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Pro gradu —tutkielmani kéasittelee The Beatles -gtatysanoituksia ja niiden muodostamaa
naiskuvaa. Tutkielmani tarkastelun kohteena on kojiityeen albumigRevolver(1966),Sgt.
Pepper’s Lonely Hearts Club Bar{@967) jaThe Beatle$1968). The Beatlesin tuotanto on
mittava, joten p&adyin tarkastelemaan kyseista &almalbumia pé&&asiassa niiden
iimestymisajankohdan ja kiinnostavuuden takia. Y‘Bty sanoitukset muuttuivat
mielenkiintoisemmiksi ja monitahoisemmiksi 1960duvioppua kohden ja myds sanoitusten
painoarvo ja merkitys ensisijaisena kommunikoimiéeana kasvoi yhtyeen lopetettua
keikkailun vuonna 1966. Tastd huolimatta yhtyeemlul@kstit ovat usein jddneet heidan
saavuttamansa suuren menestyksen ja kulttuurisekitpksen varjoon. Niinpa tutkielmani
tavoitteena on suunnata mielenkiinto takaisin Tkat®sin musiikkiin ja sanoituksiin.

Tutkielmani  teoreettisena viitekehyksend toimivatdaasiassa musikologiset ja
kulttuurintutkimukseen  liittyvéat teoriasuuntaukseEnglantilaisen musikologin  Sheila

Whiteleyn tutkimusten tulokset ovat keskeiselléallaj myds omassa tutkielmassani, silla
kyseisen teorian kiinnostavinta antia ovat erilaisaistyypit, joihin han on paatynyt

tarkastelemalla The Beatlesin sanoituksissa esi#ntgaiskuvauksia. Lisdyksena Whiteleyn
teoriaan olen kuitenkin analysoinut sanoituksialévigpidemmalle tavoitteenani 10ytaa

esimerkkeja siitd, miten naisia kuvaillaan, miliaisooleja heille annetaan ja miten heihin
suhtaudutaan yhtyeen laulujen sanoituksissa. Tekstanalyysin syventamiseksi ja

ymmartamiseksi myos yhtyeen jasenten taustat jad@iéarinat ovat huomattavassa roolissa
tutkielmassani.

1960-luvun kulttuurinen konteksti on luonnollisesterkittavassa osassa tutkielmani aiheen
kannalta. 60-luvun poliittinen aktivismi, naisliigkn vahvistunut asema ja psykedelia ovat
lasna Beatlesin teksteissa valilla konkreettisisemerkkeing, valilla taas taustavaikutteina.
Yhtyeen sanoituksissa esiintyvat naiset ovat jotsenaisid ja vahvoja, etéisid ja jopa
satuttavia, tai eteerisia fantasiahahmoja. Teksdeyhdistyy sekd 1960-luvun innovatiivisuus
ja radikalismi etté perinteisia arvoja kunnioittavaditionaalisuus.

Asiasanat: The Beatles, naistutkimus, kulttuuriitaus, rocklyriikka
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1. Introduction

The Beatles have been the subject of several stualiel almost every possible aspect that is
even remotely connected to this famous four-mengppeup has been thoroughly analysed.
The purpose of this thesis, however, is to brinfptaus a different part of the group that has
not been quite so widely covered, namely the way ttepict women in their song lyrics. The
Beatles’ lyrics have perhaps been overlooked becabigheir relative simplicity, as is the
case with the material they wrote in the first gHrthe decade, or because of the psychedelic
and almost nonsensical aspects of the songs thete Wetween 1966 and 1970. However,
most of the Beatles’ songs reveal some ratherrfasog images and ideas when one simply
looks beyond the surface. It is also importantriiow something about the Beatles’ personal
history; quite a few of their songs are if not dubgraphical then at least heavily influenced
by their personal lives.
The Beatles were the first so-called boydhamnost of the band’s fans were teenage girls

and part of the band’s appeal was based on treisland image:

With their soft suits and long, floppy hair and tsebices, they blurred the line

between female and male just enough to let womehcfemfortable with them. The

Beatles were not out to lay you; and they did reans to feel that women were from

some other planet (Tompkins 217).
The four members of the band offered something¥aryone: John was the sexy, intellectual
one, Paul the cute one, George was the quiet maslbane one, and Ringo was adorable and
funny (Norman 172). Not only were the fans moségnéle, at least at the very beginning of
the band’s career, but also most of the Beatlesysavere about relationships and girls, and
this was one fact that did not change much througtiee 1960s even though the Beatles did
go through several changes during that time pefiibd.decision to give up touring altogether

in 1966 gave the band more time to concentratenem music, and consequently also their



song lyrics began to become more exciting. Lovié retimained the most prominent subject,
but the tone in which it was addressed changed tharchildish naivety of youth to a more
analytical, even bitter attitude, as illustratedliy lyrics of “Sexy Sadie” (1968):

Sexy Sadie, what have you done?

You made a fool of everyone. [...]

Sexy Sadie, you broke the rules

You laid it down for all to see. [...]

Sexy Sadie, you'll get yours yet

However big you think you are.
The earlier songs had been, according to John leerfifmp songs with no more thought to
them than [...] to create a sound” (Turner 13), bus approach soon gave way to more
complex and honest ways of writing, as is the edgle for example “Sexy Sadie” mentioned
above.

By 1966 the band had grown tired of playirg in front of crowds that could not hear a
single note the band was playing. The Beatles keéehsed their latest albuRevolverin
April 1966, and by this time it had become obvithat the songs were also getting more and
more complicated both instrumentally and vocallyd @hat it was simply impossible to
perform them live anymore. In addition to the fastmentioned above, the four members of
the band had steadily grown tired of their musim@e&onsidered secondary to their personal
lives: “No one seemed interested in how they wratggre the ideas came from or how much
of themselves they were revealing in the lyricsurfier 10). The band’s final concert took
place in June 1966 in San Francisco (Norman 26if) atthough that concert marked the end
of one era, it also started another, exciting tpedod: after this, the Beatles could
concentrate solely on spending time in the studaging records.

The aim of this thesis is to examine the way Beatles portrayed women in the song

lyrics of three of their aloumdRevolver(1966), Sgt. Pepper’'s Lonely Hearts Club Band

(1967), andl'he Beatle$1968), also commonly known as tA#ite Album



The research questions | intend to answer are:
1. How are women represented in the Beatles song®N¢hat kind of roles are women
iven?
2. gIillg\(/evn(.:an these representations be analysed? Issbarething radical or challenging
about them?
3. Why are women seen as the more appropriate sexdé lehind when discussing
disconcerting subjects?
Naturally, the ideal way of approaching these daastwould be to examine each and every
song the Beatles ever wrote, but because of thevehane of the material | have chosen to
concentrate on analysing the three aforementiolieohes. The reason | chose these particular
albums is multidimensional. First of all, due t@ tteasons | have already mentioned above,
these albums are lyrically more interesting anceaéimg than the band’s earlier work. The
second important factor is the manner in which Beatles’ song texts began to serve as
important mediums: since the band had already ginetouring, song writing was now their
primary channel through which they could addreskdiscuss matters that they thought were
important. Especially John Lennon realised quitdyean that he could use his song lyrics to
make a statement, the song “Revolution” (1968) lbe White Albumpossibly being the
culmination of this until his later solo work inel1970s. These three albums are also among
the most popular and most analysed and discussatieBealbums, which is also why this
thesis will almost certainly be of more interestthe general public as well. Thirdly, it is
astounding that even though so many books have weéen about the Beatles and their
legacy, their songs have often remained in the drackd. Tim Riley wonders about exactly
the same thing as he writes:
They [The Beatles] saw themselves first and forémnagsrecording artists, and their
records still demonstrate all that pop can be.rbepoto understand what it was the
Beatles had to say to the world, and why their @mgsswas so powerful and

convincing, their work, both words and music, dessrmore attention than their
marriages (9).



In order to be able to understand and analyse #alds’ song lyrics it is important to first
examine the environment in which they were writt€he first part of this thesis, and the
second part of this introduction, is dedicatedn® ¢ultural environment of the 1960s and the
societal changes that took place in England anduthieed States in that decade. Nothing
exists in a void; The Beatles were naturally infloed by their surroundings and it is crucial
to understand the values and attitudes of that timerder to understand what they were
actually writing about. Lawrence Grossberg seemagi@e with this view as he writes, “A
text can never be said to have a singular meawningyen a circumscribed set of meanings.
Perhaps texts cannot be treated singularly andgatation” (39). This is without a doubt
precisely the case.

In the second part of the first chaptemténd to discuss some of the aspects of the
feminist movement of the 1960s to shed more lighthe views about the roles of women
and the way these roles were starting to get aigdlé. Finally, in the last part of my
introduction the focus will be on the Beatles’ meral lives. Like | already mentioned, most
of the band’s songs are heavily autobiographical especially John Lennon described his
songs as very personal: “"Help!” was personal. “¥eugot to Hide Your Love Away”’ was
personal. “I'm a Loser” was personal. I've alwayseh on that kick” (Turner 6). Therefore, in
order to fully understand the songs it is importamtknow something about the band
members’ private lives as well.

In chapter two, | am going to introduce kKag concepts that will be used throughout this
thesis. Musicology, Postmodernism, Cultural studasd Gender studies are all important
fields in analysing the Beatles’ song lyrics beeatisey all bring something new to this
discussion. They also offer the necessary toolsateneeded in the actual analysis part of
the texts. The final part of chapter two focuseshenBeatles as artists; the band’s decision to

stop touring in 1966 also meant that the band bégare themselves more as artists than just



musicians or entertainers. This is when songwritoggame the band’s main interest as
records were now the only direct way to communigath their enormous fan base.

The actual analysis part of this thesis eotrates on the way the Beatles described
women in their song lyrics; that is, how women @presented in their textsAccording to
John Fiske, the term representative has three tatimus: a single text or example can be
regarded as representative of the whole, someamesmaak for or represent all of us, or a
representative can present “selected features absent ‘reality’ or referrent” (150). It is also
important to note that when talking about represtgont or representatives, we are also
talking about power; representation is an “agenicpawer and control. [...] the power to
control ways of knowing is a power over what isegited as reality and over those among
whom that acceptance circulates” (Fiske, 16). Aeotlelosely connected concept is
stereotyp& which also carries a distinctively pejorative mieg and is, therefore, also an
expression of power, similar to Fiske’s third défon of representative; stereotypes are based
on selected features, which in turn means thabtier features are thereby ignored. A
stereotypical view on women is, thus, only basedcerain characteristics while all other
feasible qualities are abandoned.

Hence, the aim of this thesis is to anatirteeway women are represented in the Beatles’
song lyrics. My intention is to find out what theittitude towards women was really like and
what kind of roles they placed upon women. As itasnmon in popular music, the Beatles
wrote to and about women. They wrote about loverests, sexual adventures with women,
their mothers, and fantasy figures. The spectrumatiser broad, and this is also where the
relevance and importance of the topic of my thésisomes significant. The Beatles’ songs

certainly offer immeasurable amounts of materiakifoalysis and discussion.

! The concept of stereotype “was developed in 192Rdrth American journalist Walter Lippman to mehe
fixed, narrow ‘pictures in our head’, generallyistsnt to easy change” (A Dictionary of Sociologytérnet]).



The easiest and probably the most straightfad way to examine the song lyrics on
Revolver Sgt. Pepper’s Lonely Hearts Club BarhdThe Beatlesvould be to analyse each
album separately before moving on to compare antrast the texts, but | feel this would not
be sufficient enough to actually let me draw angl r@nclusions, which is exactly what |
hope to do. My intention is to analyse selectedgsigrics from the three aforementioned
albums by examining the different types of women Beatles seem to describe in addition to
analysing the way the band viewed certain relatattepts as well, such as love and sexual
desire. In addition to the three albums mentiorteala, | will also take a closer look at some
of the Beatles’ other material while also keepimgege on the band members’ solo work to
try to find some connections and points of intetbste. The aim is by no means to simply
classify different types of women but to compare different descriptions women are given,
and it is through these descriptions that thesegoaites can actually be formed. However, the
main idea is, as Sheila Whiteley describes it,e® ‘svhether the Beatles’ representations of
gender and sexuality mediate pre-existing notiohgemininity or whether they help to
construct them” (2006, 56). Then, the main aspaci$ key points of this thesis will be

brought together in the conclusion.

1.1 The Cultural Environment of the 1960s

When talking about the 1960s and London, most geag$ociate the decade with things such
as miniskirts and the hippie movement, and the “®emof Love” of 1967 has become a
well-known concept. The cultural environment wasndy starting to expand and diversify
and the more liberal and also politically more catliatmosphere had its impact on the
popular culture as well. In England several majolitigal changes took place in the 1960s,

for example the act to decriminalise homosexualias passed in 1967. “The Abortion Act



was also passed in the 1967 after a lengthy camptig safe and freely available
contraception. The London Times published an athesrtent advocating the legalisation of
marijuana to which the Beatles were signatorieshiféley 2006, 32).

For the Beatles, London was the heart ofyhieng. The so-called “Swinging London”
was the epitome of freedom, at least in populatucell John Seed goes as far as to state that
London was “the vice capital of Europe” (19). Inpptar music the 1960s were the decade of
Flower Power, hallucinogenic drugs, psychedelid, fage sexuality. Culturally, however, the
ongoing changes were even more versatile. The nd@a that was conveyed through
different marketing strategies was to bolster teaiof “the home-centred and family-centred
society as the means to the good life” (Laing #is view, of course, was fairly traditional
and old-fashioned when viewed against the radical eertainly challenging images of
freedom, sex, and love. The 1960s youth cultuiengland was unquestionably an interesting
mix of both traditional and offered values and m@dically inclined subcultures:

[Youth culture was]... a frantic dialectic betweere ttconsumer” taking what was
offered and a more active making and re-making wtuce — in the thousands of
amateur ‘beat’ groups, the dress style and behawioilne ‘mods’, and the diverse use
of drugs by the different subcultures (Laing 74).
Laing continues to point out that this kind of bebar was, without a doubt, seen as
occurring “against the grain of the powerful donmhanedia” (74), which illustrates the
dichotomy of the cultural environment. The Beatesre extremely skilled at both using
some of the more traditional values rooted deefh@ansociety and then moving on to do
something completely new and different all the whilanaging to combine the two to create
something interesting and inspiring. Also, untié th960s art and popular music had been
separate, but now, as Jeff Nuttall writes, new-8antdent pop groups appeared, with their
louder, more violent music, their cultivated hystettheir painful amplifiers” (34). A new

cultural era had begun:



Everywhere there were zippers, leathers, boots,,R&&through plastics, male make-
up, a thousand overtones of sexual deviation, qudati sadism, and everywhere,
mixed in with amphetamines, was the birth pill. Téstablished business world, the
square commercial world, the promoters, the deatsvs, were completely out-
distanced. All they could do was run to keep upt(@ll) 34-5).
One might say the Beatles’ image went from beingsiered counter cultuféo mass
culture and back. The clean-cut boys that the nd&b in love with had began their career by
playing rock and roll music in dirty strip clubs Hamburg, Germany; their stage shows, for
example, consisted of shouting obscenities at thead and insulting the audience by calling
them Nazis (Norman 82, 146). However, at the hemhBeatlemania the band’'s image
became more polished and socially acceptable; datl& became mass culture. Towards the
end of the 1960s the band did attempt to breakffage their clean-cut image, and the band’s
experimental and artistically ambitious albums Igiduthe band closer to their original
starting point. Naturally the Beatles could neveally be considered representatives of
counter culture per se, but it is important to rtbeg even though the band’s success suggests
their music was nothing but mainstream and mastireylthe band’s original roots lay
elsewhere, and their later alboums could be corsitlat least partially atypical compared to
what people had grown to expect from the Beatles.

Nevertheless, it would be unfair to clainattthe Beatles were the forerunners in every
single area. They were not the only musical phemamearound even though they were
undoubtedly the biggest and the most influentiddeil 1966 recordRkevolvercaptured the
sound of Swinging London, but as Philip Norman poiout, they weren't the first band to
create the feel (274). The Rolling Stones had sele@aheirAftermathalbum a few months

earlier, and while the sound and musical experim&mdre at least equal to, if not ahead of

The Beatles, “no one looked to the Stones to dhietzeitgeist, whereas for the Beatles it was

2 According to Dick Hebdige, subcultures “expresbidden contents (consciousness of class, conswsaof
difference) in forbidden forms (transgressionsarfarial and behavioural codes, law breaking, Ebey are
profane articulations, and they are often and Saaitly defined as ‘unnatural™ (91-2).



now almost a duty to be in step with the natioréstahy” (275). The Beatles may not have
been the precursors in every respect but their itapoe and value as mouthpiece for their

generation was certainly largely constructed arstiadned by the media.

1.2 Music and Feminism in the 1960s

According to Judith Butler, feminism is about “thecial transformation of gender relations”
(204). The 1960s’ the new wave of feminism wasaiely something very different from
what most people were accustomed to. Instead afgméng for similar rights and demanding
more respect for their work at home, the womenhef Women’s Liberation Movement in
England were actively demanding the end to “womepgression by men” (Lewis 97). As
Lewis points out,
Nineteenth-century feminists had pursued equatsighthe public sphere. Sometimes
they refused the idea of sexual difference and asipad women’s common humanity
and faith in reason; sometimes they used the coryramtepted idea of ‘natural’
sexual difference (grounded in biological differepto support their arguments (97).
There was no clear consensus on what the argumames or should have been, and it is
possible that the obscurity weakened the powehefmessage these women were trying to
get through. In fact, what Lewis calls “the cultwiefemininity” still had a strong audience
among younger women: early marriage and childbgamiere still very common and the sales
for women’s magazines offering tips on how to gaetan were high (99).

