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ABSTRACT

This dissertation offers the first large-scale atiedy study of the instrumental music of
Frank Zappa (1940-1993). Following initial commentary in Chapten the problems of
categorization in the repertoire, Chapter 2 offefgeiminary discussion odtyle and form in
Zappa’s music. Regarding style, | detail the falloutZapa’s unique early musical education
as well as the influence of his guitar playing in his contjposl style. My investigation of form
explores the formal implications of melodic repetitioexamining non-repeating forms
characteristic of thdnybrid music and repeating forms utilizing variation procedure$ @
contour retentiorandisomelism

Chapter 3 is devoted to rhythm and meter in Zappa’'s mugie. primary topics of this
chapter are various types of rhythmic/metrical conflieicluding polymeter, metrical
dissonancgandrhythmic dissonancewhich are explained in part as an attempted merging of
advanced compositional techniques and rock/pop music nokntbeoretical discussion of
rhythmic dissonance, which is Zappa’s trademark rhythmiccdedomprises the bulk of the
chapter.

Chapter 4 offers d.ydian theoryfor Zappa’'s diatonic music, loosely adapted from
George Russell's seminal jazz theditye Lydian Chromatic Concefit953). This theory views
the Lydian scale as representing a tonic state in Zappasic due to its special static attributes.
It introduces the concept of laydian systemcontaining a limited group of diatonic modes
related to a common Lydian scale. Within, | demonsthatw the pitch structures of non-Lydian
modes are related abstractly to those of the Lydianfc,tand follow by consideringpedal

substitutionsaandprogressionwithin the Lydian system.



Chapter 5 is devoted to Zappa’s non-diatonic music. Tke dection of this chapter
explores Zappa’'s methods @hromatic pitch organization, includingitch-class diversity
chromatic saturationandsymmetry. The second section investigates a system of composition
based on &hord Bibleof Zappa’s own devising. This section includes a preliminacyeation
of certain aspects of Chord Bible and a discussionettdmpositional employment of Chord-

Bible harmony in the series of orchestral works compaoged 1977-1982.
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CHAPTER |

INTRODUCTION

|. Topic and repertory.

This dissertation offers the first large-scale anedytstudy of the instrumental music of
Frank Zappa (1940-1993). My intention is to identify and ex@itia¢ principal compositional
techniques found in this music and to explore certain aetetheoretical concepts. | do not
claim that this study represents a comprehensive exaomnafi all facets of Zappa's very
diverse output; such an inquiry would involve a repegtasignificantly larger than the music |
will discuss. Nevertheless, my use of the termtfumsental” is somewhat loose, as | do intend
to consider certain musical passages that have bedpn sext. Specifically, the titles to be
investigated will include the following: (1) those that existy in instrumental form; (2) those
that have appeared both as songs (i.e., with lyria$)annstrumentals (a common phenomenon
in Zappa’'s music); (3) short connective instrumental geessar interludes that appear within
songs; and (4) songs that share characteristics watimgtrumentals and were most likely first
composed without a text. Well over 150 compositions by Zappalescribed by one of these
four categories (the majority by one of the firste" While this body of work naturally

represents a more manageable size for analytic intharythe entire Zappa output, it is still far

! Determining the exact number of instrumental works conmtpdse Zappa is challenging for many
reasons. In fact, “piece” and “work” are somewhati@aiding terms when applied to much of Zappa’s instrumental
music, as only a certain segment of his instrumentistiappear as “closed” works, fixed in form and
instrumentation. More often, given the open-ended aaiZappa’s musical forms (to be discussed in Chapter 2),
an instrumental passage allows for any number of cargkxdmployments. Therefore, it is often difficult to
determine what does or does not constitute a “piece ofcihiims Zappa’s output. Indeed, many instrumental
passages appeared under different titles throughout Zapgpets ¢ For the purposes of this study, | will reseree th
terms “piece” and “work” for those titles achievingudficient degree of contextual closure.



