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Preface

Most books are written, get published, have short shelf lives and then disappear into personal and public libraries. This book is different. It first came out in 1994, has never been out of print since, and has gone through several updates, formats and layout changes. It has expanded considerably, with new findings added, new releases included, and had some false information jettisoned. It has also sold over 550,000 copies, making it one of the best-selling books about the Beatles.

This edition is the most streamlined so far. Photos have been kept to a minimum and the lyrics that graced the book when it was retitled The Complete Beatles Songs in 2015 have been dropped. In revising the text I’ve considered any new discoveries made in the past decade, tidied up the language and imported information learned when writing my 2016 book Beatles ’66, which was a granular look at the group’s activities month by month in that groundbreaking year.

When I first wrote A Hard Day’s Write I had to rely on my own collection of cuttings started in 1963, interviews with people around the Beatles, print archives, books and my own memory. There was no internet and therefore no easy way to check facts, share information, listen to rare bootlegs, research family trees and trace people. If John or Paul said they were inspired by a newspaper story, I had to look through individual papers held by the British Library in Colindale, North London. There were no search engines. If I wanted to contact someone I had to manually look through paper phone directories or microfiche records in libraries.

Today, an eager fan can collect data about a particular song in minutes. Almost every record you might want to hear in your research will be available immediately on Apple Music. Past interviews with the Beatles are easily located with Google, while radio and TV coverage can be found on YouTube. The skill for any researcher now who is wanting to know more is to be able to think sideways and burrow down into tunnels of information.

A Hard Day’s Write was one of the first books to look at the stories behind every Beatles’ song. The only book I was aware of covering the same territory was Tell Me Why (1988) by musician and author Tim Riley. His subtitle was The Beatles: Album by Album, Song by Song, The Sixties and After. Ian MacDonald’s Revolution in the Head: The Beatles’ Records and the Sixties (1994) was written at the same time as my book, so I was able to read a proof copy before submitting my text. Although both these books related anecdotes about a song’s creation, when known, this wasn’t their focus and neither writer had investigated by tracking people down and interviewing them.

A lot of stories that people now know about Beatles’ songs are only known because I first revealed them. It had been reported, for example, that John’s song ‘Happiness is a Warm Gun’ took its title from a gun magazine but no one knew which magazine or whether it was an advert, a cover headline or a story. John had said that ‘Lucy in the Sky with Diamonds’ was inspired by a drawing Julian Lennon did while at nursery school but no one knew who Lucy was or had seen a copy of Julian’s portrait. I found the National Geographic Magazine photo that initiated ‘Lady Madonna’; the identity of Doctor Robert; the real Bungalow Bill; the girl who came in through the bathroom window; the story of the Victorian circus performers Pablo Fanque and Mr. Kite; the Bristol storefront that gave Paul the name Rigby; the 18th-century poem that inspired ‘In My Life’; the girls who had a thing about polythene and many more.

The aim of this book was, as it said in the original subtitle, to tell ‘the stories behind every Beatles’ song.’ It wasn’t meant to detail recording procedures, list instruments used, explain the musicology or set the work in its cultural and historical context. Other writers, with better qualifications in the relevant areas, have done this. I simply wanted to recount where the songs had come from and how they came into being. Sometimes that has involved describing current events or outlining a recording trick, but only as incidental information.

My ideal story was something like ‘She’s Leaving Home’, where a newspaper article about a particular person had prompted Paul to imagine a whole scenario. In this case I could access the paper and trace the girl who could then tell me why she left home and how she felt when she heard the song by the Beatles. (Melanie Coe, the girl in question, attended the launch party for A Hard Day’s Write.)

As you might expect, not every song had such a straightforward and colourful story. Early compositions were often written in emulation of writers they admired rather than about incidents they’d read about or had happen to them. Many later songs, like ‘Get Back’, for example, were built line by line in the studio and were more inspired by the sound than the sense of the words. There is no Jojo or Loretta Martin just as there had been no Vera, Chuck or Dave behind ‘When I’m Sixty-Four’.

For the purposes of the book a ‘Beatles’ song’ is a song written by one or more members of the Beatles and subsequently released on a record under the Beatles’ name. I have not included songs by other writers that the Beatles covered, nor songs written by them that were only ever officially recorded by other artists. The exception is ‘Maggie Mae’, a traditional song arranged by the Beatles on Let It Be. I thought it worth including because the copyright isn’t shared with another known writer and because it tells us something about the music that was in the Liverpool DNA before rock ’n’ roll crossed the Atlantic.

It’s always a great pleasure to write about the Beatles and we go back a long way together. My first published story was about the Beatles and appeared in the Beatles Book Monthly in October 1969, just before the break-up of the group and the end of this official fan magazine. It was because of this piece that I was offered my first job as a journalist on Beat Instrumental in March 1971 and four months later found myself interviewing John and Yoko at the Apple HQ in Savile Row.

It was another two decades before I met Paul. Publisher Piers Murray Hill, who’d already read my pitch for A Hard Day’s Write while at Hamlyn (and passed on it because he was ‘Beatled out’ having already done several successful Beatles’ books, including Mark Lewisohn’s The Complete Beatles Recording Sessions), thought of me when Linda McCartney needed a ghost writer for her photographic collection, Sixties: Portrait of a Decade. This collaboration led to me interviewing Linda extensively and meeting the McCartneys at home as well as at their studio in East Sussex and office in Central London.

I can’t say that meeting John and Paul helped me in the writing of this book but there is something satisfying in knowing that I have met and spoken to the key creators of this remarkable song catalogue. In September 2012 Paul emailed me after I sent him the latest edition, “Dear Steve,” he wrote. “Thank you for sending me a copy of the latest Hard Day’s Write. As with all these things I take the stories with a pinch of salt as they don’t always tally up with my own recollections. Having said that, a lot of research has gone into it, so thanks once again. All the best, Paul”. Ironically, Barry Miles used A Hard Day’s Write to prompt Paul when they were discussing the songs for Paul’s 1997 autobiography Many Years From Now. I hope the changes made in the current edition of A Hard Day’s Write bring the stories closer to Paul’s recollections.

Even though this is now the sixth time that this book has been revised, there are still songs that puzzle me or about which I think new facts could emerge. The ‘man with multicoloured mirrors on his hobnail boots’ (‘Happiness Is A Warm Gun’) was apparently a football fan with a penchant for ‘upskirting’, but who was he? Was ‘And Your Bird Can Sing’ about Paul, Mick Jagger, someone else, or nobody?’