Nevertheless, by the end of the 1960s thadebeen a drastic change in the way women
were perceived and addressed in the society. “Wamlabour market participation was
accepted to be crucial for economic growth andadqmiogress” (Lewis 102). The problems
and struggle did not end here, but the slow jourtosyards a new age had certainly been

embarked on.
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In spite of the ongoing political battle fwomen’s rights, the 1960s’ counter culture still
harboured some rather idealistic views on womeitliBhe lifestyle and the musical ethos of
the period undermined the role of women, positigninem as either romanticised fantasy
figures, subservient earth mothers or easy laydiiey 2000, 23) These characterisations
can also be seen in the Beatles’ song lyrics. Woarengenerally seen as either objects of
sexual desire and lust (“Well, the Ukraine girlalhe knock me out/[...]/and Moscow girls
make me sing and shout” (“Back in the USSR”, 196@lgalised love interests (“Who knows
how long I've loved you/you know | love you still(*I Will”, 1968)), or almost mythical
creatures that are one with the universe (“Her bfftoating sky is shimmering, glimmering
in the sun. /Julia, morning moon, touch me,” (“aylil968)). Sheila Whiteley takes this even
further by stating that the progressive rock sagn@e 1960s and 1970s “remained hostile to
women” (11). Whiteley is mainly arguing for the fala singers and songwriters that were
still rather rare at the time, but her statememt @so be seen as a comment on the general
attitude in popular culture: women were often safgput but they were only allowed to
remain objects or figures that were inspected thjinahe views of men. Whiteley’s views are
actually quite in conjunction with some of the moshtral themes of the Women'’s Liberation
Movement that focused on stressing the importafgesonal freedom and self-expression
(Lewis 113). It would be rather farfetched to ¢hk Beatles feminists in the traditional sense,
but John Lennon for one did speak rather overtlgualithe existing prejudices against
women, partially because of the problems he hadwriered after marrying his second wife
Yoko: “She’s a woman and she’s Japanese, thereial narejudice against her and there’s
female prejudice against her. It's as simple a8’ {fWdenner 143). Lennon would later go on
to address these issues even more strongly in9%& ong “Woman Is the Nigger of the

World” in which he sings:
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We make her paint her face and dance

If she won't be slave, we say that she don'’t lose u

If she’s real, we say she’s trying to be a man

While putting her down we pretend that she is ahwve

Woman is the nigger of the world...yes she is

If you don’t believe me take a look to the one yewvith

Woman is the slaves of the slaves

Ah yeah, better scream about it.
However, most of the Beatles’ early material didyétle to challenge the existing
views on women, and it was not until the later pathe 1960s that the band’s songs

began to grow more political.

1.3 The Beatles behind the Myth

So much has been written about the personal livéken“Fab Four” that it is not easy to
separate facts from fiction. However, the Beatlssntselves have spoken rather candidly
about their lives on various instances, so forrtost part the boys’ lives are extremely well
documented. The Beatles were so hugely succesefuthie band has become almost like a
myth: they exist more as an entity instead of belmught as four individuals in people’s
minds. Nonetheless, the four members of the band were than just Beatle-John, -Paul, -
George, and —Ringo, and some information about theakground is not only beneficial but
almost crucial in order to be able to appreciatéhal nuances in their song lyrics.

Probably the most discussed aspect of thald&e personal lives is their relationships
with women, especially their mothers. Only Georgarridon had what one might call a
relatively normal childhood, and the other membarshe band were from broken homes.
Both John Lennon and Paul McCartney lost their mictlat an early age; Paul’'s mother Mary

died from cancer when Paul was fifteen, leavingl Raw his older brother Michael in the
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care of their father Jim. John Lennon’s motheralwias killed in a car accident when a
drunken police officer hit her with his car. Johmsnsixteen years old at the time of his
mother’s death. John’s life had not been easy timil point either; as Coleman writes, John
was brought up by his mother’s sister Mimi becaiiséa’s husband and John’s father was
not around and Julia was not able to look aftenJudrself (113). Mimi was married with no
children of her own and she was very responsibte sdrict, thus it was seen as the perfect
solution to place John in her care. Both Mimi aotialwere very important figures in John’s
life and both made it to his songs as well.

This loss that both John and Paul were fbtoeencounter at such an early age seemed to
have been a contributing factor to the way they ldidater talk about their mothers.
Nevertheless, it is clear that for both John angl Reothers became almost heavenly figures
who were placed on a pedestal and whose puritywsabm were compared to that of angels
and saints. For John and Paul mothers were hardwgprlving, and most of all sensible. For
example, Paul's song “Let It Be” (1969) talked ab®iother Mary whispering words of
wisdom, and John’s “Julia” (1968) compared her he tbeauty of ocean and sky:
“Julia/sleeping sand/silent cloud”.

Ringo Starr (his original name was Richatdri&y) was from a relatively poor family:
out of all the Beatles he was definitely the finafig least fortunate one. Mrs. Starkey was a
single mother and so Richard spent most of his timthe care of his grandfather. Little
Richard also suffered from poor health for almdsbghis childhood and he spent years in
different hospitals (Norman 155-6). The image & Beatles as working class boys was not
totally accurate on John Lennon’s part either asvas actually from a financially stable
middle-class family. The following example illusiea the dichotomy that existed between the
Beatles’ image and reality:

She [John’s aunt Mimi] recalled, with heavy iroray,conversation with John at the
start of the Beatles frenzy. “I told him off abcut accent. | said: “What’s all this
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Scouse accent about, John? You weren’t broughs @plittle Scouser. You know how
to speak properly.” John just looked at her andeabhis fingers together. “It's about
money,” he replied. “The farexpectme to talk like that” (Coleman 132).
Along with their relationships with their mothethe Beatles’ relationships with women have
also been well documented, and while the band mesnbecial statuses are hardly relevant
when discussing their music, some knowledge abwmit personal lives may well provide
some valuable insight into the band’s song lyrics.

John Lennon married his art school girlfdedynthia Powell in 1962 and she gave birth
to their son Julian in 1963. The couple divorcddva years later though when John had fallen
in love with a Japanese artist called Yoko Ono. 8beld become one of the most prominent
topics in John’s songs. Both Ringo Starr and Geéfaeison also married in the 1960s, but
Paul McCartney remained the only bachelor of thedh#p until 1969 when he married Linda
Eastman (Norman 244, 279, 376).

Adultery and sexual adventures are also \wedisented in the Beatles’ work. For
example, John Lennon admitted to having been Unfitditto his first wife on several
occasions in addition to also having been violemtards women. These issues will both be
discussed later in this thesis.

In spite of the tragic similarities in théives, John Lennon and Paul McCartney were
from very different backgrounds. Paul was very picat and hardworking. He grew up in an
old-fashioned home where music was a favourite fias that brought people together. He
may have lost his mother but he was still showevill affection and love. John, however,
came from a middle-class home and his “deprivatiwese emotional rather that material”
(Turner 11). John also had a more artistic apprdaachusic, and this became evident in his
songwriting as well. Whereas Paul was a masterriing carefully constructed, beautiful
ballads, John’s songs would be more frank, morectiland less polished. These differences

between them were also mirrored in their relatigmshPaul was the last Beatle to marry, and
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his marriage would last for over thirty years. Marer, it is interesting to note that Paul’s
wife Linda was happy to accept the fairly old-fasted views on what a good wife should be
like: “She idolised and deferred to Paul [...]. Climg to his arm, she would gaze up at him
with awe and say what an honour it would be to esrchildren” (Norman 349). John, on
the other hand, married twice and one might sayvhs constantly looking for a mother
figure, a new Julia. This is clear in his song idu(1968), a song dedicated to his late mother
in which he compares his new partner Yoko to hisedeed mother: “"Julia/ocean child/calls
me”. The parallel becomes understandable onceinde but that Yoko’s name is Japanese
for “ocean child” (YokoOno.com).

George Harrison may have been the youngestlrar of the band but he was also the
one with the most carefree childhood and backgrottairy and Louise Harrison had four
children, and even though times were rough andyHaas by no means earning a lot of
money, he made sure the family never lacked fothamg (Norman 40). George married his
first wife Patricia “Patti” Boyd in 1966 and thetaged together for almost ten years, living a
relatively private life.

The Beatles were, above all, a tight groopsesting of four close friends and their
entourage. The four members of the band were vieageparts of something that was even
larger than the sum of those parts. This is why g#gometimes difficult to determine whether
the life stories of the four members of the groafually matter at all. However, in order to be
able to understand the different connotations amdetlying meanings in song lyrics it is
certainly advantageous to pay attention to thegoaisexperiences of the authors of those

texts.
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2. Mapping the Theoretical Field

It is rather surprising that the role of women iapplar music song lyrics has not been
analysed as much as one would expect. Women’sirakee music industry on the other hand
seems to be one of the more popular topics alonly the analysis of the texts of female
songwriters. Nevertheless, the fact still remahet there are more male song writers in the
music industry — or at least this was the cashenl©60s and 1970s — and therefore it seems a
waste to ignore the opportunity to analyse the waynen are perceived from the outside,
from other people’s perspective. How do men wrlhewd women? What do they reveal in
doing so?

In this theory chapter | will introduce theykterms which | will use in the actual analysis
part of this thesis. The Beatles’ song lyrics cdrmm seen as texts that have been detached
from the culture and time period from which theyigorate because both aspects are
imprinted deep within the songs themselves.

The Beatles’ song lyrics could well be retgt as literary texts: “After all, their songs —
like our greatest works of literature — almost esolely concern themselves with the human
condition and the dilemmas that confront us regaydhe interpersonal relationships that
mark our lives” (Womack & Davies 2). However, sotexts are forever chained to their
melodies; by removing either part the end resultobees no longer be perfect because
something vital is missing. This is exactly why neotogy studies songs as multidimensional
works of art. Both melody and lyrics are of equaportance even though this particular study
only concentrates on the words. According to mudsgist Simon Frith, “Songs are more like
plays than poems; song words work as speech aretlsmects, bearing meaning not just
semantically, but also as structures of sound d@hatdirect signs of emotion and marks of

character” (203). Hence, it is necessary to loojohd the semantic surface.
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2.1 Musicological and Social Approaches to the Bdas

The Beatles have usually been studied either asleee experienced, in which case the
purpose has been to examine the sociological aychpkgical aspects of the band’s success
and the impact their music had on their following, from a purely technical and
musicological viewpoint with heavy emphasis on #malysis of the musical qualities and
structures of the Beatles’ songs. These two appesatiowever, overlook the lyrical treasure
chest of the band’s lyrics, which is why it has ekelightful to notice that there seems to
have been a subtle increase in lyrical analysimusicology. Sheila Whiteley has examined
music as a whole, both textually and melodicallpnf a feminist point of view, and her
views on the Beatles’ music focus rather heavilyong lyrics.

Music is universal and the role of music as establishing factor in creating and
sustaining certain senses of nationhood or groaptity is not a new discovery. The Beatles
not only had a unifying function but they also teglpin shaping and shifting new cultural
groups. The ongoing cultural and social changesnimtsat music groups and music in
general had to be able to keep up and reflect tiobamges: “Music still conformed the
desires of youth, but those desires were changmugic was needed, now, to symbolise and
express the feeling of a new generation that itdcembody real culture and political change”
(Frith and Horne 56). This is what the Beatles sastully managed to do. The changes in
their song lyrics may not have been the most nalileeones — after all, the Beatles were also
setting new trends in fashion and hairstyle — betttansition from the simple and partially
also childish song lyrics, such as “I'll send aly toving to you/[...]/darling I'll be true” (“All
My Loving”, 1963) to more profound and interestitgxts: “She’s leaving home after living

alone for so many years” (“She’s Leaving Home”, 7P6Not only are the lyrics more
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genuine but also the viewpoint has changed. The&emis no longer writing about his own
feelings, reassuring his girl back at home thatie not be unfaithful to her. He is now
describing the events from the girl’s point of vidwe has stepped in her shoes and taken her
emotions momentarily as his own to be able toheH story. The songwriter himself is not
even an active party in the song anymore. Hencggaims that the writer has finally gained
enough self-confidence and sense of self that Henger feels overshadowed. These changes
of perspective reveal a similar change in attitudhe; author is now regarding women as
subjects rather than mere objects of love or ke girl in “She’s Leaving Home” is an
active party, she has her own free will, and thia@uat least understands if not justifies her
actions. This is undeniably a drastic transfornmatiompared with the girl who was simply a
stationary object of reassurance and words of love.

Musically the largest change in the Beatlesik during the 1960s was what Paul Willis
calls the loss of “big beat”. Willis goes on to pobout that the Rolling Stones, for example,
never strayed far away from the strong rhythm doeédbeat that made their music not only
distinguishable but also easier to dance to. Thetl& on the other hand went from playing
rock music to experimenting: “They became more silated, using melodic asymmetry
and complex rhythm patterns. The later music becaeng much harder to dance to” (47).
However, it is also important to acknowledge thet that the Beatles were heavily influenced
by American rock and roll music. Chuck Berry, latRichard, Buddy Holly, and Elvis were
their heroes, and later on Bob Dylan would alsmbez a powerful influence for the band. In
fact, the Beatles recorded several cover versidrieeorock and roll songs they so greatly

loved — even going as far as to do their own vessisf American girl group hits

3 “Boys” and “Baby It's You” (recorded in 1963), hosongs originally by The Shirelles, “Please Mrsthtn”
(1963), original version by The Marvelettes.
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2.2 The Beatles, Postmodernism and Feminism

This thesis is about women and, more importanthgua the way men or in this case four
specific Liverpool musicians and songwriters viewdn® opposite sex. This is not as
straightforward as it sounds, though, because firs$ necessary to determine what we
actually mean when talking about women and femiyiis Judith Butler points out:
Terms such as “masculine” and “feminine” are natosly interchangeable; there are
social histories for each term; their meanings gkamadically depending upon
geopolitical boundaries and cultural constraintswdro is imagining whom, and for
what purpose (10).
Gender is a social attribute, and even though wdadking about women as members of the
female sex it is still important to bear in mincaththe attributes with which we describe
women or the stereotypes we compare individualaréovery much culturally constructed.
The Beatles wrote about the women in their livesng as far as to actually name real people,
as is the case with Lucy (“Lucy in the Sky with Biands”), Mary (“Let It Be”), Julia
(“Julia”), and Prudence (“Dear Prudence”), but ttego revealed their attitudes and their
cultural and socio-economic background by labellmgmen with certain expectations and
norms. People draw from the experiences in thein dwes and this is also why it is
important to pay attention to the similarities gatallels between the women in the Beatles’
song lyrics and the women in the boys’ personadivThe similarities may not always be
consciously constructed, but most of the time treypresent.

Women remain a minority in music. Musicokigbusan McClary claims that, “Women
are located within the discourse in a position athbdesire and dread — as that which must
reveal that it is controlled by the male or whiclusnbe purged as intolerable” (152). The
Beatles may not have been the most radical wonregtiss advocates, but it seems that the

sociological and cultural changes did affect asti¢lae way they wrote about women.
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Postmodern views on popular music in genbeaale been received and regarded with
varying attituded.Popular culture in itself is a complex term, arsdGrossberg points out,
one of its fundamental qualities is the directnekshe effects it has upon the body (79).
These kinds of bodily reactions explain why peogietimes seem somewhat reluctant to
analyse popular culture in the first place: “Tooamuntellectual legitimisation will redefine
the possibilities of its effectiveness; it will lweone increasingly a meaningful form to be
interpreted rather than a popular form to be feit ane’s body and to be lived with
passionately and emotionally” (79). People’s rednce to analyse and examine songs that are
dear to them seems to stem from the idea that sieaky primarily intellectual and therefore
removed from the emotional. It seems that the itiansbetween the two is perceived as a
one-way street; once the emotional aspect has teementarily abandoned, it is impossible
to return to simply being a fan and enjoying mussat is. Why does such a dichotomy have
to exist when the metaphorical fences are littleartban creations of imagination?

Furthermore, the Beatles’ music can sur@ydgarded as postmodern since the band’s
music was already perceived as a mixture of trawakii and innovative music styles in the
1960s. According to Lawrence Grossberg, one of“tharkers” of postmodernism is the
fragmentation of identity (223), and one of the imnteresting characteristics of the Beatles’s
songs is that it is extremely difficult to describe define their music because their music
varies from simplistic rock and roll music to psgdelic rock (“Lucy in the Sky with
Diamonds”), heavy metal (“Helter Skelter”), expeental rock (“Tomorrow Never Knows”)
and children’s music (“All Together Now”), amondhet things.

The band’s changing interests around the RevolverandSgt. Pepper’s Lonely Hearts
Club Bandwere released were becoming more and more apparém band’s songwriting.

As Sheila Whiteley points out, “By 1967 women se&mfall into radically different

* Postmodernism usually refers to a cultural, irttlial, or artistic state lacking a clear centatdrchy or
organising principle. It is “a period label genéraiven to cultural forms since the 1960s thapliig certain
characteristics such as reflexivity, irony, andiging of popular and high art forms” (Makaryk, 612)
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categories for the Beatles: those who hurt, those nurture, those who exist as potential
new love interests, and those who offer the pdgyilof one-night stands. We also find those
women who are etherealised, including lost mothé2§06, 66). While Whiteley's groups
seem valid and functional, it might be better toify things by stating that it appears that
the Beatles saw women as objects of love or lusgsonurturing mother figures, and the
women who hurt could be seen as treacherous Idgeests. Then again, it is slightly unclear
what Whiteley actually means by the term “women waliot” since this could either refer to
women who are doing the hurting or women who hasenbhurt by some other party. This
ambiguity creates an unnecessary parallel betweggressive and victimised women.
Whiteley goes on to state that these categories dra‘traditional definitions of femininity”
(66) all the while suggesting that the lyrical erapis on the Beatles’ albums was shifting
towards “an increasingly masculine point of vie?006, 66). The relevance of Whiteley’'s
claims is somewhat undermined by the statementlieaBeatles were actually moving away
from feminine points of view instead of perhapsngay some insight and understanding
which might have resulted in the band writing migalistic lyrics. Actually, during the 1960s
the women in the Beatles’ songs were becoming asingly more independent and
influential. From the woman who made the songwifiéet like “he’s never been born” (“She
Said She Said”, 1966) to the girl who no longerdseleer man (“For No One”, 1966), these
women seem to be gaining more strength and powtreaf own. This serves are proof that
the Beatles were not, in fact, growing more maseulbut that they were slowly starting to
view women as counterparts instead of objects. dxample, the girl in “Happiness Is a
Warm Gun” is very much an independent woman; stfadgsa girl who misses much”. The
runaway in “She’s Leaving Home” is leaving becasise wants to be free and now, for once

in her life, “she’s having fun”. These women are viotims nor are they objects.
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2.3 The Evolving Artistry of the Beatles

The Beatles first shot to success with their sintptee-minute pop songs that were catchy
and melodic. They were also one of the first baiodsvrite their own material instead of
recording guaranteed hits offered by the recordpzomg. All four members of the Beatles
were from the city of Liverpool, which meant thaey were inescapably influenced by their
surroundings, and Liverpool was among the firsiesitin the country where the cultural
changes began to show. As Jeff Nuttall writes, &tpool is a roaring, seedy, working-class
port. It has something of the old red-nose Lancastomedian about it. It has the whimsical
grandeur of the nonconformist north. ... There ishima toffee-nosed about Liverpool”
(123). Liverpool’'s cultural scene was extremelytestaf-the-art even though most of the
influences were extremely diverse. The Mersey sdurs one of the biggest phenomena to
come from Liverpool in the 1960s, and yet, “thecatled Mersey Beat [sic] was a Lancashire
version of the heavily negroid Tamla Motown sour(uttall 124). The Beatles were
surrounded by varied influences from jazz and vailldeo American rock music performers
such as Little Richard, Elvis, and Buddy Holly. 8lshe Liverpool Poets were influential in
the Beatles’ style and music as Well

John Lennon and Paul McCartney were widely regaagethe songwriters of the band
even though George Harrison had also written ségerags for their aloums. The dominant
duo of Lennon and McCartney made it hard for Harrito make himself heard and it was not

until the albumHelp! in 1965 that he was allowed to have his own comipason the new

® “Merseybeat was a British take on the black anidenmusical mix of rock and roll: a basic line-uplead
guitar, rhythm guitar, bass guitar, and drums (wtared vocals) provided local live versions of Aigan hit
records of all sorts.” Along with the Beatles, thasic of for example Gerry and The Pacemakersy Bill
Kramer and The Dakotas, and The Swinging Blue Jeasften referred to as the Mersey sound (“Britis
Invasion.” Encyclopedia Britannica Online).