too large for practical purposes. Therefore, | will bacewned with a smaller, but substantial,
selection of titles that | believe are representati/the variety of styles in which he composed.
In order to determine this selection, | have attemptebtdes upon the broadest variety of
music possible, but practical considerations have preclutied iricorporation of many
compositions into this study. The most serious setbackhE analyst of Zappa’s music is the
difficulty in obtaining musical scores, which have notrbewailable for commercial purchase
since the beginning of 2065While roughly fifteen of the aforementioned scores héllutilized
in this study, the vast majority of my analyses Wwélbased on my own transcriptich8ecause
these transcriptions are not based on scores thae#der can easily obtain and consult, the
musical examples based on these transcriptions herdirmast often not indicate measure
numbers, opting instead for time indications from recwsli (For those titles available in score,
| will provide both measure numbers and time indicatiotnjortunately, there are many pieces
by Zappa that, due to their complexity, are not practigatiidates for transcription. As a result,
Zappa’s later works, including pieces premieredrba Yellow Sharkl993) and his final album
Civilization Phase 111(1994), are not as well represented as might be idealstily, therefore,
will focus primarily on Zappa’s instrumental outputrfrahe middle 1960s to the middle 1980s,
with several sojourns into earlier and later perio@lbis body of work, though extremely varied
in style, instrumentation, and musical language, cues a significant repertoire of twentieth-

century instrumental music, one which has yet to béetida an extensive analytical study.

2 The Zappa Family Trust, who owns the rights to Zappaisien still rents out scores for performance.
Otherwise, procuring scores has proven difficult. Tw@abpa’s albumsHot Ratsand Apostrophg are currently
available in the form of “guitar books” from Hal LeoddPublishing.

¥ My transcriptions will most often take the form éktches or reductions. Because different recordings
and versions of certain instrumentals exist througdappa’s career, my musical examples will indicate allam
titte and time indication, the particular performarteghe piece that the given transcription bestesgnts. If the
transcription contained in given musical example is reptatge of several different available recordings, the
album title indication will serve merely as a referen



[I. Organization.

Finding a method of organization with which to discuss a reperas large and varied as
Zappa’s instrumental music is challenging for a numbereatons. Many seemingly logical
ways to categorize his music can be problematic, esjyetala study in which the focus is
analytical. In the following discussion, | will demdrzge some of the inherent difficulties in
classifying Zappa’s instrumental works and provide an overuietlie types of pieces one finds
in this repertoire. In doing so, | will consider thrpetential methods of organization—
instrumentation, style, and chronology—before turningxplicate my intended method.

Instrumentation provides the easiest avenue for organizing a study of Zappa’
instrumental compositions. Jonathan W. Bernard, feaample, has considered the
interrelationships between Zappa’'s pieces composed émustic concert ensembles” (ACE),
such as concert orchestras or chamber ensembles, aksl thvat were performed by his various
touring band$. Following Bernard’s nomenclature, | will adopt themteACE and, in a similar
manner, will designate Zappa's more typical electrictrumsentation as “electric concert
ensembles” (ECE). In addition to the two classifications just notedaaye number of titles
from the early 1980s onward were composed for (and onpyhelavier (hereafter SYN), a
synthesizer/sampler. While these three categories (ACHE, SYN) are convenient descriptive
tools, they unfortunately provide little substantial infatibn about the compositions that they
describe. One reason they prove inadequate is due togbenlamber of “crossover” pieces that

exist within Zappa’s instrumental output: that is, piecepassages that were rearranged from

* Jonathan W. Bernard, “Listening to Zappagntemporary Music Reviel®/4 (2000): 63—103.

®> While Zappa’s ECE works often incorporate acoustiaimsents, they are primarily characterized by the
employment of electric instruments such as electric gutactric bass, and electric keyboards.



one instrumentation type to anotflerln most cases, as Bernard has detailed, the crassove
transpires between works that were originally perforimgdE CE and were later recomposed or
re-orchestrated for ACE. Nevertheless, numerousples of the reverse scenario exist; and
SYN pieces likewise participated in the crossover pcesrticularly towards the end of
Zappa’s careef. Because the concept of crossover is an essential fia Zappa’s music, most
of his instrumental titles have at least tpetential to crossover to one of the different
categorie$. As Zappa stated, “Well, look at it this way. Theyfrieces: pieces of music that
have harmony, melody, and rhythm and some sort of antideg makes them go; and the rest is
just a matter of orchestratiol."Consequently, shared instrumentation between diffeitdeg
provides no guarantee of consistency in compositionahtgae™®

A second potential method of organization is to treqpas output according to general
musical styles As compositional techniques are my focus, style woaklnsto be a more
reliable consideration, as it is often closely adigrwith technique. However, this method fails
due to the sheer difficulty of assigning stylistic lab&ds Zappa’'s music. That said, three

(admittedly generic) stylistic categories are oftendcite reference to Zappa’s instrumental

® Jonathan W. Bernard discusses a number of these “censsmwks in “The Musical World(s?) of Frank
Zappa: Some Observations of His ‘Crossover’ PiecesExpression in Pop-Rock Musied. Walter Everett (New
York: Garland, 2000): 157—-209.

