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CHAPTER I
INTRODUCTION

The present study represents an attempt to
identify and classify certain harmonic practices from
£he broad‘field of popular music for the purpose of
establishing parallel utilization in the theoretical
study of music from the eighteenth and nineteenth cen-
tury. The term "popular-youth music"” has been desig-
nated to fepresent selected musical examples which are
potentially familiar to young people of high school and
college ages. |

Thé outcomes of the study include excerpts and
a diScography of popular-youth music selections which
~serve to illustrate the harmonic practices classified.
It is not the intent of the writer to suggest that popu-~
lar-youth music replace Western art music in the music
theory curriculum; rather, the compilation ié viewed as
a source of readily available supplementary material for
utilization in the study of music theory at the university

level.



Need for the Study

The need for a study of this nature emerged from
the growing interest demonstrated by music educators in
the general area of popular'music. In 1969, an entire

issue of Music Educators Journal was devoted to a discus-

sion of this matter.?! Concerning the incorporation of
youth music in the public school music program, Housewright
states:

Music educators are now asked to decide
if continuity of a proud but restricted tra-
dition is more important than open experi-
mentation with a wide spectrum of music.
Shall we continue to relegate Beethoven,
Mozart, Bach, and Brahms to the permanent
role of being America's greatest composers?
Do we support the practice of reserving our
concert halls only for the "high" art, thus
assuring that the "people's" art be forced
into barrooms and pop festivals?

Many youths feel that art music is anti-
quarian, interesting only to young conformist
candidates of the snob establishment; many
adults view youth music as too sensual, bois-
terous, simplistic, and unmusical. Somewhere
between the two extremes lies the truth. Art
is nonexclusive. Sophisticated styles never
obliterate the simpler forms. Both can coexist
as necessary and significant communicative
expressions. One musical art cannot repress
another. '

There is much to be gained from the study
of any musical creation. Rock, soul, blues,
folk, and jazz cannot be ignored.2

lMusic Educators Journal, LVI (November, 1969).

2Wiley L. Housewright, "Youth Music in Education,"
Music Educators Journal, LVI (November, 1969), 45.




The importance of youth music in contemporary

society is discussed in Foundations and Principles of

Music Education by Leonhard and House.

The contemporary folk music movement
represents a musical and cultural phenom-
enon that is unique in modern times. Young
people all over the country are tuned to and
participating in music with an enthusiasm and
devotion that are unparalled in this country.
Music seems to be operating as a real social
force, going far beyond the purposes of popu-
lar music of the past., Furthermore, much of
the new popular music has a musical and ideolo-
gical sophistication far beyond that of the-
typically trite popular music of the past.l

In a position paper published by the National
Association of Schools of Music, the need for teacher
training in a variety of musical styles was discussed.

All future music teachers, including

private teachers, should be capable of
developing in their students the ability
to comprehend the musical elements and
structure required_to understand a variety
of musical styles.

The concept of music teacher training in a multiplicity

of musics is supported with the ensuing statement:

lcharles Leonhard and Robert W. House, Foundations
and Principles of Music Education (2nd ed.; New York.
McGraw-Hill, Inc., 1972), p. 109,

2NASM, "The Undergraduate Education of the Musician-
Teacher"” (position paper resulting from the conference called
by the Commission on Undergraduate Studies of the National
Association of Schools of Music, May, 1972, Phoenix, Arizona),
p. 3. ‘




Teachers should have the flexibility to
deal with Western art music from pre-Medieval
through contemporary experimental types and
also with repertory embracing other categories,
such as American and European folk music, music
of other cultures, jazz, and contemporary popu-
lar music. It is especially important that
attention be given to music within the realm of
students' experiences, so that this music may
serve as a basis for the continued musical
growth of both students and teachers.l

This view is further promulgated in a recent publi-
cation of the Music Educators National Conference. In the
discussion of the future music educator's musical compe-
tencies, the importance of understanding many styles of
music is presented.

They [music educatoré] must be able to ‘apply
their knowledge of music to diatonic and nondia-
tonic Western and non-Western art, dance, and
folk music, to such popular idioms as rock, soul,
jazz, and country-and-western music, and to sounds
traditionally regarded as nonmusical.?

Two additional considerations further supporting
the need for the study are:

l. The lack of familiarity with popular-youth

music literature among college music théory

teachers.

iNyasM, pp. 3-4.

2peacher Education in Music: Final Report,
Robert Klotman, chairman (Washington, D.C.: Music
Educators National Conference, 1972), pp. 6-7.




2. The lack of existing reference materials
dealing with specific harmonic practices
in popular-youth music literature.

The lack of familiarity with popular-youth music
literature among college music theory teachers is perhaps
due to their tendency to concentrate on small areas of
the theoretical field. This helps create a need for the
sharing of original research as discussed in the Documen-

tary Report of the Tanglewood Symposium:

The college music teacher is immersed so
completely in his subject field that he has not
taken time to consider more creative ways of
bringing to the experience of his students that
which has so deeply engressed him. College and
university faculties of the future will find
ways of sharing not only their intellectual and
aesthetic ideas, but they will also communicate
with one another  their methods for motivating
learning and for evaluating the results.

Through the classification? of popular-youth
music excerpts according to harmonic practices found in
the eighteenth and nineteenth century Western art music,
the study makes évailable familiar selections from popu-

lar-youth music for correlative study with those examples

lDocumentary Report of the Tanglewood Symposium,
Robert A. Choate, editor (Washington, D.C.: Music
Educators National Conference, 1968), p. 130,

2A more detailed explanation of classification
procedures is provided later in the present chapter.



found in music theory textbooks written by Christ,1+2

3,4 5

Ottman, and Piston.

A search of related literature disclosed the lack
of existing reference material dealing with specific har-
monic practices in popular-youth music literature. Prior
to the present study, the harmonic practices of popular-
youth music literature have not been systematically ana-
lyzed in comparison to or in conjunction with the harmonic
, practicés of eighteenth and nineteenth century Western art
music.

A further search of the related literature pro-
vided no evidence of prior research specifically related

to the incotrporation of popular-youth music into the col-

lege music theory curriculum. The absence of such material

lWilliam Christ and others, Materials and Structure
of Music, I (2nd ed.; Englewood Cliffs, New Jersey:
Prentice-Hall, Inc., 1972).

2William Christ and others, Materials and Structure
of Music, II (2nd ed.; Englewood Cliffs, New Jersey:
Prentice-Hall, Inc., 1973).

3Robert Ottman, Elementary Harmony (2nd ed.:;
Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1970).

4Robert Ottman, Advanced Harmony (2nd ed.:;
Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1972).

5Walter Piston, Harmony (3rd ed.; New York: W.W.
Norton & Co., Inc., 1962).




is assumed by the writer to be for the following
reasons:

1. The relatively short history of interest

in popular-youth music by music educators.

2. The lack of familiarity with the style

among many music theory teachers.

If future music educatofs are expected to suc-
cessfully incorporate popular-youth music into the curricu-
lum, teacher preparation institutions must assume the respon-
sibility for providing an adequate background with this idiom.

Teachers must be trained and>retrained to
understand the specifics of a multiplicity of
musics: avant-garde, art music, various muta-
tions of jazz, and ethnic musics.l

As the need for an expanded music curriculum
becomes more apparent and the recommendations for inclu-
sion of popular-youth music literature into the public
schools becomes more explicit, provisions must be made
for training future eduqators in this area at the univer-
sity leﬁel. The present study contributes to this endeavor
by providing a single source compilation of representative
selections of popular-youth music literature that may be

related to the study of eighteenth and nineteenth century

Western art music.

lchoate, p. 135.



Purpose of the Study

The purpose of the study was to assess the popu-
'lar-youth music literature surveyed for its value in pro-
viding excerpts which exemplify certain harmonic practices
characteristic of eighteenth and nineteenth century Western
art music. In addition, the study was concerned with locat-
ing and classifying popular-youth music excerpts exemplify-
ving modality and its effect on harmonic structure. Relatedly,
the study endeavored to provide a single source compilation
of readily available supplementary material which may be
integrated into the study of music theory at the university

level.

Hypotheses. General hypotheses relating to the

major purpose of the study are listed as follows:

1. Popular-youth music literature sufficiently _
exemplifies traditional harmonic usages to
provide clear and useful examples for the study
of traditional harmony.

2. Popular-youth music literature provides suffi-
cient examples of modal writing and its effect
on harmony to be useful for the introduction of
modality in twentieth century music.

3. From the study, a compilation of excerpts and



a discography may be developed which contain
a significant number of excerpts exemplifying
both traditional harmonic usages and modal

writing.

Rationale. The rationale for the study derives
from the writer's experience as a teacher of music theory
at the university level. During this experience, it has
been observed that considerable interest among students may
be stimulated by the incorporation of popular-youth music
literature into music theory classes. These observations
coincide with the views of a number of writersl:2.3,4 who
describe the need for music teacher preparation in a wide
variety of musics. These observations and supportive views
form the basic rationaie for the study. Due to the influ-
ence of mass communication, a great deal of popular-youth
music is familiar to the typical college student. It is
therefore, rationalized that the findings of the study will
be educationally beneficial to the student of traditional
harmony through presenting familiar excerpts upon which to
base understandings. In addition, the study provides the

college theory instructor with a compilation of popular-youth

1Housewright. 21,eonhard and House.

3Klotman. 4Choate.
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music selections which serve to supplement traditional
harmonic study by illustrating harmonic practicesl in a

more familiar and contemporary idiom.

Procedures

The procedures utilized in this study are pre-
sented in a chronology of aspects considered in the locating
and classifying of examples. These aspects are delineated
as follows: the primary source; the criteria for inclusion;
the literature to be surveyed; the principles determinihg
classification; the method of presenting excerpts; and the

" appendices.

Primary Source. A definitive source of popular-

youth music is the commercial recofding. Herein lies an
essential difference between the data collecting procedures
used in the study of eighteenth and nineteenth century West-
ern art music literature and the study of popular-youth music.
Whereas, the manuscript of popular-youth music literature may
contain only the basic melodic (unornamented) and harmonic
components of performance practice, the score of eighteenth

and nineteenth century Western art music usually contains the

1a further discussion of harmonic practlces is pro-
vided later in the present chapter.
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complete performance information. Many times the only
commercially available printed copies of popular-youth
music literature are highly simplified editions from
which very little can be surmised about the original or
definitive performance. Consequently, recordings have
been used as the ?rimary musical source. Without this
source, many printed e#cerpts would lose the educational

advantage of familiarity and authenticity to the students.

Criteria for inclusion. The primary criteria for

inclusio# of selections from popularfyouth music litera-
ture were based upon their poténtial familiarity to high
school and college students. In determining familiarity,
the pdpularity of each selection was governed by the follow—
ing criteria:
1. The music must be presently available on a
commercial recording.
2. The music must be presently available in
printed form. |
3. The music must have emerged as a commonly
requested work during the writer's ten years
of performance experience with popular-youth

music literature.
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music selections which serve to supplement traditional
harmonic study by illustrating harmonic practicesl in a

more familiar and contemporary idiom.

Procedures

The procedures utilized in this study are pre-
sented in a chronology of aspects considered in the locating
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as follows: the primary source; the criteria for inclusion;
the literature to be surveyed; the principles determining.
classification; the method of presenting excerpts; and the
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Literature to be surveyed. The above criteria

resulted in the representative sample consisting of 110
sElectiqns from popular-youth music literature.1 Eighty-
two of the selected songs appear in one volume entitled

Great Songs of the Sixties.2 An additional twenty-eight

songs were chosen and included to represent songs written
since 1969. No particular effort was made to select only
the songs from popular-youth music literature which aligned
closely with thé harmonic practices of £raditional litera-
ture. Rather, a representative cross section of popular-
youth music literature was surveyed in an effort to demon-
strate the general usefulness of the popular-youth music
literature surveyed as an educational aid for the study of

harmonic practices.

Principles determining classification. The princi-

ples determining classification of excerpts were drawn from

the following music theory textbooks: Elementary Harmony

and Advanced Harmony by Robert Ottman, Harmony by Walter

Piston and Materials and Structure of Music (Volumes I and II)

lA complete listing of the songs used is provided in

Appendix G.

2Milton Okun, ed. Great Songs of the Sixties:
(Chicago: Quadrangle Books, Inc., 1970).




by William Christ, Richard beLone, Vernon Kiewer, Lewis
Rowell and William Thomson. These textbooks were chosen
primarily for their wide acceptance by and évailability ﬁo
college music theory teachers. There is sufficient common-
ality of vocabulary and scope of traditional harmonic prac-
tices among the textbooks to provide compatibility in the
classification of examples. In addition, the frequencies of
harmonic practices governing the order of excerpt presenta-
tions in Chapters II through IV have been adopted from these
textbooks. In an attempt to facilitate the locating of
excerpts illustrating specific harmonié practices, Chapters
IT through VII were arranged to include the following har-
monic practices: cadences; triads (root progression); domi-
nant seventh chords (root progression); secondary dominant
chords (root progression); ninth, eleventh, thirteenth and
augmented sixth chords; and extensions of tonality,

respectively.

Method of presenting excerpts. Each excerpt pro-
vides the melodic line and system of harmonic labeling found
in the printed score. In addition, each excerpt provides
the functional harmonic analysis and a reduction of the bass
line to the note most prominent in each vertical sonority.

Inner voices are indicated only where bass or melodic lines

13
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do not contain the specific factor discussed (i.e., seventh
of a major-minor seventh or altered tone in a borrowed
chord). Excerpts illustrating examples of specific chord
progressions or treatments are presented in Chapters II
through IV in their order of frequency based on the tradi-

tional harmony textbooks considered.

Appendices. Appendix A provides a nomenclature of

harmonic labelings found in the surveyed popular-youth music
literature. Appendices B through F correspond respectively
with Chapters III through VII. Appendix G is a complete dis- .
cography for the surveyed literature. At least two record-
ings (generally one 45 RPM and one 33 1/3 R?M) are listed

for each entry. Appendix H lists the current addresses of

recording companies included in the discography.

Definition of Terms

Popular-youth music. The term "popular-youth music"

has been designated to represent folk, folk rock, rock and
soul musical selections which are potentially familiar to
young people of high school through college age. The word
"popular" is added to the common term "youth music" to allow
the inclusion of notable jazz and Broadway show tunes which

are also familiar to young people and which supply examples
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of harmonic practices. Consequently, a rather wide variety
of music has been surveyed to assure a comprehensive view of

examples.

Folk music. In the contemporary and popular ver-

nacular, this term has been used primarily to identify vocal
music which is indigenous to American culture(s). Harmonies
are prevailingly triadic with progressions occasionally

modal in flavor. Rhythm is generally less driving than soul
or rock music and less intricate than jazz music. Forms are
generally éomewhat more complex than rock due to the greater
diversity and interest of the text. Instrumentation is almost
always purely acoustical. Predominantly, guitar alone is the

instrumental accompaniment.

Folk rock music. The term "folk rock music" has
been used to designate a mixture of folk and rock music. The
text content and harmonic practices are closely aligned with
folk music and the rhythmic patterns of accompaniment and
melodic lines are more closely associated with rock music.
Because electric instruments are used, instrumentation.relates

more to rock than folk music.

Jazz music. The term "jazz music" has been utilized

to indicate instrumental or vocal music involving the use of
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improvization which comprises an abundance of complex
tertian sonorities, a somewhat freer rhythmic organization
than other types of popular music (allowing tempo and meter
changes) and, in some cases, relatively extended forms.
Instrumentation varies considerably in jazz ensembles, but
is generally centered around a rhythm section consistihg of
drums, keyboard, guitar and either acoustic or electric

bass.

Rock music. The term "rock ﬁusic" has been selected
to designate brimarily vocal music which is largely associ-
ated with guitar performance and composition. It is usually
consﬁructed of triadic harmonies, repetitive rhythms and sim-
ple formal structure. The instrumentation éf a character-
istic rock group would be electric guitar (s), electric bass,

drums and/or electric keyboard.

Soul music. The term "soul music" has been incor-
porated to describe essentially vocalbmusic which attempts
to express the hardships felt by many Negro Americans. This
expression is not entirely encompassed in the text of the
sonés. It is also portrafed in the "soulful" inflection of
the melodies which utilize flatted thirdg, fifths and sev-

enths as well as quarter tones to color characteristic



melodic patterns. The harmonic progressions are relatively
simple, but sonorities are usually more dissonant than those
typical of rock music. The rhythms are frequently quite com-
plex and driving, yet repetitive in the form of ostinati.
Forms are simple, many times with coda-like extensions at the
end. Instrumentation is generally comprised of electric gui-
tar, electric bass, electric organ, drums and an array of

trumpets, trombones and saxophones.,

Limitations

The classification of excerpts will deal with the
musical parameter of pitch and its specific subheading
"harmony". Therefore, examples have been limited to cate-~
gories concerning harmonic practices which are within the
scope of the textbooks considered.

The study does not compare a specific excerpt from
traditional literature with one from popular-youth music
literature. However, the harmonic practices of traditional
literature are cited as a basis for comparison with the
excerpts selected from the popular-youth music literature
surveyed.