® The Liverpool Poets were Adrian Henri, Roger Mc@GmuBrian Patten, Mike Evans, Tonk, and their local
followers. They formed “a style for public readiwgh pop groups” (Nuttall 124). Their style was hida
influenced by 1950s Beat poetry.
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Beatles album. Ringo Starr was neither interestedaiented in songwriting, but he did write
a song for the 1968 double albdrhe Beatles

Most of the Beatles’ songs were clearlytten by only one member of the band. At the
early stages of their career in the early 1960snbanand McCartney still collaborated and
wrote most of the songs together, predominantlyabse the songs had to be written in
between shows. The collaborative stage did notltasg, and even though they would still
occasionally write songs together, more often thanthe songs would be written by either
one of the two men. However, seeing as John antdkaays credited all of their songs to
both of them, it would be illogical to attempt tetdrmine which one of the two actually was
behind each song. As far as official records amcemed, most of the Beatles’ songs were
written collaboratively by the songwriting duo oéihnon and McCartney. Thus, in this thesis
the songwriter will only be identified if it baresggnificance to the possible interpretation and
reading of the song’s text.

The evolving artistry of the Beatles hasrbegdely discussed by both cultural critics and
musicologists in the last few decades. Most pespéea clear mark in the band’s work where
their artistic pursuits started to lead them ineavrdirection, and the album that is most often
mentioned as having started the new trend is tbenskealbum they released in 198bber
Soul The change had not happened overnighRulttber Souls undoubtedly the first alboum
on which the transformation can clearly be hearak dnly is the album instrumentally more
interesting (for example the use of sitar on “Nogwe@ Wood” was something very new and
exciting) but it was also lyrically more multidim&onal. However, this was only the
beginning, and it was the 1966 albuRevolverthat really marked the change in the band’s
music.

With their previous albums the Beatles haddgally moved towards more intricate

songs and lyrics. With the release Rfibber Souln 1965 the Beatles offered their fans
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numerous clues of things to come. Traces of psyal@ednd new ideologies were certainly
present in songs such as “Nowhere Man” and “ThedNan which the writer claims that he
is “here to show everybody the light” and that yost have to “say the word and you’ll be
free, say the word and be like me”. The word, afree, was love. WheRevolvemwas finally
released in October 1966, it was obvious that teatlBs had further developed both their
sound and style. It was this album that finallyoadd the band to break away from their
earlier image as loveable moptops:

Gone were the paeans to boy-girl relationshipsthadtandard set-up of two guitars,

bass, and drums. An eclectic assortment of instnisnand effects were brought to

bear on songs with lyrics that were at once mam@spective, poetic, and surreal that

anything that Lennon, McCartney, and Harrison hael attempted. The results were

dazzling (Frontani 119).
The Beatles’ growing interest in visual arts wasoatvident irRevolvels album cover. The
cover was a black and white drawing of the band be¥si heads with tiny photographs of
the boys almost growing around and out of their.hEheir artistic pursuits continued &ut.
Pepper's Lonely Hearts Club Banthe 1967 follow-up toRevolver George Harrison’s
fascination with Eastern cultures and especialtyidrhad resulted in the song “Within You
Without You”, “Lucy in the Sky With Diamonds” was psychedelic fairy tale with its
dreamlike descriptions of the world, and “She’s \ieg Home” told the story of a young
runaway girl while combining the heartbreak of #gtery with soothing string arrangements.
The band also demanded that the album be releaszgwdere in the world in the same
programmed form that it was released in. No alii@natto the track listing were allowed. This
illustrates the intensity and devotion with whidte tBeatles regarded their new album: the
band strove to acclaim their work as art (Fronfs89).

After the rainbow-coloure8gt. Pepperalbum and the equally psychedelic soundtrack

album Magical Mystery Tour(1967) the 1968 self-titted double albuhme Beatlesvas a

move to the opposite end of the spectrum. The ¢hadover art alone was a startling contrast
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to the band’s previous albums. The white cover, |to& of a proper name, and the less
polished songs were something completely unexpetteppears that this was exactly the
point, as Jeffrey Roessner points out how “The IBgeaturn to parody serves not as an escape
from but as a specific response to key culturakiters” (148).The White Albunfoffers
multiple voices and world views in place of a senglivileged voice” (Marshall 15), partly
because the songs on that album were clearly wriitefour individuals instead of having
been born out of group effort. This was very mudymbolic factor as well, as Ray Coleman
writes how “the album remained John’s favourite tBsawork because it demonstrated the
development of personalities rather than the Beatkean entity, of which by 1968 he had
become tired” (477). The Beatles’ growth as indists was both beneficial to the group as
well as being slightly detrimental: the songs gmewre interesting, but the collaboration

between the four group members would never retuthe productivity of the early 1960s.
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3. The Beatles and Women

As | have already mentioned in previous chaptéis,Beatles wrote primarily about women
and love. This was true for both Lennon and McGartrbut the difference between the duo
was that whereas Lennon wrote about his persomarences, McCartney focused on telling
stories:

He [Lennon] was, as McCartney himself has saidpeenautobiographical writer than

his partner. Events in his life directly influence songs he wrote: with McCartney,

the same is not as often true. [...] McCartney’s dete usually witty, charming,

narrative, or sentimental. Lennon’s are more exérermcerbic, confessional, or

maddeningly obtuse (Riley 21).
One might say McCartney’s texts are more percepligeseems to be able to skilfully step in
other people’s shoes, whereas Lennon’s texts avallysmore thought-provoking and
challenging and certainly more personal.
On Revolver for example, McCartney’s "Eleanor Righy” (196&)l$ the story of a lonely
woman who "died in the church and was buried alait®p her name”, but Lennon, on the
other hand, criticises that, “You tell me that yei'got everything you want, and your bird
can sing/ but you don’t get me, you don’t get m&nd Your Bird Can Sing”, 1966). But
why are women the most popular subject in populasia? Sheila Whiteley writes: “The role
of the woman, her image, her purpose [...] certaadgounts for that well-known question:
‘What is a musician without a woman?’ and its apyuaec answer: ‘Broke and homeless’
(2000, 11). Most importantly, love has always baerong the most prominent subjects in art
and literature, and seeing as the popular musitdwestill largely male-dominated, it is only
natural that the main focus should be on women.

On the three albums that | am using as nmary reference material most of the songs

deal with women, love, and relationships in one whwnother, and the women the Beatles

wrote about seem to fall into certain groups: sevoenen are seen as victims or alternatively
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as aggressors, other women are portrayed as caretakd motherly figures. Women are also
seen as love interests or objects of sexual dedfies; all, most of their songs are about falling
in love and being in love in addition to expressinst, desire, and devotion. However, even
though women are very strongly present in the sotegds, youth culture is still “often
actually “boy culture”: whether or not they conagty recognise it, the onus is invariably on
girls to find ways of making cultural institutioris them” (Warwick 59). Warwick uses the
Beatles’Revolveras an example:

What do female listeners make R&volve? Should they will themselves to be like

Paul McCartney’s ethereal spirit guide in “Heregiidand Everywhere”, emulate the

sensual earth goddess who grounds George Harnstuove You To”, become cold

and materialistic like the subjects of “For No Oraeid “And Your Bird Can Sing”, or
else resign themselves to Eleanor Rigby’'s londly/*458-59).

3.1 Women Who Hurt

The title of this chapter is purposefully ambigu@ssit is impossible to tell whether we are
discussing women who are being or have been huwhether the focus is on women who
are the aggressors and are hurting someone else.tgmes of women are present in the
Beatles’ lyrics even though women are much moreelyiteatured as objects. The woman in
“For No One” (1966) is a good example of an indejgett woman who has abandoned a
relationship she no longer needs. It is interesthay instead of writing from first-person

perspective, the songwriter is actually descriking situation as if it was happening to the
listener: “Your day breaks, your mind aches/ youfihat all her words of kindness linger on
when she no longer needs you”. Maybe the writglistancing himself from the text by this

change of perspective, or perhaps the intentida eake it easier for the listener to relate to

the story. In doing so, the narrator is also refg$o take responsibility for the events:
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The use of “you” in the lyrics pins the listenercomfortably in the position of the
abandoned lover, compulsively rehearsing everythimg went wrong, and also
creates distance between the narrator and thesaictdhe story. [...] While “you”
usually implies “I", and thus a dialogue betweenthss song provides no way for its
characters to speak, no insight into why the woimatmved as she did (Warwick 63-
4).
Whatever the case may be, the woman in the soting iaggressor and the one who is doing
the hurting by saying that “her love is dead”, asdWarwick mentions above, the woman is
denied the right to explain her actions, which &sathe listener with an image of a cold,
heartless woman.

As a contrast to the hurtful woman in “Fav @ne”, the Beatles also wrote about abused
women. Possibly the most startling revelation camibe song “Getting Better” (1967) when
the writer confesses his violent past:

| used to be cruel to my woman

| beat her and kept her apart

From the things that she loved

Man, | was mean but I'm changing my scene

And I'm doing the best that I can.
Even though the “I” mentioned in the song and thegsvriter are not necessarily the same
person, in this case it seems the song’s lyrics d&dally stemmed from John Lennon’s
personal life; Lennon would later talk about hislent behaviour in several interviews and he
admitted the song “Getting Better” referred to aggressive tendencies: “I sincerely believe
in love and peace. | am a violent man who has éhmot to be violent and regrets his
violence” (Turner 124). John’s first wife Cynthits@a wrote about her husband’s aggressive
behaviour in her autobiography: “He [John] was dg@shamed of what he had done: | think
he had been shocked to discover he had it in himttme. So, although he was still verbally
cutting and unkind, he was never again physicaibfent to me” (Lennon 51). It is fairly

irrelevant whether or not Lennon actually abandohisdviolent behaviour because the fact

still remains that he had been violent and he hadvamen. Lennon seems to fulfil the
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stereotypical role of a man whose inability to ehis emotions results in physical bursts of
violence.

“Getting Better” is actually a simple loverg in which the author states that even though
things have been rough, “it's getting better sigoe’ve been mine”. It is also a seemingly
autobiographical song that starts with descriptiohthe songwriter’'s school years and how
he “used to be angry young man”, a statement shiatriher explained by the revelation about
the domestic violence mentioned above. However lihener is left with the feeling that
even though the writer is expressing his remorsediyitting that his behaviour had been
spiteful, it also appears that he is removing soifnine blame by stating that he is doing the
best that he can, that is, he cannot help it if ihaot good enough. Also, it is important to
note that whereas in “For No One” the woman had ting man by leaving him, in “Getting
Better” we have moved from emotional damage to jghysiolence. It seems that the Beatles
associate emotional pain with women whereas meiharenes who hit. Causing emotional
pain is not something they appear to feel the neeapologise for. Interestingly enough, at
first glance the 1965 hit “Don’t Let Me Be Misund&sod” by The Animalsseems to be an
exception, but in reality the song was actuallgtfiecorded by Nina Simone in 1964, thus
transforming the song into yet another example wf apologetic woman and thereby
undermining the song’s partly deviant nature (Ninaghe.com).

Another example of women being emotionalbysive can be seen in the song “Don’t
Pass Me By” (1968) in which the writer is sittinglome, waiting for his girl. It remains
unclear whether the woman has actually left hinf be is simply so insecure that he feels the
need to beg and plead all the while asking hehef &ill loves him: “| wonder where you are

tonight and why I'm by myself/ | don't see you, sldemean you don't love me anymore?”

" The Animals also recorded a cover version of Niitaone’s “House of the Rising Sun” in 1963, whicany
on to become a huge hit for the band (NinaSimome:.¢touse of the Rising Sun [Internet] Availablerfro
<http://boscarol.com/nina/html/where/houseofthegsitml> [Accessed 27 April 2008]).
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Even though it is unclear whether the woman in tjoless actually going to leave, it is still
obvious that the writer at least thinks it possible

Don't pass me by, don't make me cry, don't makéloe

'‘Cause you know daring I love only you,

You'll never know it hurt me so,

How | hate to see you go,

Don't pass me by, don't make me cry.
“‘Don’t Pass Me By” provides an interesting role fshit is usually the woman who is
pleading her man to stay. Not only is the songwrgassuring his woman that he loves only
her, but he is also showing his vulnerability bNinng her how much he is hurting. The song
“has a daft and charming lyric, and it achieves [an]effect of complete sincerity” (Quantick
117), so as a result the listener actually feelsydor the writer who is so patiently waiting at
home. After all, the changed roles do create amdiriating situation in which the man is the
abandoned lover and his woman is the independenigaorant party.

Portraying women as deceitful and emotigndiceptive is a fairly common theme in
popular music. The Beatles were by no means the lmarid writing such lyrics in the 1960s
popular music scene. For example, in their 1965simgle “A Must to Avoid” Herman'’s
Hermits warned the listener about a woman who w@tHimg but trouble”, and who is “a
complete impossibility”. Other examples of such gomnclude “Build Me Up Buttercup”
(1968) by The Foundations, “Evil Hearted You” (19@&fy the Yardbirds, and “Get Out of
My Life Woman” (1966) by Lee Dorsey.

Another interesting and also rather typdahracterisation of women is portraying them
as objects of patronisation. For example, in “Markly Dear” (1968) the writer addresses a
woman by calling her a “silly girl” while reprimaimdy her by telling her to see what she has
done. Yet, at the same time he is pleading heetgdod to him:

Martha, my dear

You have always been my inspiration
Please, be good to me
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Don't forget me, Martha, my dear.

As Quantick writes, most Beatles fans are aware ‘iiia really a song about his [Paul
McCartney’s] Old English sheepdog” (99), but intspof this background information,
“Martha My Dear” remains textually interesting.ist irrelevant whether or not the writer is
actually talking to a dog because by putting thegson an album for people to hear, the
writer of the song is also giving people an optimninterpret the song the way they
understand it, and naturally, without any additldmeckground information, the song strikes
the listener as a text about a woman named Martiwaisvbeing patronised, reprimanded, and
adored at the same time. This dichotomy is intergsthe woman in the song is described as
a powerful person since it is the man who is begtier to remember him, not the other way
round, and yet he is also downplaying and ridiguler actions by calling her a “silly girl”.
Here, the girl is without a doubt the victim as than once again plays the aggressor. The
phrase “silly girl” can be interpreted as a termeafiearment but at the same time it is also
highly belittling and condescending. It is intenegtthat Paul McCartney decided to publish
this song because even though he claims to haweewit about his dog, he must have been
aware of the fact that people with no prior knowledvould interpret the text as a traditional
love song dedicated to a woman called Martha. Adtierprior knowledge is — not nor should
it ever be — mandatory.
Consequently, “Martha My Dear” comes acrasan admonishment of sorts:

Take a good look around you

Take a good look you're bound to see

That you and me were meant to be for each other

Silly girl.