" Many examples of switching from ACE to ECE can henfbin Zappa’s albums with the first lineup of
the Mothers of Invention. His orchestral scorastiie moviesThe World’s Greatest Sinn€t962) andRun Home
Slow(1965) furnished a number of ECE pieces that were playednicedoand on albums such lasmpy Gravy
(1968) Uncle Meat(1969) andBurnt Weeny Sandwidqii970).

8 Even a large orchestral work suchhs ‘N’ Herb’s Vacation which might seem to have little potential
for an ECE performance, was performed as a regular éeatihe Fall 1978 ECE band tour. The first movemént o
this work was played as a duo for electric bass andsi{fsametimes adding vibraphone).

° David Mead, “Unholy Mother—Frank ZappaGuitarist MagazingJune 1993.
9 This is not to say that instrumentatiomisvera decisive factor in relation to compositional technique.

For example, Chord-Bible harmony, to be discussed in itéris study, is found more commonly in ACE and
SYN works.



music: (1) styles typically associated with twentieémtury classical music; (2) pop/rock styles;
and (3) modern jazz styles. Arguably, certain pieceddcfity if uncomfortably, within one of
these three categories. For example, “Peaches Eri&Relgam Hot Rats(1969) represents
fairly well an instrumental in the pop/rock style, whiklessed Relief’ froniThe Grand Wazoo
(1972) and “Naval Aviation in Art?” fromOrchestral Favorites(1979) are consistent with
modern jazz and twentieth-century classical stylespaetively. Pieces such as these, however,
are exceptions to the norm, as the majority of Zappestrumental titles do not belong properly
to any of these three categories. In some caseshtilenge of categorization is the result of
stylistic fusion, whereby two or more of the aboveditstyles interact in the same work.
Compositions such as “Be-Bop Tangd973) and “The Black Page #2” (1976) exploit such
potential for stylistic interaction. In “The Black da #2,” for example, a disco-style
accompaniment is paired with a melody that features rmgweh rhythmic techniques. More
commonly, the stylistic synthesis in Zappa’s music isieaed to an extent that stylistic labels
become unusable. Where, for example, could one placthtbe-movemerkinister Footwear
orchestral score, the last movement of which is basezh improvised guitar solo?

The preceding discussion is not intended to minimize rtipoitance of instrumentation
and style in Zappa’s music. Contrary to his own worlasy twere quite often central concerns
for Zappa, who was well aware of listeners’ deeply-inggdi expectations regarding these
issues. Much of the difficulty one encounters in fgyino categorize his output in reference to
style or instrumentation is a product of his explomatilas in “The Black Page #2") or
subversion (as in “Sinister Footwear 11I”) of thesedirianal notions:* Attempting to apply

these categories to Zappa’'s music, and ultimatelynfpiio do so successfully, is a key

1 See Arved Ashby, “Frank Zappa and the Anti-Fetishisth@stra, The Musical Quarterly83/4 (1999):
557—-605.



component in the process of understanding his work. rmNeless, as methods of organization
for a comprehensive analytical study, categorizationsiftyumentation and style fall short of
ideal.

As opposed to the previously-discussed methods, a thirddesason,compositional
chronology seems more promising, as it could allow us to trackdtheelopment of Zappa’s
compositional techniques throughout his career. Howeweonology will not determine the
organization of my discussion, as the compositionadrablogy of Zappa’s works has yet to be
established. In fact, it is quite possible that attainimgfnitive chronology may be unfeasible
for many years. The official Zappa discography is ofierunreliable indicator of chronology;
therefore, one cannot necessarily assume that theosmtion of a given piece is concurrent with
its first official release on an albuth. On the other hand, the “performance chronology” of his
works is much easier to track, given the large numbecooicert recordings and research
undertaken by fans throughout the ye€drsAs performance chronology is ultimately a more
reliable indication of a work’s chronology, | will neistently designate both the premier
performance date (i.e., year) and premiere releaseoflatgiven piece, which will provide the
reader with a general sense of when both the cogoertr public and the record-buying public
had an opportunity to first hear the music in questiaor. eikample, when referring to a title such
as “Be-Bop Tango” (ECE/ACE 1972/1974b), the first date listéldivdicate the year in which
the piece was first performed, while the second datlepvavide the release date of the album on

which the piece first appeared; if only one date is provideese dates are the same, as for

12 ith some exceptions, Zappa did not write his music withut@ls” in mind, and the manner in which he
presented his music from album to album often presentgstaeer with a clouded sense of chronology in the way
that recordings from various bands, concerts, or pedoeimelded together.

