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PREFACE

This book contains a selection of papers presented at the BEATLES 2000
Conference, held at the University of Jyvaskyla, Finland, from 15 to 18 June,
2000. The conference was organized by the Department of Music at the
University of Jyvaskyla, the BEATLES 2000 research project, and Confennia
Ltd.

Abstract submissions for the conference were reviewed by Alf
Bjornberg (University of Gothenburg, Sweden), Yrjo Heinonen (University of
Jyvaskyla, Finland), Markus Heuger (University of Cologne, Germany), Gary
Kendall (Norhwestern University, Evanston, USA), Richard Middleton
(University of Newcastle, UK), and Sheila Whiteley (University of Salford, UK).
Article submissions for the proceedings were reviewed by Yrjé Heinonen,
Markus Heuger, and Sheila Whiteley. The technical editioning was carried out
by Terhi Nurmesjarvi and Jouni Koskimaki.

The backgrounds of the writers vary from professors to students of
popular music. Consequently, the articles are indicative of interests and
‘length of service’ and this was only taken to mean that there is a rich mixture.
Further, although not all papers were written by native English speakers, no
effort was made to re-write these papers in faultless British or American
English (for that matter, native speakers came not only from the UK and USA
but also from Canada, Australia, and New Zealand). Sheila Whiteley, the only
native in the editorial board, took the trouble of making some suggestions
concerning the language of non-native speakers. However, she was careful in
trying to sustain the original feel of the writer's argument within a more
idiomatic style.

And, as the reader may notice, there is no unified system concerning
footnotes, references, and bibliography. The submitted articles showed a
large diversity of practices with respect to these matters. It was decided to
keep the footnotes and references as they were and this variety was taken to
contribute to the rich mixture characteristic of conference presentations.

The editors wish to thank all collaborators, colleagues, and sponsors
for their enthusiasm and help in both the organization of the BEATLES 2000
Conference as well as the post-conference activities concerning this book.

Editors






CONTRIBUTORS

Bannister, Matthew
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University Music Theory Forum, the Indiana University Graduate Theory Association
Biennial Symposium of Research in Music Theory, the annual meeting of the Great
Lakes Chapter of the College Music Society, and the Society for Music Theory 2000
Annual Meeting in Toronto, Canada. His areas of interest include melodic analysis for
which he has developed special tools for the analysis of pitch-class transitions,
analysis of popular music, and composition.

Einbrodt, Ulrich Dieter

Ulrich Dieter Einbrodt (PhD), musicologist, composer and performing musician;
research interests are popular music and the connexion of music and Internet. In his
doctoral dissertation (1996), he analysed the development and the acoustical
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Everett, Walter

Walter Everett, author of the two-volume work, The Beatles as Musicians, is
Associate Professor of Music in Music Theory at the University of Michigan. He has
taught university courses devoted to the Beatles' music since 1981, and beginning in
1986 has written five articles on the structures within the Beatles' music and the
musical support of ideas in the accompanying lyrics. He has written many other
analytical articles about rock music, including essays on Paul Simon, Billy Joel, Steely
Dan, and the Grateful Dead, as well as other articles on Schubert song, Mozart
opera, and Schenkerian theory.
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Gloag, Kenneth

Kenneth Gloag is lecturer in music at Cardiff University. His main areas of research
interest are twentieth century British music and contemporary critical and cultural
theory in relation to music, particularly popular music. He has published a book on
Tippett's A Child of Our Time and is a contributor to Tippett Studies (both Cambridge
University Press 1999). Forthcoming publications include contributions to The
Cambridge Companion to Stravinsky and The Cambridge Companion to the String
Quartet. He has also contributed to journals such as Music & Letters, Music Analysis,
British Journal of Music Education, and Radical Philosophy.

Hannan, Michael

Michael Hannan was born in Newcastle (NSW), Australia in 1949. He studied
musicology at the University of Sydney and was awarded a B.A. (Hons) in 1971 and a
Ph.D. in 1979. In 1982 his critical biography of Peter Sculthorpe was published by the
University of Queensiand Press. In 1983, Hannan received a Fulbright Postdoctoral
Award which he took up in the Program in Ethnomusicology at the University of
California Los Angeles. In 1986 he was appointed as head of the Program in
Contemporary Popular Music at the Northern Rivers College of Advanced Education
(now Southern Cross University). Hannan has worked in the music industry as a
commercial composer, and as a performer in rock bands and contemporary theatre
productions. He has research interests in film music, electronic dance music, music
lexicography, and the work practices of musicians.

Heinonen, Yrjo

Yrj6 Heinonen (PhD), senior assistant of music at the University of Jyvaskyla,
Department of Music, the founder and leader of the BEATLES 2000 research project.
In his doctoral dissertation (1995) he presented a general model of the compositional
process and applied it to the songwriting and recording process of the Beatles.
Heinonen has edited books on popular music and music therapy and written several
articles on composition and songwriting, many of them dealing with the Beatles or
other popular groups. Many of these writings deal with issues related to intertextuality
from the subjective or autobiographical point of view. Recently he has also been
involved in the debate concerning the subject matter of popular music research.

Hudson-Kaufman, Sarah

Sarah Hudson-Kaufman received her Bachelor of Applied Science in Nursing at the
University of British Columbia, Canada. She currently practices as an obstetrical
nurse in Vancouver, B.C. Growing up, she studied classical piano through the Royal
Conservatory of Music and enjoys studying the Beatles' music and history. She also
loves traveling and spending time outdoors.

Johnson, Bruce
Bruce Johnson is Associate Professor in the School of English at the University of
New South Wales in Sydney, where he lectures across a wide range of areas from

the Renaissance to the present day, with emphasis on popular cultures. He has
written widely on popular music and cultural politics, and his most recent book, The

v



Inaudible Music, is a study of the relationship between jazz, gender and modernity in
Australia. He has also had extensive experience in broadcasting, music and record
production, and is an active jazz musician with achievements in touring, concert and
recording. He is active in a range of arts administration and policy development
projects, including as prime mover in the establishment of the government funded
Australian Jazz Archives.

Koskimaki, Jouni

Jouni Koskimaki (Licentiate in Philosophy) is lecturer of music education (arranging,
band leading) at the University of Jyvaskyla, Department of Music. He is also a
composer and performing musician and is specialized in arranging popular music and
world music. Koskimaki's catalogue of compositions includes works for several
different ensembles and line-ups, e.g. Suite for alto Saxophone & Extended big band,
Concerto for Violin & Big Band, two String Quartets, works for plucked strings
orchestras (such as balalaika orchestra), and incidental music. Since 1995 his group
Highregisterorhestra has played at several European festivals for plugged string
instruments and Koskiméaki himself has given paper presentations at these festivals.
Since 1998 he has also given master classes in mandolin in three European
countries. Koskimaki is member of the BEATLES 2000 research project and is
preparing his doctoral dissertation on the original arrangements of the Beatles' songs.

McCarthy, Len

Len McCarthy is currently working on a PhD in ethnomusicology at York University in
Toronto, Canada, with a focus upon corporeal conceptions of musicking, especially in
terms of the performance, analysis and teaching of popular music. His academic work
has been balanced by an extensive praxial career as a professional musician in the
Toronto area for the past 25 years. He has played flute, clarinet, and saxophone with
classical orchestras, military bands, and jazz bands, played percussion and steel pan
in steel pans, played Tahitian log drums for traditional dancing, sung and played
keyboard and guitar in rock, rhythm & blues, reggae, Hawaiian and jazz bands and
has provided piano accompaniment for vocalists and dancers. He has also worked as
a composer, arranger, studio musician, record producer, choral conductor, band
director, and music teacher at the elementary level (all grades), the secondary level,
and with undergraduate university music students.

McDonald, Kari

Kari McDonald received her Bachelor of Music in Music History and Literature from
the University of Victoria in British Columbia, Canada. She is currently completing
both her Masters in Music Theory at the University of British Columbia (Vancouver,
B.C.) and her Associate of the Royal Conservatory of Toronto (A.R.C.T.) Diploma in
Piano Performance. She enjoys teaching music theory and history, as well as her
Beatles studies, and intends to pursue both interests upon graduation. Her hobbies
include exercising regularly and traveling.

Mulder, Juul
Juul Mulder is a student in experimental psychology, with a particular interest in

neuropsychology and music. Upon hearing of Ger Tillekens' theory on the importance
of the Beatles' music in bringing about social changes she wanted to put it to the test,



the results of which are reported in this conference-book. She has recently finished a
research project on music perception using the electrophysiological measure called
EEG. The brain responses indicated an implicit musicality of nonmusicians, because
they showed distinctive brain responses to unexpected chords containing out-of-key
notes (measured against in-key chords), without a concomitant conscious response.
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but nowadays hardly arouse our awareness. The difference in brain response to the
unexpected chords compared to the in-key chords could not be explained in terms of
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Western tonal music, by nonmusicians.