Hold your hand out you silly girl see what you'\and

When you find yourself in the thick of it

Help yourself to a bit of what is all around you
Silly girl.
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The songwriter seems to telling the woman whatdandan obviously deprecating manner.
The lines resemble something a parent might sag tisobedient child when s/he has
misbehaved. The writer is even making the assumigtiat she will come to the conclusion
that they “were meant to be”, consequently denyiagof her own free will. This supposition
bares some similarity to the expectations expregs&¥hen I'm Sixty-Four” (1967), another
Paul McCartney song called which will be discusisethore detail later in this chapter.
Undoubtedly the most famous hurt woman & Beatles’ texts is “Eleanor Rigby”, a
story of a lonely woman who dies alone in a chuithe song creates an atmosphere of
hopelessness and desolation, and the story dodsameta happy ending as in the end, “no
one was saved”. “Eleanor Rigby” seems to be a chenigation of a woman who has lost
everything, and the story might even serve as aiwgrto women: be careful, you do not
want to end up this way. It would seem that no womwauld ever want to associate herself
with the hopeless spinster called Eleanor, and ige1969, Aretha Franklin declared, “I'm
Eleanor Rigby” (Warwick 65). Franklin even recordéér own version of the song,
transforming the lyrics and omitting lines whilesalchanging the perspective. “I'm Eleanor
Rigby. | pick up the rice in the church where a died has been,” she sings. However, in the
last verse Franklin goes back to being an obsdryesinging in the third person like the
Beatles did. Franklin is also making a radicalestant with her interpretation of the song.
She is showing the world that Eleanor Rigby migdtjas well be a black woman, or a
woman who is robust and confident instead of bainlpur and friendless spinster (Warwick,
66). Also, by changing the point of view in thetlasrse Franklin is now moving back to
being an observer instead of an actor. She seebs émploying both roles at once, perhaps
to show that it is possible for a woman to actubiyboth. Not all women are “Eleanors”, and
not all “Eleanors” are necessarily women. Couldedtior Rigby” be a story of a man? The

name of the person would seem to be irrelevant Usecat is the story itself that is
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meaningful. Could it not be a man who dies alon&\ahose funeral no one attends? When it
comes to loneliness and isolation, does gendelyresdtter? Father McKenzie is the other
character mentioned in the song, and his lonelisessns startlingly similar to Eleanor’s
situation. After all, he is “writing the words ofsermon that no one will hear” while “no one
comes near”, which also suggests that he has lmmeeh®w shunned from our society. This
seems fitting since loneliness is something pedpl@ot want to be reminded of. Moreover,
Father McKenzie is also “darning his socks in tightiwhen there’s nobody there”. It seems
like the two characters in the song are almost likeror images of each other; the only
notable difference between them is their genderr@dseloneliness and desperation are the
factors that bind them together even more tightllge writer describes Father McKenzie
wiping his hands “as he walks from the grave, ne was saved”, so the insinuation is that
loneliness is something none of us can escape @d.aAll human beings are potential
Eleanors or Father McKenzies, the writer seemsetedying. As a description of a woman
“Eleanor Rigby” paints a portrait of a person whashbeen hurt. Conversely, Aretha
Franklin’s version shows that being hurt and bdialpless are not necessarily synonymous.
On a more cultural level, “Eleanor Rigbyopides insight into the “1960s concern for
alienation” (Whiteley 2002, 210). Whiteley writéCareer, family, education, morality and
personal freedom were issues that had been frantése counterculture’s stand against a
prevailing ideology which was concerned, abovevailih upholding the status quo of western
capitalism” (210). “Eleanor Rigby” is, again, a wanrg of what might occur. It is almost like
a worst-case scenario in today’s culture where dplwants to be alone but loneliness has
become a bigger problem than one might ever hawséen. Still, Aretha Franklin’s version
of the song takes a stand in this matter as wetlvbrsion uses several backing vocalists, and
as Warwick points out, “backing female vocalistsndastrate that Rigby is far from alone”

(66). Loneliness is, after all, also a matter @fgpective just as much as it is relative.
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One of the Beatles’ most famous songs, “SHetaving Home” (1967) is another
example of a girl who has been hurt, but at theestaime it is also a song about independence
and breaking free. The song is lyrically interegtrecause it tells the story of a “domestic
drama by voicing the parents’ worst fears whichehswrddenly come to life:

(She...) We never thought of ourselves

(is leaving...) Never a thought for ourselves

(home...) We struggled hard all our lives to get by
and later:

(She...) What did we do that was wrong?

(is having...) We didn’t know it was wrong

(fun...) Fun is the one thing that money can’t buy

(Something inside that was always denied for soynyaars)

Bye, bye (Riley 218).
The title of the song alone lets the listener kivalnat the text is about. Interestingly enough,
though, the story does not centre solely on thewge see her leaving the house and “leaving
a note that she hoped would say more”, and thetimegtwe return to her story she is already
“far away, waiting to keep the appointment she matketing a man from the motor trade”. It
Is clear that she has gained what she wanted ifirthlace: independence. The girl meeting
a man seems to also subtly hint at her sexual awade However, simultaneously the
narrative continues in the house she left behimd, mow the listener gets to witness the
heartbreak of the girl’s parents:

Father snores as his wife gets into her dressimgngo

Picks up the letter that’s lying there

Standing alone at the top of the stairs

She breaks down and cries to her husband, “Dadshhatby’s gone!

Why would she treat us so thoughtlessly? How cshkldo this to me?”
It is hard not to feel at least the slightest isympathy for the parents the girl left behind.

After all, it seems they tried their hardest anelyttgave her everything money can buy”, but

they simply did not realise that money cannot bagpiness. Sheila Whiteley points out that
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the preoccupation with love and loneliness is “sgidconfronted, except as an outsider’s
commentary” (2000, 40), and in “She’s Leaving Hortteg writer is simply telling the girl’s
story without actually stepping into her shoesi.sltclear, however, that the songwriter
sympathises with the girl even though the parevitsivs are also heard. The song suggests
that the girl's parents’ conduct is understanddhieundeniably wrong: “The narrator judges
their [the parents’] punishment to be a significane: their daughter is running away with
someone from the lower class and will obviouslyngsexual experience” (Northcutt 138). It
is almost as if this song has two purposes: it nighseen as a warning to parents, telling
them to pay more attention to their children’s reeedthey might lose them forever. On the
other hand, the song serves as an example andragement for teenagers who are in a
similar situation; it seems to be promoting yowtballion (Northcutt 138). For example, the
hippie movement adopted the song as an anthenrtsf 84 15-year-old boy who left home
to become a hippie interprets the Beatles’ songs@msg-down of his parents: ‘They’re saying
all the things | always wanted to say to my paramnis their freaky friends™ (Porterfield 108).
The line “she is free” creates an image of a ghibvihas been held captive in her own home,
by her own parents. One might say that the girldimsdoned the role of the sufferer and the
victim and she is taking control over her own lifie.a way, the song is a story about one girl
gaining her independence.

The Beatles had written about strong wonefore. For example, the woman in “For No
One” was most certainly an independent woman, anthe 1965 albuniRubber Southey
sang about the girl who “came to stay” and who krstwe was attractive: “When you say
she’s looking good, she acts as if it's understo@cirl”, 1965). “She’s Leaving Home”,
however, is the first song in which the parent&ws and juxtaposed with the girl's actions.
She is leaving home, but the parents still mainthey gave her most of their lives and that

they never thought of themselves. The parentshereniartyrs in this song, and the girl does
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not feel remorse or regret, she does not stopadk back because at last she feels free. Thus,
one might say the song is a story of triumph, aéroeming difficulties, and it is without a
doubt aimed at those misunderstood teenagers wéto thwey had the courage to be like that
girl.

“She’s Leaving Home” tells the story of al gthose unhappiness drove her to run away
from home. “Eleanor Rigby” is a tale of a lonely mwan, and the woman in “Martha My
Dear” is both idolised and patronised at the same.t“She Said She Said” was released in
1966 on the alburRevolver and while the song seemed to be about a coni@rdagtween
the songwriter and a nameless woman, the actulalgdi@ had in reality taken place between
two men. Warwick addresses this issue as she writes

The woman in one of the songs frétevolverunderwent a sex change before the final
version of the piece was recorded: “She Said Shd” $& famously based on a
conversation between John Lennon and Peter Fonayppboy of the California
counterculture. [...] the Beatle and Easy Rider tdl&about a near-death experience in
Fonda’s childhood. Lennon was appalled by the macdiscussion and his efforts to
shut Fonda up served as the basis for a song kiatllg conveys frustration and
discomfort. [...] Why would a conversation about debe more acceptable to the
mainstream if between a boy and a girl?” (60)
Warwick’s explanation is that the purpose of thex shange is to deliberately differentiate
the woman as much as possible from the man indhg,sand that the opposition between
them would be less compelling “had the charact@ined Peter Fonda’s gender, and the song
would have been a complicated presentation of réiffiekinds of masculinity rather than a
conventional binary of male vs. female” (61). Sopther words, in its original form the song
would have been about two men battling for masdaylifhe story has been altered to feature
a man and a woman, so what does the song tell &so@tWhat is this “manmade” woman
like?
The song’s dialogue borders on the aggresand neither party seems to stop to pay

attention and think about what the other has s#titl, the woman holds some power over the
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man by making him feel worthless: “She said, ‘Il Wknahat it's like to be dead. | know what
it is to be sad.” And she’s making me feel likee'mever been born”. This is why the man
starts to fight back by saying, “No, no, no, yowveong. When | was a boy everything was
right”, and he is now leading the conversation tplace where she cannot follow; she has
never been a boy and she cannot argue with his tddiow tremendous things were when he
was young. The man is efficiently excluding hemirohe conversation. Subsequently, he
goes back to addressing the woman: “Who put als¢hihings in your head? Things that
make me feel that I'm mad. And you're making md fée I've never been born”. Now the
man is certain that someone has planted theseht®imo the woman’s head, it is almost as
if she could not possibly have any original idegs, what could have been a song about two
men arguing and trying to see who is right, whathage now is a story of a conversation
between a man and a woman where the woman is odiysheing undermined and doubted.
One might also say that the woman is actually theewho is the aggressor here because he is
the one who is attacking back and lashing out. &ertthe man feels the need to defend
himself because the woman has unintentionally tedutim by having more insight or having
experienced more than him: “Her smugness makeddeimmpossibly small and defenceless.
The intensity is palpable; the singer is wrestlwgh feelings he barely understands —
inadequacy, helplessness, and a profound feargyRi88). So, in this sense, the woman in
“She Said She Said” is also a woman who hurtsjristi¢ad of being an object, she is now the
aggressor. The man finds the conversation bothttlingeand dissatisfactory and he reveals
his uneasiness by saying “Even though you know whbatknow, | know that I'm ready to
leave”, and here he is mocking the woman'’s storglegrly stating that he simply does not
care. Even the name of the song creates an imagédefsaid/she said situation in which the
man’s word is placed against the word of the wontkéowever, since the name is “She Said

She Said”, the use of the same pronoun twice stgydbkat the man’s word is not even
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questioned here. This is not a situation of marsuwerwoman but an attack against the
woman’s message, or possibly even an assault agensen.

There is something extremely patriarchalualibe way the woman is portrayed in this
particular song. | have mentioned before how Shafhateley argues that the Beatles shifted
towards a more masculine point of view in theirting (2006, 66), and while |1 do not
completely agree with her views, the song “She Sdid Said” is admittedly an example of a
masculine way of writing and portraying women. Nelveless, as | pointed out before, the
woman in the song is still a powerful figure whast afraid to stand up for herself, and even
though the writer of the song does not allow herefay to his arguments, it is still apparent
that this is an independent woman who refuses ttoloeto keep her thoughts to herself.
Thus, one might actually argue that while the pecspe of the song is rather patriarchal and
conventional, the woman in the song is very muctiependent and strong in all her
assertiveness.

Women who are either objects of hurtful betar or who act as aggressors themselves
seem to be rather common in popular music, andaat in the 1960s there seemed to be no
shortage of songs dealing with these particulaneis$ The Beatles certainly wrote about
abusive women almost as much as they wrote abaisedbwomen. The violent behaviour of
women was still very much a taboo, so even thohghBeatles did not sing about women
who are physically abusive, the fact that theyrtl focus solely on women'’s role as objects
shows that they were not afraid to address contstleissues in their songs. As | have
mentioned earlier in this chapter, it seems thetlBeassociated physical violence with men
and masculinity — men’s emotionally abusive behavidoes not seem to be an issue at all -
whereas women are perceived as more capable ofa@rababuse and aggression. The song

“Sexy Sadie” on thaVhite Album(1968) might have been another example of this or

8 For example "Under My Thumb” (1966) and “Stupid{1966) by The Rolling Stones, “Maudie” (1966) b
The Animals, “Baby Get Your Head Screwed On” (19B6%)Cat Stevens, “I'm Waiting for the Day” (1964 b
The Beach Boys, and “One of Us Must Know (Soomdrater)” (1966) by Bob Dylan.
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behaviour, but | have made a conscious choice doead that song in later chapters since its
topic is more multidimensional even though the mdsdance and relationship between “Sexy
Sadie” and “She Said She Said” is rather obviousvéver, before moving on to a more in-

depth look at love and sexuality, it is importamtpay attention to the women who might be
seen as the polar opposites of the female aggeetizatr have been one of the topics in this

chapter.

3.2 Women as Caretakers

Women’s role as mothers, nurturers, and caretalkemobably the oldest stereotype and
myth; not all women can or want to be mothers, aaotlall women are good mothers or
caretakers. Also, not only are women often perackiae mother figures, they are also
rendered some rather Madonna-like qualities; gealthat both depersonalise and etherealise
them. These stereotypes stem from religion andioels art, ancient myths and stories among
other things. At the other end of the spectrumdstaincourse the women whose hard work as
full-time mothers is taken for granted.

The most famous Beatles songs about motheds caretakers are probably “Lady
Madonna” (1968), “Mother Nature’s Son” (1968), “CBaby Cry” (1968), and “When I'm
Sixty-Four” (1967). It is fundamental to remembeattwhen using the word caretaker we are
not talking solely about mothers. Sheila Whitelefers to these women as nurturers (2006,
66), and “When I'm Sixty-Four” is a prime examplé women being portrayed in this
manner. The song starts off by the songwriter @skie woman if she is still going to need
him when he is old. The recurring lines “Will yotillsneed me, will you still feed me when
I’'m sixty-four?” create an interesting image ofstlwouple’s relationship. If the man is so old

and poorly that he cannot feed himself, it seentstbdt he is assuming that his wife will be
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fit and healthy enough to look after her husbarte $ongwriter seems to either concur with
the statistical fact that women’s life expectaneyoinger than that of men, or he may also be
assuming that his wife will be considerably youngsan him, which would consequently
make her more vigorous to actually take care of. Ails, however, seems like a dubious and
somewhat disconcerting scheme. Then, in the secensé the man goes on to describe all the
things they could do when they are older:

| could be handy, mending a fuse when your liglatgehgone

You can knit a sweater by the fireside

Sunday mornings go for a ride

Doing the garden, digging the weeds

Who could ask for more?

Will you still need me, will you still feed me

When I'm sixty-four?
The patriarchal assumption that the man is goingetaghe one to mend a fuse whereas the
woman will just sit in front of the fire and knibds nothing but reinforce the old stereotype of
the difference between men’s and women’s choresieSmitics have argued that “When I'm
Sixty-Four” is actually a parody of the music amigals of the time (Northcutt 138). The
innocence that the writer demonstrates by sucls lage“give me an answer, fill in a form/
mine for evermore” and “indicate precisely what yoean to say” is “not looked at with
nostalgic warmth; instead, it stands as one wilddBritannica and its unnatural ideology”
(Northcutt 139). The song seems almost like a pecpwstcard of what retirement and old age
should be like according to one generation anddésls: “Every summer we can rent a
cottage in the Isle of Wight/ if it's not too deaghd of course the couple “shall scrimp and
save”.

“When I'm Sixty-Four” is obviously a song @it a relationship where the woman is

expected to be the nurturer, the caretaker. The imasking for reassurance by wanting to

know if she will still need him when he is olderildy states that the song is “nothing more

than a dressed-up love song (222), which is at leadially true. The song is also rather
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useful in the way that the writer is actually dédsiag this couple’s life the way he pictures it,
and while the patriarchal roles of both the man lwedvoman may not be surprising, they are
undeniably revealing. The woman is the caretakehénfamily and the man is almost like a
child because he needs to be fed and taken cafdn@fwoman is once again both strong and
weak at the same time; she is the one who looks #i¢ man, and yet she is also the one who
has to stick to knitting while it is the man’s jab“be handy”. Children are not mentioned but
the line “grandchildren on your knee, Vera, Chuak¢g Dave” does, of course, suggest that
the couple does have children as well. This impies the woman has employed the role of
the nurturer for the most part of her life: aftetving raised her children she is now taking
care of her husband as well. However, it is impurta bear in mind that the song does not
actually tell a story of what has already happebedit describes the life the songwriter is
envisioning, perhaps for himself. Therefore, theilaites attached to the woman are both
ideological and personal. The actuality that théenrhad planned this whole life for both
himself and his wife does strike the listener dstdroublesome. The woman does not seem
to have a say over the matter at all.

The Beatles may have dedicated songs to mheihers and other women in their lives,
but writing about women as nurturers did not seerbd fashionable at the time. Perhaps it
would have been too much like stating the obviausmen are typically the ones who raise
the children and take care of the family. Many seleovave feminists of the 1960s and 1970s
argued that “while biological differences betweeenmand women did mean that women
were biologically destined to give birth to childrat did not necessarily follow that women
had feminine, “maternal” instincts which made thessentially more supporting, nurturing,
and caring than men” (Hollows, 10). The Beatlesrut dedicate songs to unfit mothers, but
it seems that John Lennon’s personal experienckatdeast drive him to write a song called

“Mother” for his first solo albuniPlastic Ono Band1970), in which he sings:
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Mother, you had me but | never had you

| wanted you but you didn't want me

So | got to tell you,

Goodbye, goodbye.
Mothers in general, however, were not uncommonesbjfor the band, and another similarly
themed song can be found on the Beatles’ 1\6te Album “Cry Baby Cry” (1968) was
partially inspired by a television advertisementahhsaid, “Cry baby cry, make your mother
buy” (Turner, 170), but while the quote is featunedhe song’s chorus almost word for word,
the verses are centred around an “eerie castrgtdba nobility engaged in bizarrely mundane
domestic tasks” (Quantick 149), which is a faitgarate description of the song’s lyrics:

Cry, baby, cry

Make your mother sigh

She's old enough to know better.

The king of Marigold was in the kitchen

Cooking breakfast for the queen

The queen was in the parlour

Playing piano for the children of the king.
Coleman views this song as “cruel and spiteful [as]only children can be” (566), a view
with which it is hard to wholeheartedly agree. Humg can be seen as a metaphor for “the
fear the youth culture’s sounds instilled in thearents” (Riley 285), and the attitude towards
the mother mentioned in the chorus is both bittet slightly spiteful at the same time. The
line “She’s old enough to know better” is similarthe title of “Your Mother Should Know”
(1967), a song the Beatles had written for the dtvank album of theiMagical Mystery
Tour film in 1967. Both songs seem to suggest thatethgmmen have no right to complain or
grumble because they should know better. It remamdear what it actually is that these
women should know. In “Cry Baby Cry” the line mayssibly imply that age equals wisdom,
which seems to be exactly what “Your Mother Shdilebw” is suggesting as well. Still, the

songwriter seems to be almost slightly scoldingreprimanding these women and it is

impossible to say why. Perhaps the fact that they v@omen is enough to merit this.
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Nevertheless, it is also peculiar that the step®tf age equalling wisdom is applied only to
women, at least in these two songs, whereas memaraentioned at all.

“Cry Baby Cry” is also a fascinating songaese of the number of characters appearing
in it. Also, the activities mentioned in the song &oth unusual and revealing at the same
time. First, the king is cooking breakfast for tinpgeen while the queen is playing piano for
the children (“of the king”). Next, the king is ‘gking flowers for a friend who came to play”,
and the queen “was in the playroom painting picufer the children’s holiday”. Both
cooking and picking flowers could well be seen asmen’s jobs; surely a king picking
flowers for a friend seems a bit unusual to sayiéhset. Then again, the queen seems to be the
one who is constantly looking after the childrenrtRermore, she is not only playing piano
for them, but the writer has felt the need to paat that the king is, in fact, the father of
these children. However, it is never mentionechd tjueen is their mother. This makes the
queen seem like a baby-sitter, especially sincasstie one painting pictures for the children
and entertaining them by playing music for theme Tduests, the Duke and Duchess of
Kirkcaldy, are equally confusing as the Duke “wawihg problems with the message at the
local bird and bee” and the Duchess is “alwaysisgifnd arriving late for tea”. Once again,
the woman, or in this case the Duchess, is portragea slightly silly, forgetful but kind
person whose smile never falters. This may refdh#ostereotype according which women
are seen as saint-like individuals who never comgad always smile in a docile manner.