¥ The websites of Roman Garcia Albertdsttp:/globalia.net/donlope/fz.and Jon Naurin,
http://www.zappateers.com/fzshows/index.hemné particularly helpful resources for readers wishingraok the
progress of a given piece throughout Zappa'’s career.




“Peaches en Regalia” (ECE 1969b). Figure 1.1 offers a alwgical listing of the albums cited
in this study, along with a release date that corresponuy fabeling system for title's.

The organizational approach that | will adopt hereaftesggaZappa’s output according
to rhythmic and pitch attributes, which will aid our intgrén compositional techniques and
music-theoretical concepts. Our focus will narrow pregirely with each chapter. Therefore,
the discussion in Chapter 2, which provides an overviegedhinconsiderations o$tyle and
form in Zappa’'s music, applies to the greatest number o$.titlehis chapter deals with several
important preliminary issues, including the stylistic teas arising from Zappa’'s uniqgue musical
education and his interest in the guitar as well asotmeal implications of different approaches
to melody in Zappa’s music. Chapter 3 will be devotedrntinvestigation ofhythmandmeter
focusing on methods of rhythmic/metrical conflict, paréely the concepts of metrical and
rhythmic dissonance Chapters 4 and 5 will be focused on Zapmi&tonic and non-diatonic
pitch language, respectively. It is necessary to skpdtese two approaches to pitch
organization because, given the inherent distinctlmetsveen the diatonic and chromatic/non-
diatonic pitch universes, the pitch-related compositiveahniques employed are necessarily of
a different nature. Chapter 4 offers a “Lydian thédoy the diatonic music, loosely adapted
from George Russell's seminal jazz theory “The Lydemomatic Concept” (1959). Chapter 5
is organized in two parts, the first dealing withromatic music and the second on titles
incorporatingnon-diatonic scales The first of these investigates the musical fallmitgappa’s
early interest in serialism, while the latter sectitetails a system of harmony Zappa utilized for

his orchestral works circa 1977-84 based @hard Bibleof his own devising.

% This list only provides those albums to which | wifer in this study; therefore, it does not represent a
complete discography. Also, certain albums, sucldagss Garage Shut Up ‘N Play Yer Guitarand London
Symphony Orchestrayere originally released piecemeal. They are all noweaotly available as single items;
hence, the date given is that which corresponds teetaase of the first volume in the series.



CHAPTER I

STYLE AND FORM

Introduction.

The purpose of the present chapter is to foreground thaitees to be discussed in the
core analytical chapters of this study (which followAs few comprehensive analyses of
individual pieces will be presented in these chaptevsillibe beneficial first to consider broader
issues ofstyle andform in Zappa’s music. The follow sections are not de=igto treat these
issues in a comprehensive manner, as such an endeavortakaulds off course from our larger
goal of understanding of certain segment of Zappa’s im&ntial output. Instead, | will focus on
a selection of important topics particularly relevemthe repertoire under study. In part one, |
will discuss the stylistic fallouts from two unique adgeof Zappa’s musical development: (1)
his formal musical education (or lack thereof); and (2)guisar playing. In part two, | will be
primarily concerned with general techniques applied to nyelodl the relationship of these
procedures to form. Particularly, | will discuss tbéerof melodic repetitionin Zappa’s formal
thinking. These topics will help establish the contextilamework necessary to better
understand the compositional procedures and accompanying itedocencepts to which the

body of the study is devoted.



l. Stylistic preliminaries.

The composition end of my musical experience startedgin $¢hool, when | heard an album by
Edgard Varese, and | said, “boy, that sounds great, I'ddikerite some of that.” | also got hold
of an album called’he Rite of Spring. . . And that excited me too; | thought, “boy, if bogy
could make a missing link between Edgard Varése and Igorir&tksy that would be pretty
nifty.” And then somebody turned me on to an album of mhgié&nton Webern and | said,
“wow, if anybody could get a missing link between Igoraginsky, Anton Webern, and Edgard
Varése, that would be pretty spiffy.” And then | startedringg some music of Tibet, music of
India, music of the Middle East and | startaddomly synthesizingll of the things that appealed
to me. That's where the current musical language thati$img now came frorh.