The music chosen for the study has been limited to

that which is currently available on commercial recordings

17



and is considered potentially familiar to high school and

college students.

18



CHAPTER II
HARMONIC CADENCES

The survey of popular-youth music literature
for harmonic cadences produced a significant number of
excerpts exemplifying the traditional cadence formulae.
The definitions and discussions of perfect authentic,
imperfect authéntic, half, plagal and deceptive cadences
were found to be basically the same in each of the three
textbooks considered.

Approximately ninety-five percent of the surveyed
popular-youth music literature provided examples of per-
fect and imperfect authentic cadences. Examples of half,
plagal and deceptive cadences were found less often in the
popular-youth music literature surveyed than perfect and

imper fect authentic cadences.

Perfect Authentic Cadence
The following excerpts are a representativé sample
of perfect authentic cadences found in the popular-youth

music literature surveyed.
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"Blowin' in the Wind" (Ex. II-1)
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"Georgy Girl"” (Ex. II-3)
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It should be noted that each of these excerpts are

taken from the final cadences of the songs. Although



the end of the song is the most common place for the
occurrence of a perfect authentic cadence, excerpts
containing examples of perfect authentic cadences with-

in the piece may be found.

"Hey Jude" (Ex. II-4)

| L

N a
7 v el 1 - - %
S e o —
N ' 4 5 <
{ )¢ —) - ~
v J2) y Al e L
II l;) A" ()

F T -7 T

A seiection employing the difference in final-
ity between perfect authentic and imperfect authentic
cadences is the song "Cabaret" by John Kander. Fere the
composer has chosen these cadences to vary the final
phrase of the A section. 1In measures eighteen and nine-
teen of the first ending, an imperfect authentic cadence

closes section A, with the more final perfect anthentic

cadence occurring at the end of the repeated A section to

create a more conclusive ending.

"Cabaret" (Ex. II-5)
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Imperfect Authentic Cadence

used to close sections within the popular-youth music compo-
sitions.

fect authentic cadences in the surveyed literature.

The imperfect authentic cadence is most commonly

"Everybody's Talkin'" (Ex. II-6)
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The following excerpts illustrate the use of imper-



"Never on Sunday" (Ex. II-8)
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Half Cadence

The half cadence functions frequently in the popu-

lar-youth music literature surveyed as a less final cadence

within the composition. The following are several excerpts

exemplifying such harmonic practice.

"Brian's Song" (Ex. II-9)
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"Downtown" (Ex. II-10)
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"Mrs. Robinson" (Ex. II-11l)
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Plagal Cadence

The plagal cadence is also common to both the popu-
lar-youth music literature surveyed and traditional litera-
ture. Although it is a somewhat less final cadénce than the
perfect authentic cadence, it is widely employed as a con-~

clusive cadence in the surveyed literature.

"I Want to Hold Your Hand" (Ex. II-12)
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"The Danglin‘ Conversation“l (Ex. II-14)
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Variations of the plagal cadence were found to
occur in the popular-youth music literature surveyed with
similar frequency to traditional literature as depicted by
the textbooks considered. For example, Walter Piston in
Harmony states ". . . the minor form of subdominant harmony
is frequently used in the plagal cadence at the end.of a
movement in the major mode."? An excellent example of such

usage may be found at the final cadence of "Bridge Over

Troubled Water" by Paul Simon.

"Bridge Over Troubled Water" (Ex. II-15)
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In Elementary Harmony, Robert Ottman terms this
type of cadence (a note other than root in the melody) as
an imperfect plagal cadence, p. 97.

2Piston, p. 114,
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In a further discussion of plagal cadences, Piston
states ". . . the supertonic may be added to the subdominant
chord without impairing the effect of plagal cadence. "!
Piston states that in this progressién, the supertonic sev-
enth in first inversion may be considered as a substitute for
subdominant harmony.2 The song "My Way" by Jacques Revaux
and Claude Francois provides an example of this usage.

"My Way" (Ex. II-16)

| worg
I~
1}
Y
L8
=
o

)

a1

Y K

L
7

y Ad
— )
C: z?

e
\

The first volume of Materials and Structure of

Music states the plagal cadence is often used after the
final perfect or imperfect authentic cadence at the con-
clusion of a movement.3 The ending measures of "Let's
Get Together" by Chet Powers illustrates this cadence

formula.

2
lPiston, p. 1ll4. Piston, p. 114,

3Christ, I, p. 324,



"Let's Get Together" (Ex. II-17)
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In this excerpt the subdominant harmony functions as a

neighboring chord above the tonic note in the bass, thus

resulting in a tonic, supertonic in second inversion, tonic

progression.
Another use of the plagal cadence is discussed by

Robert Ottman in Elementary Harmony.l Here, Ottman pro-

vides examples of plagal half cadences. Ottman provides

no example from eighteenth and nineteenth century Western

art music literature of the plagal half cadence and states

that the plagal half cadence is not common.2 However, the
popular~-youth music literature surveyed provided an excel-
lent example of the plagal half cadence in the selection
"Those Were the Days” by Gene Raskin.

"Those Were the Days" (Ex. II-18)

lOttman, Elementary, p. 97.

2Ottman, Elementary, p. 97
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Deceptive Cadence

The most common deceptive cadence formula found
to be listed by each of the three textbooks considered
was the dominant to submediant cadence. The following
excerpts are two examples of this cadence which were

found in the popular-youth music literature surveyed.

"Georgy Girl" (Ex. II-19)
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"We Shall Overcome" (Ex. II-20)
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A variation of the dominant, submediant deceptive
cadence is discussed by Walter Piston in Harmony.l
Piston cites an example which interpolates the dominant
of the submediant between the dominant seventh and sub-
mediant triad. Although no examples of this specific pro;
gression dominant, dominant of the submediant, submediant
were located in the popular-youth music literature sur-
veyed, one variation appears in the early Beatles' song
"I Want to Hold Your Hand.” In this example, the dominant
triad is deceptively resolved to the dominant of the sub-
mediant triad, which is deceptively resolved to the sﬁb-
dominant triad. The dominant seventh chord which follows
is also deceptively resolved to the subdominant triad

before the final tonic is sounded.

"I Want to Hold Your Hand" (Ex. II-21)
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Summary

The employment of harmonic cadences in popular-
youth music literature is analogous to their employment
in eighteenth and nineteenth century Western art music
literature as presented in the textbooks considered.
Excerpts exemplifying perfect authentic, imperfec£
authentic, half, plagal and deceptive cadences were
- located in the popular-youth music literaéure surveyed.
The perfect authentic cadence is common to the surveyed
literature and although this cadence is primarily used as
a concluding cadence, it may also function as punctuation
within a composition. The imperfect authentic cadence
occufs primarily at the cadence points other than the final
cadence of a selection. The half cadence is consistently
used to provide a brief relaxation within a composition.
The plagal cadence functions as both a final and interme-
diary cadence in the popular-youth music literature surveyed.
The deceptive cadence is utilized to extend phrases and

heighten the expectation of the authentic or plagal cadence.



CHAPTER III
ROOT PROGRESSION-~TRIADS

Generally, the popular-youth music literature
surveYed and eighteenth and nineteenth century Western
art music literature contain similar types of root
motion in the progression of triads. As the following
disqussion will indicate, most examples of root progres-
sions which are common to traditional literature are
readily available in popular-youth music literature. How-
ever, there is one triad’which is noticeably missing in
‘popular-youth music literature. The diminished triad built
on the seventh degree in major is rarely used. In the sur-
veyed popular-youth music literature, very few examples of
this triad were found either in root position or in inver-
sion. The subtonic triad, however, is relatively common.
Approximately ten percent of the popular-youth music litera-
ture surveyed was found to cpntain this triad;

A composite of the root progression tables found in

Harmony,l Elementary Harmony,2 and Volume_I of Materials and

2

lPiston, p. 18. Ottman, pp. 186-187.
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Structure of Musicl has been used to determine which

progressions are to be cOnsidered common to eighteenth

and nineteenth century Western art music literature. The
following composite chart of root progressions shows a
combined listing of both common and less common root pro-
gréssions as listed by these textbooks. It should be noted
that if ahy one of.these textbooks designates the root pro-~
gression as common, it is considered common. The root pro-
gression of a triad may be to another triad or to a more

complex form of the designated chords.

COMPOSITE CHART OF ROOT PROGRESSIONS2

Common Less Common
I--any j -
1I--V, VII, I | II--III, IV, VI, I
III--VI, IV III--II, V, VII
iv--v, I, II, VII IV--III, VI
V--I, VI V--1v, II, III, VII
VI--II, IV, V VI--III, VII, I
VII--III, I VII--II, IV, V, VI

lchrist, I, p. 360.

2Because this is a composite chart of the progres-
sions in major and minor keys, large case Roman numerals
have been selected to indicate scale degree only. Case size
of Roman numerals used hereafter will be determined by chord
quality as dictated by the mode of the excerpt (i.e., major
and augmented chords, upper case; minor and diminished chords,

lower case).



33

Use of the Tonic Triad
in Progression

The composite chart of root progressions above
illﬁstrétes the freedom with which the tonic triad is
manipulated in traditional literature. Basiéally, the
same degree of freedom is utilized in the popular-youth
music literature surveyed as the following excerpts

illustrate.

Tonic-Dominant.l

"Never on Sunday" (Ex. III-1)
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"Sunrise, Sunset" (Ex. III-2)
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lAppendix B of this study contains a listing of
songs which exemplify the specific harmonic practices
discussed in this chapter.



“You've'Got a Friend" (Ex. III-3)
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Tonic-Subdominant.

"Leaving on a Jet Plane" (Ex. III-4)
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"Like a Rolling Stone” (Ex. III-5)
i , 1
) . € . F ; C
= i v e R
1 1.1 1 | T i ) S | 1 1/ | I | L
N — S —— ——~— Sy fr R s I ————
Y] . O
y LAY ad A —g
lﬁ A 9} 12 [ @1
¢ = Ir x

34



"Turn, Turn, Turn" (Ex. III-~6)
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Tonic-Submediant.

"First Time Ever I Saw Your Face" (Ex. III-7)
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"Mrs. Robinson" (Ex. III-9)
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"Leaving on a Jet Plane" (Ex. III-10)
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"Try to Remember" (Ex. III-12)
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Tonic-~-Mediant.

"Georgy Girl" (Ex. III-13)
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"My Way" (Ex. III-14)
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"The Weight" (Ex. III-15)
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Use of the Supertonic Triad
in Progression

The use of the supertonic triad
youth music literature surveyed closely
harmonic practices of traditional music
are, however, two progressions which do

surveyed popular-youth music literature

common by Robert Ottman in Elementary Harmony.

in the popular-
corresponds to
literature. There
not appear in the
that are considered

1  These pro-

gressions are the supertonic triad to tonic triad in second

inversion. It should be noted that the

progression super-

tonic triad to tonic triad is listed by Walter Piston as

less common and that the progression supertonic triad to

leading tone triad is not listed at all.?2 The other root

progressions listed in the three textbooks examined are

provided in the popular-youth music literature chosen for

this study.

lOttman, Elementary, p. 187. 2

Piston, p. 18.



Progressions listed as common.

Supertonic-Dominant:

"Impossible Dream"

(Ex. III-16)
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"Moon River" (Ex. III-17)
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Progressions listed as less common.

Supertonic-Mediant:

"Eve" (Ex. III-19)

Em

Supertonic~-Subdominant:

"Strangers in the Night"
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"Suzanne" (Ex. III-21)
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Supertonic-Submediant:

Progressions using these two triads are not represented
in the surveyed popular-youth music literature. However,
for excerpts exemplifying this root progression involving
seventh chords, see "Supertonic seventh in first inver-

sion-Subdominant” in Chapter IV of this study.

Use of the Mediant Triad
in Progression

All of the common mediant triad treatments desig-

nated in Harmony, Elementary Harmony, and Volume I of

Materials and Structure of Music are represented in the
popular-youth music literature examined. Also repre-

sented are all of the less common progressions with the

exception of mediant triad to leading tone triad. Although

the progression mediant triad to subtonic triad was not

categorized as either common or less common by any of the |

three textbooks mentioned above, this progression was
located in the popular-youth music literature surveyed.
The progression mediant triad to subtonic triad was found

to be relatively common to songs in the minor mode.

Progressions listed as common.

Mediant-Submediant:
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"San Francisco" (Ex. III-22)
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"There but for Fortune" (Ex. III-24)
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Mediant-Subdorﬁinant :

"Downtown" (Ex. III-25)
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Progressions listed as less common.

Mediant-Supertonic:

"Leaving on a Jet Plane" (Ex. III-28)
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"Up, Up and Away" (Ex. III-29)
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Mediant-Dominant:

"Monday, Monday"” (Ex. III-30)
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"A Whiter Shade of Pale" (Ex. III-31)
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Mediant~Subtonic:
"The Sounds of Silence" (Ex. III-32)
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' Use of the Subdominant Triad
in Progression

The use of the éubdominant triad in the popu-
lar-youth music literature surveyed corresponds clbsely
to its use in eighteenth and nineteenth century Western °
art music literature. The most frequent root progressions
utilizing subdominant triads in traditional literature
were found to be correspondingly the most prevalent also
in the éopular—youth music literature surveyed. Moreover,
the progressions listed as less common to traditional liter-
ature occurred in the popular-youth muéic literature sur-
veyed less often than progressions listed as common. One
exception to this relationship of usages exists with the
leading tone triad. No examples of subdominant triad to
leading tone triad progressions were loéated in the sur-

veyed popular-youth music literature.

Progressions listed as common.

Subdominant-Dominant:

"Everybody's Talkin'" (Ex. III-34)
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"Light My Fire" (Ex. III-35)
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“Mrs. Robinson"

(Ex. III-36)
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Subdominant-~Tonic:
"Both Sides Now" (Ex. III-37)
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"Hey Jude" (Ex. III-38)
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"Leaving on a Jet Plane" (Ex. III-39)
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Subdominant-Supertonic:
"Mrs. Robinson" (Ex. III-40)
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"There but for Fortune" (Ex. III-41)

™ ﬂ'"._'
) 4 > G . M‘E”' Ab’c ' A :
i ey K 51 11
n I
4 e vy~ L 7 S AN M HJ_ 4
: S N St 1
T 1 1 -~y
yaxy d re)
AL sl o) -
AR =1 " i
e
G T Vi Iv "

Progressions listed as less common.
Subdominant-Mediant:

"Raindrops Keep Fallin' on My Head" (Ex. III-42)
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Subdominant-Submediant:

"Downtown" (Ex. III-43)
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Subdominant-Subtonic:

"Up, Up and Away" (Ex. III-44)
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Use of the Dominant Triad
in Progression

The use of the dominant triad in the popular-
youth music literature surveyed is quite similar in
treatment to its use in traditional literature. As is
the case with the subdominant triad, the progressions
involving the dominant triad which were common and less
common to traditional literature were found to be cor-
respondingly represented in the popular-youth music liter-
ature sufveyed. The leading tone triad was not represented
in progression with the dominant triad. It should be noted
that root progressions involving the dominant triad were
not as prevalent as those involving the dominant seventh
chord in the popular-youth music literature surveyed. For
example, approximately ninety-five percent of the selections

considered utilize a cadentiaL formula of a dominant seventh



chord to a tonic triad, while less than five percent uti-

lize a cadential formula of a dominant triad to a tonic

triad.

Progressions listed as common.

Dominant-Tonic:

"The Last Thing on My Mind" (Ex. III-45)
h 9 C 0 6 uC _
A N i
s — 1\4}*
paCS—— Y %' _é_ L
r-4AY
/I‘ [®) o [#) (&)
2 )
C: T xT— T
"Monday, Monday" (Ex. III-46)
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"The Times They Are A-Changin'" (Ex., III-47)
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Dominant-Submediant:

"San Francisco" (Ex. III-48)

r ' —
2 oD ey 7 Em —3—¢C 1 &
—H o e o S s B —
e 54 =

¥*<3

G - Vi I

"We Shall Overcome" (Ex., III-49)
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Progressions listed as less common.

Dominant—Su'bdominant:l

"Dock of the Bay" (Bx. III-50)

lThis progression constitutes the greatest devia-
tion from the common harmonic practices described in the
textbooks considered. The progression dominant triad to
subdominant triad was found to be much more common than
the progression dominant triad to submediant triad in the
popular-youth music literature surveyed.
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“The Last Thing on My Mind" (Ex. III-51)
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Dominant-Mediant:
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"A Whiter Shade of Pale" (Ex. III-53)
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Dominant-Supertonic:

This specific root progression involving only a domi-
nant triad was not located within the surveyed popular-
youth music literature. However, several exaﬁples of a
dominant seventh chord to supertonic éeventh chord pro-
gression were located. For such examples, see "Dominant

seventh-Supertonic seventh" in Chapter IV of this study.