Not that finding any of this out would make the songs sound any better than they do already. Like anyone else, when I hear them I’m transported back to that moment when I first heard them, rather to any details of their composition. ‘Love Me Do’ returns me to my childhood bedroom listening to Radio Luxembourg. Hearing any track from Revolver reminds me of discovering the King’s Road in 1966 when boutiques first began to play music. For ‘Hey Jude’ I’m sunbathing with friends on top of a World War II pillbox on the beach at Tal-y-bont in Wales where someone has planted a transistor radio.

In another sense, every time I hear a Beatles song it feels like the first time I’ve ever heard it. The elements of surprise in the tunes that made them so captivating still sound unexpected. They have a magical capacity for retaining their freshness, and they seem to have been able to do the same for succeeding generations. They are songs very much of the era and culture they were created in but also able to transcend both.

I feel enormously privileged to have written three books about the work of the Beatles, but I’m under no illusions. They did their bit without me. I couldn’t have done my bit without them.

Steve Turner, London, 2026




Introduction

Researching a feature at the time of the 20th anniversary of the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band album, I was delighted to be able to track down Lucy, the girl who, as a four-year-old, had unwittingly starred in John Lennon’s song ‘Lucy In The Sky With Diamonds’. I soon discovered that she hadn’t given much thought to her immortalization. After all, the Beatles had broken up by the time she was seven and she was well into her teens before she learned that John’s inspiration had come from a nursery school drawing his son Julian had made of her floating in the sky surrounded by diamonds. Yet here she was, a girl who had been resident in my consciousness for 20 years and who therefore appeared to me to be a celebrity. She was, of course, an ordinary person, made extraordinary by the touch of a Beatle’s pen.

Anyone who, like me, had grown up with the Beatles’ music would have been similarly impressed to meet Lucy, with or without diamonds, because our memories are thronged by a cast of characters created by John Lennon, Paul McCartney and, to a lesser degree, George Harrison. The fireman with an hourglass and the banker without a mac have become as familiar to us as any incidental character in Dickens and, from Beijing to Buenos Aires, there are people who can sing about Dr. Robert or who can hum ‘Strawberry Fields Forever’ and ‘Penny Lane’. It is precisely because these people and these places are now part of us, that it is fascinating to discover their origins.

Of course, knowing the inspiration behind the songs doesn’t make them any better or worse. The songs exist in their own right, enhanced by the memories surrounding the time when we first heard them. If you loved ‘A Hard Day’s Night’ in 1964, you’re not going to love it any more for knowing that Ringo supplied the quip which became the title, or that John composed the lyrics on the back of a birthday card in a small flat behind London’s Cromwell Road. Because these songs are so much a part of us and we are so much a part of what the songs have become, it is almost an act of self-discovery to learn their stories. Close inspection of the songs also gives us an insight into the Sixties and the lives of the Beatles, who have been examined frequently as celebrities, performers and businessmen but less often as composers.

Most of the early interviewers of the Beatles completely ignored them as songwriters. Even after producing the splendidly-crafted A Hard Day’s Night, the first album to consist of nothing but Lennon and McCartney songs, no one appeared to be interested in how they wrote, where their ideas came from or how much of themselves they were revealing in the lyrics. Instead, to their increasing frustration, they had to put up with questions on the level of “Do you prefer filming to making records?” or “When is Paul getting married?” No wonder they turned their backs on touring midway through their recording career and restricted the access of journalists.

It was only with the arrival of the more reflective albums (Rubber Soul, Revolver  ) and the interest of the more serious press (The Sunday Times, Rolling Stone, Crawdaddy  ), that the Beatles began to be interviewed as artists capable of discussing the creative process. Although they often volunteered invaluable information, no one, as far as I know, followed up the clues to discover the full stories. They said, for example, that ‘She’s Leaving Home’ was based on a newspaper story of a teenage runaway, but the story wasn’t traced. Paul said ‘Ob-La-Di Ob-La-Da’ was the phrase of a London night club habitué called ‘Jimmy’, or perhaps ‘Scott’ but no one checked out this character.

By the time the Beatles released their first single in 1962, there was already a small Lennon and McCartney catalogue because they’d been writing together for five years, meeting mostly at Paul’s family home to polish off songs that they’d begun on their own. Starting a song may have meant having an idea for a melody, or a half-finished song which just needed a middle eight ‘hook’. It may have meant building a song from the slender foundation of a title or a first line, or playing a great rock ‘n’ roll single on the record player and copying its spirit and attitude.

From the early days, each song bore the distinctive signature of either John or Paul because, although American rock ’n’ roll was the template for both of them, they were markedly different in their approaches. Simply put, Paul’s songs were melodic and optimistic while not divulging his passions, hopes and fears. John’s songs, on other hand, were more rhythmic, pessimistic and autobiographical. These styles of writing owed everything to their backgrounds.

Paul grew up in an old-fashioned working-class home where music brought people together. If you wanted to start a party someone would bang out a tune on the piano and everyone would gather round and sing along. Although Paul’s mother died when he was 14, his father encouraged hard work, sociability, civic duty and ambition. His own tastes in music – he’d been a band leader in the Twenties – were passed on to his son and songs like ‘When I’m 64’, ‘Your Mother Should Know’ and ‘Honey Pie’ were Paul’s affectionate tributes to the pre-war music his dad loved. It was Jim McCartney who advised Paul to learn to play piano because, he said, it was pianists who got invited to the best parties.

In a way, that’s how Paul succeeded. He mastered several instruments, learned lots of songs and became the life and soul of the party. It was his ability to play guitar chords rather than banjo chords that impressed John Lennon when he first met him at a church fete in the summer of 1957 and got him the job with John’s group, the Quarry Men.
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George, John and Paul at the rear of the McCartney council home on Forthlin Road, Allerton, Liverpool. Ringo (not included) was two months away from becoming a Beatle. June 1962.




Expand / collapse Extended Description
Black and white photograph showing George Harrison, John Lennon and Paul McCartney in 1962. They are standing outdoors against the brick wall of 20 Forthlin Road, Liverpool. Harrison, on the left, wears a light-coloured jacket, white shirt, and dark trousers. Lennon, in the centre, wears a dark jacket, dark sweater, and dark trousers. McCartney, on the right, wears a dark sweater, white shirt, and dark trousers. They all have short, dark hair. Behind them is a window and a drainpipe.


Although John is often seen as the working-class Liverpudlian, a perception encouraged by his song ‘Working-Class Hero’, he really came from a middle-class background and his deprivations were emotional rather than material. He grew up in a semi-detached private home on one of Liverpool’s grandest suburban avenues and was an only child whose father left him and whose mother abandoned him to the care of her sister. By contrast, although Paul’s father had to work hard to bring up his motherless teenage sons in a council house, there was always a lot of affection in the McCartney home. Perhaps this is what made Paul and John such a perfect match. Each of them had what the other lacked. Where Paul was sunny and uncomplicated, John was serious and complex. Where Paul looked on the bright side, John always suspected the worst. Where Paul wanted show business with flashing lights, John wanted art and respect.