As | have stated before, the Beatles’ sgnigd began to get more complex and difficult
to decipher in the latter part of the 1960s, andy“Baby Cry” is a prime example of a song
that can be interpreted in several different whevertheless, the song is very traditional in

the way it portrays women even though it doesrastingly enough, challenge the traditional

° Quantick (149), Riley (285), and Coleman (566 )éfér different but equally plausible interpretats of this
song. John Lennon himself regarded the song -sitypical fashion — as “a piece of rubbish” (QuektL49).
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men’s roles by portraying the king and the Dukedamestic characters who are not in so
much control as one might perhaps expect.

The songs mentioned in this chapter are dyneans the only songs the Beatles ever
wrote about mothers and caretakers. However, djuie a few of these songs not only
portray women as nurturers but also as almost eiweings, they will be analysed more

thoroughly later in this thesis.
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4. “Love Me While You Can” — The Beatles and Love

“Love Me Do” (1963), “All My Loving” (1963), “She bves You” (1964), “All You Need Is
Love” (1967). These titles alone leave no doubtoashat the majority of the Beatles’ songs
deal with. Love was unquestionably the most comsuject for the band to write about, and
by love we are primarily talking about romantic éoand relationships even though songs
such as “Mother Nature’s Son” (1968), “Lady Madaonh(iE068), and “Within You Without
You” (1967) do address love on a more general lagelell. However, the band’s early love
songs were by no means consistent. John Lenngiésaftwriting, for example, did undergo
several alterations: “The attitude of the lover ao#ls his beloved in early songs is constantly
shifting — Lennon can be spiteful and pretentiogseasily as he can be vulnerable and
paranoid. Women seem to taunt him as much as thepdize satisfaction” (Riley, 33).
Lennon’s “Run for Your Life” (1965) is an excelleekample of the paranoia and insecurity
that seem to alternate with love and devotion;ntfa@ would rather see his woman dead than
with another man: “Baby, I'm determined and I'dh&at see you dead/ [...] Catch you with
another man/ that's the end, little girl”. Alsogtlvay the Beatles wrote about love changed
dramatically with time. Sheila Whiteley states ttiare is a “shift in emphasis from romantic
naiveté to the more knowing sexuality associateth wie late 1960s” (2006, 67). A good
example of this can be seen in the song “LovelR({L968) in which the writer “nearly
makes it” with Rita the meter maid while “sittingn dhe sofa with a sister or two”. “Why
Can’t We Do It on the Road?” (1968) is another,nen®re apparent example of the way the
Beatles addressed sexual behaviour in their s6Ngsone will be watching us/ why don’t we
do it on the road?” was a far cry from the chastessurances of love the public had grown to

expect from and associate with the band.
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In addition to love and sexuality, the thiréhin focus of this chapter is on etherealised
women. Whiteley mentions the song “Julia” (1968hgwime example of a text that is about
“lost mothers” where the woman is “magically trasfied [...] to the rank of goddess”
(2006, 66). “Lucy in the Sky with Diamonds” (196i8) also an example of a song about
woman (or “a girl with kaleidoscope eyes”) whosereltteristics are those of a divine,

goddess-like being. These ethereal women are disdus the last part of this chapter.

4.1 Romantic Love

Love is quite probably the most popular theme ipydar music. Love is the ultimate higher
power that can both hurt and excite at the same.tifhe Beatles themselves were mostly
known for writing love songs, and their 1967 hippi@vement anthem “All You Need Is
Love” lives on in the minds of people around theldiolt has been said that the Beatles were
the ones who transformed ordinary love songs byging the perspective in songs like “She
Loves You” so that the singer was no longer theectbpr the agent (Norman, 184). “From
Me to You”, “I Want to Hold Your Hand”, “MichelleWith its “I love you, I love you, | love
you” lyrics all seem to follow the same patterre #xchange between the songwriter and the
object is both direct and personal. “She Loves Ywas the first step into another direction,
and as their career progressed the Beatles’ lovgssbegan to grow more intricate and more
mature. At the same time, however, the charmidmesis and naiveté that had been present
in some of the band’s earlier work seemed to gieg W a cynical and at times even bitter
outlook on life and love. The song “I'm Looking tlugh You” (1965) is a good example of
the diminished naiveté in the Beatles’ song lyrics:

Why, tell me why did you not treat me right?
Love has a nasty habit of disappearing overnight.
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Here, the blame is being placed solely on thegbkhaviour, and as a result the singer has
gained a bitter, cynical attitude towards love lseaaccording to his personal experience,
love does not and cannot last, hence the line dbwetdisappearing overnight.

OnRevolver Sgt. Pepper’s Lonely Hearts Club Barahd theéWhite Albumthe Beatles
did still write about love and relationships, blbéy seemed to be doing it in a less obvious
manner. Songs like “Got to Get You Into My Life"9@6) and “I Will” (1968) are obviously
love songs, but for the most part the materiall@sé albums deals with miscommunication
combined with alienation (“Eleanor Rigby”, “While WiGuitar Gently Weeps” (1968), “Yer
Blues” (1968)), everyday life (“Good Morning, Gotdtbrning” (1967), “I'm Only Sleeping”
(1966)), and almost fairytale-like stories (“RocRaccoon” (1968), “Yellow Submarine”
(1966), “Being for the Benefit of Mr Kite!” (1967))n this chapter, however, the main focus
will be on love and love songs.

“I Will” is an enlightening example of theeBtles’ love songs. It is a straightforward
song about love that will never die and it manaigesreate an atmosphere of romanticism
despite its obvious childish nature (Riley desilee song as “quaint and indistinctive”
(260)). The songwriter is simply telling the womidrat he will always be in love with her.
The element of commitment is very powerfully prdadarthe song as the lyrics could well be
straight out of some couple’s wedding vows:

Love you forever and forever

Love you with all my heart

Love you whenever we're together

Love you when we're apart.
Even the title of the song seems to be a referemdee “I do” affirmative in wedding vows.
Nevertheless, the woman is the more powerful figaréhis song as she is the one who is
being addressed, she is the one keeping all hegkit® and emotions to herself and she is

thereby keeping the upper hand.
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However, “I Will” is, for once, a love songthout an ounce of bitterness or jealousy in
it. The writer is simply voicing his love for thigoman. There are no third parties present that
could serve as instigators or witnesses to thei.ldhe writer is not asking for anything in
return either:

Who knows how long I've loved you

You know | love you still

Will | wait a lonely lifetime

If you want me to, | will.
The song appears to be an exclamation of altrdste in the sense that for once the writer is
not asking her to make up her mind nor is he maknagnises. The song is similar to another
Beatles song called “Long Long Long” (1968) in whithe songwriter is describing his
happiness now that he has found his woman: “It tadkng, long, long time/Now I'm so
happy | found you”. Both songs are excellent exaspf the way the Beatles seemed to
perceive love, and romantic love in particular. &sally in “I Will” the writer is even content
to just wait for the woman, even if it takes whatdalls “a lonely lifetime”, which seems to
imply that he could never fall in love with anyoelkse and therefore the alternative to having
this woman’s love is being alone. Therefore, onghnisay “I Will” is a song about
commitment. According to Sheila Whiteley, commitmemd love are rewards for certain
kind of behaviour: “Good girls (with the underlyingference that these are also ‘natural’
girls) are valued for their gentleness, their suppeness, their empathy, tenderness and
unselfishness, so subscribing to the traditiontlbattes of femininity. Their reward is the
stability of marriage” (2005, 67). This leads ugptesume that the women or girls mentioned
in for example “I Will” and “Michelle” are almostituous and certainly innocent individuals.
This seems to suggest that love is generally assatiwith purity and righteousness while

sexuality and decadence remain its polar opposites.



48

Another fairly similar song on the Beatl&ghite Aloums the song “Honey Pie” (1968),
a song that oozes “twenties sentimentalism atdhgegime that it finds an endearing lovesick
optimism, much like ‘When I'm Sixty-four” (Riley @0). It is a tongue-in-cheek tribute to
the 1920s dance hall tradition that seems moredligastiche than a real love song, in spite of
the endearment “honey pie” used repeatedly throuigtiee song. The song’s cliché rhymes
and humorous metaphors undermine the song’s pawkeeffectiveness:

Honey pie you are making me crazy

I'm in love but I'm lazy

So won't you please come home.

Oh honey pie my position is tragic

Come and show me the magic

of your Hollywood song.
David Quantick dismisses the song as “a charmimg ¢bat outstays its welcome on about
the third or fourth hearing” (146), and it is trilat while the song’s nostalgic feel does seem
exciting it soon begins to drown out the lyrics. @e other hand, the lyrics hardly describe
the writer’s love affair with “a legend of the s#ivscreen” any more than the song itself
serves as a true love song.

As | mentioned earlier, most of the Beatlsshgs were actually written by only one
member of the group despite the fact that most ltd songs were credited to
Lennon/McCartney (the rest being credited to Harrisr Starkey). Also, as | have pointed
out before, it is not always relevant to name tbeua songwriter unless it bears great
significance to the way the song’s text can be ymeal. Paul McCartney was, however,
decidedly the more commercial songwriter, espgcialien compared to John Lennon’s more
idiosyncratic style of writing. Therefore it is nekactly surprising to notice that the songs
mentioned above were all written by McCartney. Tifeerent songwriting styles evident in

for example “Honey Pie” and “I Will” demonstrate dWw adept McCartney is at absorbing

musical styles, something he was always eager doepr(Quantick 146). The abundant
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romanticism of “I Will” and the tongue-in-cheek “Hey Pie” both seem to have stemmed
from his personal life: McCartney’s romantic worlasvoften inspired by his relationship with
his long-term girlfriend, whereas the inspiratiaar fHoney Pie” came from McCartney’s
father’s love for vaudeville (Northcutt 138). Batbngs, however, describe women as simple
objects and their role in the relationship is newgrestioned or even acknowledged.
Whiteley’s argument about women'’s role being undeeth does seem to be a fairly accurate
description: women are positioned “as romanticigedasy figures” which inevitably means
that the characterisations and representationsdaatacter or legitimacy (2000, 23). In both
“I Will” and “Honey Pie” the focus is seemingly dhe woman, and this is achieved by the
use of “you” when addressing her. As a contrastChftney’'s 1966 love song “Here, There
and Everywhere” does not address the woman atsatha whole text is a first-person
narrative about a character simply referred tohas™ leaving the woman both nameless and
powerless.

The listener does not pay much attentioimécauthenticity of first-person narratives such
as the songs mentioned above. It is easy to asthahéhe singer and the songwriter are one
and the same and therefore the “I” in the songtbasfer to the writer. Obviously this is not
always the case. Sarah Dougher has made an iimgrestrception: “When a man uses the
personal voice, he speaks of himself and of a comhip a generalised experience [...].
When a woman uses the personal voice, she speaks hérself and only herself. It may
resonate in a general sense, but it is regardesmasating from the woman herself, as her
personal, unique experience” (150). What Doughebaily means is that songs written and
performed by women might not be interpreted as igdisations as often as songs written by
men. Dougher’s claim might have some truth to itdadly she does not offer any substantial
evidence for her argument. Nonetheless, one meghtlsat the Beatles’ songs could actually

be regarded as generalisations, but whom or whaheése generalisations represent? The
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easiest and most straightforward answer seems toee Alternatively, even if the songs do
not represent men as a whole, the views depictéldeirsong lyrics’ still represent the views
of the fundamentally male-dominated music industng/or cultural world. The Beatles’
position as trendsetters and spokespeople for gagieration is one of the key elements in
this discussion; no matter how widely acceptedantual the generalisations in their song
lyrics were the band’s views were much more likelynfluence and inspire others. This, on
the other hand, is exactly the component that médeeBeatles’ lyrics worth studying.

The women in the Beatles’ love songs seebetslightly underrated yet at the same time
they are depicted as powerful partners in a relatigp. This dichotomy is evident for
example in the song “Martha My Dear”, which hasatty been discussed in the previous
chapter. The concept of needing a woman reappatrsrrfrequently throughout the band’s
songs, yet the way women are depicted makes iy fabvious that their image is rather
unrealistic since in most cases the women seemdsegs almost supernatural qualities. The
line “You knew | wanted just to hold you” in the &tes’ 1966 song “Got to Get You Into
My Life” suggests that the woman is able to almestd the writer’'s mind by being able to
tell what he really wants, yet at the same timeistsatisfied to simply believe what he says:
“Had you gone, you knew in time we'd meet againl foad told you”. Once again the woman
seems to be more of a fantasy than a real perdter. &I, songs can be seen as escapism of
sorts; music has the ability to create emotionspaspand visions, and by creating a mystery
woman the songwriter is able to live out his or taetasies and dreams in a purely egocentric
manner. The woman in “Here, There and Everywherekrtainly a fantasy figure:

Here, making each day of the year
Changing my life with a wave of her hand
Nobody can deny that there's something there.
The power this woman seems to possess for beirgt@almhange someone’s life with nothing

more than a flick of a wrist may well be seen aaphbor; it might be love that changes
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everything and the enamoured writer is simply nkisig. the power of the emotion for the
power of a single human being. The dichotomy betwie weaker man and the powerful
woman is present in several other Beatles songse#ls George Harrison’s 1966 song “I
Want to Tell You” is another example of a simil@uation:

| want to tell you

My head is filled with things to say

When you're here
All those words, they seem to slip away.

[...]

But if | seem to act unkind

It's only me, it's not my mind

That is confusing things.
Tim Riley quotes David Laing by saying that “thei¢g are concerned with communication,
[...] not necessarily between lovers or even frientmlg, perhaps between artist and audience”
(196). Despite the fact that the song’s lyrics barinterpreted in several alternative ways, the
song still creates a fairly powerful image of a mgleuthat struggles to learn how to
communicate with each other. Provided that we assiin@ “you” the writer is referring to is
indeed a woman, the song becomes an enlightenemg@e of a dominant woman. Here the
man is the one who seems to be at a loss for wanésever he is near her. Russell states that
the song “expresses the desire for knowing, a kmgwhat provides a bond of intimacy
between Harrison and his addressee. [...] Harriseaisy imagines a perfect interpersonal
bond in which communication flows freely” (121). @ubond, of course, does not actually
exist. Hence, “I Want to Tell You” is as much abautfantasy as “Here, There and
Everywhere” or “Got to Get You Into My Life”.

It is difficult to discuss love, marriageycadating without avoiding the topic of sex since

the subjects clearly overlap. At times it is difficto make a distinction between romantic and

sexual interest, such is the case for example avély Rita” (1967), a Paul McCartney song
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from the albunSgt. Pepper’s Lonely Hearts Club BariRhul McCartney admitted to having
deliberately hinted at a sexual encounter in thegstTo me ‘maid’ was always a little sexy

thing: ‘Meter maid. Hey, come and check my metabyy’ (Anthology 247, quoted in

Marshall 18). Whiteley argues that “Lovely Rita”as example of how the Beatles’ “earlier

emphasis on love is replaced by [...] the more kngvgexuality associated with the 1960s”
(2006, 66). The way the woman — Rita — is describetthie song does differentiate her from
the nameless women the Beatles usually wrote about:

Lovely Rita meter maid,

Nothing can come between us,

When it gets dark | tow your heart away.

In a cap she looked much older,

And the bag across her shoulder

Made her look a little like a military man.
Not only is Rita a working class woman but shelse alescribed as someone who even looks
a bit masculine; after all, there is hardly anythimore predominantly masculine than a
military man. The second important notion aboutRstthat she is decidedly an independent
woman, and this creates an interesting paralleiéet the song and the 1960s Women'’s
Liberation Movement. One might even go as far addon that Rita is the closest one can get
to finding a representative of feminism in the Besitsong lyrics. According to John Fiske’s
explanation of what we mean by the term represgetaRita’s role as a worker and as an
equal signifies — or represents — exactly what fesm is all about: equality, independence,
freedom. In this respect the second verse is thet mwiguing part of the song:

Took her out and tried to win her

Had a laugh and over dinner

Told her | would really like to see her again

Got the bill and Rita paid it

Took her home | nearly made it
Sitting on the sofa with a sister or two.
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The fact that it is Rita who pays the bill aftengiér is undeniably a drastic assertion, as it not
only suggests the woman’s social equality but &lep financial impartiality. The last two
lines of the verse hint at the sexual liberatiothef 1960s, and Northcutt points out the drastic
difference between this song and “When I'm SixtytFo“The speaker in “When I'm Sixty-
Four” evinces a deep attachment, a nostalgia e%an,an increasingly distant and
romanticised past, whereas the narrator in “LoW&ta” enjoys himself with “a sister or two”
while Rita busies herself elsewhere. The contrastdcnot be more striking” (139). Seeing as
both songs are on the same album, these binarysitigms are an interesting occurrence. It
would seem to suggest that while especially thentsyaulture of the 1960s was involved in
radical social and cultural changes, the more ticadil views had not been totally abandoned
either. Northcutt quotes McDonald as he writese“theneration gap’ which opened in the
Fifties turns out not to be a quarrel between diqdar set of parents and children but a
historical chasm between one way of life and and{i&9).

While the song remains an amusing love songne level (“nothing can come between
us”) with its wordplay and droll metaphors such\aken it gets dark | tow your heart away”
(an obvious reference to towing a car), the soilgpstssesses a level on which it seems to
challenge existing notions and views of women. k§ta working girl whose independence
spans across all areas of her life, yet she rendasgable and feminine for she is flirting
right back at the writer:

Oh, lovely Rita meter maid

Where would | be without you

Give us a wink and make me think of you.
For a seemingly nonsensical throwaway song, thauations hidden underneath the comedy
raise the song’s importance within the Beatles’gs@atalogue. Also, while the Beatles
themselves never directly addresses racial isgiussstill interesting to question the ethnicity

of the women they wrote and sang about. Obviousdyltand’s songs were at least partially



54

neutral enough to serve as possible objects otifdeion for people of all races; after all,
Aretha Franklin’s song “I Am Eleanor Rigby” alreatighlighted the intercultural aspects of
these songs. Therefore one might say that RitaLovely Rita” could just as well be an
African American woman. She could even be an Asvaman, or perhaps her roots lie in
Latin America. Whatever the case may be, the sdfegs no clues to this “dilemma”, nor
does it need to. The fact that one begins to looklues on racial issues and the way they are
addressed in song lyrics actually only speaks fu#'oown preoccupation with ethnicity.