Use of the Submediant Triad
in Progression

When compared to the composite chart of root pro-
gressions presented earlier in this chapter, the use of
the submediant triad in the popular-youth music literature
surveyed would appear to be somewhat less closely aligned
‘with its use in traditional literature than other triads
previously discussed. However, because there does exist

some disagreement among the textbooks examined regarding
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the choice of common root progressions, it is queétionable
that this nonalignment is the result of diffe?ent submediant
triad use in the popular-youth music literature surveyéd.'
As stated earlier, if any textbook lists a root progression
as common, it then appears in the composite chart of root
progressions as common. The inclusion of the root progres-
sion of a submediant triad to dominant triad as a common
progression appears in Harmony; whereas, the first volume

of Materials and Structure of Music and Elementary Harmony

designate this progression as somewhat less common than a
submediant triad to a supertonic triad or a submediant triad
to a subdominant triad; However, for the most part, the
popular-youth music literature surveyed reinforces the
prevailing viewpoints presented in the textbooks con-
sidered. The progression submediant triad to dominant

triad was found to be less common than submediant triad

to subdominant triad in the popular-youth music literature
examined. Other progressions involving the submediant triad
were found to closely correspond with those presﬁribed by

the composite chart of root progressions.

Progressions listed as common.

Submediant-Supertonic:
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"Moon River" (Ex. III-54)
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"My Way" (Ex. III-55)
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"There but for Fortune” (Ex. III-56)
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Submediant~Subdominant:

"Blowin'

in the Wind" (Ex. III-57)
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"San Francisco" (Ex. III-58)
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"A Time for Us” (Ex. III-59)
. Tgb o
.Jﬂ"q 6. w0 Dm 1 ﬁ’lc;,"
L [ T C‘ H
| |
'1:;13 =] r»l s
9: 7 v v 1%



Submediant-Dominant:

"Leaving on a Jet Plane" (Ex. III-60)
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Progressions listed ac less common.

Submediant-Mediant:

"First Time Ever I Saw Your Face"

(Ex., III-61)
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"Georgy Girl"” (Ex. III-62)
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Submediant-Tonic:

"Downtown" (Ex, III-63)
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"Eleanor Rigby" (Ex. III-64)
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Use of the Leading Tone
Triad in Progression

Few examples of leading tone triad use appear in
the popular-youth music literature surveyed. Of these few
examples, none clearly exemplify leading tone triad usage
without a close association with dominant harmony. The
proximity of the leading tone triad and dominant triad is

usually so close that the diminished seventh triad func-

tions more as an inversion of the dominant seventh chord
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with an implied root rather than as a clear instance of
the leading tone harmony as a separate sonority. One
such example of leading tone to dominant harmony is
illustrated in the following excerpt:

"Eve" (Ex. III-65)
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It would be largely conjecture to p;ovide a
reason for scarce, separate leading tone triad usage.
However, it would seem logical that the composers of
this style, being generally interested in strong rhyth-
mic and harmonic qualities, would elect the st?onger

sonority since dominant and leading tone harmonic func-

tions are virtually the same. Here again, the close asso-

ciation between harmonic practices in the popular-youth
music literature surveyed and eighteenth and nineteenth
century Western art music literature is apparent. As
Piston states in Harmony, "In its [1eading tone triad]

action and effect this triad is really an incomplete
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dominant seventh chord and is so treated."l Earlier in
Piston's discussion, he states that the leading tone

triad ". . . can safely be omitted from the discussion of

root progression."2

Summary

The root motion of triads in the popular-youth
music literature surveyed is closely aligned with tradi-
tional harmonic practices as described in the textbooks
considered. Generally, the progressions listed as most
common by the textbooks considered wefe found to be most
common to the surveyed popular-youth music literature.
Correspondingly, the progressions listed as less common
were found to be less common to the popular-youth music
literature examined. The greatest deviation from tradi-
tional harmonic practices was found to be in the treatment
of the leading tone triad. Progressions involving this
triad are virtually nonexistent in the selections surveyed.
Also, the progression.dominant triad to subdominant triad
was found to be more common to the examined popular-youth
music literature than to traditional literature as indicated

in the te:xttbooks considered.,

lpiston, p. 19. 2Piston, p. 19.



CHAPTER IV
ROOT PROGRESSION~~DIATONIC SEVENTH CHORDS

In the popular-youth music literature surveyed,
the use of diatonic seventh chords is virtually the same
as the use of triads sharing the same root. This usage
closely parallels the use in eighteenth and nineteenﬁh
century Western art music literature and is substantiated
by Robert Ottman's statement: "Each chord is ordinarily
used in the same harmonic progressions as would the triad
with the same root."l 1In the popular-youth music litera-
ture surveyed, the seventh seems to be used largely for
its unique color, leaving the functional relationship of
the basic triad unchanged. Because of the close associa-
tion between triad and seventh chord root progressions,
the composite chart of root progressions listed in Chapter
III of this study will be used as a basis for comparing
traditional diatonic seventh chord usage with the popular-

youth music literature surveyed.

lottman, Advanced, p. 99.
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It was noted that the diatonic seventﬁ chords in
the major mode are much more widely used than the corre-
sponding chords from minor modes. Subsequently, the
diatonic seventh chords in the major mode provide more
useful examples for stylistic alignment with traditional
liferature. As mentioned previously, the diatonic sev-
enth chord in the popular-youth music literature surveyed
appears to be used for its specific color. This colox
seems to be usually reserved for the more tender, slow
songs of groups such as Chicago (i.e., "Colour My World")
or for the faster songs which have a clearer influence of
jazz, written by composers such as Burt Bacharach and
Jimmy Webb (i.e., "Close to You," "Up, Up and Away"). The
diatonic seventh chords are also very prominent in the
Broadway show music of Richard Rodgers, Frederick Loewe
and other writers of such soﬁgs. Diatonic seventh chords
are seemingly less prevalent in folk music oriented styles
such as folk or folk rock music. Also, soul and rock music
generally do not provide an abundance of diatonic seventh
chord examples. In these styles (folk, folk rock, soul,

rock), vertical sonorities are usually kept more simple1

lone example of a "taller" vertical sonority which
is used in soul and rock is the augmented ninth chord or
major-minor triad usage which will be further discussed in
Chapter VII of this study.



or are used in contexts which do not lend themselves to
the rather soft, warm quality of the diatonic seventh

choxrd.

Use of the Tonic Seventh
Chord in Progression

In the popular-youth music literature surveyed,
the tonic seventh chord appears much more often in major
mode than in the minor modes. Consequently, the tonic
major-major seventh chord sonority is used in closer asso-
ciation to traditional harmonic practices than the tonic
minor-minor seventh chord. The following progressions

closely relate to those in traditional literature.

Tonic seventh to supertonic harmony.

"By the Time I Get to Phoenix" (Ex. IV-1)
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"Downtown” (Ex. IV-2)
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"Sometimes" (Ex. IV-3)
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Tonic seventh to mediant harmony.

“Colour My World" (Ex. IV-4)
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Tonic seventh to dominant seventh of submediant

harmony.



"pPeople" (Ex. IV-5)
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Tonic seventh to subdominant harmony.

"Both Sides Now" (Ex. IV-6)
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Tonic seventh to dominant harmony. No root pro-

gressions involving tonic seventh chords to dominant har-

mony were located.

Tonic seventh to submediant harmony.

"One Less Bell to Answer" (Ex. IV-8)
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Tonic seventh to dominant seventh of supertonic
harmony.

"On a Clear Day" (Ex. IV-9)
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Tonic seventh to subtonic harmony. No root pro-

gressions involving tonic seventh chords to subtonic or

leading tone harmony were located.
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One further use of the tonic seventh ¢hord which
should be discussed is its progression to the secondary
dominant chord built on the first scale degree. The
chromatic line resulting from this progression creates

more motion toward the ultimate resolution of both chords.

Tonic to tonic seventh to dominant seventh of the

subdominant to subdominant.

"Cabaret" (Ex. IV-~10)
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The technique is utilized in the bass as a descending
line which may be passed to an inner voice for resolution

as illustrated in the following excerpt.
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“"Bridge Over Troubled Water" (Ex. IV-11)
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A similar technique employing the major seventh passing
to the added sixth is the basis for the first phrase of

the following excerpt.

"Strangers in the Night" (Ex. IV-12)
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Tonic to tonic in third inversion to subdominant
sixth. Another variation of the above téchniques involves

the same stepwise motion but with different harmony. Here
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the seventh is used in the bass to precede the sixth degree
which is harmonized with subdominant harmony.

"Brian's Song" (Ex. IV-13)

| §

SAQ# , A 4@*2.9*#'?%# JA

>
®

)

@

Use of the Supertonic
Seventh Chord in Progression

The use of the supertonic seventh chord in major
mode is quite simi1ar to both eighteenth and nineteenth
century Western'ért music literature and the poﬁular-youth
music literature surveyed. With the éxceptions of the root
péogressions supertonic seventh chord to subdominant har-
mony and supertonic seventh chord to leading tone triad, an
example of each root progression listed in the composite
chart of root progressions was found in the surveyed popu-

lar-youth music literature.

Root progressions listed as common.

Supertonic seventh to dominant harmony:



"Both Sides Now" (Ex. IV-14)
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"Gentle on My Mind"
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Root progressions listed as less common.

Supertonic seventh to mediant harmony:

“Alfie" (BEx. IV-17)
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"Do You Believe in Magic" (Ex. IV-18)
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Supertonic seventh in first inversion to submediant

harmony:

"Impossible Dream" (Ex. IV-19)
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Supertonic seventh to tonic harmony:

“T Will wait for You" (Ex. IV-20)
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"Sometimes" (Ex. IV-21)
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Use of the Mediant Seventh
Chord in Progression

In the popular-youth music literature survéyed,
the use of the mediant seventh chord is similar to that
of the mediant triad in that each is equally rare. In
the s_urveyed popular-youth music literature, no root pro-
Qfession was located which incorporated the root progres-

sion, mediant seventh chord to leading tone triad. The
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leading tone triad is extremely rare in the popular-youth
music literature surveyed. No progression was located
which utilized the root progression, mediant seventh chord
to dominant seventh chord. The dominant seventh chord and
the leading tone triad have almost identical functions and
are generally avoided following the mediant seventh chord

in the popular-youth music literature surveyed.

Root progressions listed as common.

Mediant seventh to submediant harmony:

"Alfie" (Ex. IV=-22)
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"My Way" (Ex. IV-23)
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"What Now My Love" (Ex. IV-24)
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Mediant seventh to subdominant harmony:

"Do You Believe in Magic" (Ex. IV-25)
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"Rainy Days and Mondays" (Ex. IV-26)
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"Walk on By" (Ex. IV-27)
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Root progressions listed as less common.

Mediant seventh to tonic harmony:

"Do You Believe in Magic" (Ex. IV-28)
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Use of the Subdominant
Seventh Chord in Progression

Use of the subdominant seventh chord in the popu-
lar-youth music literature surveyed corresponds with the
frequency and treatment of its use in traditional litera-
ture. The root progressions listed as common in the com-

posite chart of root progressions were found to be the most



77

common in the popular-youth music literature surveyed.
Except for the root progression subdominarnt seventh chord
to mediant seventh chord, which is more common to the popu-~
lar-youth music literature surveyed than the progression
subdominant seventh chord to supertonic triad, the progres-
sions listed as less common in the composite chart of root
progressions were found to be correspondingly less common.
As with the other seventh chords, no root progressions were
found which included the leading tone triad following the
subdominant seventh chord. Also, no progression from sub-

dominant seventh chord to submediant triad was located.

Root progressions listed as common.

Subdominant seventh to dominant harmony:

"By the Time I Get to Phoenix" (Ex. IV-29)
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"Sometimes” (Ex. IV~30)
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Subdominant seventh to tonic:

"Both Sides Now" (Ex. IV-31)
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"Wichita Lineman" (Ex. IV-32)
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Subdominant seventh to supertonic harmony:

No examples were located.

78



Root progressions listed as less common.

Subdominant seventh to mediant harmony:

"Sometimes" (Ex. IV-33)
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Subdominant seventh to subtonic harmony:

"This Guy's in Love With You"
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Use of the Dominant Seventh
Chord in Progression

In the popular-youth music literature surveyed,
as in traditional literature, the dominant seventh chord

is perhaps the most frequently used sonority with the

exception of the tonic triad. Approximately ninety
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percent of the surveyed popular-youth music literature
cdntain a traditionally treated dominant seventh chord.
The dominant triad, without the added diatonic seventh,
occurs less frequently in the popular-youth music litera-
ture surveyed than does the dominant seventh chord.
Generally, the addition of the seventh to the domi-
nant triad is more functionally governed than the addition
of the seventh to the other diatonic triads. The seventh
of the dominant triad is added to heighten the direction
or "pull"” of the dominant seventh chord toward the chord of
resolution; whereas, with the other triads, the seventh is
used more for a color difference. When the seventh of the
dominant triad is employed melodically at an imperfect authen-
tic cadence point, it is almost always resolved in a tradi-
tional manner as shown in the following 2xcerpts.

"Everybody's Talkin'" (Ex. IV-35)
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A common melodic practice is to ornament the resolution

of the sevénth to the third of the tonic triad.



"My Way" (Ex. IV-36)
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"Never on Sunday" (Ex. IV-37)
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In general, the composers of popular-youth music consis-

tently adhere to the traditional resolution of the melodi-

cally used seventh.

Note the ornamental resolution of the

seventh an octave above in the following excerpt.

"Try to Remember" (Ex. IV-38)
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Correspondingly, the leading tone is almost always

resolved traditionally when it is used melodically.

"Blowin' in the Wind" (Ex. IV-39)
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"Those Were the Days’ (Ex. IV-40)
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The resolution of the leading tone is frequently ornamented,

but the resolution is still quite complete.

"There but for Fortune" (Ex. IV-41)
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When the seventh or third (active tones) of the
dominant harmony is used in an inner voice, the traditional‘
resolution becomes somewhat questionable. However, the com-
posers of popular-youth music do undoubtedly hear the need
for traditional resolution of these active tones when they
are used in a predominantly melodic role. In Chapter V of
this study, excerpts illustrate that the corresponding
active tones in secondary dominant chofds are also resolved
where used linearly. Examples of common and less common
root progressions utilizing the dominant seventh chord are
provided in the popular-~youth music literature surveyed with

the exception of those involving the leading tone triad.

Root progressions listed as common.

Dominant seventh to tonic harmony:
For examples of this progression, see Examples IV-35

through IV-39.

Dominant seventh to submediant harmony:

"I Want to Hold Your Hand" (Ex. IV-42)
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"We Shall Overcome" (Ex. IV-43)
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Root progressions listed as less common.

Dominant seventh to subdominant harmony:
Sometimes, the subdominant harmony is merely interpolated

between the dominant seventh chord and the tonic triad as

illustrated in the following excerpt.

"People” (Ex. IV~44)
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Dominant seventh to supertonic harmony:

"Never on Sunday" (Ex. IV-45)
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A relatively common root progression is the dominant

seventh chord to the supertonic seventh chord in first
inversion. Most often the supertonic seventh chord is
used as a substitute for subdominant harmony. In the
following excerpt, the supertonic harmony is used to

effect a plagal-type cadence rather than the expected

authentic cadence.l
"My Way" (Ex. IV-456)
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indicating the composer's intent.

Note the notation of the Dm’ as a F added 6th



Dominant seventh to mediant harmony:

"My Way" (Ex. IV-47)
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Use of the Submediant Seventh
Chord in Progression

fhe use of the submediant seventh chord in the
popular-youth music literature surveyed corresponds to its
usé in traditional literature. An example of each progres-
sion listed as common by the composite chart of root pro-
gressions was located in the surveyed popular-youth music
literature. Examples of two progressions listed as less

common, submediant seventh chord to mediant triad and



submediant seventh chord to tonic triad, were not pro-
vided in the body of popular-youth music literature used
for this study. However, the less common progression

submediant seventh chord to dominant triad was located

in the surveyed popular-youth music literature.

Root progressions listed as common.

Submecdiant seventh to supertonic harmony:

"People" (Ex. IV-49)
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"Strangers in the Night" (Ex. IV-50)
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"Try to Remember" (Ex. IV-51)
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Submediant seventh to subdominant harmony:

"ﬁainy Days and Mondays" (Ex. IV-52)
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Root progressions listed as less common.

Submediant seventh to dominant harmony:

"San Francisco" (Ex. IV-53)
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Use of the Leading Tone
Seventh Chord in Progression

The leading tone seventh chord, like the leading
tone triad, is rarely used in the popular-youth music liter-
ature surveyed, and thus constitutes one marked difference
in the harmonic practices of popuiar—youth nmusic literature
and traditional literature. ﬁowever, this difference is not
as great as might first be imagined. Walter Piston, speak-
ing of the leading tone seventh, states that it is ". . .
usually'an incomplete dominant ninth."1

Although the incomplete dominant ninth chord (lead-
ing tone seventh) is rare, the use of the complete dominant
ninth chord is not uncommon to the popular-youth music liter-
ature surveyed. Approximately eight percent of the selec-
tions surveyed provide examples of such usage. As is the
case with the leading tone triad, composers of popular-youth
music have consistently chosen the stronger implied dominant
root in place of the leading tone harmony.2 One example
does exist, however, exemplifying the use of the leading tone

seventh chord in a non-dominant capacity.

lpiston, P. 253.