Makela, Janne

Janne Mékela, Licentiate in Philosophy, works as a research fellow at the Department
of Cultural History, University of Turku, Finland. His interests lie in cultural studies,
history of popular culture, pop music and stardom. His licentiate thesis (1998) dealt
with the cultural history of John Lennon's rock stardom, and the subject wiil be the
same in his forthcoming PhD dissertation. Mr. Makela has written several articles on
the Beatles as well as on other topics, including Finnishness in rock music, children
and pop music culture, Mexican mariachi music, star theories and crime fiction.

Makela, Tomi

Dr. Tomi Makela, professor of musicology at the University of Magdeburg (Germany),
studied music in Lahti and Vienna, and musicology in Vienna, Helsinki and Berlin,
finished his doctoral thesis with Carl Dahlhaus in Berlin 1988. He has held teaching
and research positions in Finland (Helsinki, Turku) and Germany (Essen, Cologne,
Magdeburg), and is recently focusing on Schoenberg, Reger, Sibelius and Stravinsky.
He has published mainly in German and Finnish; in English e.g.: "Music and
Nationalism in 20th-century Great Britain and Finland", Hamburg 1997 (ed.); “The
Californian Refugee Situation as a Context of Musical Creativity: Towards Criteria for
'‘Exile Composition' (1933-1950)", in: Interdisciplinary Studies in Musicology (ed. Jan
Steszewski & Maciej Jablonski), Poznan 1997; "Textural Form in Intégrales by
Edgard Varese", in: Contemporary Music Review Vol. 17, No. 3 (1998); "Topics -
Texts - Tensions. Essays in Music Theory on Paavo Heininen, Joonas Kokkonen,
Magnus Lindberg, Usko Merilainen, Einojuhani Rautavaara, Kaija Saariaho & Aulis
Sallinen", Magdeburg 1999 (ed.).

Price, Charles Gower

Charles Gower Price is Professor of Music History and Literature at West Chester
University, Pennsylvania, where he teaches graduate and undergraduate courses in
Baroque Music, Performance Practice, World Music, Form and Style in the Arts, and
the History of Rock. Professor Price holds a M.A. in performance practice of early
music and a Ph.D. in musicology from Stanford University. His principal research area
is the performance practice of the Late Baroque. In addition to his career as an oboist
and Baroque scholar, he first taught a course on The Songs of the Rock Generation
at California State University, San Bernardino, in 1968. In 1974-5 he was invited to
teach a year-long course in Urban Folk Music at Swarthmore College. He presented
the first paper ever on the music of the Beatles to a national meeting of the American
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Musicological Society in 1976. His article, "Sources of American Styles in the Music of
the Beatles”, appeared in American Music in 1997.

Riley, Tim

Author, speaker, pianist Tim Riley taught a popular course on the Beatles while
attending music school at the Oberlin Conservatory (in Ohio), and the Eastman
School of Music (in Rochester, New York), where he earned degrees in piano. The
Beatle course led to his first book in 1988, Tell Me Why: A Beatles Commentary
(Knopf), which was hailed by the New York Times for bringing “New insight to the act
we've known for all these years." Riley went on to write Hard Rain: A Dylan
Commentary (Knopf/Vintage) and Madonna: lllustrated (Hyperion). He is currently
finishing his fourth book on rock music and gender for St. Martin's Press. Since 1990,
he has toured the United States giving multi-media speeches on Censorship in the
Arts and Rock History. Riley's music commentaries have been broadcast on National
Public Radio's 'All Things Considered' and 'Morning Edition', ‘Monitor Radio', Public
Radio International's ‘'The World', and in the pages of the Washington Post. Since
1995, Riley has published millennium pop, a web journal of popular culture, which
was excerpted in Harper's and praised as "Best New Publication of the Year" by the
Village Voice and Wired magazine.

Scott, Derek B

Derek B Scott is Chair of Music at the University of Salford, Manchester, UK. He is
the author of 'The Singing Bourgeois' (1989, revised edition 2000) and author/editor of
'‘Music, Culture, and Society' (2000). He has written numerous articles concerning
music and ideology, and is the General Editor of Ashgate's Popular and Folk Music
series. He was a founder member of the UK's Critical Musicology Group in 1993. He
is also a composer whose works include pop songs, a bagpipe concerto and two
brass band symphonies.

Thompson, Gordon R

Gordon R. Thompson (Mus. Bach., University of Windsor; M.M., University of lllinois;
Ph.D., University of California, Los Angeles) is an Associate Professor of Music at
Skidmore College, Saratoga Springs, New York. In addition to chairing the
Department of Music and directing the Asian Studies program, he has directed
Skidmore’s program in London, England where he taught a course on 1960s British
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western India and the relationship between music and society on south Asia. He has
studied several non-Western musical instruments but has played the tabla (the tuned
drums of north Indian classical music) for over twenty years.

Tillekens, Ger

Ger Tillekens (1949) lives in Groningen, a city in the North of the Netherlands, and
works as an associate professor at the university. He was 15 years of age when the
British Invasion reached his country. From that moment he knew his favorite music. A
few years later, studying sociology at Leiden University, he also found his favorite
social science. It took some decades, however, before he succeeded in combining
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Dart One

KEYNOTE ADDRESSES







BERTLES! 20a0

NO FIXED AGENDA
The Position of the Beatles within Popular/Rock Music

Sheila Whiteley

Synaesthetic Possibility’! In her discussion of ‘Rock Sociology’, the

candidate noted the ways in which joumalistic texts on popular music are
‘pre-disposed towards music which they themselves like and would listen to by
choice (often thinly veiling “race” and gender prejudice) and ... (that they are attracted
to): ‘a certain type of more subversive-seeming, more lyrically and structurally
complex music... a trait evidenced by the recruitment of underground writers to the
New Musical Express in the early 1970s, journalists epitomised by the likes of
Charles Shaar Murray’2 and evidenced in the accolades which greeted the release of
the Beatles Sgt. Pepper’s album of 1967. As Derek Taylor wrote in 1974

Sanier this year | was external examiner for a D.Phil. on ‘Music Video and

1 Dickenson, K. (2000) ‘Music Video and Synaesthetic Possibility’ (unpublished PhD
thesis), University of Sussex.
2 |bid., pp.34-5.



TOhiteley Sheila

‘It was the closest Western Civilisation had come to unity since the Congress of
Vienna in 1815 ... At the time Sgt. Pepper was released | happened to be driving
across country on Interstate 80. In each City | stopped ... the melodies wafted in
from some far-off transistor radio or portable hi-fi. It was the most amazing thing I’'ve
ever heard. For a brief moment, the irreparably fragmented consciousness of the
West was unified, at least in the minds of the young.’

Critics in The Times (London) and the New Times and the Village Voice (New York)
were equally enthusiastic.

‘You want a piece of music to encapsulate the period it was written in, and Sagt.
Pepper does seem to do that. 3 “It was a decisive moment in the history of Western
Civilisation.”4

Journalistic attention to the Beatles has continued unabated. Richard Lloyd Parry (7he
Independent on Sunday, 21 February 1999) observed:

‘Ironically, given their reputation at the time as slurring Scousers, the Beatles are
honoured as custodians of linguistic clarity.”

His article, entitled ‘Fab in the Far East for ever', is a critical evaluation of the continuing
significance of the Beatles in Japan, where ‘Beatlemania never went away’, a point
emphasised by Tokyo's John Lennon Museum (due to open in the autumn of 2000
in Saitama, an hour’s train ride north of Tokyo), the ‘scores of Beatles’ shops selling
current souvenirs and period memorabilia; the numerous Beatles’ fan clubs and
“study groups”, and the fact that 270,000 Beatles CDs are sold in Japan every year.
‘The ubiquity of Beatles melodies — yodelled by drunken salarymen in karaoke bars,
piped into supermarkets and hotel lounges, and warbled at waiting callers by
automatic telephone switchboards’ (p.1) evidence a continuing fascination with the
Beatles: ‘When you are re-born in the next life, will you still like the Beatles?’ asks the
questionnaire for membership of the Beatles’ principal fan club. Apparently ‘nineteen-
hundred people have sworn that they will, from the tropical island of Okinawa in the
south to the snowy northern mountains of Hokkaido’ (p.1) and this love of the Beatles
is given ‘an extraordinary twist of post-modern irony.” The Parrots (the sound-alike
Beatles homage band who performed three years ago at the annual Beatles
Convention in Liverpool, the first Asian Beatles ever to be honoured with such a
billing) now ‘have their own imitators — a band called The Carrots, who operate out of
a club called Liverpool, in the distant suburbs of Tokyo. “The Carrots have been
going for a while now,” says Chappy (the band’s ‘John Lennon’). “Their singer looks
very like me, and he always tries to walk the way | do, and imitate the way | play my
guitar. Not like John Lennon — like me.’ (p.1) Given that Chappy is 42 and ‘more of a
rughead than a moptop’ (p.1) there is, then, a humorous undertone. Yet despite
problems in speaking and understanding only a little English, the fact that he has
mastered 130 of the 216 songs in the Beatles oeuvre, and apparently sounds ‘earily

3 Mann, W., music critic of The Times in Taylor, D. It Was Twenty Years Ago Today,
London: Bantem, p. 45.

4 Taylor, op.cit., p.45.

5 Lloyd Parry, R., ‘Fab in the Far East for ever in The Independent on Sunday (Culture)
p.1.



No Fixed Agneda

like John Lennon'’ is an indication of the way in which the Beatles are, for many, more
than simply a band. Rather, they represent a way of life — or as Allen Ginsberg
succinctly observed in his 1987 TV programme ‘Twenty Years Ago Today’ they are
‘an exclamation of joy, the rediscovery of joy and what it was to be alive.’