Music is a universal language; hopefully the teds at least partially follow that philosophy.

4.2 Women as Objects of Sexual Desire

As mentioned above, it is hard and also at leastigig unnecessary to separate love,
relationships, and sex since the themes are saly@aconjunction with another. Needless to
say, one cannot state that where there is sex these be love for this is hardly the case, but
the key idea is that the subjects do coexist. Séezeis a natural part of human behaviour and
interpersonal relationships, it is obvious that segresent in all areas of society. The themes
of sex and sexuality have also inspired musicastarthroughout the decades, and popular
music is no exception. Most of time, however, segamething that is either subtly hinted at
or the topic is skirted by the use of euphemismt) warying results.

Part of the Beatles’ appeal was sexual. I8hafhiteley quotes Ehrenreich, Hess, and
Jacobs as she writes, “The fanatic adoration ofBéatles by young, predominantly white
girls is well documented, and for those ‘who papted in Beatlemania, sex is an obvious
part of the excitement™ (2006, 56). The Beatlasely wrote about sex in a direct manner but

quite a large number of their songs could welliterpreted as sexual. Even the band'’s first
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hit “Please Please Me” (1963) hints at sexual entma by the wordplay in the song’s title.
This is exactly the manner in which the Beatlegmfivrote about sex; they could effortlessly
get away with obvious hints and wordplays as lorgy they were not being too
straightforward'® Songs such as “Day Tripper” (“She’s a big teasertook me half the way
there”) and Norwegian Wodtwith its insinuations of promiscuity were obscreperhaps
harmless enough to pass the public scrutiny. Latethe Beatles would abandon all caution
and opt for a more direct approach instead, andy"®on’'t We Do It in the Road” (1968) is
a prime example of this as the lyrics show:

Why don’t we do it on the road?

No one will be watching us

Why don’t we do it on the road?
Even when compared with other successful bandbeofl®60s, the Beatles’ sexually rather
direct song lyrics were still actually fairly pragsive; after all, such sexually charged hit
songs as “Honky Tonk Women” and “Let’s Spend thghtliTogether” by the Rolling Stones
were not released until 1969 and 1967, and “Lolathe Kinks was released as late as 1970
(MacDonald 350, 335, 356).

The Beatles’ earlier material had been ¥aidll of typical popular music clichés like
“make love all day long” (“Love You To”, 1966) andlet me go on loving you/ tonight,
tonight/ making love to only you (“Hold Me Tight1963), which are still undoubtedly sexual
references even though they address the subjecplacid and publicly acceptable manner.
The way the Beatles addressed and discussed seseandlity did have a huge impact on

their large following. Jane Tompkins writes: “Forweoman like me, the Beatles changed

19 A few of the Beatles’ songs did, however, get leshril Am the Walrus” (1967) was banned by the BBC
because the song contained the lines: “Pornogragi@stess, boy you've been a naughty girl yoydetr
knickers down”. The BBC would later also ban a fatwer Beatles’ songs for their supposed drug eefszs,
for example “Lucy in the Sky with Diamonds” (196aMd “A Day in the Life” (1967) (Norman 299 and 438)

1 John Lennon famously wrote “Norwegian Wood” abautextramarital affair, as he himself admitted 97 1:
“I was trying to write about an affair without lietty me wife know | was writing about an affair [..Ijwas sort
of writing from my experiences, girls’ flats, thimgike that” (Wenner 84).
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sexuality in our culture [...] into something lessrifging, less overtly marked. [...] They
took sexuality out of the realm of that oppositimmd made it something more malleable,
more imaginative, less hidden, [...] and infinitedg$ scary” (217).

Along with the aforementioned “Why Don’t W&o It in the Road”, “Sexy Sadie” is
possibly the most sexually charged song on thel@2at968 self-titled double album. The
song itself resembles the already discussed 196®% “She Said She Said” in the sense that in
both songs the object of the song has underweex als|ange operation, figuratively speaking
of course. While “She Said She Said” was inspirgdltonversation between John Lennon
and Peter Fonda, the woman or Sadie in “Sexy Sasés’ actually inspired by Maharishi
Mahesh Yogi, the Indian founder of Transcendentaditation. “Sexy Sadie” was John
Lennon’s acidic reaction to Maharishi’s hypocrt8y.

Lennon later admitted to having been toaidfto actually refer to Maharishi in the song,
which is why he chose to write about Sexy Sadi¢ead® Hence, it is interesting that it
seems to be more acceptable or at least less dgutdi write about a woman being
treacherous. One might assume that it is easigdnat having been hurt by a woman than by
a man. However, as Lennon himself admitted, italan be considered extremely cowardly to
fire insults and threats in an indirect and obscuesner. The lyrics reveal the bitterness and
hurt the writer is feeling but instead of unleaghinis anger on the actual target, he is
targeting a woman, or perhaps even women on a geoeral level instead:

Sexy Sadie what have you done
You made a fool of everyone

You made a fool of everyone
Sexy Sadie, oh what have you done.

2 The Beatles had been getting into Eastern religiomd philosophies and in 1968 the band flew téal tmi
meditate and listen to Maharishi’'s teachings. Haavethe band later found out that while Maharisid h
“preached otherworldliness and the life of spititidg the day, he was hitting on the women tramgllvith the
company Beatles at night” (Marshall, 14). Howewaveral years later it was revealed that the dilegawere
mostly rumours (Quantick 135).

31n an interviewed conducted in 1971, Lennon reaehe true story behind the song “Sexy Sadie’hat®
about Maharishi, yeah. | copped out and wouldniteMaharishi, what have you done, you made a &dol
everyone™ (Wenner 27).
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Sexy Sadie you broke the rules

You laid it down for all to see

You laid it down for all to see

Sexy Sadie, oh you broke the rules.
Quantick offers an interesting view on this songstating how “the saga of Maharishi — how
he seemingly lead the Beatles on, promised theth,eard then betrayed them with a woman
— is one that parallels Lennon’s early, untrustwmgwv of womankind and lends itself rather
well to the song’s narrative” (135). Whether Lenisorallegations about Maharishi’s
behaviour were justified or not, “Sexy Sadie” rengaian interesting example of gender-
biased conduct. The lyrics are almost aggressivewriter is obviously hurt by this betrayal
he believes he has encountered and his vindictsgehas lead him to threaten the person who
hurt him by warning them: “You'll get yours yet!As is the case with “She Said She Said”,
this song, too, reveals something rather intergstvout gender stereotypes:

We gave her everything we owned just to sit attalele

Just a smile would lighten everything

Sexy Sadie she's the latest and the greatestrafdhe
One might assume the “we” mentioned here refeis gooup of men whose views are now
juxtaposed with those of Sadie, the woman. Theewrig berating himself for falling for the
woman’s charm and looks, and the lines displayedalhave an air of sarcasm to them. The
writer clearly does not mean to state that this aortruly is “the greatest of them all”, or if
he does, the implication seems to be that sheeidést at what she does: being a femme
fatale. Whiteley writes that femme fatales are absred beautiful but deadly women who
both seduce and threaten and thus seem to be nhgsefwiolent treatment (2005, 67). While
the woman’s actions are not mentioned in the song, might assume that she has either
publicly hurt the man’s pride by perhaps humiligtinim or simply by declining his

propositions. Thus, it seems that women who damatediately succumb to men’s will are
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labelled treacherous and most of all difficult. &% remains unclear what rules the writer is

referring to. When using the phrase “breaking tile"r the usual implication is that someone

has chosen to not follow the set of implicit codes by the society or certain parts of it. In

this case the most plausible explanation would sedne that since Sadie’s actions take place
in a male-dominated world, the rules she is askdiyé by were also created by men.

The sexual implications in the song stenmfrthe title, and the song seems to have
something in common with the Beatles’ 1965 songy‘Dapper” in which the writer tells the
story of a girl who mistreated him by being “a bégiser” and only taking him “half the way
there”, both of which are obviously sexual connotad. There is an air of similarity in “Sexy
Sadie” as well:

One sunny day the world was waiting for a lover

She came along to turn on everyone

Sexy Sadie the greatest of them all.
By using the words “lover” and “turn on”, the writes clearly creating an image of a sexual
woman, an image further enhanced by the songes flthere seems to be an air of double
standardisation present as well; the writer doésseem to condone sexual behaviour per se,
but he is condoning the woman’s actions simply bseahe is indeed a woman and therefore
not allowed to behave this way, especially since@eejected hurts his masculine pride.
After all, the earliest view on sex was that “thergmse of sex was reproduction, so sex
outside marriage was obviously for pleasure andcéem sin” (Weeks 32). The sexual
revolution of the 1960s is present in “Sexy Sadeit it does not seem to apply to the
behaviour allowed for women.

Another interesting factor about “Sexy Sadg the unambiguous phrase “she came

along to turn on everyone”. While the meaning carséen as sexual, the line may also refer
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to the hippy brotherhood, lead by Dr Timothy Le&ryan entire new vocabulary evolved to
distinguish the hippy from his persecutor, the Uddal’ from the short-haired and workaday,
the divine souls who ‘turned on’, ‘tuned in’, ‘frieed out’ and ‘blew their minds’ from the
residue of unenlightened humanity (Norman 284)e Tihk between the phrase and Leary’s
ideas could not have been coincidental since Jemman had employed Leary’s thoughts and
texts in his earlier material as well; “Tomorrow \We Knows” (1966) quoted Leary§he
Psychedelic Experiendd964): “Turn off your mind/ relax, and float dostnream”. The term
“turn on” was also used on the Beat#hite Albumin the song “A Day in the Life” (1968):
“I'd love to turn you on”. Here, the term is eqyaimbiguous, thus creating an interesting
link between the 1960s drug culture and sexuality.

Interestingly enough, both “Sexy Sadiel @éime next song | intend to analyse were both
written by John Lennon. Both songs even appeareti@same album in 1968. But whereas
“Sexy Sadie” is a bitter, vindictive song about @iment, “Happiness Is a Warm Gun”
(1968) describes sexuality in more reciprocal terfie song is full of sexual innuendo and
little perversions, which is probably why the sdmas interested several critics and it has
inspired them to analyse the song’s text ratheiauleusly. Another thing “Happiness Is a
Warm Gun” has in common with “Sexy Sadie” is thérence to violence. The title alone
hints at violent behaviour — a gun can only be waight after it has been fired — and the
writer is also using terminology related to firearnmo describe sexual situations: the line
“when | hold you in my arms/ and | feel my finger gour trigger” is a fairly obvious sexual
reference. Also, as Riley argues, “Sex is ineabig bound up with the violent phallus of the
gun” (269). Thus, if we regard the gun mentionethemsong as a phallic symbol, a warm gun

would consequently hint at a post-coital state,clvhimakes the song’s title ultimately sexual

4 Dr Timothy Leary was an American author and a@ssbr of Psychology who was dismissed by Harvard
University in 1963. Leary was an early advocate®D experimentation and he coined the phrase “Burn
tune in, drop out” (Psychedelic 60s: Timothy Lear{l)eary and his academic coverts led the awalgenin
interest in drug-inspired literature [...] and of grsanctioning Eastern religions” (Norman 284).
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and hedonistic; the writer equals happiness wikualeacts as he states that happiness is a
warm gun, happiness is the feeling attained thrasgh

Interestingly enough, Tori Amos, the Amencanger, pianist, and songwriter, recorded
her own version of the song in 2001 without rewgtithe lyrics but still creating a female
character for the song, performing the song fronfemale perspectiVé. While Amos
deliberately changed the song’s focus to evokeseudsion about the legality of firearms, it
remains fascinating that a song that seems soqulealiric, sexual and masculine has actually
induced a female interpretation. Moreover, “Happsks a Warm Gun” truly is an interesting
mix of male domination and women'’s liberation. T$wng starts with the line “She’s not a
girl who misses much”, and while the line remaingauous enough to either refer to the act
of longing for someone or to a woman who is ubioust and thus never fails to notice the
actions going on around her, the image the linateeeis that of an independent, fearless
woman. The next line that follows hints at her s#xaovereignty and autoeroticism: “She’s
well aquatinted with the touch of the velvet haiké/la lizard on a window pane”. The writer
goes on to employ religious terminology in the ssrigridge: “Mother Superior jump the
gun”. The line is repeated over and over again iasgems like this is the part the writer
wants to accentuate. The line “combines an incaoitrlgpfantasy status for a female with a
munitions cliché — the nun has jumped the gunefaitom grace” (Riley, 269). This seems to
be a deliberate juxtaposition with the virtuous Mt Superior and the sexual girl who does
not miss much and whose power is both admired aptbieed (“when | hold you in my
arms/.../ 1 know nobody can do me no harm) at theesame. The writer ends the song by

stating that “Happiness is a warm gun, mama”, andeoagain the mentions of “Mother

!> Amos’s albunStrange Little Girlfeatures songs written by male songwriters buteemeted from a female
point of view. In addition to “Happiness Is a WaBun”, the album includes songs such as “Heart dfiGo
originally by Neil Young, and “Enjoy the Silencey IDepeche Mode (ToriAmos.com).
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Superior” and “mama” seem to be allusions to Lefm@ver Yoko Ond®, and John Lennon
himself admitted this connection (Quantick 97). Hung’'s violence and sexually charged
message, however, seems to be in par with Sheil@el®yis argument about the counter
culture’s reactionary attitudes towards women: ddssions about ‘sexual’ liberation were
framed in terms saturated with male assumptiorduding the very male fantasy of ‘dope,
rock, and fucking in the streets” (2000t0). Whiteley’s statement about the aforementioned
scenario being the ultimate male fantasy asideahgument seems to be fairly factual and
accurate. Nevertheless, even though by equallipgihass with sexual encounters the writer
is reinforcing the stereotype about men being nsesaually driven than women, he is also
praising the woman’s authority and independencedgctwim turn can be seen as a fairly
contemporary and feminist approach. The line “smgsa girl who misses much” alone is
almost antonymous to the band’s early songs in lwthie girl is sitting at home waiting for
her man while watching the world go by.

While love and sexuality often overlap, salky and ethereal women may seem worlds
apart. After all, the word ethereal alone evokeages of purity and divinity. Nonetheless,
while for example Mother Nature is often thoughtefcelestial figure, she is still the emblem
of fertility, and what is fertility if not sexualBubsequently, in the next chapter the focus will

be on the ethereal women in the Beatles’ songdyric

4.3 Etherealised Women

Sheila Whiteley writes:

Songs such as “Julia” and “Hey Jude”, among otleesnotable for the way in
which they inscribe women within an ideal frameeaference. They draw on

18 Lennon’s nickname for Yoko Ono was “mother” (Quek97).
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traditional definitions of femininity. [...] To beuffilled, according to patriarchy, is to

marry, to have children, and to remain faithfugttls, to be a good, reliable mother

and wife (2006, 66).
Whiteley insists on drawing a parallel between wsla¢ calls patriarchy and the Beatles’
songs such as “Julia” and “Hey Jude”, the formendp@ John Lennon song dedicated to his
mother, and the latter being Paul McCartney’s gitetbn encourage and console John’s son
Julian at the time of the little boy’s parents’ alige (Turner 147-8). Whiteley argues that the
mother in “Hey Jude” is portrayed as comfortersaggested by the lines, “Let her into your
heart/ then you can start to make it better’, wagra “Julia’” “Lennon’s late mother is
magically transformed via her ‘floating hair ancskeell eyes’ to the rank of goddess” (2006,
66). It remains unclear what it is about the soHgy Jude” that causes Whiteley to make the
assumption that the narrator is a woman or a moiftez lyrics do not support this nor do
they deny it, but it is interesting how Whiteleyeses to see maternal figures in places where
they simply are not present. It seems equally jideiso simply assume that it is the writer
who is telling Julian or “Jude” to “take a sad sargd make it better”. Therefore, it seems
pointless to discuss “Hey Jude” in greater deteites the lyrics offer nothing to support
Whiteley's assumption about the song being a sibout comforting mothers.

The second song Whiteley mentioned in hgument is more straightforward, making
Whiteley’s views easier to agree with. The songli&Jucreates an image of a heavenly
woman whose “hair of floating sky is shimmeringhghering/ in the sun”. It would be easy
to assume that the writer, in this case Lennoprassing his mother while also asking for her
permission to fall in love with another woman aggested by the line “ocean child calls me”.
“Julia” is similar to Paul McCartney’s 1969 songetiit Be” in many ways. Both songs are
dedicated to deceased mothers and in both texisritex is seeking either comfort or advice.
Both mother figures are also almost celestial tewgh supreme knowledge and wisdom,

and this is especially evident in McCartney's “lieBe”:



63

When | find myself in times of trouble

Mother Mary comes to me

Speaking words of wisdom

Let it be.
It seems mothers are described as fantasy figwepposed to being described as human.
Whiteley points out how “the symbolic representatmf Julia makes her unattainable and
[...] she is denied the self that is human. Shesgnabol of beauty and is given no other value
than to be beautiful” (2000, 9). Whiteley disregatte notion that the writer is still asking
Julia for guidance and the song is almost like mvecsation taking place between the writer
and his mother (or a mother figure). The writetaing her how this new woman, ocean
child, is calling him and he has to follow, or “githe song of love”. The ambiguity of the
song creates a parallel between the mother anid¥kbe Which one of them is the one being
referred to in the lines about her hair glimmeringhe sun? Is it Julia or the other woman
who has a “windy smile”? This ambiguity is natuyalighlighted by the fact that John
Lennon did in fact call Yoko Ono “mother”, and Yokamame translates to “ocean child”. Is
the writer addressing the mother or the lover? @biss not seem to be as relevant a question
as one might think since it is obvious both womea @escribed as ethereal beings — not
individuals — in the song. These women are “ethisiezh within a dreamlike and unreal
world, detached from reality, defined by the maefantasy escape from reality” (Whiteley,
2000a, 9). On the other hand, as Riley writeswtheer in “Julia” is singing to Julia but “he’s
addressing more the idea of who she is and whalbhsrstill stirs inside him” (274), and in
this sense it is plausible to assume that thedadems of Julia unite with images of the new
woman, the new lover, and that neither women awetil from the realms of realism; he [the
writer] is connecting his yearning for the mothdroadied on him with the woman who now
holds his heart” (Riley 275). Hence, instead ofngeian image of a woman, “Julia’

illuminates the mystery that the image of a womapresents for John” (Riley 275). “The
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imagery is that of the imagined woman, [...] drawimig the symbolic associations of the
lunar goddess who stands at both ends of the sitwer of life, presiding over fertility, birth,
and death” (Whiteley 2000a, 9).