In the quote offered above, Zappa describes his composistalas a synthesis of four
musical sources: the composers Varése, Stravinsky, Wedned the music of the Middle East.
In Chapters 3-5, all of these sources will be shown taenfle certain facets of Zappa’'s
compositional technique. However, this description coutdlyekead one to view Zappa’'s music
as being merely derivative. A better understanding of Zappstaumental style can be gained
through a consideration of those aspects of his musigedriencauniqueto him. These are the
issues with which we will be concerned in the followisgction, as they are the most

fundamental to his stylistic development.

A. Zappa’s early musical education.

Jonathan W. Bernard has aptly characterized Zappa's cahusducation as
“autodidacticism on the edgé.”Accordingly, nearly everything Zappa learned of musibifn
youth, from performance to music theory to composer’s tepes, was a result of his own
interests and/or practical experiences. Due to therastances of his education, the knowledge

that he ultimately gained was naturally selective, regulin certain practical “deficiencies.”

1 VPRO documentary, 1971.

2 Jonathan W. Bernard, “Listening to Zappa,” 68.



Indeed, as will be demonstrated, Zappa’s embracement pladtation of these deficiencies was
decisive in the development of his compositional style.

Zappa’'s awakening as a composer occurred during his early skigbol years (or
perhaps slightly earlier), after hearing an albumtledtiThe Complete Works of Edgard Varese
The first obstacle to Zappa’s development as a compeashis lack of musical training, as his
only prior musical interest had been percussion, whiclplaged in his junior-high school’s
percussion ensemble. With few musical tools at his dapohis early compositional
experiments arose primarily from his interests in Wsual arts. Particularly, the musical

score—something most musicians take for granted—held erd&zssation for Zappa:

I'd never seen music on paper. . . . Then | saw a sdbjest looked so wonderful—the very idea
that this graphic representation, when translated saand waves through the efforts of skilled
craftsmen, would result in music. . . . So | got a rdlevent out and bought some music paper,

and | just started drawing.
Evidently, the young Zappa equated the aesthetic valuausicrwith its visual representation:
“Theoretically a person who could read dots on paper [wiheld] translate your engraving into
some kind of audio masterpiecé.”With the aid of his high-school band teacher, Zappa
eventually managed to hear some of the music he hadcbegrosing. He recalled, “I got the
shock of my life when | realized that it didn’t sound likbaw | wanted it to sound like. So at
that point | had to find out how the system really keat.”

Though Zappa’s youthful naivety might seem of little siguaifice, it had important

consequences for his music. Throughout his career, hetaimeid an interest in the visual

% Michael Bloom, “Interview with the ComposefTtouser PressFebruary 1980.

* Paul Zollo, “The SongTalk Interview3ongTalk Volume 2, Issue 5, 1987. By his own words, he was
allowed to proceed under this “delusion” for a long whiléestament to just how little feedback he was reggivi
from other musicians at this stage in his development.

5 Ibid.

10



representation of music: a concern that played a laotge in his predilection for musical
complexity. The titles of some of Zappa'’s later contgmss directly reference the musical
score, as in the piece “Little Dots” (1972, unreleased) “The Black Page” (ECE 1976/1978a).
As musical evidence of this visual orientation, consigample 2.1, from “Mo ‘N’ Herb’s
Vacation I” (ACE/ECE 1978/1983c). The concept of “drawing musgrtainly applies to this
melodic phrase, with its intricate wavelike pattemisp, note that adjacent rhythmic groupings
are transposed retrogrades of one andther.

Zappa’s fascination with the musical score also infludnte manner in which he
composed. That is, his preferred method of compositioanbec’'on paper” (as opposed to
composing with an instrument).Even after Zappa had adopted the Synclavier as his grimar
compositional tool—thereby supplanting the “on paper” method+eoalled how much he
“used to love to write music with paper and pencil. I'd just write music all the time®” The
pleasure he derived from the physical act of writing mweixs partly responsible for the
impressive speed at which he was able to compose. Moretangyp, Zappa’s compositional
method had a decisive effect on Swundof his music. As Bernard notes, “the vast majority of
Zappa’s pieces have all the earmarks of creationsevpamary form iswritten.”® That is, the

aural result of his music is often that which could onlyehlaeen conceived on paper.

6 According to David Ocker, Zappa’s copyist from the E&0s to early 1980s, the second movement of
Mo ‘N’ Herb’s Vacationwas originally written using vinyl press-one intended fiapfpic designers, the idea being
for the orchestra to improvise melodies accordinghtopatterns of the graphic symbols. Email corredpoce
with the author, April 16, 2008.