Returning briefly to Kay Dickinson’s thesis, it was intriguing to note that she
observed, among the biases of academic writing, a similar sense of nostalgia
amongst writers on popular music. ‘In 1978, Simon Frith set a precedent in the canon
of writing on popular music by opening his book (The Sociology of Rock, now re-
written and published as Sound Effects: Youth, Leisure and the Politics of Rock,
1983) with a reminiscence of rock’s counter-cultural position in the 1960s...” She
continues, ‘a similar nostalgia is echoed, and variously modulated by the likes of Dave
Harker 6, lan Chambers 7 Richard Denselow 8, and Sheila Whiteley®.’ Obviously,
such connections made me think, but | do have to admit, in retrospect, that my writing
does evoke, for me, a sense of nostalgia; that the Beatles did set a certain agenda,
both personal and academic, which has informed my own reading of the period, and
indeed (from the papers submitted to the Conference) it would seem that this is
equally true for many of those present today. As Timothy Leary wrote in Time Out,
(1987) 10 The Sgt. Pepper’s album ‘gave voice to a feeling that the old ways were
out, and 'set the agenda for a counter-cultural response... in terms both of cuttural
themes and of music.’

I make no apologies, then, for focussing my paper on the agendas which
were, for me, of particular significance: The Beatles and Hallucinogenics, the Beatles
and Feminine Subjectivity, and The Beatles and Cultural Revolution. Retuming to my
inial observation (that joumalists, and it would seem many musicologists) are
attracted to ‘a certain type of more subversive-seeming, more lyrically and structurally
complex music...” 11, this was certainly reflected in my own research for my PhD. In
particular, | was concemed with the relationship between hallucinogenics and rock,
more specifically the ways in which certain musical characteristics seemed to act as a
metaphor for drug-related experiences. Certain codings were found to be common
across a wide diversity of bands and included:

% an overall emphasis on timbral colour (blurred, bright, tinkly, overlapping
associated with the intensification of colour and shape experienced when
tripping);

% upward movement in pitch (and the comparison with an hallucinogenic high);

o,
e

characteristic use of harmonies (lurching, oscillating and the relationship to
changed focus);

8 Harker, D. (1980) One for the Money: Politics and Popular Song. London: Hutchinson.

7 Chambers, |. (1985) Urban Rhythms, Pop Music and Popular Culture, London: McMillan.
8 Denselow, R. When the Music’s Over: The Story of Political Pop, London & Boston:
Faber & Faber.

9 Whiteley, S. (1991) The Space Between the Notes: Rock and the Counter-Culture,
London: Routledge.

10 Leary, T. (13-229 May, 1987) Time Out, 873, p.19.

1" Dickenson, K. (2000) Music Video and Synaesthetic Possibility, (unpublished PhD
thesis), University of Sussex.
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% sudden surges of rhythm (and the associations with an acid ‘rush’) and/or a
feeling of floating around the beat (suggestive of a state of tripping where the
fixed point takes on a new reality);

% shifting textural relationships (foreground/background, collages and sound-
scapes which suggest a disorientation of more conventionalised musical
structures and which focus a total sense of aborption with/within the sound itself.
Such techniques provide a musical analogy for the enhancement of awareness,
the potentially new synthesis of ideas and thought relationships which can result
from hallucinogenics).

Although it would be difficult to argue that the Beatles were first in the field here 12 (the
Red Dog Saloon in Nevada, U.S.A. being the first to pioneer the fusion of rock, light
shows and LSD), they nevertheiess set the British agenda in terms of cultural politics
— loosely defined as ‘the freedom to experience and enjoy.” 13 Paul McCartney's
experience as a member of the Monterey Festival Board (1966) was not co-
incidental here. The Festival had established a new set of relationships between
performer and audience, a new idea of the possibilities of rock, not least San
Francisco psychedelia. The fact that the Beatles had become ‘underground converts’
was significant. Regional drug squads had been formed in March 1967 and marijuana
and LSD had been made illegal in the U.K. The underground retaliated and in 1967
the Beatles were signatories to an advertisement advocating the use of marijuana.
This appeared in The Times (London), some three weeks after the famous editorial
by Rees-Mogg ‘Who Breaks a Butterfly on a Wheel?’ Meanwhile, the Beatles had
embraced transcendental meditation, and the release of ‘Tomorrow Never Knows’
(1966) and the single ‘Strawberry Fields Forever (1967) confirmed their affinity with
the “frisco scene. ‘The Beatles had gone “flower power” and the summer of 1967 —
the Summer of Love - aftracted a growing audience for songs which hinted at
hallucinogenic experience — Donovan’s ‘Mellow Yellow’ and ‘Sunshine Superman’,

12 ‘psychedelia grew from varied roots, with California being the main plant pot. Acid rock
had first emerged in the summer of 1965 in the Red Dog Saloon in Nevada, U.S.A.
Pioneered by the Charlatans, the fusion of rock, crude light shows and LSD laid the
foundation for what was to be known as the frisco scene’. Initially centred at the
Longshoreman’s Hall, and fronted by Chet Helms of the Family Dog, the fusion of loud,
improvised music with dance and LSD attracted a cult audience drawn from a growing
hippy community. By late 1965 two venues had been established: the Avalon Ballroom
under Chet Holms and the Fillmore under the promotion of Bill Graham. Groups such as
Jefferson Airplane, the Warlocks (subsequently the Grateful Dead) and Big Brother and
the Holding Company established an alliance with the California folk movement. Musicians
were equally attracted to San Francisco from Los Angeles (Love, Kaleidoscope and the
Leaves), Texas (Steve Miller) and the East Coast (Paul Butterfield’s Blues Band, Lovin’
Spoonful and the Blues Project). At the same time, San Francisco saw the emergence of
such groups as Country Joe and the Fish, Moby Grape and the Quicksilver Messenger
Service. Whiteley, S. ‘Altered Sounds’ in Melichi, T. (1997) Psychedelia Britannica,
Hallucinogenic Drugs in Britain, London: Turnaround.

13 In Britain, ‘the fight was not on the level of the political system but that of personal
freedom: the freedom to experience and enjoy.’
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The Jimi Hendrix Experience ‘Purple Haze’, Procol Harum ‘A Whiter Shade of Pale™,
and the Beatles’ own pivotal album Sgt. Pepper’s Lonely Hearts Club Band.

For the initiated, the third track ‘Lucy in the Sky with Diamonds’ evoked the
heightened sensations experienced while ‘tripping’. Everyday experience

“Picture yourself on a boat on a river”

is transformed into an evocative sign through the intensification of the unusual visual
experience

“With tangerine trees and marmalade skies”.

In the context of an LSD (hallucinogenic) experience, the gentleness of the pulse of
Lucy, together with the electronic distancing of the voice provides ‘a kind of
denotational relationship to physical experience: blurring of images and of speech,
and unnaturally bright colours are both characteristics of hallucinatory conditions:

‘Mild physical sensations, particularly in the limbs, occur, but the main dimensions...
are perceptual ... primarily visual, but also (including) the other individual sensory
modalities and sometimes, a blending or synaesthesia so that one “hears” something
seen, or “tastes” something touched. With the eyes closed, kaleidoscopic colors and
a wide array of geometric shapes and specific objects ... are often seen... lllusions
can occur and sometimes, depending on the interaction of the many important human

and drug variables, hallucinations.” 14

The waltz tune itself ‘undulates around the third of the scale (with dreamy flat sixths
and sevenths in the accompaniment’ 15 while the bright, tinkly arrangement evokes
the unnatural brightness of ‘the girl with kaleidoscope eyes’. The tonality appears
equally insubstantial as it shifts from a modal A up to Bb and along with the new
electronically filtered sound and the synthesised chord effects there is the suggestion
of hallucinatory images — the ‘cellophane flowers’, the ‘newspaper taxis’ which take
the listener upwards to the ephemeral ‘girl with the sun in her eyes.’