2Further discussions of ninth chord usage may be
found in Chapter VI of this study.
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“Moon River" (Ex. IV-=54)
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Summary

The use of diatonic seventh chords in the popular-
youth music literature surveyed closely corresponds to
their usage in traditional literature. The added seventh,
except in the case of the dominant seventh chord, is most
generally used for color rather than to effect a functionai
change on the diatonic triad.

Composers of p§pular—youth music have consistently
used the diatonic seventh chord with a frequency ;ike that
of traditional harmonic practice. The most common progres-
sions invol&ing diatonic seventh chords in the popular-youth
music literature surveyed are the same progressions listed
as most common to traditional literature, thus reinforcing
the usefulness of popular-youth music literature as an
educational aid to the understanding of music across stylis-

tic boundaries.



CHAPTER V
ROOT PROGRESSION-~SECONDARY DOMINANT CHORDS

Secondary dominant chord use in the popular~youth
music literature surveyed is analogous to its application
in eighteenth and nineteenth century Western art music
literature.l As is the case with the dominant seventh
chord,2 the treatment of active tones is generally very
traditional and is most apparent when employed either in
bass or melodic lines. When used in inner voices, resolu-
tion becoﬁes difficult to determine, and due to the homo-
phonic nature of the instruments commonlyvused (i.e., guitar),
the careful resolution of each voice is not treated as essen-
tial. Most chords of resolution arelcomplete, consequently,
the resolution notes of the active tones are present. How-

ever, exactly which voice contains the note(s) of resolution

lIt should be noted that secondary dominant sevenths
are much more frequently used than are their triadic counter-
parts, again illustrating the composer's preference for
stronger functional sonority.

, 21n Harmony, Piston states that the same principles
of resolution apply to both dominant~tonic and secondary
dominant progressions, p. 167.
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is not of utmost importance because the number of voices

'freely changes. For example, with the guitar, thé number
" of notes in each chord is governed by positions which are
chosen for convenience or vertical sound, rather than for
the number of voices based on resolution of active tones.
The resulting polarization of parts with less emphasis on
inner voices is not without parallels in some eighteenth

and nineteenth century Western art music literature.

Use of the Dominant of the
Supertonic in Prodgression

Examples of traditional harmonic practice were
located in the popular-youth music literature surveyed.
In each case of the dominant of the supertonic, no irregu-
lar resolutions, in terms of root motion, were represented
in the surveyed literature. However, there is some irregu-
lar treatment of melodically used active tones and quality
of resolution chord (i.e., the progression doﬁinant of the

supertonic to dominant of the dominant).

"My Way" (Ex. V-1)--Note the irregular melodic treatment

of the active tones.
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"Aljce's Restaurant" (Ex.,V-2)--No resolution of a melodi-

cally used seventh occurs.
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"Georgy Girl" (Ex. V-3)--No active tones in the dominant

of the supertonic are employed in the melody.
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Use of the Dominant Seventh
of the Mediant in Progression

The dominant seventh of the mediant in major is
comparatively rére in the popular-youth music literature
surveyed. This is, perhaps, due to the infrequent occur-
rence of any sonority built on the seventh degree of the

scale or to the relatively infrequent use of the mediant
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triad. The popular-youth music literature surveyed pro-

duced only one example of dominant seventh of the mediant.

"Moon River" (Ex. V-4)

N An A Asg S A De gl
2 T — b ——1 o
YA : 1 F - Ig _‘ﬁ._‘u -
74— ——1—T1—1 o
v . T |
L3e
— = & S
Ll Il - L w4 - 9
C. Vi YHE sy T i’ I",‘,’ i yv1i

The dominant seventh of the mediant triad in minor
is relatively common in the popular-youth music literature
surveyed. Approximately five percent of the literature
surveyed provides such application. This greater occur-
rence of the medianf in minor may possibly be attributed
to its relative major relationship with the tonic.

"If You Go Away" (Ex. V-5)--No melodic use of active tones

occurs.
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"Sunrise, Sunset" (Ex. V-6)--Note the traditional treat-

ment of the seventh used melodically.
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Use of the Dominant Seventh
of the Subdominant in Progression

The use of the dominant seventh of the subdominant
progressing to the subdominant triad is common to the popu-
lar-youth music'literature surveyed. Approximately ten
percent of the.selections examined provide examples of this
progression. The progression is sometimes enhanced by the
addition of the diatonic seventh before the secondary domi-

1

nant. As with the other dominant sevenths, when active

tones are used melodically, they are usually resolved
traditionally.

"Raindrops Keep Fallin' on My Head" (Ex. V-7)--Note the

lFor a more complete discussion of this progression,
see Chapter IV, "Use of the Tonic Seventh Chord in
Progression."”



retardation of the temporary leading tone across the

barline.
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"Hey Jude" (Ex. V-8)--Note the embellished resolution of

the flatted seventh.
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"My Way" (Ex. V-9)--No active tone is employed melodically

in this excerpt.
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Use of the Dominant and the
Dominant Seventh of the Dominant in Progression

Examples of both‘the dominant triad of the domi-
nant and the dominant seventh chora'of the dominant are
provided in the surveyed literature. Approximately forty-
three percent of the selections examined utilizing this
secondary dominant,4use the dominant triad of the dominant.
This percentage is much higher than the percentage for
other secondary dominant triads. The literature surveyed
revealed no apparent explanation for this difference other
than the proliferation of the dominant triad and therefore,
its‘secondafy dominant. In terms of root motion and voiée
leading, this secondary dominant is generally handled

traditionally.

Regular resolutions.

"Bridge Over Troubled Water"” (Ex.. V-10)

—_—
32 b7
21 e Eﬂzﬂb F 8

i r
a 74 -l
Y4 | Y o AY 1 1 ! ]
UJFV\: L] ' X ) I
1 1 +
|
YR Lot
s U Ll
VA PLL 2
L Y re) L4
o
(]

Tk CH L % T

"Georgy Girl" (Ex. V-1l)
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"Cabaret" (Ex. V-12)
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Irreqular resolutions. One selection exemplify-

ing the irregular use of the dominant triad of the dominant
was located. 1In the following example, the dominant of the
dominanf is resolved to a leading tone diminished seventh
chord in first inversion which is then resolved to tonic
harmony. Although not a regular resolution, this is a
horizontally logical progression. Note the notation of

the B diminishedvseventh as an F minor triad with added
sixth. Althouéh the bass note normally would have been

F, the recording retains the D natural from the previous'

measure.
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"Goin" Out of My Head" (Ex. V-13)
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Use of the Dominant and Dominant
Seventh of the Submediant in Progression

The traditional use of the dominant seventh chord
of the submediant occurs in approximately eight percent
of the popﬁlar—youth muéic literature sﬁrveyed. Two irregu-
lar uses of the dominant triad of the submediant were located
and found to be traditional, irregular resolutions. All
other examples containing the dominant triad of the submediant
were treated as regular resolutions, with active tones gen-

erally beihg resolved traditionally where used melodically.

Reqular resolutions.

"Blowin' in the Wind" (Ex. V-14)
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"Moon River" (Ex. V-15)--Note the embellished active

tone resolution.
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"Society's Child" (Ex. V~16)--Note the embellished active

- tone resolution.
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Irreqular resolutions.

Dominant of the submediant to dominant of the supertonic:

"Georgy Girl" (Ex. V-17)
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Dominant of the submediant to subdominant:

"Dock of the Bay" (Ex. V-~18)
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Use of the Dominant Seventh
of the Subtonic in Progression

One example of the progression, dominant of the
subtonic to the subtonic triad was located in the popular—
youth music literature surveyed. The traditional resolu-
tion of this secondary dominant seventh of the subtonic is
exemplified in the following excerpt.

"New York Mining Disaster, 1941" (Ex. V-19)--Note the
embellished resolution of the melodic active tone in

this excerpt.

b

101



102

One further example of the major-minor seventh
built on the subdominant degree is the non-functional use
of the minor seventh added to the subdominant triad for
color. .The p:ogression dominant seventh of the subtonic
to a seventh chord built on the tonic triad is not a

traditional, irregular resolution.

"Ode to Billy Joe" (Ex. V-20)
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Use of Secondary Dominants
in Succession

Two especially good examples of successive secon-
dary dominants we£e'located in the poPular-Youth music liter-
ature surveyed. The first excerpt exeﬁplifies the use.of
successive secondary dominants without the added seventh.

"Georgy Girl" (Ex. V-21)--Note the traditional resolution

of the melodic secondary leading tones.
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The second excerpt illustrates the use of succes-
sive secondary dominant sevenths.
"Spinning Wheel" (Ex. V-22)--Note the traditional resolu-
tion of the seventh. This melodic formula becomes the

basis for the first three phrases.
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Summary

The use'of secondary dominant harmony is reasonably
common to the popular-youth music literature surveyed.
Approximately twenty-four percent of the songs examined uti-
lize some type of secondary dominant function. Perhaps, the

most interesting fact concerning their application is the
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difference between dominant and secondary dqminant har-
monies in terms of melodic active tone resoluﬁion. In
the case of the primary dominant, moét active tones that
are used melodically are resolved traditionally. The
examinationlof secondary dominants produced a high per-
centage of examples containing traditionally resolved
melodic active tones. Traditional handling of active
tones continues to prevail in the examples of secondary
dominants, but less extensively than in the primary domi-
nants. The apparent reason for such a phenomenon is that
thé dominant seventh is used at or near cadence points
more often than secondary dominants. Hence, the melodic
emphasis on the active tones of the dominant seventh is

heightened and their resolution is more likely.



CHAPTER VI

NINTH, ELEVENTH, THIRTEENTH

AND AUGMENTED SIXTH CHORDS

The use of the ninth, eleventh and thirteenth
chords in the popular-youth music literature surveyed
corresponds closely with eighteenth and nineteenth cen-
tury harmonic practices described in the textbooks con-
sidered. Excerpts are provided in the popular-youth
music surveyed which involve two types of treatment of
the rhythmically prominent dissonant element as found
in traditional literature:

1. Descending stepwise motion following the

ninth, eleventh or thirteenth above the
bass.

2. Leap motion following the ninth, eleventh

or thirteenth above the bass;

Sonorities involving the ninth, eleventh and thir-
teenth above the bass seem to be more abundant in music of
song writers such as Burt Bacharach, Bert Kaempfert,

Francis Lai, Henry Mancini, Jim Webb, Michel Legrand and

105 .
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others who are, perhaps, more closely associated with
motion picture soundtrack or Broadway musical composi-
tion. Perhaps, these composers are more influenced by
jazz which is traditionally comprised of tall, tertian

sonorities.

Ninth Chords

In Advanced Harmony, Ottman classifies five types

of ninth chords: "(a) complete ninth chords1 in which the
ninth resolves simultaneously with the chord change;" " (b)

complete ninth chords in which the ninth resolves before a

change of chord;" "(c) complete ninth chords in which the
seventh and ninth are arpeggiated;" " (d) complete ninth
ll2

chords with irregular resolutions of the ninth; and " (e)

ninth chords in sequence."3
This classification system was selected as the

basis for the following discussion of ninth chords because

it seems the most concise classification presented in the

lIn Advanced Harmony, bttman considers ninth chords
complete if the ninth, and the seventh are present. The
third and/or f£ifth may be omitted.

2Ottman considers, as do the other authors, that the
normal resolution of the ninth is downward by step. Irregu-
lar resolutions are those in which the ninth moves in some

other manner.

3Ottman, Advanced, pp. 235-40.
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textbooks censidered. It should be noted, however, that no
important disagreement was evident among the authors con-
.cerning ninth, eleventh and thirteenth chords.

In the popular-youth music literature surveyed,
several examples ffom each category above were located with
the exception of ninth chords in sequence. This rather
specialized type of ninth chord treatment is described as
one in which ninth and seventh chords are created through
a series of suspeneions.

Excerpts were selected which illustrate the var-
ious ninth chord treatments described by Ottman. The
-following excerpts exemplify these specific treatments

melodically.2

Complete ninth chords with the ninth resolving

simultaneously with the change of harmony.

“Moon River" (Ex. VI-1)
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lOttman, Advanced, p. 240.

2Further ninth chord examples are provided in
Appendix E.



In "Quiet Nights of Quiet Stars" the major ninth is
employed above a minor triad. The tonal center at this
point in the song is somewhat ambiguous; subsequently,
only pitch and quality analyses are used.

"Quiet Nights of Quiet Stars" (Ex. VI-2)
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In the following excerpt, the ninth is utilized above an
augmented dominant triad. It should be noted that the

diatonic seventh is also present in an inner voice,

"Alfie" (Ex. VI-3)
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Complete ninth chords utilizing a ninth resolution

before the harmony change.,




"Strangers in the Night" (Ex. VI-4)

"A Man and a Woman" (Ex. VI-5)
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An interesting variation of the ninth chord that resolves
before a change of harmony is found in the selection "On

a Clear Day." In the following excerpt, the major ninth

is altered to become a minor ninth before resolving to

the root.

"On a Clear Day" (Ex. VI-6)
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An excerpt taken from the popular-youth music literature
selection "What Now My Love" provides an illustration of
the ninth being a relatively less important non-harmonic

tone.

"What Now My Love" (Ex. VI-7)
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Complete ninth chords with arpeggiated seventh

and ninth.

"A House is Not a Home" (Ex. VI-8)
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"On a Clear Day" (Ex. VI-9)--The entire sonority is

outlined by the melody.
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Complete ninth chords incorporating irreqgular

resolutions.

"Wives and Lovers" (Ex. VI-10)--Note the irregular leap

of a perfect fifth from the ninth.
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"The Windows of the World" (Ex. VI-1ll)--The major ninth

resolves upward.
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"People"

(Ex. VI-12)--Note the upward resolution of the

major ninth.
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"A Man and a Woman"

(Ex. VI-13)~-~After the introduction

of the ninth, it dissolves into another harmony.
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"Sometimes" (Ex. VI-14)--This excerpt further illustrates

the dissolution,

rather than the resolution of the ninth.
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Chords of the Eleventh and the Thirteenth

The use of the eleventh and thirteenth chords in
the popular-youth music literature surveyed corresponds
closely with traditional harmonic practices described in
the textbooks considered. Each author discusses the use
of the eleventh and thirteenth above the bass as being
rhythmically prominent non-chord tones. This practice is
essentially the one considered by Ottman: "Most vertical
sonorities containing an eleventh or thirteenth above the
bass will prove to be simply a triad or seventh chord
above which is a non-harmonic tone."l Piston also con-
siders this treatment most common: "The effects generally
referred to as eleventh and thirteenth chords are brought
about by the melodic means of the appoggiatura and the sus-

pension, and also by the use of the pedal."2

Eleventh chords. The following excerpts exemplify

several rhythmically prominent elevenths above the bass

which are in non-harmonic tone configurations.
Approached and left by step:

"The Look of Love" (Ex. VI-15)

lOttman, Advanced, p. 241. 2Piston, P. 246.



114

N > D5ty & 4 An” Y Bb
- e - 1Y t‘}  wa—— X +—5— =
e e e e S

i S N o
YY)
VAN 44 Py “;,
. = = re) —
d i’ () v’ YLQ“)

Approached by step and left by step in opposite direction:

"Strangers in the Night" (Ex. VI-16)
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Approached by leap and left by step in the opposite

direction:

"Moon River" (Ex. VI-17)
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Approached by step and left by third in the opposite
direction:

"Sometimes" (BEx. VI-18)
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Another traditional practice involving the eleventh
is discussed by Walter Piston: "What.is commonly referred
to as the dominant eleventh is ordinarily the subdominant
triad sounding ovér the dominant pédal.“l The following
excerpt exemplifies the complete subdominant triad arpeg-
giatéd over the dominant note in the bass.

"Didn't We" (Ex. VI-19)

1
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lPiston, p. 266.
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Another closely related treatment may be found in
an excerpt ffom "Impossible Dream" by Mitch Leigh. 1In
this excerpt, the supertonic seventh chord (complete in
inner voices) is sounded above the dominant hote in the

bass.

"Impossible Dream" (Ex. VI-20)
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One further application involves the use of a
superimposed seventh chord over a different bass note.
In the followihg excerpt taken from the popular-youth
music song "Mellow Yellow" by Donovan Leitch, the minor
déminant.seventh is used above thélﬁonic pedal.

"Mellow Yellow" (Ex. VI-21)
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Popular-youth music literature also contains
examples which illustrate further developed treatments
of the eleventh sonority characterized by the inéreased
freedomvwith which the dissonant element is treated.
Such treatment involves the horizontal movement which
does not equate with non-harmonic tone configuration and
does not result from triad/pedal. The following excerpts
taken from the popular-youth music examined illustrate the

free treatment of the dissonant note.

"Whoever You Are, I Love You" (Ex. VI-22)
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"Rainy Days and Mondays" (Ex. VI-23)
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"This Guy's in Love With You" (Ex. VI-24)
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Thirteenth Chords.