" Steve Vai, guitarist and transcriber for Zappa fri®@9-82, remembers that Zappa would “sit with blank
music paper and write music all the time. In 1981, on therfgan tour, every minute offstage that you saw Frank,
he was writing music down on paper.” Andy Aledort, “Zagplhiverse: An Interview with Steve Vai and Mike
Keneally,” Guitar Player,February 1999.

8 Steve Birchall, “Modern Music Is a Sick Puppigital Audio, October/November 1984.

® Jonathan W. Bernard, “Listening to Zappa,” 77.

11



Zappa described his formal musical education as “practicallf/’® Beyond crediting
two of his high-school band instructors, Robert Kavelnard William Ballard, with
encouraging his early compositional experiments, heneldito have had his only exposure to
formal training in music theory in his late teéhsDuring his senior year of high school, he was
permitted to take a harmony course at Antelope Valley dudallege. The professor, Mr.
Russell, taught out of Walter Piston’s harmony book, wtiappa found “quite boring:® It
would appear that this same text was used for his nextfifelyl harmony course, given during
his one semester of college at Chaffee Junior Coliegen he was 18 Zappa viewed much of
his formal education as an affront to his creativitiEvéry time one of the exercises was
presented, you would hear how the chords were supposedteere\ll | could hear was the
infliction of normality on my imagination* His resistance may have largely been due to his
musical tastes. In 1963, he claimed, “I know absolutetitiing about any composers before the
twentieth century. . . . My own personal tastes irsicw . . do not include very much tonal
music.™®

Zappa’s rejection of tonal theory naturally contribut@dhis harmonic vocabulary, which

typically eschews functional tonal progressidhsMore fundamentally, his lack of interest in

10 post-concert question and answer session, MountaBy/sviCollege, May 19, 1963.
" Frank Zappa and Peter Ochiogrosime Real Frank Zappa Book5.

12 paul Zollo, “The SongTalk InterviewSongtalk Volume 2, Issue 5, 1987. See Walter Pisktsrmony
(New York: Norton, 1944).

3 This can be deduced from the fact that his instructogel®hannon, remembers Zappa having already
read the text they were using. Barry Miléappa(New York: Grove Press, 2004): 57.

4 Don Menn, “The Mother of All InterviewsBest of Guitar Player1994.
15 Mount St. Mary’s College, May 19, 1963.

'8 This issue will be dealt with in detail in Chapter 4.
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voice-leading and counterpoint rules impacted the typesexfires found in his musit.
Almost without exception, contrapuntal textures areitagka fact that can easily be verified by
inspecting the examples used in this study. The very boefrapuntal passage given in
Example 2.2, from “Rollo” (ECE 1972/1988b), is the most estien manifestation of a
contrapuntal texture | have found in Zappa’s pre-1977 wirlé&s can be seen, the melodic idea
presented in the first measure of the example is tietitat T5 in the next measure, followed by
the beginning of a further TS5 statement in the third mmeas This quasi-fugal texture breaks
down in the fifth measure of the example, as the s#pavoices lose their rhythmic
independence and begin stating their pitches in homorhythnterms of contrapuntal textures
in Zappa’s music, the final two measures of Example @l2rein the voices have some
independence relating to pitch but not rhythm, are typical.

Following Zappa’s brief formal musical education, his rate autodidact became even
more pronounced. Even during his semester at Chaffee JDaltege, he had taken it upon
himself to listen to records and study scores at thegmllibrary: the activity he considered the
most beneficial of his college educatitn.Thereafter, his own compositional experiments—
along with a small number of musical influences—becaragphimary tool for learning about

music.

17 Zappa claimed to have purchased a counterpoint manuahatsmnt (probably around this time) and to
have rejected it after reading only a few pages. DiMdd, “Unholy Mother—Frank ZappaGuitarist Magazine
June 1993.

8 |n Chapter 5, | will discuss a method Zappa eventuallyldped that does create quasi-contrapuntal
textures.

1% pavid Mead, 1993.
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B. Guitaristic elements in Zappa’s music.

A pivotal event in Zappa’'s musical development was his iaitiqun of a guitar when he
was 18 years old. From this point forward, his guitar playgegame a decisive factor in his
compositional style. As he stated, “I think of mysadf a composer who happens to have the
guitar as his main instrument. . . . The stuff | writelétermined by my interest in the guitét.”
Though Zappa’s guitar playing gave him an inroad into the wofldock music—thereby
exposing his music to larger audiences and facilitatingesofrhis success and notoriety—he
was consistently intent on distinguishing himself fromm Quitarist peers. As will be shown,
Zappa achieved this by consistently propelling his guitar playibg decidedly unfamiliar
musical avenues.