It worked well for a decade. When Paul wanted “beauty queen” to rhyme with “just seventeen” in ‘I Saw Her Standing There’, John told him it was “crap” and thus saved a beat music classic. When they were writing ‘Getting Better’, John offered the line “couldn’t get much worse” and, for the similarly optimistic ‘We Can Work It Out’, it was he who added the contrasting middle-eight that started: “Life is very hard . . .”

In curbing each other’s excesses, they were both constantly pulled back to the central cause – the Beatles. At the same time, they each became the other’s main rival. It’s impossible to underestimate the creative power that was unleashed by the desire to top each other’s achievements. There was always an unspoken contest to write the A-side of the next Beatle single and this pressure drove standards ever-higher. The Beatles didn’t really have to fear the competition of the Rolling Stones or the Byrds or even the Beach Boys, but John had to fear the competition of Paul and vice versa. If John wrote a cracker of a song, Paul would have to go away and come back with something twice as good.

This often resulted in them trying to write in the other’s style just to show that they could do it. One such example, the gritty, dirty, minimalist piece ‘Why Don’t We Do It In The Road?’ was composed by Paul and recorded without John’s help. At around the same time, John was working on ‘Julia’, a song as tender as anything Paul had written.

Now that Beatles’ songs saturate the airwaves and can safely be regarded as a soundtrack for an era that started with Kennedy’s assassination and ended with Neil Armstrong’s moon walk, it’s not easy to pinpoint the changes they ushered in. It’s particularly difficult for those born and raised in the post-Beatle era to see what all the fuss was about. After all, the average rap or EDM record uses more sophisticated technology than Sgt. Pepper required and songwriters such as David Byrne, Morrissey and Elvis Costello all write lyrics which transcend the old Tin Pan Alley-isms of “moon and June, love and above”. As T.S. Eliot responded when asked why contemporary writers knew so much more than their forebears: “Precisely, and they are that which we know.” In other words, what were breakthroughs for the Beatles have become commonly accepted work practices for those who have followed.

It was the Beatles, under the guidance of producer George Martin, who pioneered multi-tracking and the idea of recording songs that were too complex to be duplicated live in concert. Before the Beatles it was rare in rock ’n’ roll for songwriters to perform, or for performers to write. Indeed, in Britain it was rare that performers had anything to say at all, except perhaps to confess a love of milkshakes and steak and kidney pies, or a desire to buy a cottage for Mum and Dad. Nearly all the rock ’n’ roll songs were about love, fashion and adolescence. One of the great legacies of the Beatles was to enlarge the potential of the pop song to discuss everything from taxation to meditation.

John Lennon and Paul McCartney were the first major pop stars to have benefited from an extended education. Before the Beatles, the assumption was that a typical pop star would be an academic failure who had turned to music for a quick ride to fame and fortune. Elvis Presley had been a truck driver; Chuck Berry worked in a car factory; Cliff Richard had worked as an office clerk; Billy Fury was a deckhand on a tug boat, but John Lennon had been to art school in Liverpool and Paul McCartney had studied for his A-level exams at the best grammar school in the city. This was significant because it meant that, for the first time, rock ’n’ roll had reasonably well-educated performers who were able to produce work informed by art and literature. When Paul told a story in rhyme he saw himself working in the tradition of Chaucer. When John took the words of a Victorian poster and turned them into a lyric he was aware of the literary tradition of ‘found poems’ and the artistic tradition of objets trouvés. Consequently the work of the Beatles was discussed alongside that of painters, poets, designers and novelists in the popular culture of the Sixties. Expecting more of their chosen medium than Gene Vincent or Billy Fury had ever envisioned allowed the Beatles to outgrow the teen market. Before them, no one had managed the transition from heartthrob to ‘serious’ artist but, between 1966 and 1970, the Beatles had extended their appeal to college and university students. John Lennon’s long-haired and bearded look became the archetype of the late Sixties campus radical.

The early songs were hardly profound because they were written within the limitations of the pop singles market, as well as for an increasingly adoring female audience. “We were just writing songs à la Everly Brothers, à la Buddy Holly,” John once admitted. “They were pop songs with no more thought to them than . . . to create a sound. And the words were almost irrelevant.” John would later say that he deliberately kept himself out of the early songs, channelling his personal observations and feelings into poems and short stories, some of which would eventually make it into his books In His Own Write and A Spaniard In The Works. “I was already a stylized songwriter on the first album,” he said. “To express myself I would write . . . personal stories which expressed my personal emotions. I’d have a separate songwriting John Lennon who wrote songs for the sort of meat market, and I didn’t consider the lyrics to have any depth at all. They were just a joke.”

Some of the songs from these days lived on to become Beatles songs. ‘Love Me Do’ became their first single. ‘I Call Your Name’, ‘I’ll Follow The Sun’ and ‘One After 909’ became album tracks. Other songs such as ‘Thinking Of Linking’, ‘Too Bad About Sorrows’ and ‘Just Fun’ didn’t make it on to record. Iris Caldwell, an early girlfriend of Paul’s from Liverpool, remembered him singing a song he’d written called ‘I Fancy Me Chances With You’, which had a chorus of: ‘I fancy me chances with you, I fancy me chances with you, When I’m at the dances, I fancy me chances, I fancy me chances with you’.

The Quarry Men became the Silver Beetles, then the Beetles, before metamorphosing into the Beatles with George Harrison joining on lead guitar and Pete Best on drums. For a while, Stuart Sutcliffe, an art school friend of John’s, played bass guitar. Their repertoire was dominated by covers of songs associated with Elvis, Little Richard, Jerry Lee Lewis and other American rock ’n’ rollers, but gradually they became confident enough to insert Lennon and McCartney originals into their set.

In 1961, Stuart Sutcliffe left and the following year Ringo Starr, drummer with Rory Storm and the Hurricanes, replaced Pete Best. Managed by Brian Epstein and produced by George Martin, the Beatles became a national phenomenon, and their musical interests expanded to include black American girl groups like the Shirelles and the Chiffons and the new Motown sound of the Miracles and Barrett Strong. They admired Gerry Goffin and Carole King who were then at their peak as a songwriting team writing pop hits such as ‘Will You Still Love Me Tomorrow?’, ‘Chains’, ‘One Fine Day’, ‘Take Good Care Of My Baby’ and ‘Please Don’t Ever Change’ for a variety of American artists.