The following excerpts

taken from the popular-youth music literature surveyed

exemplify several rhythmically prominent thirteenths

above the bass which are in non-harmonic tone configu-

rations.

Approached by leap and left by step in the opposite

direction:
"Alfie" (Ex. VI-25)
=7 | "
\ . s £ 7
At "Fﬁﬁpg' ‘s =
(N - © v
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Suspended from preceding harmony:
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"A Man and a Woman" (BEx. VI-26)
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Anticipates the change of harmony:

"What Now My Love" (Ex. VI-27)
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Although not as prevalent as the unresolved
eleventh, the thirteenth was also found in the popular-
youth music literature surveyed ip other than non-har-
monic tone configurations. The following excerpt exem-
plifies arpeggiations of the thirteenth and, coinciden-
tally, the augménted_eleventh.

"On a Clear Day" (Ex. VI-28)
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Augmented Sixth Chords

The use of augmented sixth chords in the popular-
youth music literature surveyed corresponds rather closely
with traditional harmonic practices described in the text-
books considered.' Although some disagreement in exact
nomenclature was found among the authors, each textbook
presents the most common treatment of the augmented sixth
interval as being expansion and the most common treatment
of the diminished third interval as being contraction.

In the surveyed literature, there exists a high percentage
of augmented sixth chord examples utilizing traditional

resolutions. Approximately eight percent of the popular-
youth music literature surveyed contain at least one usage
of an augmented éixth chord. Approximately six percent

contain ﬁraditibna; resolutions of these chords. Although
there are no conciete statistics concerning the frequency

of augmented sixth chord use in eighteenth and nineteenth
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century Western art music literature, it is assumed by
this writer that the six to eight percent freQuency in
the popular-Yquth music literature surveyed is approxi-
mately equal to that found in a cross section of tradi-
tional literature.

In order to clarify the following discussion of
augmented sixth chord treatments, several systems of label-
ing should be discussed. Each excerpt will be given with
vthe-chord symbol (as found in the printed copy) and the
scale degree designation of the sounding root. A table
illustrating the equivalent labelings presented in the text-
books considered is provided on the following page. The
Italian sixth is omitted from the table because no examples
were located in the popular-youth music literature surveyed.

In the surveyed literature, examples of augmented
sixth chord treatment are sometimesvrepresented with inter-
esting techniques of harmonic labeling. For example, a
chord progression labeled "Eb;" (E, G#ﬁ Bb, D) is the quiv-.
alent of a French si#th on B (8", D, E, 6#7. Another
interesting example of the progression labeled "c7" to "Em"
represents a German sixth on C (C, E, G, ﬁ#) to E minor in
the second inversion (B, E, G). This progression provides

the correct resolution of the augmented sixth interval.



German Sixths

Scale Degree of

: Piston Ottman Christ
Sounding Root
6 7G 6
b2 VIIgb vii Gr. ¢
6 6
b5 IIIgt 11176 Gr. g
6¥F
he Tvsh Fiv?C er. &
¥
b7 vs v7C Gr.
French Sixths
Scale Degree of Piston Ottman Christ
Sounding Root
6
h 2 v% v Fr. 6
6
bs 14 i’ Fr. 6
3
6 7F
X ng ii Fr. 6
6
b7 1114 iv’F Fr. 6
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An example of the progression "e’" to “Em" is found in
an excerpt from "Waist Deep in the Big Muddy" by Pete
Seeger.

"Waist Deep in the Big Muddy" (Ex. VI-29)

Jk’gtg \ g Em .57 Em
l 1 ‘\\-“1 '——‘——‘—%#7-‘ =
Q
be . ——4‘ \
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2 Berom & ;',;. Iq : '?

Reqular resolutions. The selections below illus-

trate several examples of traditionally resolved augmented
sixth chords. Each excerpt exemplifies melodic resolution
of at least one of the notes of the augmented sixth interval.?l

"I Will wait for You" (Ex. VI-30)

ST a7
A 9 Feus F/p EmT b.b nl / P‘M""Dﬁl
1°4 1 1 1 1
1
:@1—9-6—-?1} P z utiPL 7 mo—
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gt c—;c7” =
d mwt? 07 Gume 1Y 7

ladditional selections containing augmented sixth
chords may be found in Appendix E.



An example of augmented sixth chord use is found in

"Alice's Restaurant." This excerpt illustrates the free-
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dom, in terms of scale degree basis, with which augmented

chords are utilized in popular-youth music literature.
In the excerpt below, the French sixth is built on the
flatted seventh degree of the scale.l

"Alice's Restaurant" (Ex. VI-31)

7-5 7 q ”
N = C E_-8 40 6 s C
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C. I Fronb? X'/ JZ?&; T T

"Raindrops Keep Fallin®' on My Head" also provides another
variation of scale degree construction. Here, the German
sixth is built on the flatted fifth degree of the scale

and is misspelled (B instead of ch).2

lNone of the authors considered list an example
of corresponding French sixth construction. However, in
Volume II of Materials and Structure of Music, a clear
example is shown of a German sixth built on the flatted
seventh degree of the scale, p. 161. :

2An example of German sixth chord use on the

flatted fifth degree of the scale in traditional literature

occurs in Prelude No. 22 in G minor by Frederic Chopin,
measure 24.
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In Materials and Structure of Music, the authors

state that the augmented sixth chords ". . . are clearly
embellishing or brnamental chords that arekclosely tied

to a diatonic resoiution chord."l The capacity of the
augmented sixth chord in the popular-youth music litera;
ture surveyed is élso generally ornamental. Nevertheless,
the resolution of active tones is adhered to by the song
writers who have employed these sonorities. In "Those Were
the Days” by Gene Raskin, the chord is inverted so that the
augmented sixth interval is in the bass with the sounding
root occurring in £he-melody; Both tones are traditionally
resolved.

"Those Were the Days" (Ex. VI-33)

lehrist, II, p. 155.
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Irreqular resolutions. In Advanced Harmony, Ottman

discusses an irregular resolution of augmented sixth chords
in which each tone of the chord is lowered a semi-tone to
1 . .
the complete dominant seventh chord. This progression,
na 7Gll " 7" n n 1] 7ll - | 3
iv to "V or "Gr. on 6" to "V is represented in
the popular-youth music selection "Sunny" by Bobby Hebb
in which tones of the minor seventh (augmented sixth)
interval are not used melodically.

"Sunny" (Ex. VI-34)
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lottman, Advanced, p. 217.
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Summaryi
| The ninth, eleventh and thirteenth chords are used
quite extensively in the‘popular-ycuth music.litetature sur-
veyed. Approximately ten percent of the selections examined
contain at least one illustration of reasonably ﬁraditional
use with the exception of ninth chords in sequence. No exam-
ples of this ninth chord treatment as classified by Ottman
were located in the popular-youth music literature surveyed.
Ninth chord examples seem to be substantially more common
than either the eleventh or thirteenth chord examples. The
eleventh is apparently used more often than the thirteenth.
This relative frequency of occurrence (ninth more than either
the eleventh or thirtéenth) seems to generally correspond
with that of traditional literature. Songs which contain the
greater concentration of ninth, eleventh and thirteenth chords
are those which reflect a greater influence of jazz, Broad-
way musicals or motion picture soundtradksf
The use of augmented sixth chords in the popular-
youth muéic literature surveyed also corresponds to tradi-
tional literaturevpractices. Approximately eight percent of
the selections examined contained at least one usage of an
augmented sixth chord. In the popular-youth music literature

surveyed, the éugmented sixth chords are generally found in
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non-modulatory passages and used in passing capacities.

The Italian sixth ghord is noticeably absent.from this
style. Possibly, this may be attributed to the vertical
conception of most sonérities, thus making voice leading
considerations less important. Subsequently, thé omission
of the sounding fifth in the Italian sixth would be unnec-
essary for linear reasons. The subtle difference.in the
vertical sound between the Italian and German sixth is per-
haps too slight to make a strong aural impressionzon the

composer of popular-youth music.



CHAPTER VII
EXTENSIONS OF TONALITY

In addition to the traditional harmonic practices
discussed in the preceding chapters, the popular-youth
music literature surveyed also contains many examples which
are illustrative of the extended use of tonality. Selec~
tions are readily‘available which illustrate borrowed chords,
horizontal and vertical mixture of modes and melodic and
harmonié construction hased on church modes. Each excerpt
seems to exemplify the song writer's intuitive aural and/or
intellectual familijarity with chord treatments which extend

the strictly traditional harmonic vocabulary.

Borrowed Chords

Advanced Harmony is the only textbook considered

which devotes an entire chapter to the discussion of bor-

rowed chords., In this textbook, Ottman lists several sonor-

ities as possible borrowed chords in traditional literature.l

lOttman,’ Advanced, p. 123.

129
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Two of these chords, the minor subdominant triad and tﬁe
subtonic triad (in major keys), were found to be relatively
common to the popular-youth music literature surveyed. In
the selections examined, the use of the minor subdominant
triad in major mode was found in approximately six percent
of the popular-youth music literature surveyed. The sub-
tonic triad was located in approximately seven percent of

the literature examined.

The borrowed subdominant triad. The first bor-

rowed chord discussed by Ottman is the minor subdominant.l
In an example given by Ottman the minor subdominant is pre-
ceded by the major subdominant.? This treatment is one of
the most common found in the popular-yocuth music literature
surveyed. The followiﬁg excerpts illustrate such practice.

"Bridge Over Troubled Water" (Ex. VII-1)

b T ab b
42 Ab Cn nﬂ[ l‘uusE
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lHarmony_ and Materials and Structure of Music also
discuss the use of the minor subdominant in major. 1In the
latter textbook, borrowed chords are referred to as mutated
forms.

2Ottman, Advanced, p. 124.
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"My Way" (Ex. VII-2)
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Another excerpt which illustrates the use of the
minor subdominant is found in "Strangers in the ﬁight" by
Singleton, Snyder and Kaempfert. In this selection the
borrowed triad is preceded by the supertonic triad. This
progression still permits the chromatic movement from the
sixth tq the fifth degree which, in this excerpt, is pre-
sent in an inner voice.

"Strangers in the Night" (Ex. VII-3)
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“Cabaret" by John Kander illustrates the melodic

treatment of the altered tone which is resolved with the



'change of harmony. Note the embellished treatment of the
active tone.

"Cabaret" (Ex. VII-4)

b &b
) = E L 2 E
" L N 1 | = e pe

e e e e e
YY) i

e o 1 £ L2

L | T A, 2
L | AT L L2

2 & v 5)'_

The borrowed subtonic triad.l Use of the subtonic

triad in a major key is relatively common to popular-youth
music literature.? It may be used to precede the dominant
chord as in the following excerpts.

"By the Time I Get to Phoenix" (Ex. VII-5)
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lOttmari does not discuss the borrowed subtonic in
the chapter entitled "Borrowed Chords." The discussion is
located in the chapter entitled "Augmented Sixth Chords."

2

discusses or illustrates the use of the subtonic triad in
major, p. 194. :

132

Advanced Harmony is the only text considered which
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"Georgy Girl" (Ex. VII-6)
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The subtonic triad may precede the subdominant triad as

exemplified in the following excerpt.

"Hey Jude" (Ex. VII-7)
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Also, the subtonic triad may precede tonic harmony.

"Pirst Time Ever I Saw Your Face" (Ex. VII-8)
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of the subtonic triad under the heading "Extensions of

In Harmony, Piston discusses an interesting use




the Secondary Dominant Principle."1 In the discussion
Piston designates an example as the subdominant of the
subdominant triad. In "Bridge Over Troubled Water" by

Paul Simon, an analogous example may be found.

- "Bridge Over Troubled Water" (Ex. VII-9)

T

Mixture of Modes
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Each of the textbooks considered discusses the mix-

ture of modes in eighteenth and nineteenth century Western

art music literature. Advanced Harmony by Ottman calls it

"temporary change of mode."2 1In Harmony by Piston the term

is "interchange of modes."3

utilized in Materials and Structure of Music.4
should not be considered synonymous out of context as the
authors are discussing somewhat different specific treat-

ments. However, each term deals with the use of, or

lPiston, p. 329.

3Piston, p. 145.

The term "modal references" is

2Ottman, Advanced, p. 1l16.

4Christ, II, p. 354.

The terms
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allusion to more than one mode or scale within a relatively

short musical idea. The authors of Materials and Structure

of Music state that these usages ". . . involve the use of
materials which imply certain modes rather than rigidly
adhering to them."l several examples of similar practices
may be found in the.popular—youth music 1iteraturersurveyed.
"It Was a Very Good Year" (Ex. VII-1l0)--Several modes are

briefly implied in the first nine measures after the

introduction.
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"Dock of the Bay" (Ex. VII-11)--The horizontal and vertical
combinations of the ﬁure minor .(aeolian) and the major mode

are illustrated in this excerpt.

lchrist, II, p. 353.
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"Aguarius" (Ex. VII-12)--This song from the rock opera

"Hair" provides an especially good example of modal

mixture.
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"Bad Side of the Moon" (Ex. VII-13)--Note the vertical com-

bination of major and minor.
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rorizontal Mixzure
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‘Modal Writing

The popular-youth music literature surveyed pro-
vides several examples which illustrate modal writing. In
these examples the melodies and harmonies are modal with

little or no major orientation.

Dorian.

"Crescent Moon" (Ex. VII-14)
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"A Taste of Honey" (Ex. VII-15)
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"A T~~te of Honey" (Ex. VII-15), continued
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Mixolydian.

"If I Were a Carpenter" (Ex. VII-16)
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"Let's Get Together” (Ex. VII-17)
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Aeolian.

“The Sounds of Silence" (Ex. VII-~18)
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"A Time for Us" (Ex. VII-19)
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Summary

The popular-youth music literature surveyed pro-
vides several facets of harmonic manipulations which expand
tonality. The surveyed literature illustrates borrowed
chords, mixture of modes and modal writing in sufficient
number to provide useful examples. With significant fre-
quency the composers of popular-youth music style utilize
expanded horizontal and vertical vocabularies of sonorities. '
" The éxcerpts presented in this chapter may prove beneficial
in the discussions of late nineteenth and early twentieth
century techniqueé of tonality expansion in terms of clear

or ambiguous tonal center orientation.



CHAPTER VIII
SUMMARY AND CONCLUSIONS

The present study attempted to identify and clas-
sify certain harmonic practices from the broad field of
popular music for the purpose of establishing pafallel uti-
lization in the theoretical study of music from the eigh-
teenth and nineteenth century. The term "popular-youth
music" was designated to represent selected musical exam-
pPles which are potentially familiar to young people of high
school and college ages.

The outcomes of the study include excerpts and a
diséography of popular-youth music selections which serve
to illﬁstrate the harmonic practices classified. It was
not the intent of the writer to suggest that popular-youth:
music replace Western art music in the music thebry curric-~
ulum; rather, the compilation provides a source of readily
available supplementary material for utilization in the

study of music theory at the university level.

Purpose of the Study
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The purpose of the study was to assess the pop-
ular-youth music literature surveyed for its value in
providing excerpts which exemplify certain harmonic prac-
tices characteristic of eighteenth and nineteénth century
Western art music. ' In addition, the study was concerned
with locating and classifying popular-youth music excerpts
exemplifying modality and its effect on harmonic structure.
Relatedly, the study endeavored to provide a single source
compilation of readily available supplementary material
which may be integrated into the study of music theory at

the university level.

Hypotheses. The general hypotheses emerging from

the major purpose of the study were concerned with the
availability of'excerpts from popular-youth music litera-
ture which exemplify traditional harmonic usages, the

effect of modal writing on harmony and the compilation of
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a discography which exemplifies these characteristics. The’

findings of the study support the general hypotheses and
are discussed in greater detail in a later portion of the

present chapter.

Rationale. The rationale for the study was derived

from the writer's experience as a teacher of music theory
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at the university level and the general movement in contem-
porary music education to expand the curriculum to include

a wide variety of musics. The concept of an expanded music
curriculum to increase the relevancy and comprehensiveness

of music study is supported in the first four objectives

of the Music Educators National Conference GO Project.

Objective 1 (top priority): Lead in efforts
to develop programs of music instruction challenging
to all students, whatever their socio-cultural con-
dition, and directed toward the needs of citizens in
a pluralistic society.

Objective 2 (top priority): Lead in the develop-
ment of programs of study that correlate performing,
creating, and listening to music and encompass a diver-
sity of musical behaviors.

Objective 3 (top priority): Assist teachers in
the identification of musical behaviors relevant to
the needs of their students.

Objective 4 (top priority): Advance the teach-
ing of music of all periods, styles, forms, and
cultures.l

Due to the influence of mass communication, a great
deal of popular-youth music is familiar to the typical col-
lege student. It has been observed through the university

teaching experience of this writer that considerable inter-

est among students may be stimulated by the incorporation

l"Contemporary Music Project:‘ MENC Goals and
Objectives Project," Music Educators Journal, LIX (May,
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of such familiar popular-youth music selections into music
theory classes.

| These observatiohs of increased student interest
and the general movement to expand the music curriculum
formed the basic rationale for the study. It was, there-
fore, rationalized that the findings of the study would be
educationally beneficial to the student of traditional
harmony through presenting familiar excerpts upon which
to base understandings. In addition, the study provides
the college theory instructor with a compilation of popu-
lar-youth music selections which serve to supplement tra-
ditional harmonic study by illustrating harmonic practices

in a more familiar and contemporary idiom.

