averages. I suggest that these average values may be taken as a
rough indicator of the changes in the degree of variation in 'Cry Baby Cry'.

A close analysis of the vocal parts of 'Cry Baby Cry' shows that variation
is, indeed, the key principle of arranging these parts. Some surface level
variations in the song are so minor that they are hardly or not at all perceivable
by listening. This is apparently due to how human memory works. It is simply
impossible to remember variations concerning minor details if there is a
remarkable temporal distance between the events (that is, approx. 10-15
seconds) and if, at the same time, there is a great variety of other intervening
events. In ‘Cry Baby Cry' the temporal distance between the corresponding
events is about 30 seconds.

Although some of these surface level variations are obviously results of
spontaneous improvisation, it is apparent that many other variations were
intentionally planned. A good example of this is the gradual increase of density
(see Example 1, pages 260-261). It is very difficult to believe that such a highly
structured development could be a result of spontaneous improvisation. It
might be argued that most listeners become aware of this deep level pattern
only after careful listening. It is, however, impossible - or, at least, extremely
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difficult - to analyse by listening exactly what the variations are and how they
are carried out. This can be done only with a help of a detailed and accurate
transcription and analysis.

Study IIb: NEW SECTION - NEW MUSICAL IDEA. Variation as the Key
Principle in the Instrumental Parts of 'Cry Baby Cry'

Study IIb is a direct follow-up to Study Ila. The aim was to illustrate, from the
variation point of view, how the instrumental parts of 'Cry baby Cry' have been
arranged. Like my previous research (Koskimaki 2001, Study Ila), the present
study focuses on musical variation on three different levels: surface level
(motifs, phrases), intermediate level (sections), and deep level (the entire song).
The methods included qualitative analysis of the song from the official CD
release (1987) and the transcription originally made for Study I (see the
transcription in Appendix 1).

In the qualitative analysis, attention was paid to the following aspects:
alteration of styles and patterns, motives, figures and phrase structure, playing
technique, types of instrumental texture, and textural density.

A close analysis of the instrumental parts of 'Cry Baby Cry' shows that
variation is, indeed, the crucial principle of arranging also in the instrumental
parts. Regarding the entire song 'Cry Baby Cry', the deep level aspect of the
variation is based on the alteration of contrasting intermediate level units, the
sections A and B. The A sections represent variation on the intermediate level
but also some surface level variation, especially in the bass guitar part. The B
sections, on the other hand, represent a more uniform accompaniment style and
patterns, and the variations exist on the surface level. The bass guitar and
acoustic guitar parts, in particular, are very sophisticated and strongly varied
throughout. As mentioned earlier, some surface level variations are so minor
that they are hardly perceivable by ear. This is apparently due to how human
memory works (see the summary of Study Ila above). The accurate and detailed
transcription of the song was, once again, the primary source for the findings
regarding these minor surface level variations.

Although many of these surface level variations undoubtedly resulted
from spontaneous improvisation, it is apparent that some of the variations were
carefully planned, as was certainly the case with the vocal parts. The analysis of
the instrumental parts also shows that especially Paul McCartney's bass lines
(see Examples 5-7, pages 14-16) and John Lennon's acoustic guitar
accompaniment (see Examples 10 and 11, pages 20 and 22) were arranged
according to the principle of maximal variation. Paul McCartney, in particular,
appears to master the skill of variation but all the members of the Beatles show
great skill and imagination in their abilities to vary their playing spontaneously.
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Study III: HAPPINESS IS... A GOOD TRANSCRIPTION - Shortcomings in
the Sheet Music Publications of 'Happiness Is A Warm Gun'

The aim of Study III was to analyse how accurately the music, especially the
rhythm, has been transcribed in different sheet music publications of
'Happiness Is A Warm Gun'. This song was chosen as the case because of its
rhythmical complexity. Another aim was to explore the problems in making a
good transcription, especially as regards rhythmically complex music.

The basic procedure of the study was to compare a selection of published
sheet music representations of the song with the actual recording. Collecting a
representative selection of the published transcriptions was not an easy task
due to the vast number of publications available. The eligibility of the selection
was confirmed by choosing some of the best known publications, different
publication formats as well as editions from different time periods (from the
seventies to the mid-nineties). The transcriptions were compared with both the
CD release of the song [1987 - originally the song was released on The Beatles
(‘White Album'), November 1968)], and my own transcription (Appendix 2).