As with his musical education, certain aspects of Zappaigositional style can be seen
as arising from “deficiencies” in his guitar training. shievelopment on the guitar was initially
handicapped by the type of guitar he was playing: an dcaigén to him by his brother Bobby.
Zappa described it as having strings “so high (off the diaatib) that | couldn’t play chords on it,
so | started playing [melodic] lines right awdy.According to Zappa, within four weeks of
acquiring his guitar he was playing “shitty teenage le&fis.This practical limitation was
therefore a factor that impelled Zappa towards melodigrawisation, which would occupy
much of his subsequent music. His preference foresiimgg melodies on the guitar also had a
substantial effect on his own composed music, as meladgrdtextures became in many ways

his compositional trademark:

20 Tim Schneckloth, “Garni Du Jour, Lizard King PoetrydaSlime,” Downbeat MagazineSeptember
1973.

2 Jerry Hopkins, “Interview with Frank ZappaRblling StoneJuly 1968.

22 |pid.
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I’'m interested in melodies and it's the one thing | fladking in most of the music today. The
construction of melody is a specialized art formnadw a lot of people who can write and arrange
but don’t pay enough attention to where the melodytis.albig challenge to write a melodf.

Zappa’s preoccupation with melody represented a solutigortd to his lack of training in other
compositional textures. Once he acquired a guitagdieit upon himself to specialize in the art
of melodic composition. Therefore, as we will se®tghout this study, the analysis of Zappa'’s
instrumental music is largely an examination of meladgt how melody relates to other musical
parameters.

Zappa’s guitar playing also supplied him with an additionathog of composition
(besides the “on-paper” method described above). Sunglgysithough, very few of Zappa’s
works—particularly those under investigation here—are idiiorto the guitar; therefore, it can
be assumed that most were not composed with the instrdfnéis a means of comparison with
later-discussed pieces, consider Example 2.3, a sequpatiahge from “Echidna’s Arf (Of
You)” (ECE 1973/1974b) that was most certainly conceived omguitar. A full accounting of
this excerpt depends on an understanding of the guitar mieshiavolved. First, as the example
shows, each measure can be played with the santeledtpattern, which involves “barring” the
two lowest notes with the first finger and playing the twghest notes with the third and fourth
fingers® Second, there is a strict pattern in the fretsgobirred for the first five measures of

the example, alternating between the seventh andhefigdts on the guitar while simultaneously

% Jim Schaffer, “The Perspective of Frank Zapfipnbeat MagazineSeptember 1973.

24 Comments from former band members suggest that Zappél wse the guitar to compose during
rehearsals, but mostly “to show people what notes ardsito play on their instruments.” Andy Aledort, “Zajspa
Universe: An Interview with Steve Vai and Mike KengdllGuitar Player February 1999. Works that were most
likely composed on the guitar include “Big Swifty” (ECE 1972oot Allures” (ECE 1975/1976), “Sleep Dirt”
(1971/1979a), “What's New in Baltimore?” (ECE 1981/1985), and ‘tiredis Arf (Of You)” (ECE 1973/1974b).

% Barring involves placing the index finger of the lleéind (or fretting hand) flat over one of the frets on
the guitar.
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moving downward one string with each measure (roman nisngmicate the position and
underlined Arabic numbers the strings). Once all thegstron the guitar have been exhausted,
the pattern is discontinued. Third, the aforementiongticeded left-hand fingering causes a
natural discrepancy in the pitch sequence established &t n®nce the left hand reaches the
second and third strings of the guitar at m. 4, the sequsradeered to start with a major third
rather than a perfect fourth. This discrepancy occecalse the guitar is not tuned uniformly in
perfect fourths: the second and third strings are tunéebih®s a major third. Not only does this
alter the melodic sequence, but it also determinepitblkes played by the bass; when a measure
begins with a perfect fourth in the melody, the bassrprets the higher note in the fourth as the
“root” and accompanies accordingly; when a measure begihsa major third, the lower note
in the third is treated as the root.

Stylistically, the most significant aspect of Zapp&'satment of the guitar was his
attempt to integrate his guitar playing with his pre-composetbdies. At various times
throughout his career, he claimed that his guitar impateiss were, in fact, worthy of the term
“composition”:

When I'm playing a guitar solo, I'm doing exactly the gathing that | do as a composer. A solo
is aninstant compositiof® To me, if every one of those things was written dasr played it |
would be just as happy to sign my name to it as a musscaposition that | would sit down and
write on a table, because that's what I'm doing, I'moanposer, it’s just that instead of a pencil
I'm using a guita?’