“First of all, Paul and I wanted to be the Goffin and King of England,” said John, and in many of their early compositions you can see the hallmarks of that Brill Building style of songwriting, where hits were written to order within office hours. As with Goffin and King, they too began to write for other artists, finding themselves so prolific in 1963 and 1964 that they had material to spare. Thus, they gave ‘World Without Love’, ‘Nobody I Know’ and ‘I Don’t Want To See You Again’ to Peter and Gordon (Peter Asher was the brother of Paul’s girlfriend, Jane) and ‘Bad To Me’ and ‘Do You Want To Know A Secret?’ to Billy J. Kramer (who was also managed by Brian Epstein).

These songs became hits and the rush was on to record Lennon and McCartney songs. Stephen James, son of the Beatles’ original music publisher Dick James, remembers that the first task they had when the Beatles sent in a demo was to find the right act to cover the songs. By the mid-Sixties, almost every song on a Beatles album would crop up as a single by another artist, some of them like ‘Michelle’ by the Overlanders, ‘Ob-La-Di Ob-La-Da’ by Marmalade and ‘Got To Get You Into My Life’ by Cliff Bennett and the Rebel Rousers becoming major UK hits.

The second stage of their songwriting came in 1964 when Paul and John’s horizons were broadened in other ways, by other influences. Although it was Paul who first got hold of a Bob Dylan album it was John who was the most obviously affected. With songs like ‘I’m A Loser’, ‘You’ve Got To Hide Your Love Away’ and ‘Help!’, there came a new intensity and honesty which signalled that John had discovered that he could be as revealing in song as he had been in his poems and jottings. It was startling at the time for a major pop star to write songs which dealt with defeat and insecurity; songs that, for example, made statements like “I’m a loser” or “help me if you can” or “I don’t want to spoil the party and so I’ll go”. The only thing that cushioned the impact was the Beatles’ jaunty image, sustained particularly by films like Help! As the film was a rollicking romp, the title song was generally assumed to be light-hearted. It wasn’t though because, as John himself admitted years later, he was desperately insecure at the time and literally crying out for help.

Paul was affected in different ways. Through Jane Asher, his girlfriend, herself an accomplished film, television and stage actress, her brother Peter, and their mother, a professor of music and father a leading endocrinologist and hematologist, Paul was introduced to students of psychology, classical musicians, actors, theatre directors, filmmakers and members of London’s fledgling ‘underground’ scene. He developed a fascination for the avant-garde and visited art galleries. The effect could be heard in ambitious new songs in which he developed characters and told stories like ‘Eleanor Rigby’, songs that used orchestral settings like ‘Yesterday’ and songs like ‘For No One’ that looked at the world through a film-maker’s eye. This was the period during which the Beatles began to impress those who had once dismissed them as just another noisy pop group. They weren’t going to be a short-lived sensation. They had made the transition from Liverpool stars to British stars to international stars and were clearly writing songs destined to become standards.

Until 1965, the Beatles simply refined and synthesized accepted notions of rock ’n’ roll. From that year on, they stretched and remodelled it, challenging all the conventions. In the mid-Sixties they were taking inspiration not from Buddy Holly but from Karlheinz Stockhausen, the German electronic composer, and Ravi Shankar, the classical sitar player. They experimented with rhythms and recording techniques, reinvented the scope of the pop album and, by deserting the stage for the recording studio, changed forever the public perception of pop stars. Through their unbridled imaginations the Beatles transformed pop music. From the outset they were determined to avoid clichés, whether of lyric, rhyme or chord change. They imagined new sorts of songs and believed if they had the capacity to imagine something, then producer George Martin would be able to capture it on tape.

Their great burst of creativity in the mid- to-late Sixties came about because they accepted no limits. Accidents such as studio feedback or twisted tapes were seized upon and incorporated into their art. Random lyrics, which made no literal sense, were kept because they often sounded better than lines they had sweated over. Songs were plucked from newspaper headlines, snatches of conversation, posters, television commercials, religious tracts, dreams and letters. In the studio they demanded the impossible and usually got it. “Make me sound like a thousand chanting Buddhist monks, George”, “Get me a piccolo sound like I heard last night on the Brandenburg Concerto, George”, “Stick these two half-written songs together and make a new song”. John and Paul had started by scrawling lyrics in old school notebooks and imagining themselves as Leiber and Stoller (the writers behind Elvis’ ‘Hound Dog’ and many other early rock ’n’ roll hits), or even Rodgers and Hammerstein. Now they were every bit as well-known as their heroes.

The third stage of Beatles’ songwriting was influenced by drugs and eastern meditation. The phrase ‘turns me on’ had appeared in ‘She’s A Woman’, but the first real fruit of the new altered states was John’s song ‘The Word’, with its message that love can solve all our problems. Songs such as ‘Tomorrow Never Knows’, ‘She Said She Said’ and ‘Strawberry Fields Forever’ would never have been written without having had experience of marijuana and LSD. Equally, George Harrison’s ‘Within You Without You’ and ‘The Inner Light’ wouldn’t have been possible without the experience of India. John’s ability to write was first enhanced and then hampered by his experimentation with drugs. He later confessed that LSD had virtually destroyed his ego and that, in turn, cost him his unacknowledged leadership of the Beatles. In 1964 and 1965, most of the hit singles were songs where John was the major contributor. After Sgt. Pepper, the hits were almost all written by Paul: ‘Hello Goodbye’, ‘Magical Mystery Tour’, ‘Lady Madonna’, ‘Hey Jude’, ‘Get Back’, ‘Let It Be’. By 1967, the world was wondering not so much whether the Beatles could push the form of the popular song any further but where they would take it next. The general feeling was that their recordings would become even more complex and full of tricks.

The fourth and final era of the Beatles’ songwriting began in 1968. Against all expectations, they returned to simplicity. They released ‘Lady Madonna’, as basic a rock ’n’ roll song as they had ever written, and then went off to India where they composed a set of largely acoustic songs. The album cover this time was plain. By now the Lennon and McCartney partnership was falling apart. Although most of the songs were still credited to them as a pair, it was clear that The Beatles (or The White Album as it is popularly known) relied on solo contributions. In their private lives, too, they were pulling in different directions. John had a new partner in Yoko. Paul had a new partner in Linda. There were no longer the same reasons for being together.

“We cooled it because we were not playing together,” Paul said at the time. “We lived together, played together, were in the same hotel, up at the same time every morning, and doing this all day. It doesn’t matter what you do as long as you’re this close all day. Something grows, and if you’re not this close physically, something goes. You can still come together to record, but you still lose.”

In 1969, the Beatles decided they had done everything they could ever do together and parted company. Abbey Road, with its tales of financial woes, arguments and discord was the last album the group recorded, although Let It Be was the final album to be released. In seven years they had gone from young Liverpudlians happy to sing about the delights of chatting up a girl in a ballroom to worldly-wise men waxing philosophical about the power of love and groaning under the weight of their business empire.