Procedures

Primary Source. . A definitive source of popular-

youth music literature is the commercial recording. The
printed copy of many popular-youth music literature selec-
tions does not present the authentic performance informa-
tion as is the case with the score of eighteenth and nine-
teenth century Western art music. Therefore, recordings
have been used as the primary musical source to ensure

familiarity and authenticity to the students.



Criteria for inclusion. The primary criteria for:

inclusion of selections from popular-youth music litera-
ture were based upon their potential familiarity to high:
school and college students. In determining familiarity,
the popularity of each selection was governed by the fol-
lowing criteria:
l. The music must be presently available on a
commercial recording.
2. The music must be presently available in’
printed form.
3. The music must have emerged as a commonly
requested work during the writer's ten years
of performance experience with popular-youth

music literature.

Literature to be surveyed. The above criteria

resulted in the representative sample consisting of 110
selections from popular-youth music 1iterature.1 Eighty-

two of the selected songs appear in one volume entitled

2

Great Songs of the Sixties. An additional twenty-eight

1a complete listing of the songs used is provided

in Appendix G.

2Okun.
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songs were chosen and included to represent songs

written since 1969.

Principles determining classification. The prin-

ciples determining cliassification of excerpts were drawn
from commonly used music theory textbooks.1r2:3:4.5 qpese
textbooks were chosen primarily for their wide acceptance
by and availability to college music theory teachers.
Harmonic practices of eighteenth and nineteenth
century Western art music discussed in these textbooks were
used for the classification of excerpts. Chapters II
through VII were designed to specifically illustrate the
harmonic practices of eighteenth and nineteenth century
Western art music as found in the popular-youth music lit~-
erature surveyed: Chaptér II--Harmonic Cadences; Chapter III.
--Triads (Root Progression); Chapter IV--Diatonic Seventh
Chords (Root Progression); Chapter V--Secondary Dominant
Chords (Root Progression); Chapter VI--Ninth, Eleventh, Thif—
teeﬁth and Augmented Sixth Chords; Chapter VII--Extensions

of Tonality.

2
1Christ, I. Christ, II.

3
Ottman, Elementarv. 4Ottman, Advanced .

5Piston.
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Method of presenting excerpts. Each excerpt pro-

vides the melodic line and system of harmonic labeling found
in the printed score. 1In addition, each excerpt provides
the‘functional harmonic analysis and a reduction of the bass
line to the note most prominent in each vertical sonority.
Inner voices are indicated only where bass of melodic lineé
do not contain the specific factor discussed (i.e., seventh
of a major-minor seventh or altered tone in a harmonic

chord).

Appendices. Appendix A provides a nomenclature of

harmonic labelings found in the surveyed popular-youth music'
literature. Appendices B through F correspond respectively
with Chépters III-VII. Appendix G is a complete discography
for the surveyed literature. At least two recordings (gen-
erally one 45 RPM and one 33 1/3 RPM) are listed for each
entry. Appendix H lists the current addresses of recording

companies included in the discography.

Findings

The analysis of the popular;youth music literature
surveyéd providedAmany excerbts which}exeﬁplify harmonic
practices of eighteenth and nineteenth century Western art

music. Traditional harmonic usages, modal writing and its
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effect on harmony in the popular-youth music literature
surveyed were fognd to have a closé alignmgnt with those

in eighteenth and nineteenth century Western art music lit-
erature as described in the textbooks‘considered. Also the
printed copies of the popular-youth music selections used
ih this study were found to have closeAalignment with the |
commercial recording in terms of the specific aspects exem-
plified in the study (i.e., harmonic progression, active
tone resolution). Outcomes relating to specific harmonic
practices are provided in the subsequent portions of the

present chapter.

- Cadences. Approximately ninety-five percent of the
surveyed popular-youth music literature provided exampies of
perfect and imperfect authentic cadences. Examples of half,
plagal and deceptive cadences were found less often in the
popular-youth music literature surveyed than perfect and
imperfect authentic cadences.' The voice leading principles
and relative finality associated with these cadences were

exemplified in the surveyed popular-youth music literature.

Root Progression--Triads. Generally, the popular-

youth music literature surveyed and traditional literature

contain similar types of root motion in the connection of
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triads. Each root progression listed as common and less
common in the textbooks considefed was located in the pop-
ular-youth music literature surveyed with the exception of:
supertonic triad to submediant harmony; dominant triad to
supertonic harmony; and root progressions involving the
leading tone triad in root progression with chords other

than the dominant seventh chord.

Root Progression--Diatonic Seventh Chords. In the

popular-youth music literature surveyed, the use of diatonic
seventh chords is virtually the same as the use of triads
sharing the same root. Each root progressioﬁ listed a§

common or less common in the textbooks considered was located
in the popular-youth music literature surveyed with the excep-
tions of: tonic ?efenth chord to dominant harmony; tonic
seventh chord to leading tone or subtonic harmony; and sub-

dominant seventh chord to supertonic harmony.

Root Progression--Secondary Dominant Chords. The
use of secondarj dominant harmony is reasonably common to
the popular-youth music literature surveyed. Approximately
twénty-four percent of the songs examihed utilize some type
of secondary dominant function. ‘he popular-youth music

literature used for this study provides at least one excerpt
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| exemplifying each secondary dominant éhord with its regular
- resolution. _Thelharmonic treatment of secondary dominant
chords in the popular-youth music literature survéyed is
analogous with its harmonic application in traditional
literature. As is the case with the éominant seventh chord,
the treatment of active tones is generally traditional and
is most apparent when employed either in bass or melodic

lines.

Ninth, Eleventh, Thirteenth and Augmented Sixth

Chords. The ninth, eleventh and thirteenth chords are used
quite extensively in the popular-youth music literature sur-
veyed. Approximately ten percent of the examples surveyed
contained at least one illustration of feasonably-traditional
use. Ninth chord examples seem to be substantially more com-
mon than either the eleventh or thirteenth‘chord examples.
The eleventh is apparently used more often than the thir-
teenth. ‘This relative frequency of occurrence (ninth more
than either the eleventh or thirteenth) seems to generélly
correspond with that of traditional literature. Songs which
contain the greatest concentration of ninth, eleventh and
thirteenth chords are those which reflect a greater influence

of jazz, Broadway musicals or motion picture soundtracks.
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Approximately eiéht percent of the popular-youth
music literature surveyed contained one example of augmenﬁed
sixth chord usage. The use of augmented sixth chords (Ger-
man and French sixths) in the popular-youth music literature
surveyed also corresponds to traditional literature har-
monic practices. In the popular-youth music literature sur-
veyed, the augmented sixth chords are generally found in
non-modulatory passages and are used in passing capacities.

The Italian sixth chord is noticeably absent from
this style. Possibly, this may be attributed to the verti-
cal conception of most sonorities, thus making voice leading
cqnsiderations less important. Subsequently, the omissioﬁ
of the sounding fifth in the Italian sixth would be unneces-
sary for linear reasons. Also, the subtle difference in the __
vertical sound between the Italian and German sixth is per-
haps too slight to make a strong aural impression on the com-

poser of popular-youth music.

Extensions of Tonality. In addition to the harmonic

bractices discussed in the preceding chapters, the popular-
youth music literature surveyed also contains many examples
which ére illustrative of the extended use of tonality.

Selecﬁions are readily available which illustrate borrowed

chords, horizontal and vertical mixture of modes and melodic



and harmonic construction based on church modes. Each

excerpt seems to exemplifyvthe song writer's intuitive

‘aural and/or intellectual familiarity with chord treat-
ments which extend the strictly traditional harmonic

vocabulary.

Conclusions

Hypotheses relating to the major purpose of the
study were generally supported in the findings. The study
revealed a close alignment of harmonic practices between
eighteenth and nineteenth century Western art music and
the popular-youth music literature surveyéd. As disclosed
by the findings reported, the hypotheses of the study are
supported, and it may be further concluded tha£ other sam-
plings of popular-youth music literature will provide a
significant number of excerpts exemplifying traditional har-
monic practices.

As a result of the writer's professional experience
as a teacher of music theory at the university level and per-
sonal experience with popular-youth music literature, the
close alignment of harmonic practices between popular music
and eighteenth and nineteenth century Western art music was
observed. However, the outcomes of the study disclosed an

even stronger relationship in harmonic practice than was



expected. For example, in the areas of triad and seventh
chord root progressions, almost every progression listed
as most common to eighteenth and nineteenth century West-
ern art music by the textbooks considered was found to be
common to the popula£-youth music literature surveyed.

It is, therefore, concluded b& this writer that
the aural effect of these progressions so permeates the
contemporary musical experience that composers of popular-
youth music literature use these common progressions from
environmentai experience as well as musical training. Con-
sequently, students who are familiar with popular-youth
music literature also possess aural experience with many of
the harmonic practices of eighteenth and nineteenth century

Western art music before any formal music theory training.
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It would seem to this writer that including this aural-intel-

lectual link between contemporary musical experience and
eighteenth and nineteenth century Western art music should

facilitate the assimilation of traditional harmonic prac-

tices. It is this writer's view that the study of a variety

of music as recommended by the National Association of

Schools of Music2 and the Music Educators National

Specific exceptions to this statement are provided
in "Findings," pp. 147-52.

2NASM, p. 3.
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1

Conference™ is served by the incorporation of popular-

youth music literature into the music theory curriculum.

Applications

It is not the intent of the writer to suggest
that traditional excerpts be replaced by more popular
types. Rather, the compilations derived from the study
are presented as a source of readily'available material
which may be integrated into the study of music theory at
the university level.

Because of the influeqce of mass media and the
close alignment of harmonic practices between traditional
literature‘and the popular-youth music literature surveyed,
students are exposed to popular-youth music exemplifying
the principles covered in traditional harmonic study. It
would seem to the writer, therefore, that the utilization
of popular-youth music in the furthering of students' aural,
visual and intellectual awarenesses of harmonic practices
is a logical step toward a more comprehensive musical edu-
cation. Furthermore, it would also seem to the writer that
familiar excerpts exemplifying modal writing and its effect
on ha;mony may well enhance the study and understanding éf

modal writing.

lKlotman, PP. 6-7.
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It was not within the scope of this study to pro-
vide lesson plans or units of instruction incorporating
popular-youth music literature. Rather, it was rational-
ized that by providing a classification of excerpts exem-
plifying traditional harmonic usages and the effect of
modal writing on harmony, the teacher of music theory would
be able to include examples from popular-youth music liter-
ature determined by the individual needs of the specific
class. |

Recommendations for
Further Study

A search of the related literature provided no doc-
toral dissertations or articles which specifically related
to the incorporation of popular-youth music into the college
theory curriculum. As noted previously, the absence of such
materiai is assumed by the writer to be for the following
reasons{

1. The relatively short history of interest

in popular-youth music by music educators.

2. The lack of familiarity with the style among

many college music theory teachers.

Because of the lack of previous scholarly research

in the area of harmonic practices as found in popular-youth
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music literature, almost any further study of an additional
sampling of fhe popular-youth music literature would be
useful. In this study excerpts have been presented which
exemplify close alignment of harmonic practices bestween
traditional literature and popular-youth music literature,
but the scope of the study has dictated that the contrasting
of all four parametric characteristics of popular-youth
music not be discussed. XKnowledge of popular-youth music
literature could be increased by a multi-parametric study.
Forvexample, a detailed study of all musical parameters
exploring similarities and differences between traditional
literature and popular-youth music literature would further
increase the understanding of popular-youth music specifi-
cally and music in general.

The popular-youth music selections used as examples
in this study generally exhibit traditional harmonic usage.
However, the music of certain composers discussed in Chapter
VII of this study (i.e., Jethro Tull, Elton John) utilize
treatments of modal writing and its effect on harmony which
extend the traditional use of tonality. Therefore, it would
seem to the writer that a detailed study of the music of
composers who extend tonality (i.e., Jethro Tull, Elton John,

Bernie Taupin, Robert Lamm, James Pankow) would be valuable.
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Research of popular-youth music literature for toﬁality
extension could glean insights relating to future develop-
ments in popular-youth music. By providing familiar exam-
"ples of tonality extension and possible tonal ambiguity,
such research may disclose an additional bridge between the
- study of eighteenth and nineteenth century Western art music
literature and the study of twentieth century music

literature.



APPENDIX A

Nomenclature of Popular-Youth Music

Chord Labelings
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Nomenclature of Popular-Youth Music

Chord Labelings

Triads
1. major 2. minor (m or min.)
S C F G Cm Fonin. Gm
Van 1 V_1
A = o3 & - o)
N g L2 b h "’5 [&) —
UR=S

3. augmented (+5 or #5)

8

4, diminished (-5, bs ore )

N ) ) e obs) gl g
£ fr?( $.03 Vh;(
L B ) YN Vil Yo
A A yo) e vV H 92 r®) o
5 =
Added sixths and sixths with ninth
l. in major 2. in minor
N Ccé c? Comb Cmé?
L o Fay
© T <
- et S
p-% -é- vz. 14
Seventh Chords
1. major-major 2. minor-minor
. ' . 7
5 Cmﬂ;" Fmﬁ}7 #é-mn)" Cm 'FM" f‘[:‘q
- 13 X/4 b1\
= ; £ e 5
&
3. diminished~-minor 4. major-minor
A SR - N o
b ke 11 v o) ;S
i e——ibg 2 g
\£=3 -

5. diminished-diminished

Cmitd

Eonilés) LG,,,lé 5)

©’

=3
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Ninth Chords
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Thirteenth Chords

1. major-major-major 2. major-minor-major
G 9
) Cowd i g9 e Vg 67
o — =
4 -3 g :g:
3. major-minor-minor 4. minor-minor-major
c_(‘q) b p@?) G@) Cm? /"'-71 7 G‘m?
A ; s 7
b2y b
& E:3 'S
5. major-minor-augmented
h ), el )
s #5
& #
.Eleventh Chords
1. diatonic 2. augmented
) . i
y € ."-‘Qf ¢’ ¥ ¢ L‘Q‘F 6"
4 - "‘. 174 ? 1) s
F/AMY | 4 L'd A
Ll7 g & j‘

l. diatonic eleventh

2. augmented eleventh

Augmented Sixth Chords (misspelled)

l. German 2. Italian 3. French
c” ey ¥
=—"rg ¥ e
I & - &

i}
5 F? /5 ) o) s
N < bR @ P o G
A L ! 4 . i
e b3 3
A P4 - b 4 (4]
= 3 3
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Root Progression--Triads
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- Root Progressions--~Triads

Supertonic

II-V:

"Impossible Dream"”
"Leaving on a Jet Plane"
"Moon River"

"Mr. Tambourine Man"
"There but for Fortune"
"Try to Remember"

II-III:
- "There but for Fortune"
II-IV:
| "Impossible Dream"
"Strangers in the Night"”
"The Times They Are A-~Changin'"
II-I:
"Suzanne"
Mediant
III-I:
"Let the Sunshine In"
"The Sounds of Silence"
III-IV:

"Downtown"

"First Time Ever I Saw Your Face"

"Georgy Girl"
"If You Go Away"
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"Suzanne"

"Those Were the Days"

"A Time for Us"

"The Weight"

"A Whiter Shade of Pale"

III-VI:

"San Francisco"
"The Sounds of Silence"
"There but for Fortune"

IiI—II:

"If You Go Away"
"Leaving on a Jet Plane"
"Up, Up and Away"

III-V:

"If You Go Away"
"Monday, Monday"
"A Whiter Shade of Pale"

III-VII:

"The Sounds of Silence"
"A Time for Us"

Subdominant
Iv-Vv:

"Downtown"

"Everybody's Talkin'"

"Georgy Girl"

"I Want to Hold Your Hand"
"King of the Road"”

"Like a Rolling Stone"

"Mrs. Robinson"

"A Time for Us"

"The Times They Are A-Changin'"

Iv-I:
"Both Sides Now"
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IV-II:

IV-III:

IV-VI:

IV-VIiI:

Dominant

V-1

"Georgy Girl"
"Hey Jude"

"I Wish I Knew How It Would Feel to be Free"

"If I Were a Carpenter"
"Leaving on a Jet Plane"”
"Like a Rolling Stone"
"Little Boxes"

"Mellow Yellow"

"Moon River"
"Satisfaction"

"San Francisco"”
"Suzanne"

"A Time for Us"

"The Times They Are A-Changin'"
"The Weight"

"Both Sides Now"

"Do You Believe in Magic"
"Hey Jude"

"If You Go Away"
"Impossible Dream"

"Mrs. Robinson"

"My Way "

"There but for Fortune"”

"Impossible Dream"”
"Raindrops Keep Fallin' on My Head"

"Impossible Dream"
"Downtown"

"This Guy's in Love With You"
"Up, Up and Away"
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"King of the Road"

"The Last Thing on My Mind"
"Monday, Monday"