The analysis showed clearly that the making a good transcription of
rhythmically complex music is very difficult. Most of the publications were
simply illogical, hard to read, and more or less filled with mistakes. It is safe to
say that the average quality of the transcriptions was little above fair (listen to
Tracks 8 - 13 on the Appendix CD). Unfortunately, the poor state of the Beatles
sheet music transcriptions probably reflects the overall state of popular music
transcriptions.

Study IV: IMPERFECT HARMONY - Problems in the Sheet Music
Publications of 'Lucy In The Sky with Diamonds'

In Study 1V, the aim was to explore how accurately the selected sheet music
publications present the complex and ambiguous harmony of 'Lucy In The Sky
With Diamonds'. The song was chosen on the grounds of its obvious tonal
ambiguity. The procedure was basically the same as in Study III, with the
exception of studying the harmony instead of rhythm. Once again, the analysis
was based on the CD release (1987 - originally the song was released on
Sergeant Pepper's Lonely Hearts Club Band, June 1967), and a transcription of my
own (Appendix 3). Harmony was examined with respect to large dimensions
(tonal and textural plan), middle dimensions (modulations, texture types), and
small dimensions (chords and non-chordal events). Particular attention was
paid to the use of key signatures and accidentals, most significant vocal and
instrumental parts, and chord symbols and guitar diagrams.

In most of the studied publications the key signatures were illogical and
confusing. One publication even changed the entire tonal plan of the song
(suggesting I - II - VII instead of I - bll - bVII). Three publications used key
signatures logically, although two of them preferred the 'tonal' signatures while
one preferred the 'modal' signature. None of the publications presented the
chord symbols accurately. There were also textural shortcomings in all
publications although, in a couple of cases, the texture was arranged quite well
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for the sheet music format. As regards the sole full score publication, there were
some shortcomings which are hard to understand; for example, the tamboura
part is missing altogether.

This study supported strongly the results of Study III. Although the
selection was rather small in both studies it seems safe to conclude that, in
general, the Beatles sheet music publications are not reliable and certainly leave
a lot to be desired. Unfortunately, this is also true of the only existing 'full score'
transcription, which includes all of the Beatles' songs. On the more positive
side, the most substandard publications are rather old (approximately 20 years),
whereas some recent publications are of very high quality. One possible goal
for future Beatles research could be the publication of a critical full score edition
of the entire Beatles catalogue.

Study V: MONOPOLY WITH REAL MONEY - A Critical Review of the
Story of Northern Songs Ltd.

The purpose of Study V was to critically review the story of Northern Songs
Ltd, the company owning the Beatles sheet music publishing rights. Although
there is an abundance of literature on the Beatles in general, the story of
Northern Songs Ltd has not earlier been critically reviewed or even overviewed
as a whole.

The method of the study is a source critical exploration of the existing
literature. As regards the literature written about Northern Songs Ltd. during
the last decades, the main problem lies in the huge variation presented in
different sources. There is, for example, a lot of contradictory and incorrect
information in all the main sources, even within single publications. For
example, when Northern Songs Ltd. was founded in 1963 there are well over
ten different ownership percentages given in the main sources. Another key
problem was that there were several other companies founded in order to
handle the publishing copyrights of the Beatles' songs, and it seems almost
impossible to get valid information about all those companies (or in some cases,
any information at all). The main question was and is: who owns which copyright
and how much of it. Due to all this incomplete and conflicting information about
the companies as well as the often vetoed reason by the companies - this is a
business secret - some of the key questions have remained unanswered, such as
the ownership of Maclen Music.

According to the other results of the study, the main finding concerns the
founding deal of Northern Songs in 1963: there were six owners at the
beginning, not only four as has so many times been presented in the Beatles
saga as a historical fact (meaning John Lennon, Paul McCartney, Brian Epstein
and Dick James). The other two founding owners of Northern Songs were
Emmanuel Charles Silver via Dick James Music Ltd and Brian Epstein's brother,
Clive Epstein, via NEMS Enterprises Ltd.

One big problem was that the majority of all information was presented in
three and rather fragmented form and only rarely the information was as a
whole in one category - i.e. the information concerning ownerships was presented
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either in percentages, either in the amount of money, or in the amount of stock
shares, or, in many cases, mixing the two categories incorrectly. In the Study this
problem was luckily solved: those different fragments of different categories
were combined and transformed into a single category (see the Table 2 and 3,
pages 24, 36) and so the Northern Songs ownership history is here presented in
a more solid and condensed form and also the main percentages in ownership
changes are presented more accurately than in previous studies and sources.