Somehow they had managed to take us along with them, particularly those of us who were 13 when they sang ‘I Saw Her Standing There’ and 20 when they sang ‘Come Together’. They seemed to have documented the whole struggle of adolescence, from the desire to simply touch a loved one (‘I Wanna Hold Your Hand’), through the feelings of loneliness (‘Help!’), moving on to inquisitive experimentation with drugs and religion (‘Within You Without You’), to facing up to the burdens of earning a living (‘Carry That Weight’) and marriage (‘The Ballad Of John And Yoko’).

The Beatles’ songs were never as dense and poetic as Bob Dylan’s or as raunchy and direct as the Rolling Stones’. At the time, however, they were taken no less seriously, because they were always believed to ‘mean’ something. Almost 60 years after the band stopped playing, those songs still mean something to us. They are like old friends who we met when we were young and who made life a little more exciting and easier to cope with. Because of what they did for us, we have great affection for them. It is because we hold such affection for them that it makes sense to find out where they came from.




CHAPTER 1

Please Please Me

One of the great strengths of the Beatles was that by 1962, the year they cut their first record, they were already seasoned performers who’d played over 900 shows in the previous three years alone and had a repertoire of at least 260 songs drawn from albums and singles of the artists they admired. This wealth of live experience and their intimate familiarity with a lot of the best pop, rock and R&B songs of the previous decade was to provide the foundation for their career.

From their shows they learned what worked in performance and not merely on record. Facing teenagers in Lancashire dance halls and youth clubs they discovered what stirred the passions of young girls and what made people dance. From the endless hours in red-light Hamburg they found the best ways of calming the inebriated, soothing the violent and exciting the jaded. In the act of painstakingly deconstructing tracks by repeated listens to decipher lyrics and work out chord changes they gained a first-class education into how songs were built. There were an additional 40+ songs written by John and Paul either alone or together, over 20 of which were included at one time or another in their stage act. In the early days they used to boast about having written “over one hundred songs” but in 1966 John admitted that his was a deliberate exaggeration. “We were the only group then writing songs, so we used to say we’d written about 100, even though it was only 30.”

In retrospect 1962 can be seen as the year when it was inevitable that something new would happen in the world of pop. The original rock ’n’ roll movement that had started when Elvis signed with Sun Records in 1954 had largely lost its momentum. In 1957 Little Richard had temporarily abandoned rock ’n’ roll to become a preacher and gospel singer; in 1958 Jerry Lee Lewis was extensively blacklisted after marrying his under-age cousin and Elvis joined the army; in 1959 Buddy Holly was killed in a plane crash; in 1960 Gene Vincent was injured in a car crash that killed Eddie Cochran and in 1962 Chuck Berry was imprisoned for transporting a minor over state lines. In the place of these original, edgy and sometimes vulgar artists came smoother singers like Ricky Nelson, Bobby Rydell and Pat Boone, who often looked the part but who had little of the same creativity, wildness and magnetism.

The singer whose work they covered the most was Elvis, followed by Chuck Berry, Little Richard, Buddy Holly, Carl Perkins, Jerry Lee Lewis, Ray Charles, Fats Domino and English singer Joe Brown. But they weren’t averse to covering more contemporary material. Almost a hundred of their songs were from records released since 1960 and included material by more overtly pop artists such as Chubby Checker, Freddy Cannon, Frank Ifield, Bobby Vee and the Shirelles.

The sound made by Liverpool bands like the Beatles, Gerry and the Pacemakers, the Searchers, the Big Three and Rory Storm and the Hurricanes is often described as “Merseybeat”, suggesting there was a distinctive musical style. This wasn’t so, although the Liverpool groups appeared to differ from their Southern contemporaries in preferring pop and rock ’n’ roll to original blues. They all tended to favour the bass, rhythm guitar, lead guitar and drums line-up with very few groups using piano, organ or saxophone. They played no material by Muddy Waters, Howlin’ Wolf, John Lee Hooker or Robert Johnson, as the Rolling Stones did, but still incorporated blues-styled songs from people like Lloyd Price, Buddy Holly and Jerry Lee Lewis. Likewise, there were very few pure country songs and nothing by a gospel artist (despite John claiming in New Musical Express that he was a fan of gospel music). Like other Liverpool groups they found space for show tunes, some standards and a handful of instrumentals. They recognized the importance of sentimental tunes that provided a contrast to the wilder rock ‘n’ roll sounds.

Local groups had to fight hard to develop sets that were different from each other because everyone was fishing from the same pool of largely American material. Despite talk of seeking out “obscure B-sides”, the bulk of what they performed was from singles that had been in the charts either in Britain or in America or from EP and LP tracks. There is some dispute as to whether Liverpool was particularly fortunate in being a port city with access to ships arriving from America. The traditional story has been that sailors brought back records ahead of their UK release and either gave them or sold them to musicians who quickly learned them.

It’s true that there was usually a delay of up to six months between the US and UK releases of American singles. ‘Blue Suede Shoes’ by Carl Perkins, for example, was released in America in January 1956 but didn’t make the UK charts until May. Elvis Presley’s ‘I Feel So Bad’ was released in May 1961 but only appeared in the UK in September. But Liverpool journalist Spencer Leigh did extensive research into the subject and found that he couldn’t confirm an instance of a Merseybeat group playing a song ahead of its UK release. At the same time he found that Liverpool stores stocked imports anyway.

The term “beat music”, so important to the naming of the Beatles in the summer of 1960, was coined to describe music that combined elements of rock ‘n’ roll and pop. American disc jockey Alan Freed presented a TV show in 1957 called The Big Beat. The first mention in the British national press was in June 1958 when the TV producer Jack Good announced to the Daily Mirror that his new live show Oh Boy! would feature “beat music”. In September 1958 the producer of the rival BBC show 6.5 Special saw “beat music” as the prevailing trend. By 1959 it was so common that in the programme of a concert at the Royal Albert Hall featuring Billy Fury and Duffy Power, the Duke of Edinburgh was quoted as saying the show featured “some of the finest exponents of ‘beat’ music.”

The UK charts of late 1962 and early 1963 show the type of sound that the Beatles would have considered commercial at the time that they began recording and writing in earnest. Their goal at the time, it needs to be remembered, was not to be progressive or speak on behalf of a generation but simply to come up with songs that would make the charts. As much as they loved the sound of early rock ’n’ roll they knew that by 1962 this was considered dated in chart terms. Yet no single musical style predominated. There were dance tracks by Chubby Checker, Little Eva and Chris Montez; mock Buddy Holly songs by Adam Faith and Tommy Roe; novelty songs by Bernard Cribbens and Mike Sarne; Brill Building songs by Carole King and Neil Sedaka and even some contributions by Elvis who was now in the movie-making phase of his career. The music press constantly speculated on what the “new sound” would be – country or ballads, salsa or jazz?