The dreamy waltz — evocative of a good trip — is then broken by the apparent
contradiction in mood of the ‘Lucy’ refrain. The brief, unremitting phrases and the basic
conception of the rhythm (regular beat plus syncopation) hark back to the Beatles’
earlier rock style (‘I Wanna Be Your Man’, ‘Drive My Car’). The timbres are clean and
unblurred and by reference to the scoring in the verse connote ‘normal’ experience,
real life. Within the context of the song, | would suggest that the exuberant refrain
suggests the mood of self-assurance gained from a good trip. According to Richard
Neville, whose book Play Power assumed cult status in the early 1970s, ‘non-acid
takers regard the L.S.D. trip as a remarkable flight from reality, whereas cautious
devotees feel they’ve flown into reality 16 As such, the retum of the refrain as a coda,
interspersed with an equivocal ‘Ah’ might suggest a slight sense of loss as the music

14 Fort, J. (1969) The Pleasure Seekers: The Drug Crisis, Youth and Society, New York:
Grove Press, p.183

15 Mellers, W. (1973) The Twilight of the Gods: The Beatles in Retrospect, London: Faber
& Faber, p.89

16 Neville, R. (1971) Play Power, London: Paladin, p.79
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fades out. However, | would suggest that the lack of finality is reassuring. The
experience can be repeated, and the ordinary can once again take on new
dimensions.

While the precise meaning of Lucy remains conjectural, it could be argued the
conjunction of the electronically manipulated timbres, the unlikely modulations ‘narrow
down and fix the signified of the final collage.” 17 The lyrics certainly leave little doubt
that the song focuses on hallucinogenic experience. Contextualised by Paul
McCartney’s ‘grand announcement that he took LSD (but) ... couldn’t be responsible
if other people blindly followed his example’ 18 John Lennon’s arrival at Brian
Epstein’s party in Sussex ‘in his psychedelic Rolls Royce .. with lots of LSD (when)
many well-known show business personalities were turned on to the drug for the first
time’ 19, Epstein’'s own quote in Queen magazine that the ‘new mood in the country
... has originated through hallucinatory drugs. | am wholeheartedly on its side’ 20, and
that Aspinall, road manager and personal assistant to the Beatles, had written that
Sgt. Pepper was ‘the culmination of our acid days’ 21 Lucy was quickly perceived as
more than a simple comic-book flight of fantasy 22 - a reference to John Lennon’s
claim that the letters in the title (Lucy in the Sky with Diamonds) had been inspired by
a drawing his son did at school. However, his two books on Joycean punning (/In His
Own Right and A Spaniard in the Works) illustrate, to the point of hilarity that one
meaning denies the presence of another, which it has hidden inside, only to al
strangers and the police’ !

The imagery in Lucy, its poetically comic-book flowers, trees and people, also
link the song to the Pop Art movement of the early 1960s and to underground
posters of the period. ‘Breezes’, ‘Unicom’, ‘Middle Earth’, ‘Pot Rally’ and ‘John
Lennon’, issued by Effective Communications Arts Limited, make use of the same
bright colours as those evoked in Lucy. ‘Night Ferry’ focuses on the ‘gil with
kaleidoscope eyes’, while ‘Pete Brown: the first real poetry band’ dreams up images
not dissimilar to those on the Sgt. Pepper’s sleeve. All five posters refer to
hallucinogenic experience, and as Richard Poiriers 1969 article ‘Leamning From the
Beatles’ highlights:

‘The Beatles have the distinction in their work of knowing that this is how they see
and feel these things and of enjoying the knowledge... and at least four of the songs
on the Sgt. Pepper album are concerned with taking a ‘trip’ or ‘tuming on’. A Little
Help From My Friends, Lucy in the Sky with Diamonds, Fixing a Hole and A Day in

the Life with a good chance of a fifth in Getting Better.’ 23

17 Middleton, R. & Muncie (1981) ‘Pop Culture and Post-war Youth: Counter-cultures’ in
Popular Cuiture, Milton Keynes: Open University Press, p.79

18 McCabe, P. and Schonfield, R.D. (1972) Apple to the Core: The Unmaking of the
Beatles, London: Martin Brian & O’Keefe, pp.81-2

19 Ibid., p.82

20 Ipjd., p.84

21 Ibid., p.80.

22 Poirier, R. ‘Learning from the Beatles’ in Eisen, J. (ed) (1969) The Age of Rock, New
York: Vintage Books, p.174.

23 Poirier, R. (1969) ‘Leaming from the Beatles’ in Eisen, J. (ed.) The Age of Rock, New
York: Vintage Books, pp. 173-4.
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While Lucy in the Sky with Diamonds was a key track in establishing the relationship
between music and drug-related experience, it was also significant in defining the
codes of romanticised femininity which dominated the late 1960s. Arguably, the
image of ‘the girl with the sun in her eyes’ both reflects and constructs the preferred
image of the late 1960s: the 'kaleidoscope’ eyes, the waliflike figures epitomised by
such iconic figures as Julie Driscoll, Twiggy and Marianne Faithful. Already
represented as a fantasy figure, the Lucy refrain, with its brief and hypnotically
repetitive phrases, inserts an element of earthy reality into an otherwise dreamlike
experience. ‘Lucy in the Sky with Diamonds’ may be interpreted as a celebration of
acid, but the refrain makes it equally a celebration of possession. Lucy may have a
dreamlike quality, a certain elusiveness: ‘Look for the girl with the sun in her eyes/And
she’s gone’, but the stereotypical and cliched musical structures (the repetitive I-IV-
V7 harmonies), and the unison vocal chant in the chorus reinstate her within the
dominant catechism of rock where women are both attainable and containable.

The projection of non-reality linked to psychedelic imagery is carried further in
‘Julia’ (1968). While the song is autobiographical, describing the mother Lennon
hardly knew, Julia still retains the elusive beauty of a woman inscribed within the
framework of fantasy. Sung to a slowly moving and unusually narrow-ranged melody,
the shifting harmonies in the supporting chords nevertheless create an underlying
tension:

“Julia, morning moon, touch me.”

The imagery is again that of the imagined woman, ‘hair of floating sky is shimmering,
glimmering ... sea-shell eyes, windy smile’, drawing on the symbolic associations of
the lunar goddess who stands at both ends of the silver cord of life, presiding over
fertility, birth, and death. Associated with the astrological sign of Pisces, with the
Druidic, the Celtic triple goddess, and the sea, she represents equally sexuality and
matriarchal energies and, as such, relates both to Lennon’s own feelings for his
mother, and to the image of the earth mother herself, a genre | will touch on later. At
the same time, however, the symbolic representation of Julia makes her unattainable
and, like Lucy, she is denied the self that is human. Unlike Lennon’s intense
expression of love, ‘| Want You (She’s So Heavy)' where heavy metal inscribes an
earthy sexuality to Yoko Ono, Julie (like Lucy) is denied the self that is human. She is
a symbol of beauty and is given no other value than to be beautiful.

Lucy, Julia, and countless comparable representations of femininity during the
1960s, play on ‘the desire of the spectator in a particularly pristine way: beauty or
sexuality is desirable to the extent that it is idealised and unattainable’ 24 There is a
sense of deceptive fascination in this particular genre, in that the image of the woman
is enhanced and, indeed, distorted by illusion. She is etherealized within a dreamlike
and unreal world, detached from reality, defined by the male as a fantasy escape
from reality. She is ‘made-up’ in the immediate sense in that her image is constructed
by the songs and written by male singer-songwriters. At the same time, she
occupies ‘ a place dangerously close to another tradition of representations of
women, from myth to fairy tale to high art to pornography, in which they are stripped

24 Kuhn, A. (1985) The Power and the Image. Essays on Representation and Sexuality.
London: Routledge, p.12.
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of will and autonomy. Woman is dehumanised by being represented as a kind of
automaton. (She is, in effect) a living doll.’ 25

While no reading of music can be completely objective or entirely
unambiguous, there is, nevertheless, a prefacing of what has gone before (not least
in stylistic conventions) and this results in certain representations of women becoming
so ‘naturalised’ that they assume a taken-for-granted quality. There is, therefore, a
certain element of surprise when similar fantasy figures appear in an overtly sexist
band like the Rolling Stones. ‘Gomper, from their 1967 album Their Satanic
Majesties Request, is curiously similar to the Beatles’ hallucinogenic tracks, and like
‘Within You Without You’ uses the sitar and quasi-Indian scoring. Femininity is also
inscribed within a dreamlike, fantasy setting, drawing on Spenserean 26 images of the
‘lily maid’, gently gliding on a glassy lake.

It is also, not too surprising, that both the counter-culture, the Beatles and the
Rolling Stones, should resurrect the nineteenth century image of the earth mother. Earl
Shimm, in 1867 had described her symbolic significance as representative of ‘the
Opium Dream’ ‘Beneath stretches a field of poppies, lifting up their stems and their
shapely seed-pods, chiselled like Indian capitals, from among them, her feet
disentangling themselves from their cold stems, floats up the Vision, a dim figure n
human shape, her filmed eyes lifted.’ 27

The earth mother as madonna can also be traced to the nineteenth century. For
Ruskin, ‘the path of a good woman is strewn with flowers; but they rise behind her
steps, not beneath them.” 28 an expression of both male sentimentality and the
perception of the soul-healing power of the virtuous woman. One hundred years
later, Paul McCartney expressed much the same thoughts :

“To lead a better life, | need my love to be there.
Here

Making each day of the year

Changing my life with a wave of her hand.”