The whole story of Northern Songs is extremely complex, colourful and
interesting. First of all, during the company's 43-year existence, its main
ownership has changed four times and Lennon and McCartney have never had
control over their own song publishing - that is, they have never owned the
majority share of the publishing rights. The study also includes a review and a
reinterpretation of the three situations when it was very close for the authors to
win 'their songs back’, i.e. to obtain the majority shares of the Northern Songs
publishing rights for themselves - actually the last chance would only have
affected McCartney, since it was in 1981, a year after John Lennon's
assassination.



6 CONCLUSION

The research for the present study began as a study of variation as a means of
arrangement in the music of the Beatles but ended up with questions
concerning transcription (especially the problems and shortcomings in it), sheet
music publications and copyrights as well as publication policy.

6.1 Main findings

In the following, I briefly summarize the main findings as related to each topic
of my research. As regards the variation in the arrangements of the song 'Cry
Baby Cry' (Studies I, Ila and IIb) the result was clear: the principle of ever-
changing variation is the core idea of the arrangement and construction of the entire
song. It seems, indeed, safe enough to conclude that the principle of variation
was intentionally used as the main guiding principle in the arrangement of 'Cry
Baby Cry'. In general, the whole idea of the widely varied arrangement of the
song can be encapsulated as follows:

<+  New section - new musical idea

X/

%  The Beatles' built-in ability and desire to vary their arrangements

Perhaps the most important finding of the study was that, with the help of an
accurate and solid transcription, it is possible to go directly into the essence of
the Beatles' music - happiness is a good transcription! Another essential finding
was that it is, indeed, true that the Beatles had zero tolerance for the words
"can't" and "no". Without this attitude, many of their unorthodox and
unconventional arrangemental ideas and solutions would not have been
realised. They simply did what they wanted, in their own and unique way.
Considering studies III and IV, where the main focus was to analyse how
well the existing sheet music publications succeed in transcribing the two case
songs ('Happiness Is A Warm Gun' and 'Lucy In The Sky With Diamonds') the
essential finding is that a great deal of publications lack reliability and certainly
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leave a lot to be desired. In Study III ('Happiness'), one reason for the poor
quality of the transcriptions is undoubtedly the complexity of the song itself.
Another relevant finding was that none of the available sheet music editions
pay attention to the natural Balkan feel and character of the rhythm in the third
section ('Mother Superior' -section). All interpretations of that particular part
were more or less illogical, hard to read, and filled with mistakes. With the logic
of the additional 'Balkan rhythms' notation the part is much easier to
comprehend and play (see Appendix 3). Variation was not the principal
research topic in studies III and IV, but after completing the accurate full score
transcriptions of 'Happiness Is A Warm Gun' and 'Lucy In The Sky With
Diamonds, it is safe to conclude that the principle of ever-changing variation is
the key arranging idea in also these two songs.2

In Study V (a critical review of the story of Northern Songs Ltd), all main
owners and the changes in the ownership of Northern Songs are presented in a
more coherent and compact form than elsewhere. In addition to this, the main
percentages of ownership have been presented here in a more detailed and
accurate way than in any previous publication.

Considering these findings in relation to existing literature, the most
remarkable discovery is, perhaps, in addition to the arrangemental findings
through the accurate full scores, that no other study in popular music has
focused on and examined the existing sheet music publications on this scale. In this
respect, the present research can, therefore, be considered pioneering. In spite of
the transcribing problems and limits in popular music analysis, I hope that the
findings show that accurate full score transcriptions help the reader (musician
or researcher) comprehend and find details and nuances of the music
(especially of the arrangement) that otherwise would pass unnoticed.

6.2 Limitations

One obvious limitation of the present study is that it concentrates solely on the
Beatles. Another limitation is that the number of analysed songs is small (3
songs). A third limitation is that all these songs come from 1967-68. A still
turther limitation is that all the songs were written mainly or solely by John

20 Regarding the variation there are dozens of comments quoted in different sources by
the individual members of the Beatles (and their producer George Martin) stating
how they were always looking for something new and different. Here are two
characteristic quotations - the first is from Paul McCartney and the second is from
George Martin: "...[We] were always pushing ahead: louder, further, longer, more,
different. I always wanted things to be different because we knew that people,
generally always want to move on..." (Paul McCartney in Lewisohn 1998, 13); "The
Beatles were always looking for new sounds, always looking for a new horizon and it
was a continual but happy strain to try and provide new things for them. They were
always waiting to try new instruments even when they didn't know much about
them." (George Martin in the Beatles Anthology 2000, 196).
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Lennon. However, as pointed out in Heinonen, Eerola, Koskimdki &
Nurmesjarvi (1998, iii-iv), concentrating comprehensively on a single case - for
example, on a certain composer or a group - may prove fruitful as to the
subsequent studies of different representatives of the same musical genre.