Noticeably in the six months before the Beatles recorded their first LP there were only seven groups who appeared in the UK charts – from America, the Crickets, the Crystals and the Four Seasons; from Britain, Joe Brown and the Bruvvers, the Shadows (with and without Cliff Richard), the instrumental Tornadoes (produced by Joe Meek) and the folk-influenced Springfields, featuring Dusty Springfield. When the Beatles first appeared on BBC radio they sounded to many like another novelty act. When pictures of them in their suits and suede shoes were published the suspicion seemed to be confirmed.

Their training process as composers, as has already been said, was the way in which they learned songs to cover. By stripping the songs down to chords and deciphering the lyrics from repeated plays they were able to see the basic building blocks of a hit single. All they needed to do was learn how to reassemble them in a different and unique way. This was how elements of songs they loved – like the bass line of a Chuck Berry track or the phrasing of a Roy Orbison hit – would be incorporated into their own work without appearing to be stolen. It’s a testament to their progress as writers that very few of the songs that they’d written over the years were considered to be good enough by the time they came to record. “There’s nothing wrong with pinching ideas from other people,” Paul said in 1966. “Everybody does it – Handel did it – but most people aren’t as honest as Handel or us. It’s the same thing as abstract art. Anybody can throw paint on canvas just like anybody can pinch bits from other songs, but not everybody can get the same result. You don’t just stick it together. We go into the studio with a song, play it over and talk about what other groups it sounds like. Then we see how we want to do it, and we end up with our interpretation of their style.”

Although they naturally drew on their own experiences as they wrote lyrics they did not feel compelled to reveal their hidden selves, write words that could be judged as poetry or compose messages for alienated youth. Their key concern was to emulate those songs that had proved their worth by becoming hits. They stuck to conventional subject matter, used variations of phrases that had worked in past pop songs and deliberately targeted the emotions of their young female followers. The words of a song were deemed to “work” not simply because of what they said but because of the pleasing and appropriate sounds they made when sung. Words had to contain their own music.

Their debut album was recorded in three sessions at EMI’s Abbey Road studios in London with George Martin producing. They needed only ten songs because in the manner of all albums at the time the A- and B-sides of the first two singles (‘Love Me Do’/‘P.S. I Love You’ and ‘Please Please Me’/‘Ask Me Why’) would be automatically included. The singles had been recorded on September 11 and November 26. Both had appeared in the UK charts.

February 11, 1963, the day of the album session, was cold. The London streets were full of snow and water pipes were freezing after Britain’s most severe winter since 1947. John had a terrible cold and only survived the session through a combination of throat sweets, tea and cigarettes. It was the same day that the American poet Sylvia Plath killed herself in a house that was just less than two miles from Abbey Road. She put her head in a gas oven in the early hours while her children were asleep.

Five of the songs they intended recording were self-written and six were cover versions. The covers were ‘Anna (Go To Him)’ (1962) by Arthur Alexander, ‘Boys’ (1960) and ‘Baby It’s You’ (1961) recorded by the Shirelles, ‘Chains’ (1962) recorded by the Cookies, ‘A Taste Of Honey’ (1962) which was the theme song from the musical version of a popular play, and the Isley Brothers’ ‘Twist And Shout’ (1962). Of the five songs written by John and Paul one of them, ‘Hold Me Tight’, was held over until the next album.

The album was released on March 22, 1963, and reached the top spot in the British charts. In America it was titled Introducing The Beatles, and released on the small Vee-Jay label in Gary, Indiana. Vee-Jay was better known for producing blues artists like Jimmy Reed, Memphis Slim and John Lee Hooker but had enjoyed success with its first white act, the Four Seasons, and had established a deal with EMI with an eye to breaking the Australian singer Frank Ifield (‘I Remember You’) in the States. The US version of the album didn’t include ‘Please Please Me’ or ‘Ask Me Why’, and didn’t make the charts on its initial release.

I SAW HER STANDING THERE

WRITTEN:    MCCARTNEY/LENNON

LENGTH:    2’55”

UK RELEASE:    PLEASE PLEASE ME    ALBUM, MARCH 22, 1963

US RELEASE:    DECEMBER 26, 1963, AS A B-SIDE OF ‘I WANT TO HOLD YOUR HAND’

George Martin’s first idea for the debut album had been to tape a Beatles’ show at the Cavern Club in Liverpool, but eventually it was decided to get the group to play the best of their live show in the studio and cut the album in a day.

‘I Saw Her Standing There’ was the perfect opener because it set the group in its context of sweaty ballrooms, teenage girls and dancing. They decided to splice the 1-2-3-4 “intro” from the ninth take into the “perfect” first take to establish the sense of immediacy and live performance. To some teenage ears in America, Paul’s Liverpudlian pronunciation of “four” sounded like another four-letter word beginning with “f” and thereby provided some playground amusement.

Still titled ‘Seventeen’ when they made the recording, the song tells the simple story of a boy who sees a girl dancing and, after deciding that her looks are “way beyond compare”, determines that henceforward he will dance with no other. There’s a realistic mixture of youthful arrogance and insecurity as the story unfolds, for there is no hint that the boy has entertained the possibility of rejection and yet, in that unforgettable beat group rhyme, we’re told that as he “crossed the room” his heart “went boom”.

Paul started composing this song one night in October 1962 while driving back to his home in Allerton, Liverpool, from a gig in Stockport. He liked the idea of writing about a 17-year-old girl because he was aware of the need to compose songs that the group’s largely female audience could easily relate to. “I didn’t think a lot about it as I sang it to myself,” he said four years later. “Originally the first two lines were ‘She was just seventeen. Never been a beauty queen’. It sounded like a good rhyme to me at the time. But when I played it through to John the next day, I realized that it was a useless line and so did John. So we both sat down and tried to come up with another line which rhymed with 17 but which meant something.” After a while, John suggested “you know what I mean”. A Liverpool girl group, The Vernons Girls, had recently released the single ‘Lover Please’ that had a song called ‘Do You Know What I Mean’ as its B-side. A cheeky song about dancing the twist, it commented that boys were “natural twisters” and then added “You know what I mean.”