"The Times They Are A-Changin'"

V-1Vv:
"Dock of the Bay"
"The Last Thing on My Mind"
"Like a Rolling Stone"
"We Shall Overcome"
V=V1I:
"San Francisco"
"A Time for Us"
"We Shall Overcome"
V~-I1I:
"A Whiter Shade of Pale"
V-VII:
» IlEve (1]
Subnrediant
VI-II:
"By the Time I Get to Phoenix"
"Moon River"
lIMy Way n
"A Taste of Honey"
"Triere but for Fortune"
VI=-IV:

"Blowin' in the Wind"

"I Want to Hold Your Hand"
"Moon River"

"Mrs. Robinson”

"San Francisco"

"A Time for Us"

"The Times They Are A-Changin'"
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VI=-V:

VI-III:

VI-I:

Subtonic

VII-V:

VII-IV:

VII-I:

"Yesterday"

"Leaving on a Jet Plane"

"Downtown"

"First Time Ever I Saw Your Face"

"Georgy Girl"

"I Want to Hold Your Hand"
"Impossible Dream"

"Let the Sunshine In"

"The Sounds of Silence"

"A Time for Us"

"Walk on By"

"Downtown"
"Eleanor Rigby"
"Mrs. Robinson"

"By the Time I Get to Phoenix"

"Dock of the Bay"
"Georgy Girl"
“Try to Remember"

"Hey Jude"
"If I Were a Carpenter”
"A Time for Us"

"FPirst Time Ever I Saw Your Face"

"Let the Sunshine  In"
"The Sounds of Silence"
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VII-III:
"Up, Up and Away"
 VII-I:

"First Time Ever I Saw Your Face"
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Root Progression--Diatonic Seventh Chords
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Root Progression--Diatonic Seventh Chords

Tonic
17-1:

"Goin' Out of My Head"
"Quiet Nights of Quiet Stars"

17-11:

"By the Time I Get to Phoenix"
"Downtown"

"Gentle on My Mind"

"The Girl from Ipanema"

"Goin' Out of My Head"

I/-11I:

"Alfie"
"Colour My World"
"People"

"Both Sides Now"

"By the Time I Get to Phoenix"
"Dovntown"

"Impossible Dream"

"On a Clear Day"

"Try to Remember"

"Wake Up Sunshine”

"walk on By"

"People”
"A Time for Us"

1/-VII:
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Oon a Clear Day"
"P., M. Mourning"

Supertonic

II7-V:

7

II -III:

IT ' =VI:

II -I:

Mediant

III’-1I:

"Alfie"

"Aquarius"”

"Both Sides Now"
"Cabaret"

"Carousels"

"Everybody's Talkin'"
"Gentle on My Mind"

"Hey Jude"

"If You Go Away"
"Leaving on a Jet Plane"
llMy Way 1]

"On a Clear Day"
"People"”

"Strangers in the Night"
"Turn, Turn, Turn"

"Alfie"
"Do You Believe in Magic"

"Impossible Dream"

"Alfie"

"Goin' Out of My Head"
"I Will wait for You"
"If You Go Away"
"Sometimes"”
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"Sunrise, Sunset"”
III’-1V:.

"Do You Believe in

Magic"

"Rainy Days and Mondays"

'"Walk on By"
III7-VI:

"Alfie"

“Cabaret"

llMy Way n

"What Now My Love"
III7—II:

"Impossible Dream"
Subdominant
IV7-V:

"Both Sides Now"

"By the Time I Get

"People"

"Sometimes"

"Wichita Lineman"
IV7-II:

"Do You Believe in
v/-TII:

Do You Believe in

"Impossible Dream”

"Sometimes"
IV/-VII:

to Phoenix"

Magic"”

Magic"

"This Guy's in Love With You"

"Try to Remember"
"Up, Up and Away"
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Dominant

v/-1:

vV =VI:

v/ -1v:

V' =II:

vI-III:

"Everybody's Talkin'"”
"Hey Jude"

"I Wish I Knew How It Would Feel to be Free"

"If You Go Away"

"Leaving on a Jet Plane"

"Let the Sunshine In"

"Little Boxes"

"Marieke"

"Moon River"

" MY Way "

"Never on Sunday"

"People"

" Sunny "

"Sunrise, Sunset"”

"There but for Fortune"

"The Times, They Are A-Changin'"
"Try to Remember" :

"I Want to Hold Your Hand"
"We Shall Overcome"

"Like a Rolling Stone"
"People"

llMy Way n
"Never on Sunday"
"Papa's Got a Brand New Bag"

llMy Way n
"Try to Remember”
"What Now My Love"

Submediant
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vi/-11;

vi/-1v:

VI -V:

Vi -~-I:

"Alfie"

"On a Clear Day"
"People”

"Strangers in the Night"
"Try to Remember"

"What Now My Love"

"Rainy Days and Mondays"

"San Francisco"

"Moon River"
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Root Progression--Secondary Dominant Chords
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Root Progression--Secondary Dominant Chords

Dominant of Supertonic

"Alfie"

"Alice's Restaurant"”

"Georgy Girl"

"MY Way 1]

"On a Clear Day"

"Raindrops Keep Fallin' on My Head"

Dominant of Mediant

"Goin' Out of My Head"
"If You Go Away"

"Moon River"

"Sunrise, Sunset"”

Dominant of Subdominant

"Bridge Over Troubled Water"

"Cabaret"

"Hey Jude"

"I Will Wait for You"

"I Wish I Knew How It Would Feel to be Free"
1] My way |1}

"Ode to Billy Joe*™

"Raindrops Keep Fallin' on My Head"
"Sunrise, Sunset"”

Dominant of Dominant

"Alice's Restaurant"

"Bridge Over Troubled Water"
"Cabaret"

"Georgy Girl"

"Goin' Out of My Head"
"Marieke"

"Mr. Tambourine Man"
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"People”

Dominant of Submediant

"Blowin' in the Wind"

"By the Time I Get to Phoenix"

"Dock of the Bay"

"Georgy Girl"

"I Wish I Knew How It Would Feel to be Free"
"Moon Riwver"

"People"

"Society's Child"

» Sunny n

Dominant of Subtonic
"Moon River"

"New York Mining Disaster, 1941°"
"On a Clear Day"”



APPENDIX E

Ninth, Eleventh, Thirteenth

and Augmented Sixth Chords

177



Ninth, Eleventh, Thirteenth

and Augmented Sixth Chords

Ninth Chords

Complete ninth chords.

neously with the chord change.

“Alfie"
"Moon River"
"Quiet Nights of Quiet Stars"

Complete ninth chords.

" chord change.

"A Man and a Woman"

"On a Clear Day"

"Rainy Days and Mondays"
"Strangers in the Night"
"What Now My Love"

Complete ninth chords.

arpeggiated.

"A House is Not a Home"
"On a Clear Day"

Complete ninth chords.

"A Man and a Woman"
"People"”

"Sometimes" )

"The Windows of the World"
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Seventh and ninth are

Ninth resolves irregularly.



"Wives and Lovers"

Eleventh Choxrds

Nonharmonic tone confiqurations.

"Didn't wWe"
"Impossible Dream"
"The Look of Love"
"Mellow Yellow"
“Moon River"

"Raindrops Keep Fallin' on My Head"

“Sometimes"

- "Strangers in the Night"
"They Don't Give Medale"
"This Guy's in Love With You"

Not in nonharmonic tone configurations.

"Rainy Days and Mondays"
"Whoever You Are, I Love You"

Thirteenth Chords

"Alfie"

"A Man and a Woman"
"On a Clear Day"
"What Now My Love"

Auggented Sixth Chords

Reqular.

"Alice's Restaurant"
"T Wwill wait for You"
"Moon River”

"Raindrops Keep Fallin' on My Head"

"Those Were the Days"
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Irreqular.

"Is That All There Is"
[1] Sunny 1]
"Waist Deep in the Big Muddy"”
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Extensions of Tonality

Borrowed Chords

Subdominant.

"Bridge Over Troubled Water"
"Cabaret"

"Goin' Out of My Head"

uMY Way "

"People"”

"Strangers in the Night"
"There but for Fortune"

Subtonic.

"Bridge Over Troubled Water" (IV/IV)
"By the Time I Get to Phoenix"
"First Time Ever I Saw Your Face"
"Georgy Girl"

"Hey Jude"”

*I Want to Hold Your Hand"

"Is That All There Is"

Mixture of Modes

Horizontal combinations.

“Aquarius"

"Dock of the Bay"

"Goin' Out of My Head"
"It Was a Very Good Year"

Vertical combinations.

"Bad Side of the Moon"
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"It Better End Soon"

Modal

"Crescent Moon"

"If I Were a Carpenter"
"Let's Get Together"
"The Sounds of Silence"
"A Taste of Honey"

"A Time for Us"
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Discography

"Alfie" (Bacharach--David)

1pionne Warwicke, Scepter 21030

Dionne Warwicke, Dionne Warwicke Story, Scepter
(s) 2-596

Burt Bacharach, Reach Out, A & M (S) 4131

"Alice's Restaurant" (Guthrie)

lEnoch Light/Light Brigade, Project 3 1367

Enoch Light/Light Brigade, Best of the Movie
Themes, 1970, Project 3 (S) 5046.

Arlo Guthrie, Soundtrack: Alice's Restaurant,
United Artists (S) 5195

"Aguarius" (MacDermot--Rado--Ragni)

AOriginal Broadway Cast: Hair, Victor (S) LSO-
1150

"Bad Side of the Moon" (John--Taupin)

lBlton John, Uni 55246

Elton John, 11-17-70, Uni (S) 93105
"Blowin' in the Wind" (Dylan)
lPeter, Paul & Mary, Warner Brothers 7101

Peter, Paul & Mary, Ten Years Together, Warner
Brothers (S) BS-2552

lpenotes 45 RPM recording.
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"Both Sides Now" (Mitchell)

ljudy collins, Elektra 45053
Judy Collins, The Best of Judy Collins, Elektra
(s) 75030

Joni Mitchell, Clouds, Reprise (S) 6341

"Brian's Song"” (Legrand)

lMichel Legrand, Bell 45171

1Peter Nero, Columbia 4-33209

Michel Legrand, Brian's Song, Bell (S) 6071

Peter Nero, First Time Ever, Cclumbia (S) KC-31335

"Bridge Over Troubled Water" (Simon)

lsimon & Garfunkel, Columbia 4-33187
Simon & Garfunkel, Bridge Ovexr Troubled Water,
Columbia (S) KCS-9914

"By the Time I Get to Phoenix" (Wekl;

lelen campbell, Capitol 6133
Glen Campbell, Glen Campbell's Greatest Hits,
Capitol sSwW-752

"Cabaret"” (Kander--Ebb)
Original Cast: Cabaret, Columbia (S) K0S-3040
Soundtrack: Cabaret, ABC (S) D-752

"Carousels” (Brel--Blau)

Original Cast/Elly Stone, Brel, Jacdques, is Alive

and Well and Living in Paris, Columbia (S)
D2S5~779

lDenotes 45 RPM recording.



"Close to You" (Bacharach--David)

lDionne Warwicke, Warner Brothers 7560

Dionne Warwicke, Dionne, Warner Brothers (S)
B-2585
"Colour My World" (Pankow)
lchicago, Columbia 4-33210
Chicago, Chicago, Columbia (S) KGP-24

"Crescent Moon" (Carpenter--Bettis)

Carpenters, Close to You, A & M (S) 4271

"Danglin' Conversation" (Simon)

lSimon & Garfunkel, Columbia 4-33115
Simon & Garfunkel, Parslev, Sage, Rosemary,

Thyme, Columbia (S) CS-9363

"Didn't We" (Webb)

lparbra Streisand, Columbia 4-45626, Columbia
4-45739

Barbra Streisand, Barbra Streisand, Columbia (S)
KC-31760

"Do You Believe in Magic" (Sebastian)

Lovin'Spoonful, Very Best of the Lovin'Spoonful,
Kama Sutra (S) 2013

John Sebastian, John Sebastian's Songbook, Kama
Sutra (S) 2011

"Dock of the Bay" (Redding--Cropper)

lDenotes 45 RPM recording.
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Otis Redding, The Best of Otis Redding, ATCO
(s) sp2-801 ’

"Downtown" (Hatch)

1PetulavClark, Warner Brothers 7102
Petula Clark, Petula Clark's Greatest Hits,
Warner Brothers (S) 1765

"Eleanor Rigby" (Lennon--McCartney)
lBeat]‘.es, Capitol 5751
Beatles, Revolver, Capitol (S) ST-2576

"Eve" (Carpenter--Bettis)

Carpenters, Offering, A & M (S) 4205

"Everybody's Talkin'" (Neil)
lNilsson, Victor 447-0838
Soundtrack: Midnight Cowboy, United Artists (S)
5198
Fred Neil, Other Side of This Life, Capitol
(s) sT-657

"First Time Ever I Saw Your Face" (MacColl)

lRoberta Flack, Atlantic 2864
Roberta Flack, First Take, Atlantic (S) 8230

"Friends" (John--Taupin)

lgiton John, Uni 55277
Elton John/Soundtrack, Friends, Paramont (S)
6004

lDenotes 45 RPM recording.
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"Gentle on My Mind" (Hartford)

lGlen Campbell, Capitol 6137
Glen Campbell, Glen Campbell's Greatest Hits,

Capitol (S) sSw-752-

"Georgy Girl" (Springfield--~Dale)

lSeekers, Capitol 6150

Little Anthony and the Imperials, Best of Little
Anthony and the Imperials, Veep (S) 16512

Ventures, One Million Dollar Weekend, United
Artists (S) UXS-80

"The Girl from Ipanema" (Jobim--Gimbel)

lstan Getz/Astrud Gilberto, Verve 126
Stan Getz/Astrud Gilberto, Getz/Gilberto, Verve
(s) 6-8545

"Goin' Out of My Head" (Weinstein--Randazzo)

lnittle Anthony/Imperials, United Artists 1677
Little Anthony/Imperials, Best of Little Anthony
and the Imperials, Veep (S) 16512

"Hey Jude” (Lennon--McCartney)
1
Beatles, Capitol 2276
Beatles, Hey Jude, Apple (S) Sw-385
“Honky Tonk Women" (Jagger--Richard)
lRolling Stones, London 910

Rolling Stones, Big Hits--Vol. II, London (S)
NPS-3

lDenotes 45 RPM recording.
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"House is Not a Home" (Bacharach--David)
lDionne Warwicke, Scepter 21044
Dionne Warwicke, Dionne Warwicke Story, Scepter
(s) 2-596

"I Want to Hold Your Hand" (Lennon--McCartney)

lBeatles, Capitol 5112
Beatles, Meet the Beatles, Capitol (S) ST-2047

"I Will wait for You" (Gimbel--Legrand)

lBud Shank, Warner Brothers 77814
Andre Kostelanetz, Greatest Hits of the 60°'s,
Columbia (S) CS-9973

"I Wish I Knew How It Would Feel to be Free" (Taylor--
Dallas)

lGlen Yarbrough, Warner Brothers 7427

Nina Simone, Best of Nina Simone, Victor (S)
LSP-4374
Mary Travers, Mary, Warner Brothers (S) 1907

"If I Were a Carpenter" (Hardin)

lwayne'Cochran, King 6288

Wayne Cochran, Alive and Well and Living In,
' King (S) 1116

Tim Hardin, Best of Tim Hardin, Verve-Forecast
' (s) 7078

"If You Go Away" (Brel--McKuen)

lJo Damita, Epic, 5-2258
Jo Damita, If You Go Away, Epic (S) 26244

.lDenotes 45 RPM recording.



191

Rod McKuen, Greatest Hits of Rod McKuen,
Warner Brothers (S) 1772

"Impossible Dream" (Leigh--Darion)

1Jack Jones, Kapp KJB-60
Jack Jones, Jack Jones' Greatest Hits--Vol. II,
Kapp (S) 3602

" Original Cast: Man of La Mancha, Kapp (S) 5505

"Is That All There Is" (Stoller--Lieber)

1Peggy Lee, Capitol 6161 and Capitol 6191
Peggy Lee, Is That All There Is, Capitol (S)
ST-386

"Tt Better End Soon" (Lamm)

Chicago, Chicago, Columbia KGP-24

"It Was a Very Good Year" (Drake)
lFrank Sinatra, Reprise 713
Frank Sinatra, Frank Sinatra's Greatest Hits,
Reprise (S) 1025

"King of the Road"” (Miller)

lRoger Miller, Mercury 35016

Roger Miller, Golden Hits, Smash (S) 67073

"The Last Thing on My Mind" (Paxton)

Joan Baez, Carry It On, Vanguard (S) 79313
Peter, Paul & Mary, See What Tomorrow Brings,
Warner Brothers (S) 1615

lDenotes 45 RPM recording.