6.3 Applications and need for further study

In spite of the limitations, the present study resulted in methodological
innovations and opened new vistas for further research.

During the work on studies I and Ila, two methodological innovations were
made: the more important one probably being the simultaneous use of MIDI
information of the notation software and the source (i.e. the record) itself,
because it was of great help in the transcription work (this method was used in
all three full score transcriptions in the present study). I call this method
'Simultranscribe' although the term was not used in the articles (listen to an
example of 'Simultranscribe' on Track 16 of the Appendix CD).?! The second
methodological innovation was the use of a statistic quantitative model of
variation, which was used in study II (see Study Ila, page 267). In this graphic
presentation, the variation parameters (such as volume and the number of
musical parts) have been transformed into numerical and relative values.

Considering the practical applications of the present study, one interesting
starting point would be the further testing of the 'Simultranscribe' method in
different musical contexts, as well as the testing of the other methodological
finding in this study, the statistic quantitative model of variation. It appears
that the statistic quantitative model of variation, used in Study Ila, may also be
a useful tool in the general study of musical variation.

I hope that the present study shows that variation really is the key principle
of arrangement in these three case songs. It would be interesting to study
whether this basic idea is characteristic of all the different stylistic phases of the
Beatles. Another interesting topic would be to discuss the contribution of each
Beatle to the Beatles' catalogue, including their work on the arrangements.
Beside Lennon and McCartney, George Harrison's contribution is certainly
remarkable. In all, Harrison wrote 22 of the songs the Beatles recorded during
1963-1970. A thorough examination of the Beatles' arrangements could not omit
producer George Martin's contribution either.

But perhaps the most essential point suggested by the present study is the
need for a definitive Urtext of the Beatles canon. If a definitive 'Critical Edition'
were eventually written, it would probably require a lot of international
collaboration. Although hard work, it is not impossible - at the moment there
are, by a rough estimation, some 25 accurate and solid full scores (both
published and unpublished). The ‘Urtext Edition' would certainly have great

A One of the best things about the Simultranscribe method is that no special or

expensive tools are needed - two (high quality) headphones, one basic notation
software, and one regular CD player (or mp3-player) are the only pieces of
equipment needed. It only takes some practice to master the process.
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commercial potential since 'The Beatles Complete Scores', published by Wise
and by Hal and Leonard, have been steady sellers for over fifteen years.

The Beatles phenomenon has been documented, analysed, and discussed
now for over forty years, and hundreds of scholarly books about the group
have been published. In all, the number of published books about the Beatles
amounts to more than 3,000, written mainly by journalists and cultural scholars.
During the last decade, the musicological texts have increased in number, and
there is good reason to presume that this trend will continue in the future. As
Walter Everett puts it in his article, 'The future of Beatles research': "[but] so rich
are the Beatles' contributions in these arenas, I've have no doubt that the careers
of many music scholars can be filled for yet another forty years without
exhausting what is fascinating about the subject" (Everett 2001b). I could not
agree more.
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YHTEENVETO (SUMMARY IN FINNISH)

Onni on... hyvi transkriptio - Beatles-nuottijulkaisut uudelleen arvioituna

Viditoskirja késittdd kuusi vuosina 1998-2006 Kkirjoitettua artikkelia, ndiden
yhteenvedon sekd 5 liitettd (3 transkriptiota, yhden taulukon ja CD-&dénitteen).
Tutkimuksessa on neljd pdadongelmaa: (a) kuinka levyltd kuultava musiikki on
onnistuttu transkriptoimaan saatavissa olevissa nuottijulkaisuissa, (b) minka-
lainen problematiikka liittyy hyvdn transkription tekemiseen, (c) miten
Beatlesin kappaleet on sovitettu erityisesti variaation kannalta ja (d) kuinka
tarkka ja kriittinen yleisesitys on kirjoitettavissa Beatlesien nuottien kustannus-
yhtion, Northern Songsin historiasta. Sekd nuottijulkaisut ettd sovitukset ovat
olleet ldhes koskemattomia aiheita populaarimusiikin tutkimuksessa. Lisdksi
Beatles-historiikista on tdhdn mennessd puuttunut kokonaisesitys Northern
Songsin vaiheista.