The girl’s age could have been a poetic choice as it is the only teen number with three syllables, or it could have been a knowing reference to the fact that she was safely over the UK age of sexual consent (16). In a TV interview in 1968, Paul used the song as an example of how words once casually written could later be analyzed for deeper meaning. “We’d say ‘she was just seventeen’ and they’d read everything into that. You know, ‘she was a seventeen-year-old nymphomaniac working the streets off Broadway’ whereas we meant ‘she was just seventeen.’ But it might mean all the other as well. I don’t know!”

When Paul was presented with the Library of Congress Gershwin Prize for Popular Song at the White House in 2010, in the presence of President Barack Obama, comedian Jerry Seinfeld joked that “Some songs, as they go by, can make one unsure, even concerned, about exactly what is happening in the song. Songs such as ‘I Saw Her Standing There’ and, I quote, ‘She was just seventeen, you know what I mean.’ I’m not sure I do know what you mean, Sir Paul. I think I know what you mean!”

John and Paul completed the melody on their acoustic guitars and wrote the lyrics in a Liverpool Institute exercise book. Paul later explained in an interview with Beat Instrumental that the bass riff was lifted from Chuck Berry’s 1961 song ‘I’m Talking About You’ (most likely played by the great Willie Dixon, who was a star in his own right). “I played exactly the same notes as he did and it fitted our number perfectly,” he confessed. “Even now, when I tell people about it, I find few of them believe me. Therefore, I maintain that a bass riff doesn’t have to be original.”

The theme of the song could well have been inspired by another Chuck Berry number, ‘Little Queenie’, in which Berry sees a girl who’s “not a minute over seventeen” standing by a “record machine” looking like a model “on the cover of a magazine”. He wants to dance with her and as he sees her advancing he gets lumps in his throat and “wiggles in my knees”. The similarities in both situation and language seem too close to be accidental, especially as it was a song that Paul performed with the Beatles.

At the time of writing ‘I Saw Her Standing There’, Paul was casually dating Iris Caldwell, sister of local beat singer Rory Storm, whose group the Hurricanes had featured Ringo Starr on drums (he joined the Beatles in August 1962). Just like the girl in the song, Iris was only 17 at the time when Paul saw her performing the twist at the Tower Ballroom in New Brighton (situated 25 minutes out of Liverpool) as part of a dance trio called the Original King Twisters. Paul was apparently impressed by her legs (she was wearing fishnet stockings) and the fact that she was already a show business professional.

Paul became a frequent guest at the Caldwell family home at 54 Broad Green Road, Liverpool 15, which, because of Rory, became known as ‘Hurricaneville’. He became close to Iris’ mother, Violet, and would often drop in with John to chat and write songs. “Paul and I dated for a couple of years,” says Iris. “It was never that serious. We never pretended to be true to each other. I went out with lots of people. I was working away in different theatres at the time but if I came back home then we would go out. There were never any promises made, or love declared.” According to Iris, Paul worked on the words for ‘I Saw Her Standing There’ at her home and intended giving it to Rory to record. “He thought it would be a good song for him, but it wasn’t dealt out that way. Brian Epstein didn’t want Rory to have it.”

At the same time Paul was also casually dating Liverpool art student Celia Mortimer. Two days after first having the idea for ‘I Saw Her Standing There’ he hitchhiked to London with Celia to visit Ivan Vaughan, the friend who had introduced him to John in 1957. According to Celia, Paul was still working on the song and that night the two of them visited the satirist Peter Cook’s club The Establishment, at 18 Greek Street, in Soho, where they danced the night away. As she was ‘just 17’ at the time, she felt Paul may also have had this night in mind when he completed the song.
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The Beatles rehearse for their debut appearance on the Ed Sullivan Show which would be watched by a record-breaking audience of 73 million. February 8, 1964.




Expand / collapse Extended Description
Black and white photograph showing the Beatles rehearsing for the Ed Sullivan Show in 1964. Paul McCartney stands on the left playing a bass guitar, George Harrison in the centre plays a guitar, and John Lennon on the right plays a guitar. Ringo Starr is seated behind a drum kit in the background. A large television camera is visible in the foreground on the left, partially obscuring the band. The set features a curved backdrop.


‘I Saw Her Standing There’ immediately became part of the Beatles’ stage repertoire. It’s one of only two Lennon-McCartney songs recorded at the Star Club in Hamburg during December 1962 (the other being ‘Ask Me Why’) and was included on Live At The Star Club, which tellingly included covers of Chuck Berry’s ‘Talking About You’ and ‘Little Queenie’. The first cover version of the song was by English rock ’n’ roll singer Duffy Power in 1963. In America, it became the B-side of ‘I Want To Hold Your Hand’, the single released in January 1964 that became the Beatles’ first US Number 1. It was one of five songs the Beatles performed on the celebrated Ed Sullivan Show of February 9, 1964, which was watched by 70 million people, then the largest US TV audience for a single programme. In November 1974, John performed the song with Elton John at Madison Square Garden.

MISERY

WRITTEN:    MCCARTNEY/LENNON

LENGTH:    1’47”

UK RELEASE:    PLEASE PLEASE ME    ALBUM, MARCH 22, 1963

US RELEASE:    INTRODUCING THE BEATLES    ALBUM, JANUARY 10, 1964

Having a British Top 20 hit with ‘Love Me Do’ was a terrific boost to the confidence of the McCartney-Lennon team (as they were initially credited), but the prospect of a 14-track LP was daunting since few of the songs they’d written were, in their eyes, up to scratch. The pressure was now on to write a string of potential hits.

Although not all the album’s songs were going to be self-written they wanted to assert themselves as being more than a mere covers band. In early 1963 this was an unusual move for a British act. Terry Dene, Billy Fury, Tommy Steele, Marty Wilde and Adam Faith had all recorded songs written by professional “Tin Pan Alley” writers and tried to affect an American look and sound. Often they covered recent American hits. Cliff Richard, Britain’s top pop star at the time that the Beatles began recording, and a fellow EMI artist, broke the mould in 1958 and 1959 by recording songs written by Ian Samwell, a former member of his backing group the Drifters (not to be confused with the American vocal group), and Johnny Kidd and the Pirates had been successful in 1960 with Kidd’s song ‘Shakin’ All Over’.

It was in this climate that Paul and John composed new material. Backstage at the King’s Hall in Glebe Street, Stoke-on-Trent, on January 26, 1963, they huddled together in a dressing room and wrote ‘Misery’, with John as the initiator and major contributor. Paul’s first song on the record was the boast of a breezy optimist who knows he’s going to get his girl, John’s was the soul-baring cry of someone who knows he’s going to lose the girl and be left sad and lonely. “The world is treating me bad” was the song’s portentous first line. “Allan Clarke and Graham Nash of the Hollies helped on that song,” remembers Tony Bramwell, then an employee of Brian Epstein. “John and Paul were desperate to get it finished and got stuck on one of the lines and Allan and Graham began throwing in suggestions. The boys wanted to get it ready for Helen Shapiro.”