‘Lady Madonna’, less naively ecstatic, nevertheless conveys some of the
understanding necessary for the contemporary earth mother as her love arrives

“Friday night without a suitcase
Sunday morning creeping like a nun”

‘Hey Jude’ conveys the sense of the woman as receptive, nurturing

“Let her into your heart”
“Let her under your skin then you can make it better.”

Harmless images without consequence? | think not and well remember my own face
at the time, the emphasis on eyes, on imagery and, significantly, on being given a

25 Ibid., p.14.
26 Spenser The Faerie Queen.

27 Dijkstra, B. (1986) Idols of Perversity. Fantasies of Feminine Evil in Fin-de-Siecle
Cuiture. New York: Oxford University Press, p.90).

28 Ibid., p. 269.

10



No Fixed Agneda

supportive role, for as | well remember, the counter-culture’s marginalisation of
women — whether in politics or in rock — was disturbing. Music may have had an
evangelical purpose that tied it to the values of the counter-culture, expressing its
attitudes and providing a particular location for self-identity, not least in such songs as
(ex-Beatle) John Lennon’s ‘Give Peace a Chance’, but as sociologist Theodor
Roszak observed at the time, the struggle for liberation was seen mainly

‘as the province of men who must prove themselves by “laying their balls on the
line.” Too often this suggests that the female of the species must content herself with
keeping the home fires burning for her battle scarred champion or joining the struggle
as a camp follower. In either case, the community is saved for her, not be her as

well.’ 29

The role of the woman, her image, her purpose is thus established and in rock
parlance certainly accounts for that well-known question: ‘What is a musician without a
woman?’ and its apocalyptic answer: ‘Broke and homeless'.

Finally, | retum to the continuing significance of the Beatles and their role n
establishing the agenda for cultural revolution.

‘Tell me the story of The Beatles again, Daddy. Tell me about John at art school as
a short-sighted Ted and how he first met Paul (who could play ‘Twenty Flight Rock’
properly), how George was this funny little kid who hung about with them and who
no one took seriously. Tell me about Pete Best who got slung out and Stu Sutcliffe
who died (but couldn’t really play the bass) and about all those wild nights in
Hamburg, please, Daddy. Tell me about how they met Brian Epstein (who had
dramatic ambitions and really loved John) and how they got turned down by Decca.
Then tell me about how they became the biggest stars the world has ever known.
Please, Daddy. | know I've heard this story so many times before, but | always

sleep better after I've heard the story of The Beatles...’ 30

So ‘why are the Beatles the greatest (rock) story ever told and told and told and
TOLD ... (and is there still an) an excuse for telling that same old bedtime story all
over again to the same old crew of big babies?’ For Charles Shaar Murray, quoting
from David Bowie’s ‘Life on Mars’, it is little more than ‘a saddening bore’, yet there is
no doubt that The Beatles are one of the most significant bands to have emerged
since the 1960s. They consistently top the ‘Best Ever charts and were the British
Library’s choice for their ‘100 years of popular music’ millennium CD (significantly they
don’t appear, as copyright permission was turned down. Noel Coward is the chosen
substitute); Rubber Soul (which has been given the accolade of the No. 1 album in a
recent record chart poll) marked the genesis of album-oriented rock which, coupled
with the emergence of the long player, became the most successful recorded format
in the late 1960s 31- For many feminists, ‘the frenzied adoration by young female
bands', both in Britain and America during the peak of Beatlemania, was ‘the first and
most dramatic uprising of women’s sexual revolution’ in that it signified an

29 Roszak, T. (1970) The Making of a Counter Culture: Reflections on the Technocratic
Society and its Youthful Opposition. London: Faber and Faber, p.65.

30 Shaar Murray, C. (1991) Shots From the Hip, London/New York: Penguin Books,
p.339.

31 Shepherd, J. (1991) Music as Social Text. Cambridge: Polity.
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abandonment of control and a protest against the sexual repressiveness of female
teen culture’32 Controversy remains over whether they were a modernist or
postmodernist band, a sure indication of their place within academic critical debate,
and there is arguably no popular music cumculum without the Beatles being firmly
placed as prime examples in the analysis of style and genre. They are equally
significant to musicological, historical, and cuftural theory and now occupy an ever-
increasing number of websites and databases (see Ulrich Eindbrodt, pp. 55-66).

So is it simply a case of ‘my generation refusing to let their 1960 adolescence
die a natural death; or the younger ones who will snatch and gobble any scrap of a
dream that someone declared some forty years’ ago’? 33 Arguably, the Beatles
were far more than a group of four talented musicians who took a leading role in the
so-called sixties dream. Clearly they did lead, but as Lester Bangs observes 34
‘they did so with a wink. They may have been 'more popular than Jesus’ but did they
really want to be the world’s religion?

John Lennon (my lifelong favourite) ‘at his best despised cheap sentiment
and had to learn the hard way that once you've made your mark on history those who
can'twill be so grateful they'll tum it into a cage for you.” 35 As he said, in one of his
last interviews, ‘Produce your own dream. It's quite possible to do anything... the
unknown is what it is. And to be frightened of it is what sends everybody scurrying
around chasing dreams, illusions.'
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BEATLES 2000

DRIVE MY CAR

60s Soulsters Embrace Lennon-McCartney

Tim Riley

firmament that we rarely question singers' motives in singing them anymore.

The mere familiarity of a Beatle song can gain you attention the way few other
songwriters' can, and there will be catalogues devoted to discographies of
‘Yesterday’s' by so many Paul Ankas and Wiliam Shatners. And yet few covers
ever compete with the Beatles' own recordings of their material. Why is this so?
Even with singers as great as Otis Redding, Ray Charles, and Aretha Franklin, who all
covered Beatle songs, few would rate even these singers' versions above the
original Beatle track.

Of course, the Beatles were a themselves masters at covers, chiefly during their
apprenticeship during their BBC appearances. | chronicled this as much as possible
in Tell Me Why, and since 1988, we've added The Beatles At The Beeb, and the
Royal Dane bootleg, The Complete BBC Sessions to the source catalog. The
Dane box is as detailed a map of their musical nervous system as you could sketch:
here, the Beatles discovered their own ensemble and songwriting potential through a

2ennon and McCartney songs now form so much a foundation of the pop



Riley Tim

catalog of stylistic affections in other people's songs. It is in no small measure of their
accomplishment that we now think of songs like The Isley Brothers' Twist and Shout’
and Chuck Berry's ‘Rock and Roll Music’ at least as much Beatles' tracks as their
writers'. These recordings do more than reveal new potential in the context of the
emerging Beatle mythology: new young British voices adopting American sounds as
building blocks of their emerging style, and of rock's future. The best Beatle covers
rival their originals by balancing an exquisite sense of tribute with poetic imitation:
copying that goes far beyond imitation to uncover new layers of meaning, color and
texture in an otherwise static form. The Beatles took defining moments in rock and
created tributes that became new defining moments.

In the same way that Elvis Presley made ‘Hound Dog’ and ‘Heartbreak Hotel
and ‘Down in the Alley’ and ‘One Night of Sin’ his own, even though he was covering
songs written by Lieber and Stoller and others, the Beatles based their original
sensibility on what would become rock standards. Their stylistic sensibility was born
of a desire to bring their record coiiections, and rock history as they understood it, to
life in their own hands and voices.

In fact, this turns out to be a constant in the Beatles' career, long after they break
up and go solo. The January 1969 Let It Be sessions often dissolved into cover
songs as a way of killing time, searching for lost ensemble magic, and reviving shared
passions. John Lennon's 1975 Rock And Roll album is his adult retum to the rock
songs where he first recognized himself as a teenager. Widely dismissed as a mid-
life aesthetic crisis at the time, it survives as a towering vocal legacy.

And Paul McCartney's Run Devil Run (1999), is a cover record, with two
originals (“Try Not to Cry’ and ‘What It Is’) snuck in almost invisibly. It's as though
McCartney conceived his new songs as living in the same realm as the oldies he
surrounds them with. One of the key stories to emerge from these sessions was the
question one of the musicians asked of McCartney: ‘Who did that one [originally]?’,
presuming McCartney had dug up another long-lost Eddie Cochran or Gene Vincent
b-side, when in fact the number they were listening to had been written that same
month. McCartney took pride in snowing his players into thinking that his original song
was in fact a golden oldie. | think this points to the reverence he holds for the concept
of covers as a formidable rock'n'roll form, a recording feat analogous to writing what
we used to call a “standard,” or “fakebook" song for other singers to perform. And it
also points up how intoxicated with rock history McCartney remains to this day.

The first and best crop of Beatle covers, from the era's finest soul singers,
emerges while they were still writing and performing, and underscores a fundamental
feature of their achievement. The soulsters in the '60s and early '70s I'l explore here
take on Beatle material in a much different way, both socially and aesthetically, than
most of the others. The crossover from British pop band to black southem soul
reverses the typical rock'n'roll prototype of white on black, and so assumes added
weight when pursuing the issues of influence and originality in this music.