Huolimatta Beatles-kirjallisuuden poikkeuksellisen suuresta maardstd em.
aiheista ei juuri ole aikaisempia tutkimuksia. Olemassa olevien tutkimusten
puute olikin yksi tdmdn tutkimuksen suorittamisen tdrkeimmistd syistd.
Beatlesien julkaisemien kappaleiden (virallisen olemassolon aikana yhtye jul-
kaisi vahan yli 200 kappaletta) sekd ndiden nuottijulkaisujen suuresta maarasta
(lahes 800) johtuen tutkimusasetelmaksi oli perusteltua valita joukko tapaus-
analyyseja. Nuottijulkaisujen vertailukappaleiksi valittiin 'Happiness Is A
Warm Gun' (perusteena kappaleen rytminen kompleksisuus) ja 'Lucy In The
Sky With Diamonds' (perusteena laulun tonaalinen moniselitteisyys). Myos
nuottijulkaisujen vertailujen osalta oli perusteltua valita erilaisista nuottijulkai-
sutyypeistd eri aikakausilta edustava otos (vertailussa oli mukana 'Happiness Is
A Warm Gun' -kappaleen osalta kymmenen ja 'Lucy In The Sky With
Diamonds' -kappaleen osalta seitsemén erilaista julkaisua). Sovituksien variaa-
tion tutkimisen kohteena oli 'Cry Baby Cry'.

Koska saatavilla ei ollut yhtdan luotettavia ja/tai riittdvan tarkkoja tran-
skriptiota kyseisistd kappaleista, ainoaksi mahdollisuudeksi jii omien tran-
skriptioiden tekeminen. Transkriptiotyon yhteydessd kehittyi uusi menetelmd,
Simultranscribe, joka perustui ddnilevyn ja tietokoneen notaatio-ohjelman nuo-
tinnoksen yhtdaikaikaiseen kuuntelemiseen. Menetelméd osoittautui erinomai-
seksi transkription tekemisen apuvélineeksi.

Nuottijulkaisujen analyysi osoitti yksiselitteisesti, ettd suuri osa julkais-
tuista transkriptioista oli epdluotettavia ja jdtti paljon toivomisen varaa jokseen-
kin jokaisella musiikin eri osa-alueella - tutkituissa julkaisuissa oli vain vahan
hyvia transkriptioita. Myos ainoa kaikki julkaistut kappaleet sisdltdava partituu-
rikirja (nk. full score, jossa on transkriboitu kaikki soittimet), The Beatles
Complete Scores (julkaistu ensimmadisen kerran 1989), on kaukana siitd mita
levyilld todellisuudessa on. Huolimatta suuristakin puutteistaan kirjaa on kui-
tenkin myyty valtavat maddrat. Yksi tulevaisuuden suurista haasteista olisikin
saada kattava ja luotettava kriittinen editio, nk. Urtext, Beatlesien tuotannosta.
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Tulosten perusteella ndyttdd myos selkedsti siltd, ettd variaatio oli yksi
Beatles-yhtyeen sovitusten keskeisistd periaatteista - ainakin vuosien 1967-68
kohdalla. Tutkimuksen perusteella selvisi myos ettd analysoidussa kappaleessa
'Cry Baby Cry' variaation tekniikkaa oli sovituksellisesti kdytetty runsaasti
kaikilla eri tasoilla kokonaisrakenteesta (deep level) pintatasoon saakka (surface
level). Jotkut pintatason yksittdisten fraasien ja motiivien variaatiot ovat niin
hienovaraisia ja pienid ettd niiden havaitseminen pelkdn kuulokuvan perus-
teella on mahdotonta tai ainakin erittdin vaikeaa ja epdtodenndkoistd. Nama
finessit tulivat esiin vain tarkan transkription avulla, ja vaikka variaatiot olivat
erityisen hienovaraisia, ne olivat usein suunniteltuja (esim. 'Cry Baby Cry' -
kappaleen lauluosuuksien variaatiot). Voidaan perustellusti sanoa ettd
Beatlesien jdsenilldi oli kyky ja halu varioida jatkuvasti, esim. uuden
kertautuvan jakson alkaessa esitelldan ldhes poikkeuksetta aina uusi variaatio ja
musiikillinen idea - ja useimmiten myds monella tasolla. Myos yksittdisten
soittimien osalta (varsinkin Paul McCartneyn bassonsoitto) heilld on taipumus
varioda soittoaan maksimaalisella tasolla: variaatio ei 