Although only 16 at the time, Helen Shapiro had had five hit singles in Britain since early 1961. She was on another EMI label, Columbia, which was run by Norrie Paramor (producer for Cliff Richard) and was booked to make an album in Nashville (Helen in Nashville) on February 18. Before that she was due to headline the first leg of a British tour with the Kestrels, the Honeys, Danny Williams, the Red Price Band, Dave Allen, Kenny Lynch, and the Beatles as her support acts. These connections made her an obvious first choice. “We’ve called it ‘Misery’ but it isn’t quite as slow as it sounds,” Paul told New Musical Express reporter Alan Smith. “It moves along at quite a steady pace and we think Helen Shapiro will make quite a good job of it.”

“I got on great with them,” remembers Helen, “and John was like a brother to me. Very protective.” From what she remembers the song was demoed and sent directly to her A&R manager without being played to her. “John and Paul certainly offered ‘Misery’ to me first, through Norrie, but I didn’t know anything about it until I met them on the first day of the tour (February 2, Bradford, Yorks). Apparently he’d turned it down even though I hadn’t heard it.”

Kenny Lynch remembers events differently. He says that he was recording an LP at the time of the tour and would return to a London studio on his days off. “One day John and Paul called Helen up to the back of the coach and they played her ‘Misery’,” he says. “She listened to it and said, ‘I don’t like it. It’s too much of a man’s song.’ So I said, ‘I like it. I’ve got a free session when I go back on Tuesday. I’ll do it for you.’ ”

Lynch had a Top 20 hit at the time with a cover of the Goffin-King song ‘Up On The Roof’ (a chart success in America for the Drifters). “I did it and brought it back on the tour,” he says. “I played it to John first and he said he didn’t like the guitar playing, which was by Bert Weedon. He said that if I’d asked him he would have played guitar for me. He thought Bert sounded too much like Hank Marvin of the Shadows. So I got ‘Misery’ because Helen didn’t like it and I didn’t have all the songs together for my album!”

‘Misery’ by Kenny Lynch was released as a single on March 15, 1963, making Lynch the first act other than the Beatles to record a Lennon-McCartney number. The lyric of Lynch’s recording differed slightly from that released by the Beatles. Instead of “the world is treating me bad” he opened with “you’ve been treating me bad” and continued to use the second-person singular where the Beatles used the third person. He was singing what was on the original sheet music supplied by Northern Songs. John must have further developed the song while on the road or made last-minute changes while recording. The fact is that “The world is treating me bad” sounds more ominous than “You’ve been treating me bad”. It verges on paranoia. It was a theme that John would return to.

Paul later described the song as he and John’s “first stab at a ballad,” and, as such, an exercise in song writing. In a 2000 interview he recalled that the main innovation was the half-spoken intro or “pre-verse” that synopsizes the main content of the song. “If you look at our early songs there’s a lot of these little intros,” he said. “We could never sustain them like the old fellows who did it but we’d do these little prelude things and then finally get to the main songs.”

John used it later in ‘Do You Want To Know A Secret’, ‘I’m A Loser’ and ‘Nowhere Man
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		Love You To



		Here, There and Everywhere



		Yellow Submarine



		She Said, She Said



		Good Day Sunshine



		And Your Bird Can Sing



		For No One



		Doctor Robert



		Got To Get You Into My Life



		I Want To Tell You



		Tomorrow Never Knows









		Sgt. Pepper’s Lonely Hearts Club Band



		Penny Lane



		Strawberry Fields Forever



		Sgt. Pepper’s Lonely Hearts Club Band



		With A Little Help From My Friends



		Lucy In The Sky With Diamonds



		Getting Better



		Fixing A Hole



		She’s Leaving Home



		Being For The Benefit of Mr Kite!



		Within You Without You



		When I’m Sixty-Four



		Lovely Rita



		Good Morning, Good Morning



		A Day In The Life









		Yellow Submarine / Magical Mystery Tour



		All You Need Is Love



		Baby You’re A Rich Man



		Hello Goodbye



		Only A Northern Song



		All Together Now



		Hey Bulldog



		It’s All Too Much



		Magical Mystery Tour



		The Fool On The Hill



		Flying



		Blue Jay Way



		Your Mother Should Know



		I Am the Walrus



		Lady Madonna



		The Inner Light



		Hey Jude









		The Beatles (The White Album)



		Back In The U.S.S.R.



		Dear Prudence



		Glass Onion



		Ob-La-Di Ob-La-Da



		Wild Honey Pie



		The Continuing Story of Bungalow Bill



		While My Guitar Gently Weeps



		Happiness Is A Warm Gun



		Martha My Dear



		I’m So Tired



		Blackbird



		Piggies



		Rocky Raccoon



		Don’t Pass Me By



		Why Don’t We Do It In The Road?



		I Will



		Julia



		Birthday



		Yer Blues



		Mother Nature’s Son



		Everybody’s Got Something To Hide Except Me And My Monkey



		Sexy Sadie



		Helter Skelter



		Long Long Long



		Revolution 1



		Honey Pie



		Savoy Truffle



		Cry Baby Cry



		Revolution 9



		Good Night









		Let It Be



		Two Of Us



		Dig A Pony



		Across The Universe



		I Me Mine



		Dig It



		Let It Be



		Maggie Mae



		I’ve Got A Feeling



		The Long And Winding Road



		One After 909



		For You Blue



		Get Back



		Don’t Let Me Down



		The Ballad of John and Yoko



		You Know My Name (Look Up The Number)



		Old Brown Shoe









		Abbey Road



		Come Together



		Something



		Maxwell’s Silver Hammer



		Oh! Darling



		Octopus’s Garden



		I Want You (She’s So Heavy)



		Here Comes The Sun



		Because



		You Never Give Me Your Money



		Sun King



		Mean Mr. Mustard



		Polythene Pam



		She Came In Through The Bathroom Window



		Golden Slumbers



		Her Majesty



		Carry That Weight



		The End









		Live at the BBC



		I’ll Be On My Way









		Anthology



		Free as a Bird



		Real Love



		Christmas Time (Is Here Again)



		In Spite Of All The Danger



		You’ll Be Mine



		Cayenne



		Cry for a Shadow



		Like Dreamers Do



		Hello Little Girl



		You Know What To Do



		If You’ve Got Trouble



		That Means A Lot



		12-Bar Original



		Junk



		Not Guilty



		What’s The New Mary Jane



		Step Inside Love



		Los Paranoias



		Teddy Boy



		All Things Must Pass



		Come And Get It



		Now And Then
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