With Motown and the Memphis Stax label, the rise of American soul in this
period was symbolically linked to the civil rights movement. So in one immediate
sense it made much more sense for soulsters to embrace British white music. But
even for figures as powerful as Otis Redding, Jimi Hendrix, and Ray Charles, it took
an expansive creative ego to take on a Beatle number contemporaneously. At the
time, this was the musical equivalent of climbing into the ring with Muhammad Ali.
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Automatically, listeners would compare the Beatle version of ‘Eleanor Rigby’ with
Ray Charles's version, and the threat was that the comparison might not be
favorable. Ray Charles, of course, held the status as an untouchable modern pop
singer. Revered by Paul McCartney and every other sentient being, his covers had
less reputation riding on them than did most of these others. But Charles is the
exception.

In recordings like Wilson Pickett's ‘Hey Jude,” Stevie Wonder's ‘We Can Work
It Out,” Al Green's ‘| Want to Hold Your Hand,” and Earth Wind and Fire's ‘Got to Get
You Into My Life,’ the very people that Beatles once paid explicit homage to were
paying homage to the Beatles. Specifically, this includes the Motown shop, where
the Beatles learned from songwriters like Smokey Robinson, and the Brian Holland-
Lamont Dozier-Edward Holland team; to the robust Stax ensemble sound of Booker
T and the MGs. It's a well-known story that McCartney pushed his Abbey Road
engineers towards a fuller bass sound after hearing Motown bassist James
Jamerson. What's not as well established is how these recording properties quickly
became written properties in the Beatles own song-to-studio process.

These soul covers I'll discuss speak to that particularly 60s ethic of ambition and
pretension as a kind of aesthetic badge. And the fact that these soulsters didn't
completely fall on their faces says plenty about their innate talent and approach. In
paying tribute back to the Beatles, these soul recordings cast some intriguing
aesthetic shadows.

Why were so many soul singers drawn to Beatle material in this period? Why
are soulsters the ones to make the most accomplished Beatle covers? What can the
best of these covers tell us about the Beatles songwriting and production skills? Do
any of these covers compete with the Beatles' own original recordings? Inside this
dialogue between originals and covers, a kind of large-scale call and response,
defining moments and the salutes that become new defining moments, lies a story
that traces many things: not least the peculiar British-American envy that tumed into a
style all its own.

The fact that these soulsters I've singled out didn't raise the stakes or challenge
the Beatles' own recording standards argues very strongly for the new aesthetic the
Beatles were putting forward. Very few critics or musicologists would choose Wilson
Pickett's version of ‘Hey Jude,” or Stevie Wonder's ‘We Can Work It Out,’ or Earth
Wind and Fire's ‘Got to Get You Into My Life,” as better than the Beatles' original
recordings of these songs, and the reasons for this unanimous aesthetic judgment
reveals just how far the Beatles took the popular song: from music and lyrics to a
recording. In the Beatles' hands, music and lyrics become a starting point for a
recording, and the recording itself becomes the finished product; the production of the
song becomes indistinguishable from the song itself. The Beatles' recordings of
these songs crystallize so much more than the words and music that they become a
new paradigm: song plus performance plus overdubs plus tape edits plus final mix.
The recording is the new standard of achievement, not just the song.

My goal here is to demonstrate through these covers just how much more the
Beatles made of their influences than anybody who dared cover them.

TO BEGIN WITH, the early Beatles were as conscious of the layers of racial
contributions in the music as the era's most sophisticated writer-producers (Lieber and
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Stoller, Phil Spector, or Carole King). There are those who would cast the early
Beatles “cavern club" sound as it emerged in late 1962 as a rather raw, garage-
flavored take on American rhythm and blues, with their Arthur Alexander pool of
songs as exhibit A. And this theory has its strengths. There are simply few more
fervent sounds in the Beatles' early repertoire than the sound of Lennon aping
Alexander during ‘Anna,’ especially during the bridge, when he sings "All of my life ...
I've been searching for a girl/To Love me like I-hi love you-oo___."

And yet it's not stressed often enough that although the Beatles' early sound
was certainly raw in the R&B sense, it was also as dependent on white writers as it
was by black stylings. Even in the rather simplistic teenaged vantage on romance
exemplified by, say, the Cookies' ‘Chains,’ the Gerry Goffin-Carol King song, the
psychological vantage of entrapment, and the sly ironic verve the Beatles give to i,
is at least as strong as the backbeat that carries it. In fact, it is this seasoned sensibility
that, when heard in the comparatively demure shadings of the Shirelles singing
‘Baby, It's You,” by Burt Bacharach and Hal David, that gives the Beatles' girl group
affections such a macho subtext. In fact, these black teenage women singing pop
swag by white hired guns are the earliest reversal of white on black we see in
rock'n'roll: think of Phil Spector, the skinny pop geek who spoke through black women
like the Crystals and Tina Tumer. The layers of irony and mischief the Beatles bring,
between what it means to be a young man singing a girl group song, and investing it
with the generational fever of social rebellion, are what make it so much more than a
simple declaration of love.

The larger tradition of "covers" in pop history mixes tribute with expediency.
The exception proves the rule: Bob Marley's ‘And | Love Her (1965) is clearly a
spark plug meant to tum over his career's engine, although not unappreciable. (After
all, this is the same Marley who covered ‘What's New Pussycat?’) For our purposes,
however, all these acts were well-established, didn't need to hop onto the Beatle
wagon of "aesthetic credibility." Stevie Wonder didn't cover ‘We Can Work it Out’
until 1971, nearly six years after the song appeared, and it worked as a signal of his
own coming-of-age in the pop business between two top ten hits: ‘Heaven Help Us
All' and ‘If You Really Loved Me.’

In fact, the larger irony is that most of these soulsters had even bigger hits with
other peoples' material: Otis Redding's take on the Rolling Stones' ‘Satisfaction’ was
not just a bigger hit but a better fit for his sensibility than ‘Day Tripper.’ Aretha
Frankiin's ‘Let it Be’ was just a scrimmage for her transcendent remake of Simon
&amp; Garfunkel's ‘Bridge Over Troubled Water,” which many critics would and
should choose over the original. And while Ike and Tina Turner did a respectably gritty
‘Come Together,” it was John Fogerty's ‘Proud Mary’ that resuscitated their career.
(Tina Tumer in particular owes a much greater debt to Mick Jagger's ‘Honky Tonk
Woman,” which she pulled out at LiveAid, and the Stones in general than she does
the Beatles, even though well into her solo career, she made an exhaustingly literal
reading of Lennon's ‘Help!’ into a stage set-piece.)

For my purposes, | will focus on two performances out of several that | group n
this Beatles-soul camp: Wilson Pickett and Earth, Wind and Fire. | could just as easily
place Otis Redding's ‘Day Tripper,” Stevie Wonder's ‘We Can Work It Out,’ Aretha
Franklin's ‘Eleanor Rigby’ or ‘Let it Be,” Tina Tumer's or Michael Jackson's ‘Come
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Together’ under the microscope, but for reasons that will become apparent, Pickett
and Earth Wind and Fire project my thesis most clearly.

WILSON PICKETT cut ‘Hey Jude’ at the suggestion of Duane Allman, who had
been recruited to play guitar on the session by producer Rick Hall, at Fame Studios n
Muscle Shoals, Alabama, in the fall of 1968. Pickett was understandably reluctant,
seeing as ‘Hey Jude’ was not just a huge hit at the time of the session, but remains a
singular Beatle achievement, on a par with ‘She Loves You’ as a song that towers
over many other great songs. After the wilting Magical Mystery Tour TV program n
the Christmas of 1967, ‘Hey Jude’ followed ‘Lady Madonna’ in signaling a retum to
form, a casting off of psychedelic excess toward a new maturity. After MMT's uneven
experimentalism, these two songs alone carmied the burden of a retum to the formal
grace the Beatles had been famous for.

Pickett's approach typifies the soul stylings of the period. His reading is lusty, it
begins at high pitch and sustains a considerable level of torque throughout its 4-plus
minutes. By pushing phrases ahead of the beat, and trailing some phrases behind,
he indulges in the typical soulsters license of contorting the melody's rhythms to
heighten the sense of emotional spontaneity, the sense that this song is fighting its
way out of his throat. In Pickett's rendition, structure and momentum give way to pure
mood. He has so much pent-up emotion that the transition from the final verse to the
coda spills over in excitement, and then loses momentum for the rest of the track. He
starts so high, he winds up running fast to stay in place.