"Leaving on a Jet Plane" (Denver)

lPeter, Paul and Mary, Warner Brothers 7132

Peter, Paul and Mary, Ten Years Together,
Warner Brothers (S) BS-2552

John Denver, Rhymes and Reasons, Victor (S)
LSP-4207

"Let the Sunshine In" (MacDermot-— Rado— Ragni)

Original Broadway Cast: Hair, Victor (S) LSO-
1150

"Aquarius/Let the Sunshine In"

lFifth Dimension, Bell 25000
Fifth Dimension, Greatest Hits on Earth, Bell
1106 . '

"Let's Get Together" (Powers)

lye Five, A & M 8529
Jefferson Airplane, Jefferson Airplane Takes
Off, Victor (S) LSP-3584

"Light My Fire" (Doors)
lDoors, Elektra 45051
Doors, The Doors, Elektra (S) 74007

"Like a Rolling Stone" (Dylan)

18ob Dylan, Columbia 4-33100
Bob Dylan, Bob Dylan's Greatest Hits, Columbia

(S) KCS-9463

“Little Boxes" (Reynolds)

lpete Seeger, Columbia 4-33088

lpenotes 45 RPM recording.
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Pete Seeger, We Shall Overcome, Columbia (S)
CS-8901

"The Look of Love" (Bacharach--David)

lBurt Bacharach, A & M 8542
Burt Bacharach, Reach Out, 2 & M (S) 4131

"A Man and a Woman" (Lai-~Keller)

lClaudine Lohget, A & M 8536

Claudine Longet, Claudine, A & M (S) 4121

Soundtrack: A Man and a Woman (English),
United Artists (S) 5184

Soundtrack: Great Motion Picture Themes,
United Artists (S) UXS 89

"Marieke" (Brel--Jouannest--Blau)

Jacques Brel, If You Go Away, Philips (S) PCC-
634
Original Cast/Elly Stone: Jacques Is Alive and
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Well, Columbia (S) D2S-779

"Mellow Yellow" (Leitch)
lDonovan, Epic 5-2251
Donovan, Donovan's Greatest Hits, Epic (S) BXN-
26439

"Monday, Monday" (Phillips)

lMamas & the Papas, ABC 1428
Mamas & the Papas, Mamas & the Papas, Dunhill,
(s) 50064

"Moon River" (Mancini--Mercer)

lDenotes 45 RPM recording.
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b1

“Andy Williams, Columbia 4-33049

Andy Williams, Andy William's Greatest Hits,
Columbia (S) KCS-9979

Henry Mancini, Best of Henrv Mancini, Victor
(S) LSP-2693 '

"Mr. Tambourine Man" (Dylan)

lpyrds, columbia 4-33095
Byrds, Byrds' Greatest Hits, Columbia (S) CS~
9516

Bob Dylan, Bob Dylan's Greatest Hits, Columbia
(S) KCs-9463

"Mrs. Robinson" (Simon)

lsimon & Garfunkel, Columbia 4-33143
Simon & Garfunkel/Soundtrack: The Graduate,
Columbia (S) 0S-3180

"My Way" (Revaux--Francois--Anka)

lFrank Sinatra, Reprise 734
Frank Sinatra, My Way, Reprise (S) 1029
Paul Anka, Paul Anka, Buddah (S) 5093

"Never on Sunday" (Hadjidakis--Towne)

lpon costa, United Artists 1602
Soundtrack: Never on Sunday, United Artists
(s) 5070

"New York Mining Disaster, 1941" (Gibb)

Bee Gees, Best of Bee Gees, ATCO (S) 292

lDenotes 45 RPM recording.
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"Ode to Billy Joe" (Gentry)

lBobbie Gentry, Capitol 6140
Bobbie Gentry, Bobbie Gentry's Greatest,

Capitol (S) SKAO-381

"On a Clear Day" (Lane--Lerner)

Robert Goulet, I Wish You Love, Columbia (S)
G-30011

Original Cast: On a Clear Day, Victor (S)
LSOD-2006

"One Less Bell to Answer" (Bacharach--David)

lBurt Bacharach, A & M 1290

lrifth Dimension, Bell 25006

Burt Bacharach, Burt Bacharach, A & M (S) 3501

Fifth Dimension, Greatest Hits on Earth, Bell
(s) 1106

"P. M. Mourning" (Kath~--Matz)

Chicago, Chicago, Columbia KGP-24

"Papa's Got a Brand New Bag" (Brown)

1James Brown, Polydor 505

James Brown, Soul Classics, Vol. II, Pclydor
(S) 5401

"People" (Styne--Merrill)

lBarbra Streisand, Columbia 4-33092

Barbra Streisand/Original Cast: Funny Girl,
Capitol (S) STA0-2059

Barbra Streisand/Soundtrack: Funny Girl,
Columbia (S) B0S-3220

lpenotes 45 RPM recording.
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"Quiet Nights of Quiet Stars" (Jobin--Lees)

Tony Bennett, Tony Bennett's Greatest Hits,
Columbia (S) CS-9173

Andy Williams, Andy Williams, Sound of Mu51c,
Columbia (S) KGP-5

"Raindrops Keep Fallin' on My Head" (Bacharach--David)

lB. J. Thomas, Scepter 12265

B. J. Thomas, Greatest Hits--Vol. II, Scepter
{8) 597

B. J. Thomas/Bacharach/Soundtrack: Butch Cassidy
and the Sundance Kid, A & M (S) 4227

"Rainy Days and Mondays" (Nichols--Williams)

1Carpentefs, A &M 1260

Carpenters, Carpenters, A & M 3502

"Respect" (Redding)

lAretha Franklin, ATCO 2403
Aretha Franklin, Aretha Franklin's Greatest

Hits, ATCO (S) 8295

"San Francisco" (Phillips)

Lscott McKenzie, Epic 5-2312
Andy Williams, Andy Williams Show, Columbia (S)
KC-30105

"Satisfaction" (Jagger--Richard)

lRolling Stones, London 9766
Rolling Stones, Big Hits, London (S) NPS-1

lDenotes 45 RPM recording.



"Say It Loud--I'm Black and I'm Proud" (Brown)

lLon Donaldson, Blue Note, 1943
Lon Donaldson, Say It Loud, Blue Note (S)
84299

"Society's Child" (Ian)

1Janis Ian, Verve 148
Janis Ian, Core of Rock, MGM (S) 4669

"Sometimes" (Mancini)

Carpenters, Carpenters, A & M 3502

"Son" (Anderson)

1pill Phillips, United Artists 50879
Jethro Tull, Benefit, Reprise (S) 6400

“Son of Your Father" (John--Taupin)

Elton John, Tumbleweed Connection. Uni (S)
93096

"The Sounds of Silence" (Simon)

lSimon & Garfunkel, Columbia 4-33096

Simon & Garfunkel/Soundtrack: The Graduate,
Columbia (S) 0s-3180

Simon & Garfunkel, Simon & Garfunkel's Greatest

Hits, Columbia (S) KC-31350

"Spinning Wheel" (Thomas)

lgiood, Sweat & Tears, Columbia 4-33158

lpenotes 45 RPM recording.
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Blood, Sweat & Tears, Blood, Sweat & Tears'
Greatest Hits, Columbia (S) KC-31170.

"Strangers in the Night" (Singleton, Snyder, Kaempfert)

lrrank Sinatra, Reprise 710
Frank Sinatra, Frank Sinatra's Greatest Hits,
Reprise (S) 1025

"Sunny" (Hebb)

1pobby Hebb, Philips 44033
Bobby Hebb, Oldies, but Goodies, Vol. II,
Original Sound (S) 8861

"Sunrise, Sunset" (Harnick--Bock)

lMike Douglas, Epic 5-2252

Original Cast: Fiddler on the Roof, Victor (S)
LS0-1093

Soundtrack: Fiddler on the Roof, United Artists
(s) 10200

"Suzanne" (Cohen)

1

Judy Collins, Elektra 45791

Judy Collins, Best of Judy Collins, Elektra (S)
75030 '

"A Taste cf Honey" (Scott--Marlow)

1'I'ijuana Brass, A & M 8506
Tijuana Brass, Greatest Hits, A & M (S) 4245
Martin Denny, Golden Greats, Liberty (S) 7467

"There but for Fortune" (Ochs)

lDenotes 45 RPM recording.
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lJoan Baez, Vanguard 35031
Joan Baez, First Ten Years, Vanguard (S)

6550-61

"They Don't Give Medals" (Bacharach--David)

lDionne Warwicke, Scepter 12300
Dionne Warwicke, Very Dionne, Scepter (S) 587

"This Guy's in Love Witn You" (Bacharach--David)

lpionne Warwicke, Scepter 12241

Dionne Warwicke, Dionne Warwicke Story, Scepter
(S) 2-596

Burt Bacharach, Make It Easy on Yourself, A & M .
(s) 4188

"A Time for Us" (Rota--Kusik--Snyder) -

lHenry Mancini, Victor 447-0837
Henry Mancini, Warm Shade of Ivory, Victor (S)

LSP-4140 ‘ :
Soundtrack: Romeo & Juliet, Capitol (S) ST-2993

or (S) ST-400

"The Times They Are A-Changin'" (Dylan)

IMerry clayton, ode '70 66016
Merry Clayton, Celebration, Ode '70. (S) X-77008
Bob Dylan, Bob Dylan's Greatest Hits, Columbia

(S) KCS-9463

"Try to Remember" (Schmidt--Jones)

lpg Ames, Victor 447-0784
Ed Ames, Best of Ed Ames, Victor (S) LSP-4184
Original Cast: Fantasticks, MGM (S) 3872

lDenotes 45 RPM recording.
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"Turn, Turn, Turn" (Seeger)

lByrds, Columbia 33097

Byrds, Byrds' Greatest Hits, Columbia (S) CS-
9516

Pete Seeger, Seeger's Greatest Hits, Columbia
(s) cs-9416

"Up, Up and Away" (Webb)

lrifth Dimension, Bell 25002

Enoch Light, 12 Smash Hits, Project 3 (S) 5021

"Waist Deep in the Big Muddy" (Seeger)

Pete Seeger, Waist Deep in the Big Muddy,
Columbia (8) CS-9505

"Wake Up Sunshine" (Lamm)

Chicago, Chicago, Columbija (S) KGP-24

"Walk on By" (Bacharach--David)

lgurt Bacharach, Kapp KE-~102
Burt Bacharach, Burt Bacharach Plays His Hits,
Kapp (S) 3577

"We Shall Overcome" (Horton--Hamilton--Carawan--Seeger)

lrouis Armstrong, Amsterdam 85013

Pete Seeger, Pete Seeger's Greatest Hits, Columbia
(s) cs-9416

Joan Baez, Joan, in Concert, Vanguard (S) 2123

"The Weight" (Robertson)

lDenotes 45 RPM recording.
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1Aretha Franklin, Atlantic 2603

Aretha Franklin, This Girl's in Love. With You,
Atlantic (S) 8248 ‘

lpiana Ross/Supremes/Temptations, Motown 1153

Diana Ross/Supremes/Temptations, Together, Motown
(s) 692

"What Now My Love" (Becaud--Sigman)

lAl Martino, Capitol 6109

Al Martino, I Wish You Love, Capitol (S) STBB-713

"What the World.Needs Now is Love" (Bacharach--David)
lDionne Warwicke, Scepter 12273 or 21027
Dionne Warwicke, Dionne Warwicke Story, Scepter
(s) 2-596
Burt Bacharach, Reach Out, A & M (S) 4131

"Where Have All the Flowers Gone" (Seeger)

lPete Seeger, Columbia 4-33088

Pete Seeger, Pete Seeger's Greatest Hits,
Columbia (S) CS-9416

Peter, Paul & Mary, Peter, Paul & Mary, Warner
Brothers (S) 1449

"A Whiter Shade of Pale" (Brooker-~-Reid)

lProcol Harum, A & M 1389

Procol Harum, Greatest Hits From England, Vol. II
. Parrot (S) 71017 '

lpelis, cadet 5679

Dells, Love is Blue, Cadet (S) 829

"Whoever You Are, I Love You" (Bacharach--David)

lDenotes 45 RPM recording.
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lDionne Warwicke, Scepter 12231

Dionne Warwicke, Promises, Promises, Scepter
(s) 571

Original Cast: Promises, Promises, United
Artists (S) 9902

"Wichita Lineman" (Webb)

lGlen Campbell, Capitol 6135
Glen Campbell, Glen Campbell's Greatest Hits,
Capitol sw-752

"The Windmills of Your Mind" (Legrand--Bergman)

lenoch Light, Project 3 1341

lHenry Mancini, Victor 447-0837

Enoch Light, Best of ®Wnoch Light, Project 3
(s) 5027

Henry Mancini, Warm Shade of Ivory, Victor (S)
LSP-4140

"The Windows of the World" (Bacharach--David)

lDionne Warwicke, Scepter 12196
Dionne Warwicke, Dionne Warwicke's Golden Hits,
Scepter (s) 577

"Wind-up" (Anderson)

Lyethro Tull, Reprise 1054
Jethro Tull, Agqualung, Reprise (S) 2035

"Wives and Lovers" (Bacharach--David)
: 1Jack Jones, Kapp KJB-24
Jack Jones, Jack Jones' Greatest Hits, Vol. I,
Kapp (S) 3559

lDenotes 45 RPM recording.
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Burt Bacharach, Burt Bacharach Plays His Hits,
Kapp (8) 3577

"Yesterday" (Lennon--McCartney)

1Beatles, Capitol 5498

Beatles, Yesterday & Today, Capitol (S) ST-2553

"You've Got a Friend" (King)

17ames Taylor, Warner Brothers 7144
Carole King, Tapestry, Ode '70 (S) 77009

"You've Lost That Lovin' Feelin'®" (Spector--Mann--Weil)

lRighteous Brothers, Verve 138

Righteous Brothers, Righteous Brothers Greatest
Hits, Verve (S) 6-5020
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Addresses For Recording Companies

A & M Records
1416 N. La Brea
Los Angeles, California 90028

ABC Records, Inc.
8225 Beverly Blvd.
Los Angeles, California 90048

ATCO Records
1841 Broadway
New York, New York 10023

Amsterdam Records
1841 Broadway
New York, New York 10023

Apple Records

c/o0 Capitol Records

1750 N. Vine St.

Hollywood, Califcrnia 90028

Atlantic Recording Corporation
1841 Broadway
New York, New York 10023

Bell Records
1776 Broadway
New York, New York 10019

Blue Note Records

c/o United Artists Records
6920 Sunset Blvd.

Hollywood, California 90028

Buddah Records

810 Seventh Ave.
New York, New York 10019
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Cadet Records
1301 Avenue of the Americas
New York, New York 10019

Capitol Records, Inc.
1750 N. Vine St.
Hollywood, California 90028

Columbia Records

c/o CBS Records

51 W. 52nd St.

New York, New York 10019

Dunhill Records

c/o ABC Records, Inc.

8255 Beverly Blvd.

Los Angeles, California 90048

Elektra Records
15 Columbus Circle
New York, New York 10023

Epic Records
51 W. 52nd St.
New York, New York 10019

Kama Sutra Records
810 Seventh Ave.
New York, New York 10019

Kapp Records

c/o MCA, Kapp Division

100 Universal City Plaza
Universal City, California 91608

King Records

c/o Starday-King-

Box 8188

Nashville, Tennessee 37207

Liberty Records

c/o United Artists

6920 Sunset Blvd.

Hollywood, California 90028
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London Records, Inc.
539 W, 25th St.
New York, New York 10001

MGM Records
7165 Sunset Blvd.
Los Angeles, California 90046

Mercury Records
Phonogram Inc.

35 E. Wacker Drive
Chicago, Illinois 60601

Motowh Records
6464 Sunset Blvd.
Hollywood, California 90028

Ode '70
1416 N. La Brea
Hollywood, California 90028

Original Sound Records
7120 Sunset Blvd.
Los Angeles, California 90046

Paramont Records

Famous Music Corporation
Gulf Western Plaza

New York, New York 10023

Parrot Records

c/o London Records, Inc.
539 W. 25th St.

New York, New York 10001

Philips Records
Phonogram Inc.

35 E. Wacker Drive
Chicago, Illinois 60601

Polydor Inc.
1700 Broadway
New York, New York 10019
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Project 3 Records
1270 Avenue of the Americas
New York, New York 10020

Reprise Records

c/o Warner Brothers Records, Inc.
4000 Warner Blvd.

Burbank, California 91505

Scepter Records
254 W, 54th St.
New York, New York 10019

Smash Records

Phonogram Inc.

35 E. Wacker Drive
Chicago, Illinois 60601

Uni Records

¢/o0 MCA, Uni Division

100 Universal City Plaza
Universal City, California 91608

United Artists Records
6920 Sunset Blvd.
Hollywood, California 920028

Vanguard Recording Society, Inc.
71 W. 23rd St.
New York, New York 10010

Veep Records

c/o United Artists--Blue Note
729 Seventh Avenue

New York, New York 10019

Verve Records
7165 Sunset Blvd.
Los Angeles, California 90046

Verve-Forecast
7165 Sunset Blvd.
Los Angeles, California 90046
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Victor Records

c/o0 RCA Records

1133 Avenue of the Americas
New York, New York 10036

Warner Brothers Records, Inc.
4000 wWarner Blvd.
Burbank, California 91505
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