These ethereal women in both “Julia” andt“lteBe” are subjected to both positive and
negative appraisal. The women are adored, admamed,even praised; they are comforters
and advisors. On the other hand, these women are dehumanised visions and fantasies.
By raising a woman into the position of a celesbialng the writer is removing her from
everyday life and denying her the right to par@atg Furthermore, by calling the woman
“mother Mary” in “Let It Be”, the songwriter is olmusly creating a parallel between this
woman and the Marys mentioned in the Bihlehereby enhancing the image of saint-like
beings. Sheila Whiteley compares the women merdiondghese two songs to the story of
Eleanor Rigby, and she argues that where Eleaném#&ked by the anonymity of her
existence, her unfilled status as a woman, anchamreless grave, the others have succeeded
in fulfilling their feminine destinies” (2006, 66)Vhiteley seems to be hinting at stereotypical
images according to which women’s destiny is tatséafamily and look after both her
husband and children while ignoring her own needkdesires. In this sense Whiteley seems
to be correct in assuming that the women in “Judiad “Let It Be” have in fact fulfilled their
destinies, but it is important to remember that Mby is actually disagreeing and
disapproving of the patriarchy according which wonmeed to marry, have children, and to
remain faithful in order to be fulfilled (2006, 66)hat being said, Whiteley's argument about
the women in the aforementioned songs having mahegéulfil their destinies” seems to be
above all sardonic.

When talking about mothers it is almost isgible to avoid a discussion about Mother

Nature, the ultimate allegorical mother figure. TBeatles’ “Mother Nature’'s Son” was

" Mary of Magdalene, a sinful woman who was alsaigeasdherent and Mary, the mother of Jesus Cloftr(
referred to as the (Blessed) Virgin Mary in Catbiglin) (BBC Religion & Ethics).
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released in 1968 and it is a song Tim Riley quiti&ngly refers to as “a plastic pastoral”
(279). The song itself does not address womendinegt manner, but the use of the pronoun
“she” in one of the verses does capture one’saster
Sit beside a mountain stream--see her waters rise
Listen to the pretty sound of music as she flies.
Whereas in “Let It Be” and “Julia” the women werbmast depersonalised or at least
dehumanised, in “Mother Nature’s Son” we have tkact opposite; an inanimate fantasy
figure is made human — and a woman — by the uspergonal pronouns. Nevertheless,
Mother Nature is also undoubtedly an insubstafigaire even though she is defined only by
her role as a mother, no matter how emblematicriiaionship between her and the son
the writer— may be. “Mother Nature’s Son” is on the Beatledf-titled 1968 double album,
and it is notable that the Beatles were not thg onks approaching nature through their song
lyrics. In the years 1968 and 1969 alone the wadg rewarded with song such as “What a
Wonderful World” by Louis Armstrong, “Going up th@ountry” by Canned Heat, and, of
course, the hippie anthem from the musidair, “Aquarius/Let the Sunshine in” by Fifth
Dimension (McDonald 341-9). McDonald writes,
[T]he burgeoning rock idiom (then referred to asguessive or underground music)
was [...] strongly back-to-nature in spirit. Indeedl onscious were contemporary
rock musicians of this symbolic division between tivo genres that their mandatory
retreats for the purpose of ‘getting our heads ttogjein the country’ became a
standing joke among the urban cynics of the UK mpsess (244).
“Mother Nature’s Son” was among the large numbesafgs the Beatles wrote while in

India™® and the tranquil atmosphere and beautiful natfiRishikesh had undoubtedly a large

role in how the song’s text was shaped. Mother Naittidescribed as feminine and powerful,

'8 In February — April 1968, the Beatles spent tim®ishikesh, India, meditating and writing songmsitlof the
songs on th&Vhite Albumwere composed around this time. The Beatles warenapanied by not only their
wives and girlfriends, but by fellow musicians sashthe band Love, Mike Love from the Beach Boys, the
English folk singer Donovan, whose influence caréard on the Beatles’ album, especially in Johmbea’s
guitar playing (Quantick 21).
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and it appears that whereas real women are petbapstimidating or simply too real to be
addressed without removing part of their humanigypbacing them on a pedestal, fantasy
figures are possibly too indistinct to grasp withbaing personalised first. Also, women have
almost always been compared to nature, probablytalweomen’s biological ability to give
birth and breastfeed, and in “Mother Nature’s Stim$ position is reversed so that it is now
nature that is being compared to a woman.

When discussing the 1960s it is almost imsftbs to avoid the topic of psychedelia.
Bands such as Jefferson Airplane, The Doors, amki Hoyd often employed surrealistic
imagery in their shows to highlight the similar aarice they were creating with their music
and lyrics. For example, Jefferson Airplane’s “VéhiRabbit” (1967) was a combination of
Lewis Carroll'sAlice’s Adventures in Wonderlariii865) and descriptions of an acid trip.
The songs’ drug references were obscure enougastpublic scrutiny. One of the best
examples of the Beatles’ fascination with psychiedabng with their 1967 Lewis Carroll
pastiche “I Am the Walrug® is the song “Lucy in the Sky with Diamonds” (196The song
was banned by the BBC because the song’s inifelexi LSD, which is a hallucinogenic
drug connected with psychedelia and the hippie mave. John Lennon never admitted to
having planned the connection between the songarubtic substances; he insisted the title
was from taken from what [his son] Julian had sdidut his painting (Turner 123). Lucy is
only mentioned in the song’s chorus, that is, the fLucy in the sky with diamonds”.
However, throughout the verses the writer is refgrto a nameless woman whose
characteristics are more psychedelic than natural:

Somebody calls you

¥ The song was inspired by Carroll’s tale of “Thelis and the Carpenter” frofthrough the Looking-Glass
(1871) (Marshall 17). “I Am the Walrus” also resdethJefferson Airplane’s “The White Rabbit”.

% John Lennon denied the rumours that the song ked imtended as a reference to LSD. He claimedahg
had been inspired by a painting his son had doeetetol. “What's that?’ John had asked, and Jufiad
replied, ‘It's Lucy in the sky with diamonds™ (Noran 300).
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You answer quite slowly
A girl with kaleidoscope eyes,
and
Look for the girl with the sun in her eyes
and she's gone.
The girls returns one last time in the last versote the final mention in the song’s repeated
chorus: “Suddenly someone is there at the turiskieegirl with kaleidoscope eyes”. The
obvious interpretation is that Lucy and the girlonthe writer only refers to as ‘her’ are one
and the same person. This seems highly probalie Hie similarities between the
descriptions of the girl and Lucy are too similarefer to two different characters. Lucy, like
Julia and Mary mentioned and discussed abovefaistasy figure and therefore unreal,
inhuman. Also, just like the women discussed eairi¢his chapter Lucy seems to possess
supernatural abilities; she is pictured as beirlg @bfly, phrases such as “the girl with sun in
her eyes” suggest that she is in touch with naduperhaps even more than that, like
Heinonen suggests: “[T]he image of Lucy in the 8kty Diamonds” also seems to be based
on the archetype of God or Saviour, as is evidemhfLennon’s Playboy interview:
There was also the image of the female who wouldeslay come save me — a girl
with kaleidoscope eyes who would come out of the $kturned out to be Yoko,
though | had not met Yoko yet. So maybe it shoutd ‘Yoko in the sky with
diamonds’ (Sheff 1981, 105).
The God — or Saviour —like character of the heram#he song has also been reinforced by
McCartney (2000, 252). In this sense the womargir is once again the powerful figure
even though she is not part of everyday life beeai® is raised above everyone and denied
the privilege of being human. This is perhaps aqad@hed because a powerful woman, even
a powerful fantasy figure, would be too frighteniiigshe were more human and more

ordinary. Furthermore, by creating this idealisedge of a woman the writer is transferring

his own ideas of women into the way she is repiteseim the song. The woman, Lucy, is
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overseeing the world; she appears out of nowhetehan eyes are like kaleidoscofleshe
creates beauty and symmetry with her mirror-likeseyNorthcutt suggests “Lucy in the Sky
with Diamonds” is actually a song about alienatzm loss: “This song, mostly of Lennon’s
doing allows the crowd to intrude, but only for signary moment. Here, the ability to
imagine sets him apart from the crowd. The sudderah of a saviour with kaleidoscope
eyes is a personal cry for help, lost in the imagkshe spectacle. [...] But the song is
ultimately fantasy” (142). Hence, Lucy is nothingoma (and nothing less) than another
fantasy figure, a woman whose strength and wisdamaeaceptable and admired because of
her otherwise ethereal qualities.

It seems that ethereal women are not agtwalimen in the Beatles’ song lyrics; they are
more like illusions, combinations of spiritualitgutobiographical life events, and fantasies.
They are both strong and wise and yet they lackamityp These women are mother figures
and the relationships in the songs are thereforstlyjnasexual. These ethereal women are
advisors and comforters, and this is a startlingtrast with the sexual women discussed in
the previous chapter. According to Sheila Whitedetyieory, these women are also the most
feminine ones in the Beatles’ songs since they haaeaged to fulfill their conventional
feminine destinies. One would think that songs/mch women are praised and worshipped
might strengthen women’s position in society, buat the contrary it appears that when
women are praised, they are also removed from thedane. So, are women really only
destined for the roles of love interests, sexuahecests or celestial mentors? Sheila Whiteley
argues that the Beatles’ early material “inscrilbgmmen within the patriarchy”, the emphasis
shifts and the band’s later material is consereatifalbeit tempered by the occasional

cynicism” (1996, 67). This may be the case, butesoimhe Beatles’ songs written during the

21 A kaleidoscope is an instrument, or a toy, whichtains fractions of for example coloured glass and
reflecting surfaces or mirrors. The changes oftmmsinside the tube create a variety of beautilburs and
symmetrical forms (Webster Dictionary [Internet]dhable from <http://www.webster-
dictionary.net/definition/kaleidoscope> [Access&thlApril 2008])
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late 1960s do offer challenging views to the pathig and conservatism Whiteley mentions.
“Lovely Rita” is far from conventional. “Lucy in th Sky with Diamonds” is hardly

patriarchal. There may not be a large nhumber oh sxamples among the Beatles’ song
catalogue but by ignoring them altogether one iseqwankly disregarding one of the most

fascinating and enlightening parts of the Beatiggieal and legacy.
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5. Conclusion

In this thesis my aim has been to analyse the &8adbng lyrics because even though the
band has been the subject of numerous studieshaentives of the four Liverpudlian band
members have been extremely well documented, theresurprisingly few studies on the
actual texts the Beatles wrote. This may be becthesdand’'s image and the mass hysteria
that followed their success have perhaps overshedidie band’s music, at least as far as
song lyrics are concerned. Thus, the researchiquedbr this thesis were:

1. How are women represented in the Beatles song®N¢hat kind of roles are women

iven?
2. gEll\c;\(jvn(.:an these representations be analysed? Is gharething radical or challenging
about them?
3. Why are women seen as the more appropriate sexdé ldehind when discussing
disconcerting subjects?

The main focus of this thesis has been on thre¢hefBeatles’ albumsRevolver Sgt.
Pepper’s Lonely Hearts Club BdnandThe Beatle®r theWhite Album These albums were
chosen because they offer a large variety of istemg song lyrics, partly due to the Beatles’
decision to stop touring which then enabled the filand members to focus on songwriting as
their primary channel through which they could &3drand discuss topics they thought were
relevant and of interest. In addition to the songsthe aforementioned albums | have also
chosen a few selected songs from the Beatles’ otlagerial, including some examples of the
band member's solo material to further illustratee tdiscussion. Some background
information on the band members’ personal livesdias been included since it enables the
reader to understand the Beatles’ songwriting siylé technique while also helping with the
songs’ analysis. The relationships John LennonRand McCartney had with their mothers,

for example, seemed to have an immense effect@ngbngwriting; mothers are frequently

mentioned or referred to, sometimes even diredbressed in the band’s texts. Also, songs
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or texts do not exist in a void, which is why thdtaral environment of the 1960s has also
been discussed in this thesis. According to Piokeand Green,

The point of conceiving popular song as existinghimi particular socio-historical

cultural contexts is it not so much that the text inform us about its lived contexts

nor that its contexts will inform us about the tiveext, but rather that, as well as this,

a song text, its immediate situational context&/mch it happens [...] all interconnect

with each other (176).
As | mentioned in the introduction of the thesig Beatles’ earlier song lyrics seem to have
either been mainly ignored as pointless or at lesatively simple, whereas the band’s later
material has been largely dismissed as drug-inddoedl. Then again, their songs were the
band’s primary channels through which they conrteetgh their audience; it seems obvious
that the Beatles’ song lyrics offered people somegthhey could easily relate to. In this
thesis, however, the main focus has not been merelthe Beatles’ song lyrics but on the
way the band addressed women in their texts; $hahow women are represented in the
Beatles’ song lyrics. This particular topic was s@o primarily because the Beatles songs
were mainly directed at teenage girls: “By desigrsignificant portion of their songs dealt
with relationships between the sexes, and mostvedodirect address of their young female
audience” (Frontani 50). However, the Beatles’ sieci to stop touring in 1966 gave the band
more time to focus on their individual interesteidathe band’'s increasing productivity
resulted in songs that were fundamentally lessenand more artistic even though love did
remain the most prominent subject in the band’skwdhus, also the way women were both
depicted and addressed in the songs grew moretlersa

The social and cultural changes during @&0% have been extremely well documented.

The Women’s Liberation Movement, the war in Vietnahe Summer of Love of 1967 and
the so-called Swinging London in England are sornthe most well known concepts and

images of the decade, and the Beatles’ successaaedr is intertwined with all of the factors

mentioned above. The band’s position — largelyteady the media — as spokespeople for
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their generation not only meant that the four memnbe the band could address larger
audiences but that a large number of people agtpaid attention to what they had to say.
This is exactly why the Beatles’ song lyrics arehsan interesting treasure chest.

In the analysis part of this thesis the Bxsatsong lyrics revealed numerous interesting
details about the band’s attitude towards womese#ms the Beatles saw women either as
potential love interests, objects of lust, or m@ad&krand nurturing figures, as is the case in
songs such as “Julia” and “Let It Be”. The bandalsed women as cover-ups for otherwise
perhaps shameful or unorthodox behaviour; the stfdgsy Sadie” and “She Said She Said”
serve as prime examples. Musicologist Sheila Wéytedrgues that the Beatles’ material
remained fairly conservative even though tracesyafcism can be detected in the song lyrics
of that time period (2006, 67). However, as | hopdave pointed out, some of the band’s
songs do lend themselves to fascinating and cluaiignreadings. For example, “She’s
Leaving Home” is hardly a conservative song; ondbetrary, the song makes a statement
that supports the counter culture’s views and ehgkks the more traditional values. Also,
even when compared with their peers — that is,rathek groups of the 1960s — the Beatles
could even be described as relatively radical andast just as contemporary as bands that
were viewed as less polished and less mainstreaan the sexual references in the Beatles’
songs were fairly radical in the sense that thporadic straightforwardness was at times
more obvious and exciting than for example the iRgliStones’ more sexually direct and
therefore less hidden message and image. Also, inergh | have employed some of the
categories invented and used by Sheila Whiteldyavle hoped to challenge her views by
offering different or alternative readings of thedBles’ songs. For example, Whiteley claims
the Beatles’ music remained fairly traditional aeen patriarchal throughout the band’s

career even though some of the band’s songs cléiadgree with this notion.
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In conclusion, it seems the Beatles’ sonmgcdycan at times seem extremely traditional
while, on the other hand, some of the texts seeceezkngly challenging and innovative,
especially for the 1960s cultural environment. Tamd’'s media attention meant they were
able to reach large masses with their music; thatlBg were extremely influential: “The
Beatles, along with other British groups — the RaglIStones, the Animals — revitalized rock
by closely imitating (and frankly crediting) sucte@yo originators of the style as Muddy
Waters, Chuck Berry and Bo Diddley. Soon the Negoul sound’ surged into the white
mass market. [...] As the Beatles moved on, absoraintyextending Bob Dylan’s folk-rock
hybrid and sowing innovations of their own, theyravdike musical Johnny Appleseeds;
wherever they went, they left flourishing fieldsr fother groups to cultivate” (Porterfield
107).

The Beatles are undisputedly one of the rpogular music groups of the 2@entury
and their songs are widely known and loved. Theirgslyrics, however, have been almost
secondary to their media presence and their pdrdimea, not to mention their effect on
popular culture in general. Since the main focushaf thesis has only been on three of the
Beatles’ albums, it would be illogical to say thia¢ different aspects and themes the Beatles’
song lyrics contain have now been fully discussedl analysed. Nevertheless, hopefully this
thesis will at least inspire people to stop anctalkcloser look at the words of the songs they
hear so frequently on the radio. On a personall,léveve found this project both fulfilling
and intellectually stimulating. | am almost temptedsay that | have now come to the end of
one road, yet | feel this is only the beginnings Beatles’ are a wonderful object of study and
it is tremendously rewarding — albeit also challagg- to write to a genuinely interested
audience, that is, the Beatles’ countless fans.eNpeless, the Beatles’ songs deserve more
attention, and the purpose of this thesis has tmedivert the attention back to the main thing:

the music.
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Appendix — the Beatles’ song lyrics

Revolver (1966)

“Eleanor Rigby”

Ah, look at all the lonely people.
Ah, look at all the lonely people.

Eleanor Rigby picks up the rice in the church wteeveedding has been,
lives in a dream.

Waits at the window, wearing a face she keepgan by the door.

Who is it for?

All the lonely people, where do they all come from?
All the lonely people, where do they all belong?

Father McKenzie, writing the words of a sermon tiabne will hear,

no one comes near.

Look at him working, darning his socks in the nighiten there's nobody there.
What does he care?

All the lonely people, where do they all come from?
All the lonely people, where do they all belong?