There are some fluid ironies here: Duane Allman, at the beginning of his session
career, answers most of Pickett's phrases, in much the way George Harrison had
suggested he echo McCartney's vocal, but was vetoed. Allman's playing is relaxed,
easygoing, but not titanic in the way he would soon be in sessions with Clarence
Carter, King Curtis and Boz Scaggs. Legend has it that producer Jerry Wexler heard
this track over the phone and proclaimed Allman a "flaming wonder," and that may be
as much a testament to Wexler's ears as it was to Allman's restraint. Of course, it's a
famous pairing, Pickett the star soul singer and young Duane, the emergent Allman
Brother. But the main point here is that when boiled down to essentials — which is the
soul recipe —'Hey Jude’ loses some of its grandeur and scope. It would be hard to
call this a poor take on the song, and yet it's difficult for the listener not to reference the
original. You can hear it echoing in the back of Pickett's head while he's singing; it's the
platform on which he stands. While Pickett carves himself a place in this song, he
doesn't carve the song a new place.

THE BEATLES' RECORDING took place between July 29 and August 8, 1968.
The single topped Billboard's US charts for 9 weeks between September 28-
November 23. A precis to November's White Album, ‘Hey Jude’ was recorded
during those sessions, but was always conceived as apart from that larger project. In
fact, on the day of its release, McCartney overdubs piano and flugelhom on ‘Dear
Prudence,” which features his drumming during Ringo's walkout.

Perhaps because Pickett stresses the emotion of the song over its structure, it
provides a clue as the Beatles' accomplishment in their recording. It's understood that
McCartney's ‘Hey Jude’ vocal is as intimate and powerful as any he ever pulls off. It
moves from restrained solo opening to ecstatic scat coda in seven minutes of
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progressively growing energy, to the point where any single outburst during the
finale seems to surf on the withheld intensity of everything that's come before; there
are no "over-the-top" moments in the soaring coda because everything has been so
beautifully anticipated.

This is a consistent element of the Beatles' structural sense: we not only get the
climax and jubilant variation, we get the melody straight first, and then the adornments.
It's as fundamental a principle as any young musician leams through a Bach invention
or a Clementi Sonatina: don't play the same thing the same way twice; add a
variation, play the theme at a different dynamic. To build anticipation, withhold the
return of the main theme instead of rushing into it. With the Beatles, examples of this
regard for structure always sound off-the-cuff, and yet are too consistent and well-
placed to be accidental: Lennon's moan just before the second bridge to ‘Eight Days
a Week’; the "la-la-la"s near the fadeout of ‘Misery’; or McCartney's "whoo-hoo"
during the final bridge of ‘Oh! Darling.’

The Beaties play on this principie of theme and variation in any number of
ways, but in the last verses to ‘Hey Jude,’ the layers accrete: not only does
McCartney begin to tamper with the vocal line, but Lennon adds a back-up harmony.
This back-up harmony is one of Lennon's few moments in the Beatle catalog where
his sturdy baritone leaps up above McCartney's lyrical tenor. (There's a dissertation
subject: the constant variation of the Lennon and McCartney vocal blend, from ‘if |
Fell through ‘Don't Let Me Down.’) There is no other explanation for why this
happens in the last two verses other than that the idea of the song has revealed itself
to be one of slow, steady momentum, each verse a touch stronger than the last, with
the final verse relaxing inexorably into the waterfall refrain. If Lennon had enjoined his
partner in any previous verse, the effect would be less satisfying.

In fact, the song itself is simply one long delay of its own refrain, which is
anticipated with each passing verse and bridge, but never delivered until the last
possible moment: at the end of the song proper. Those ringing "Nah nah nah's
becomes the late-career rejoinder to that early "Yeah Yeah Yeah's of ‘She Loves
You,” and along with ‘You're Gonna Lose That Gir, springs from the gl group
tradition of "advice" songs.

The structure of ‘Hey Jude’ is exquisite. McCartney's scatting over the more
than half the song coda would not be successful if he hadn't spent the first part of the
song containing that improvisational energy. This is the strategy of the entire
recording: approach the climax with such restraint and anticipation that its appearance
becomes a revelation, both of energy and melody. The number of songs that offer
up such a soaring melodic statement after verse/bridge proper is very few; codas are
the exception in finely jeweled pop songs; codas that upstage even the greatness
of what sets them up defy explication. (The Crosby, Stills, Nash song ‘Suite: Judy
Blue Eyes’ uses this template, as does Bruce Springsteen's Thunder Road,” and
‘Tunnel of Love.")

The repeated melodic refrain's vocal seizures and the slowest fadeout in pop
history mirror almost exactly the first half of the song's modesty and finesse. Remove
any of these Beatle-related features of the arrangement, and the song is suddenly
not the same. This simply wouldn't be a grand a statement about friendship if Lennon
weren't harmonizing with McCartney, especially given the acrimonious fallout we
project on the song with hindsight. It's always been one of the most telling stories
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about their collaborating process that McCartney played ‘Hey Jude’ for Lennon with
"dummy" lyrics, and Lennon pronounced them finished. He had too much respect for
themn to tamper.

And so it begins to look like an easy target, the target Pickett himself was wary
of: taking on a Beatle song sets up the most outrageous standards of comparison;
indeed, it points to one of the reasons these covers exist: both as tribute and
singalongs. Soul music was enjoying untold popularity during this period, and part of
the reason they covered Beatle songs was out of pure symbolic identification. They
knew they couldn't actually knock out the heavyweight champ, but they would look
good going a few rounds. It wouldn't be out of line to say that Pickett's popularity with
this song, a million-plus copies sold that same year, came out of an audience's urge
to participate in that irresistible refrain. In fact, the point of Pickett's recording may
indeed be simply to reference the original: To buy Pickett's single was a metaphorical
way of singing along with the Beatles, even if you already owned their recording.

THE OTHER example to examine in detail is a more successful cover for precisely
the reasons Pickett sounds wanting. Earth, Wind and Fire pick up ‘Got to Get You into
My Life’ in 1978, taking advantage of the Beatles' own charting version in 1976, the
single which supported the Rockn'roll Music compilation. (Two years later, the song
also appears on Capitol's Love Songs.) Eight years after the Beatles broke up, a
song they had recorded on their best album, in 1966, became a hit single both ten
and twelve years later due to a Capitol repackaging campaign and a thunderingly
awful Sgt Pepper movie starring the Bee Gees and Peter Frampton. The soundtrack
to this disaster yields this song, Aerosmith's surprisingly adept take on ‘Come
Together.’

The Earth, Wind & Fire cover of this song is more successful than Pickett's
precisely because it toys with elements the Beatles themselves underplay. More
importantly, though, Earth, Wind and Fire conceive of the song as a recording,
something beyond music and lyrics. It may not be as successful as the Beatles'
original, but it is more successful than many of these other soul covers I've mentioned
because it departs from the model so creatively, and tums the arrangement into an
emphatic element of the composition.

In a way, Earth, Wind and Fire's rendition is an affectionate reversal of the
Beatles' restraint. The Earth Wind and Fire track is less a cover than a radical
deconstruction: a streak of homs at the top, a softcore electric keyboard with finger
snaps establish a coy groove, and the slow-rising arrangement unravels to extend
the Beatles' own production elements out into cartoonish musical caricature. It's almost
as if they're pulling the thread of the Beatles' recording, and gilding each new idea that
pops out with shiny colors. The spine of the Beatles recording is Ringo's straight 4/4
drive, accented by tambourine; the EWF version is spineless, its darting lines and
jagged syncopations are set above an incredibly sharp, but largely imagined,
backbeat.

More than the opening sixty seconds of that frack is all descending riffs,
inversions of those riffs, garishly high trumpets and impossibly cool electric piano, on
top of which they strut out a high-stepping verse that makes the refrain almost beside
the point. Song structure is underplayed to heighten the effect of all the ear candy. It's
as much of its '70s moment — of flair and hair and style and effect — as the Beatles'
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original cut is tied to soul verities: pert homs and snug drums, compressed screams
and thrilling silences.

In a way, this performance sheds light on Pickett's mistake. Where Earth, Wind
& Fire elongate every element of a compact, dense and intricate song puzzle, Pickett
abbreviates ‘Hey Jude,” which is all about sustained and slowly releasing tension. It's
almost as if they throw the song's pieces up in the air simply to admire how flashy
and colorful each individual element is by itself; they trade in '60s soul's street smarts
for '70s flared bellbottoms and platform shoes.

And of course, when you retum to Revolver's ‘Got to Get You Into My Life,
the Beatle context rewards closer examination. After all, this is McCartney's finale,
placed just before Lennon's ‘Tomorrow Never Knows’; it's the big, show-stopping
moment that can only be topped by a break with reality; the song works better as a
piece of this longer sequence than it does as a single. There is a compactness of
elements to this recording that keeps it underrated, even for the Beatles. At the center
of course it McCartney's vocal, a finely balanced turn of control fueled by exhiiaration.
The horn arrangement plays unisons off of tightly-voiced flares of harmony; ensnaring
contrast and innovation in every cell of the song's arrangement.

And then there's that glimmering guitar break in the middle (after verse 3). There
are notable musicological properties to this condensed format: the intervals are leaps
of Major nine (between the words "stay...there" and "way...there," the way the minor
chords on "ooh...did | tell you | need you" contrast with the bright major harmonies of
the verse's first half). But then there's that guitar solo, tantalizingly brief and
incandescent, which upstages everything around it.

It's as though a the hom section is suddenly compressed, blaring its way out
from Harrison's fingers through his pick-up. There is no exaggerating how irresistible
this moment is: near the end of this recording lies a guitar's only utterance of the
opening hom fanfare. It's both a lift from Steve Cropper's riff-bound style, and an
improvement. The cop is obvious — the Beatles are stepping into the ring with the
Stax/Volt crew. The genius lies in the guitar's contrast with the homs. After examining
Earth, Wind & Fire, how Beatlesque it seems to take apart the various components
of soul and reimagine their functions: the track opens as homs replace the opening
guitar lick, and climaxes as a guitar flares up like an horn section.

THE PROBLEM with writing about the Beatles in general is how to deal with
superlatives creatively. And the problem with making critical distinctions between
Beatles' originals and their covers is that these examples become sitting ducks: easy
targets compared to their exemplars. And there are plenty of other Beatles covers |
enjoy, even admire, outside the scope of this paper. Roseanne Cash's ‘I'm So
Tired, P.M. Dawn's ‘Norwegian Wood,” and ‘Everybody's Got Something To Hide
'‘Cept For Me and My Monkey,” by the Feelies come to mind. There are even
renditions of songs | don't rate as highly that are quite stirring, like Marvin Gaye's
‘Yesterday' on Motown Does The Beatles. I'd also include the Beatles' own cover of
themselves, ‘One After 909,’ first recorded in 1963, revived in 1969.

There are also a number of Beatle songs still begging for coverage, especially
from hip-hoppers and soulsters alike who could be more attuned to their rhythmic and
structural appeal. Doesn't anybody else want to hear Toni Braxton take on ‘Don't Let
Me Down?’ How about Lauryn Hill singing ‘Drive My Car’ or ‘Sexy Sadie’? If Dwight
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Yoakum can produce one of the best albums of his career, Under The Covers in
1997, by including a sub-par but sturdy version of ‘Things We Said Today,’ | for one
would like to hear him ‘1 Don't Want to Spoil the Party,” ‘I've Just Seen a Face, and
‘Ticket to Ride,’ or ‘Day Tripper.’

And | would never suggest that the Beatles are an impossible band to cover —
there's simply too much to learn from this material. There are recordings that | think are
simply too intimidating to cover, even though it's been done: ‘She Loves You, for
example. But there are stil more that are ripe for covering: can anyone else hear
Pavement melt into ‘| Dig a Pony’? And why does Oasis do ‘Helter Skelter when |
hear much more ‘Revolution’ and ‘And Your Bird Can Sing’ in the best of their sound,
and then only intermittently. (If you're an Oasis fan, do yourself a favor and check out
the more substantial forerunner band Ride, whose Andy Bell just joined Oasis on
bass.)

What I'm arguing here instead is that while one can sing their songs, an
understanding of their songs as recordings, something beyond just music and lyrics, is
essential to a successful treatment. Todd Rundgren does some very entertaining
imitations on Faithful, his side one tribute to classic 1966 pop, taking on both ‘Rain’
and ‘Strawberry Fields Forever quite literally. The result is a finely polished set of
references, not an extension or creative breakthrough. But again, part of what makes
Rundgren's effort more successful than most others is his devotion to these numbers
as production tracks, not just songs. He pays as much attention to the tone of these
recordings, to the timbre captured by tape, as he does the music and lyrics. When
producer Don Was gathered an alternative supergroup into the studio for remakes of
the Beatles' own covers for Backbeat, the result yielded the strongest argument yet
for how far the Beatles took their influences. How would we go about describing the
distance between these perfectly serviceable covers and the Beatles' originals,
which. Finally, the idea of Booker T. and the MGs taking on Abbey Road as an
extended instrumental R&B groove is so much more creative as a concept than it is
as music (McLemore Avenue, 1971).

To mention Jimi Hendrix's cover of ‘Day Tripper begs another question: is
there any Beatle cover that gets the cosmic renovation Hendrix confers on Dylan's
‘All Along the Watchtower'? Can we imagine any Beatle cover achieving the same
formal stature as Hendrix's supernova treatment of Dylan's hushed original? People
have consistently done with other people's material what they have never done with
Beatle material: think of the difference between Aretha Frankiin's ‘Let it Be’ and her of
Otis Redding's ‘Respect’; or Marvin Gaye's ‘Yesterday’ as compared to the distance
he takes Gladys Knight's ‘Heard It Through the Grapevine.'

We're fascinated by remakes, by new sensibilities imprinted on familiar materal.
And even Hollywood remakes don't always have to be cynical: Gus Van Zandt
remake Alfred Hitchkock's Psycho in 1998 is an exercise that's far more compelling
than it has a right to be. What we find in such tributes are riveting examples of how
obsessive imitation can lead to insightful commentary, even top-notch music and
drama which can stand on its own if you don't happen to be familiar with the original.
But Van Zandt is stil no Hitchcock. And in most cases, the imitation teaches us
something more about the original than it does create new poetic meanings.

It takes the Beatles to tum Twist and Shout,” or ‘Baby, It's You,” or ‘Long Tall
Sally’ into a statement of purpose, something which confronts, absorbs, and then
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creates new center of pop gravity. Their treatment of familiar tunes made everything
that came after sound irrevocably different. And there simply hasn't been imitation that
poetic, that transforming, since.
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THE FUTURE OF BEATLES RESEARCH
Walter Everett

oumalists, cultural scholars, and musicologists have had steady jobs

documenting, analyzing, and discussing the Beatles' work for nearly forty years.

All who study the music itself have benefitted from great strides in the
explication of its place in twentieth-century culture. But so nch are the Beatles'
contributions in these arenas, I've 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. My purpose in this essay is to propose six interrelated topics of future
investigation, all suggested by the usual methods and aims of the musicologist but
rarely applied in the rock medium, that would likely yield important and interesting
results. The six topics include (1) a thorough history of the Beatles' performance
practices, (2) a more complete study of the Beatles' compositional style, (3) a closer
study of the stylistic forebears of the Beatles, (4) the need for a definitive Urtext of
the Beatles canon, (5) a start at Beatles sketch study, and (6) the need for widely
available comprehensive indexing, reposition, and/or distribution of both source
materials and scholarly work. But if this sounds at all enticing, be vigilant against any
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rising of false hopes: my aim here is more to pose problems that are to be solved at
another time than to propose any of my own answers, a stance which of course
means that I'm taking the easy way out.

The Beatles' Performance Practices

Musicologists and classical performers both have long found it essential to document
the tonal properties of instruments of the past—of the 18th-century violin with gut
strings and short fingerboard, of the temperament system chosen for the tunings of a
given set of organ pipes, of the intonational idiosyncracies of natural horns with their
crooks. But here we are in the year 2000 with little sustained thought having been
given to the timbres, dynamic ranges, articulative possibilities, and other tonai
characteristics of the Beatles' many different guitars, amplifiers and drums, let alone of
the countless sorts of acoustic, electronic and hybrid keyboards and the still more
exotic instruments and studio effects that give the Beatles' canon the widest
imaginable range of performance techniques and colorings.

Consider, for example, Paul McCartney's bass playing. Most careful listeners
are probably aware of the incredible range of figurations Paul brings to even the
earliest Beatle recordings, before his overdubbing technique allowed him to
compose expansive bass melodies in the Rickenbacker years. McCartney's typical
early fixation on roots alternating with chordal fifths in dotted rhythm was always offset
by other considerations: the Chuck Berry ostinato in the verse of ‘| Saw Her Standing
There’ contrasted with the steadily building use of inversions in the song's refrain, we
have the rapid-fire repeated note in the verses of ‘Please Please Me’ and ‘One After
909,” the use of double stops for textural contrast in ‘All I've Got to Do’ and the
bridges of 1 Want to Hold Your Hand' (and what are the precedents for this
technique?), the long walking-bass melody in ‘All My Loving,” the doubling of the
melody in octaves by harmonica, lead guitar, and bass in the ‘From Me to You’ break
(follow the overdubbed bass in the center of the stereo mix), the brief chromatic
descent from Mi through Me to Re in both ‘Do You Want to Know a Secret’ and ‘If |
Fell, both descents ending in double stops. This stack of references grows so
incredibly high because all four of the Beatles knew how to create a simple yet highly
individual setting for each section of each song. And I'd have never been aware, had |
not seen it mentioned in an early issue of The Beatles Monthly Book, that George
Harrison adds a bass overdub to ‘I Want to Hold Your Hand,’ playing a chromatic rise
in the bass that he henceforth adopts in all concert appearances in preference over
the bent string of the Country Gent.! But as much as we admire such motivic ideas,
we don't seem to focus on important details of playing technique and instrument
construction: where did McCartney use a pick and where did he use his thumb and
fingers? We know of McCartney's preference for the intonation high on the
fingerboard of the Rickenbacker over that of the Hofners, but what differences can be

1 We know that George plays this chromatic part because of its overdub status and the
statement, "By the way that very unusual bass guitar accompaniment to 'l Want to Hold
Your Hand' was p