Ah, look at all the lonely people.
Ah, look at all the lonely people.

Eleanor Rigby died in the church and was buried@lwith her name.
Nobody came.

Father McKenzie, wiping the dirt from his handshaswvalks from the grave.
No one was saved.

All the lonely people, where do they all come from?
All the lonely people, where do they all belong?

“Love You To"

Each day just goes so fast,
| turn around, it's past.
You don't get time to hang a sign on me.

Love me while you can,
before I'm a dead old man.

A lifetime is so short,
a new one can't be bought,
but what you've got means such a lot to me.
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Make love all day long,
Make love singing songs.

There's people standing round
who'll screw you in the ground.
They'll fill you in with their sins,
you'll see.

I'll make love to you,
if you want me to.

“Here, There and Everywhere”
To lead a better life, | need my love to be here.

Here, making each day of the year,
changing my life with a wave of her hand.
Nobody can deny that there's something there.

There, running my hands through her hair,
both of us thinking how good it can be.
Someone is speaking, but she doesn't know hets. ther

| want her everywhere, and if she's beside me Wkinoeed never care,
but to love her is to meet her everywhere.

Knowing that love is to share,
each one believing that love never dies,
watching her eyes and hoping I'm always there.

To be there, and everywhere.
Here, there and everywhere.

“She Said She Said”

She said, “I know what it's like to be dead,
| know what it is to be sad”,
and she's making me feel like I've never been born.

| said, “Who put all those things in your head,
things that make feel that I'm mad,
and you're making me feel like I've never been born

She said, “You don't understand what | said”,
| said, “No, no, no, you're wrong. When | was a,boy
everything was right, everything was right”.
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| said, “Even though you know what you know,
| know that I'm ready to leave,
‘'cause you're making me feel like I've never beamb

She said, “You don't understand what | said”,

| said, “No, no, no, you're wrong. When | was a boy
everything was right, everything was right”.

| said, “Even though you know what you know,

| know that I'm ready to leave,

‘cause you're making me feel like I've never beemb

She said, “I know what it's like to be dead,
| know what it is to be sad,
| know what it's like to be dead”.

“Good Day Sunshine”

Good day sunshine, good day sunshine.
Good day sunshine.

| need to laugh, and when the sun is out,
I've got something | can laugh about.

| feel good in a special way,

I'm in love, and it's sunny day.

Good day sunshine, good day sunshine.
Good day sunshine.

We take a walk, the sun is shining down,
burns my feet as they touch the ground.

Good day sunshine, good day sunshine.
Good day sunshine.

And then we lie beneath a shady tree,

I love her and she's loving me.

She feels good, she knows she's looking fine.
I'm so proud to know that she is mine.

Good day sunshine, good day sunshine.
Good day sunshine.

“And Your Bird Can Sing”

You tell that you've everything you want,
and your bird can sing,
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but you don't get me,
you don't get me.

You say you've seen seven wonders,
and your bird is green,

but you can't see me,

you can't see me.

When your prized possessions start to wear you down
look in my direction.
I'll be round, I'll be round.

When your bird is broken
will it bring you down?
You may be awoken,

I'll be round, I'll be round.

Tell me that you've heard every sound there is,
and your bird can swing,

but you can't hear me,

you can't hear me.

“For No One”

Your day breaks, your mind aches,
You find that all her words of kindness linger on
when she no longer needs you.

She wakes up, she makes up,
she takes her time and doesn't feel she has tg; hurr
she no longer needs you.

And in her eyes you see nothing,
no sign of love behind the tears cried for no one.
A love that should have lasted years.

You want her, you need her,
and yet you don't believe her,
when she says her love is dead,
you think she needs you.

And in her eyes you see nothing,
no sign of love behind the tears cried for no one.
A love that should have lasted years.

You stay home, she goes out.
She says that long ago she knew someone but now
he's gone, she doesn't need him.
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Your day breaks, your mind aches,
there will be times when all the things she sailll filliher head,
you won't forget her.

And in her eyes you see nothing,
no sign of love behind the tears cried for no one.
A love that should have lasted years.

“I Want to Tell You”

| want to tell you,

my head is filled with things to say.
When you're here

all those words they seem to slip away.

When | get near you,

the games begin to drag me down.
It's all right;

I'll make you maybe next time around.

But if | seem to act unkind,
it's only me, it's not my mind
that is confusing things.

| want to tell you,

| feel hung up and | don't know why,
| don't mind, | could wait for ever,
I've got time.

Sometimes | wish | knew you well,
then | could speak my mind and tell you.
Maybe you'd understand.

| want to tell you,

| feel hung up and | don't know why.
| don't mind. | could wait forever.
I've got time. I've got time.

“Got to Get You into My Life”

| was alone, | took a ride,

| didn't know what | would find there.
Another road where maybe |

could see another kind of mind there.

Ooh, then | suddenly see you.
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Ooh, did I tell you | need you
every single day of my life?

You didn't run, you didn't lie,

you knew | wanted just to hold you.
And had you gone, you knew in time
we'd meet again for | had told you.

Ooh, you were meant to be near me,
ooh and | want you to hear me
say we'll be together every day.

Got to get you into my life.

What can | do, what can | be?

When I'm with you | want to stay there.
If I'm true I'll never leave,

and if I do | know the way there.

Ooh, then | suddenly see you.
Ooh, did I tell you | need you
every single day of my life?

Got to get you into my life.
Got to get you into my life.

Sgt. Pepper’s Lonely Hearts Club Bafi®67)

“Lucy in the Sky with Diamonds”

Picture yourself in boat on a river,

with tangerine trees and marmalade skies.
Somebody calls you, you answer quite slowly,
a girl with kaleidoscope eyes.

Cellophane flowers of yellow and green,
towering over your head.

Look for the girl with the sun in her eyes,
and she's gone.

Lucy in the sky with diamonds.

Follow her down to a bridge by a fountain

where rocking horse people eat marshmallow pies.
Everyone smiles as you drift past the flowers

that grow so incredibly high.

Newspaper taxis appear on the shore,
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waiting to take you away.
Climb in the back with your head in the clouds,
and you're gone.

Lucy in the sky with diamonds.

Picture yourself on a train in a station

with plasticine porters with looking glass ties.
Suddenly someone is there at the turnstile;
the girl with kaleidoscope eyes.

Lucy in the sky with diamonds.

“Getting Better”
It's getting better all the time.

| used to get mad at my school,

the teachers who taught me weren't cool.
Holding me down, turning me round,
filling me up with your rules.

I've got to admit it's getting better,

a little better all the time.

| have to admit it's getting better,

it's getting better since you've been mine.

Me used to be angry young man,
me hiding me head in the sand.
You gave me the word,

| finally heard,

I'm doing the best that | can.

| admit it's getting better,

a little better all the time.

Yes, | admit it's getting better,

it's getting better since you've been mine.

| used to be cruel to my woman,
| beat her and kept her apart from the
things that she loved.

Man | was mean but I'm changing my scene
and I'm doing the best that | can.

| admit it's getting better,

a little better all the time.

Yes, | admit it's getting better,

it's getting better since you've been mine.



85

Getting so much better all the time.

“She’s Leaving Home”

Wednesday morning and five o'clock as the day Isegin
silently closing her bedroom door,

leaving the note that she hoped would say more.

She goes downstairs to the kitchen

clutching her handkerchief.

Quietly turning the backdoor key,

stepping outside she is free.

She (We gave her most of our lives)

is leaving (Sacrificed most of our lives)

home (We gave her everything money could buy)
She's leaving home after living alone

for so many years.

Father snores as his wife gets into her dressiagngo
Picks up the letter that's lying there,

standing alone at the top of stairs.

She breaks down and cries to her husband,
"Daddy our baby's gone.

Why would she treat us so thoughtlessly?

How could she do this to me?”

She (We never thought of ourselves)

is leaving (Never a thought for ourselves)

home (We struggled hard all our lives to get by)
She's leaving home after living alone

for so many years.

Friday morning at nine o'clock she is far away
waiting to keep the appointment she made,
meeting a man from the motor trade.

She (What did we do that was wrong)

is having (We didn't know it was wrong)

fun (Fun is the one thing that money can't buy).
Something inside that was always denied

for so many years.

She's leaving home, bye, bye.
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“When I'm Sixty-Four”

When | get older, losing my hair,

many years from now.

Will you still be sending me a Valentine,
Birthday greetings, bottle of wine?

If I'd been out till quarter to three

Would you lock the door?

Will you still need me, will you still feed me,
when I'm sixty-four?

You'll be older too,
and if you say the word,
| could stay with you.

| could be handy, mending a fuse
when your lights have gone.

You can knit a sweater by the fireside.
Sunday mornings go for a ride.

Doing the garden, digging the weeds,

who could ask for more?

Will you still need me, will you still feed me,
When I'm sixty-four?

Every summer we can rent a cottage
in the Isle of Wight, if it's not too dear.
We shall scrimp and save.

Grandchildren on your knee:
Vera, Chuck, and Dave.

Send me a postcard, drop me a line,
stating point of view.

Indicate precisely what you mean to say.
Yours sincerely, wasting away.

Give me your answer, fill in a form.

Mine for evermore.

Will you still need me, will you still feed me
When I'm sixty-four?

“Lovely Rita”

Lovely Rita, meter maid.
Lovely Rita, meter maid.

Lovely Rita, meter maid.
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Nothing can come between us,
when it gets dark | tow your heart away.

Standing by a parking meter,
when | caught a glimpse of Rita,
filling in a ticket in her little white book.

In her cap she looked much older,
and the bag across her shoulder
made her look like a military man.

Lovely Rita, meter maid,
may | inquire discreetly;
when you are free

to take some tea with me?

Took her out and tried to win her.
Had a laugh and over dinner
told her I would really like to see her again.

Got the bill and Rita paid it.
Took her home and nearly made it,
Sitting on a sofa with a sister or two.

Oh, lovely Rita, meter maid,
where would | be without you.
Give us a wink and make me think of you.

The BeatlegThe White Albuin(1968)

“Back in the USSR”

Flew in from Miami Beach BOAC,

Didn't get to bed last night.

On the way the paper bag was on my knee.
Man, | had | dreadful flight.

I'm back in the USSR.
You don't know how lucky you lucky you are, boy.
Back in the USSR.

Been away so long | hardly knew the place.
Gee, it's good to be back home.

Leave it ‘til tomorrow to unpack my case.
Honey, disconnect the phone.

I'm back in the USSR.
You don't know how lucky you are, boy.
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Back in the US, back in the US, back in the USSR.

Well, the Ukraine girls really knock me out,
they leave the West behind.

And Moscow girls make me sing and shout,
that Georgia's always on my mind.

I'm back in the USSR.
You don't know how lucky you are, boys.
Back in the USSR.

Show me round your snow peaked mountains way dowths
take me to your daddy's farm.

Let me hear your balalaikas ringing out,

come and keep your comrade warm.

I'm back in the USSR.
You don't know how lucky you are, boys.
Back in the USSR.

“Happiness Is a Warm Gun”

She's not a girl who misses much.
Do do do do do do do do, oh yeah.

She's well acquainted with the touch of the vehaaid,
like a lizard on a windowpane.

The man in the crowd with the multicoloured mirrors
on his hobnail boots

Lying with his eyes while his hands are busy
working overtime.

A soap impression of his wife which he ate

And donated to the National Trust.

I need a fix ‘cause I'm going down.
Down to the bits that | left uptown.
I need a fix ‘cause I'm going down.

Mother Superior jump the gun.
Mother Superior jJump the gun.
Mother Superior jump the gun.
Mother Superior jJump the gun.

Happiness is a warm gun.
Happiness is a warm gun.

When | hold you in my arms
and | feel my finger on your trigger
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| know no one can do me no harm
because happiness is a warm gun.

Yes itis.

“Martha My Dear”

Martha my dear, though | spend my days in conviersat
please, remember me.

Martha my love, don't forget me,

Martha my dear.

Hold your head up you silly girl, look what you'sene.
When you find yourself in the thick of it,

help yourself to a bit of what is all around you.

Silly girl.

Take a good look around you,

take a good look; you're bound to see

that you and me were meant to be with each other.
Silly girl.

Hold your hand out you silly girl, see what youdane.
When you find yourself in the thick of it,

help yourself to a bit of what is all around you.

Silly girl.

Martha my dear, you have always been my inspiration
please, be good to me.

Martha my love, don’t forget me,

Martha my dear.

“Don’t Pass Me By’

| listen for your footsteps coming up the drive.
Listen for your footsteps but they don't arrive.
Waiting for your knock, dear, on my old front door.
| don't hear it,

does it mean you don't love me anymore?

| hear the clock a-ticking on the mantelshelf.

See the hands a-moving but I'm by myself.

| wonder where you are tonight and why I'm by miysel
| don't see you,

does it mean you don't love me anymore?

Sorry that | doubted you, | was so unfair.
You were in a car crash and you lost your hair.
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You said that you would be late about an hour ar, tw
| said that's all right,
I'm waiting here, just waiting to hear from you.

Don't pass me by, don't make me cry, don't makéloe
‘cause you know darling | love only you.

You'll never know it hurt me so.

How | hate to see you go.

Don't pass me by, don't make me cry.

“Why Don’'t We Do It In The Road?”

Why don't we do it in the road?
No one will be watching us.
Why don't we do it in the road?

“I Will”

Who knows how long I've loved you.
You know | love you still.

Will I wait a lonely lifetime,

if you want me to, | will.

For if | ever saw you,

| didn't catch your name
but it never really mattered,
I will always feel the same.

Love you forever and forever,

love you with all my heart.

Love you whenever we're together,
love you when we're apart.

And when at last | find you

your song will fill the air.

Sing it so loud | can hear you.

Make it easy to be near you.

For the things you do endear you to me.
Oh, you know I will.

[ will.

“Julia”

Half of what | say is meaningless
but | say it just to reach you, Julia.
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Julia, Julia, ocean child, calls me.
So | sing a song of love, Julia.

Julia, seashell eyes, windy smile, calls me.
So I sing a song of love, Julia.

Her hair of floating sky is shimmering,
glimmering in the sun.

Julia, Julia, morning moon, touch me.
So I sing a song of love, Julia.

When | cannot sing my heart
| can only speak my mind, Julia.

Julia, sleeping sand, silent cloud, touch me.
So I sing a song of love, Julia.

Hum hum hum hum, calls me
So | sing a song of love for Julia, Julia, Julia.

“Yer Blues”

Yes I'm lonely wanna die.
If | ain't dead already.
Ooh girl you know the reason why.

In the morning wanna die.

In the evening wanna die.

If I ain't dead already.

Ooh girl, you know the reason why.

My mother was of the sky.
My father was of the earth.
But | am of the universe

and you know what it's worth.

I'm lonely wanna die.
If I ain't dead already.
Ooh girl, you know the reason why.

The eagle picks my eye.
The worm he licks my bone.
| feel so suicidal,

just like Dylan's Mr. Jones.

Lonely, wanna die.
If | ain't dead already.
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Ooh girl, you know the reason why.

Black cloud crossed my mind.
Blue mist round my soul.

Feel so suicidal

Even hate my rock and roll.

Wanna die, yeah, wanna die.
If | ain't dead already.
Ooh girl, you know the reason why.

“Mother Nature's Son”

Born a poor young country boy,
Mother Nature's son.
All day long I'm sitting singing songs for everyone

Sit beside a mountain stream, see her waters rise.
Listen to the pretty sound of music as she flies.

Find me in my field of grass
Mother Nature's son.
Swaying daisies sing a lazy song beneath the sun.

Mother Nature's son.

“Sexy Sadie”

Sexy Sadie, what have you done.
You made a fool of everyone.

You made a fool of everyone.

Sexy Sadie, oh, what have you done.

Sexy Sadie, you broke the rules.
You laid it down for all to see.

You laid it down for all to see.

Sexy Sadie, oh, you broke the rules.

One sunny day the world was waiting for a lover.
She came along to turn on everyone.
Sexy Sadie, she’s the greatest of them all.

Sexy Sadie, how did you know

the world was waiting just for you?
The world was waiting just for you.
Sexy Sadie, oh, how did you know?

Sexy Sadie, you'll get yours yet.
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However big you think you are.
However big you think you are.
Sexy Sadie, oh, you'll get yours yet.

We gave her everything we owned just to sit attalele.
Just a smile would lighten everything.
Sexy Sadie, she's the latest and the greatestiof afi.

“Long Long Long”

It's been a long, long, long time.
How could | ever have lost you
when | loved you?

It took a long, long, long time.
Now I'm so happy | found you.
How | love you.

So many years | was searching,
SO many tears | was wasting,
oh, oh.

Now | can see you, be you.
How can | ever misplace you?
How | want you.

Oh, I love you.

You know that | need you.
Oh, I love you.

“Honey Pie”

She was a working girl

North of England way.

Now she's hit the big time

in the USA.

And if she could only hear me,
this is what I'd say.

Honey pie, you are making me crazy.
I'm in love but I'm lazy,
SO won't you please come home.

Oh, honey pie, my position is tragic,
Come and show me the magic
of your Hollywood song.

You became a legend of the silver screen
and now the thought of meeting you
makes me weak in the knee.
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Oh, honey pie, you are driving me frantic,
sail across the Atlantic
to be where you belong.

Will the wind that blew her boat
across the sea
kindly send her sailing back to me.

Honey pie, you are making me crazy.
I'm in love but I'm lazy.
So won't you please come home?

“Cry Baby Cry”

Cry baby cry,
make your mother sigh.
She's old enough to know better.

The king of Marigold was in the kitchen
cooking breakfast for the queen.

The queen was in the parlour

Playing piano for the children of the king.

Cry baby cry,

make your mother sigh.

She's old enough to know better
so cry baby cry.

The king was in the garden

picking flowers for a friend who came to play.
The queen was in the playroom

painting pictures for the children’s holiday.

Cry baby cry,

make your mother sigh.

She's old enough to know better
so cry baby cry.

The duchess of Kirkcaldy, always smiling
and arriving late for tea.

The duke was having problems

with the message at the local bird and bee.

Cry baby cry,

make your mother sigh.

She's old enough to know better
so cry baby cry.



95

At twelve o'clock a meeting round the table
for a séance in the dark.

With voices out of nowhere

put on especially by the children for a lark.

Cry baby cry,

make your mother sigh.

She's old enough to know better
so cry baby cry, cry, cry, cry, baby.

Make your mother sigh.
She's old enough to know better
so cry baby cry.