Though one could easily dismiss such statements, Zappadeield conceive of methods
with which to present his solos as “true” compositionegiBning with “Rat Tomago” (ECE

1978/1979b) on the albuBheik Yerbout{1979), Zappa began presenting excerpted guitar solos

% Alan Perna, “Hey Frank, Where You Goin’ With That GuiiarYour Hand?”Musician September
1988.

27 John Swenson, “Interview with Frank Zapp@giitar World March 1982.
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(usually taken from live concerts) as independent composit(i.e., each solo given a title
distinct from that of its original context). He @aked a plethora of such solos on albums
including the three-record s&hut Up ‘N Play Yer Guita(1981), Guitar (1988), and the
posthumously releasedrance-Fusion(2006). In addition to these recordings, he further
encouraged listeners to view his solos as “compositidns™having them transcribed and
published as scores. The fruits of this project were hddigsThe Frank Zappa Guitar Book
(1982) with transcriptions primarily done by guitarist Stevei.¥%a To date, in fact, this book
represents the most extensive collection of Zappa’'scnew&r given wide publication.

Zappa also exploited the technology of the modern déngrstudio, in particular the
ability to overdub, towards the ends of treating his satbsompositions. The albudot Rats
(1969) heralded the first significant examples this techniguech, with the help of post-
performance overdubbing, involves doubling an improvised melodi@atitiee octave or unison,
thereby creating the impression that the improvisasad¢omposed melody (i.e., composed and
not improvised due to the fact that two different perfasreuld not spontaneously create the
same melody). Example 2.4a contains Zappa’'s guitar femio “Peaches En Regalia” (ECE
1969), a solo in which this technique is emplo§edn theHot Ratsperformance (Ex. 2.4a), the
first eight measures of the solo are doubled an octagyleehion the flute by lan Underwood,
while the next four measures of the solo (not includedhenexample) are not doubled. As a
result, the first eight measures will presumably sowmposed to listeners, while the last four

measures will be heard for what they are: an impraweisatBecause the effect produced by the

28 Frank Zappalhe Frank Zappa Guitar BopkCalifornia: Hal Leonard Publishing Co., 1982).
% There are several features of this melody that ideittifg an improvisation. First, it features guitaristic

bends and slurs, which generally do not exist in Zappa'posed melodies. Second, its pitch content is pentatonic
(E-major pentatonic), making it fit comfortably undlee left hand of the guitarist.
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aforementioned octave doubling was as Zappa intendeds@iending composed), later versions
of “Peaches En Regalia” were obliged to follow the maetablished therein. Therefore, the
octave-doubled music was treated as an actual composexhsghtle the final four measures,
which were not doubled, were left open to free improvisatibhis can be verified by inspecting
a later live recording of “Peaches En Regalia,” ascheaFillmore East-June 1971 However,

a comparison Example 2.4a with Example 2.4b—Fkmore East performance of the
melody—reveals a number of discrepancies (bracketethemxamplef® Most likely, these
modifications were executed in order to make the mekaynd even more “composed” in
certain areas. Observe in particular the seventasare of Example 2.4b, wherein a more
distinct repeated pattern appears: a patterning lackindpeinoriginal improvisation. After
“Peaches En Regalia,” this method of overdubbing improvisdddims became a favorite of
Zappa’s. Other examples include the second guitar soio fRevised Music for Guitar and
Low Budget Orchestra” (ECE1970/1978I9t¢dio Tan4:26-5:52) and the entire “Theme from
the 3¢ Movement of Sinister Footwear” (ECE 1978/198%c).

Additionally, Zappa experimented with a method relatethé aforementioned doubling:
utilizing complete transcriptions of solos as basesclmmpositions. The most well-known
example of this procedure is the orchestral third movemgeSinister Footweagrbased on the
same guitar solo as “Theme from thH& Blovement of Sinister Footwear.” Here, the original

guitar solo comprises the entirety of the melodicemat of the movement, with the melody

% The same is true of tHEinsel Town Rebellioperformance of “Peaches en Regalia,” though that version
does seem to follow thelimore Eastperformance more closely than the origiHat Ratsrecording.

3As was the case with “Peaches En Regalia,” the douldfnthe guitar solo on “Revised Music”
encouraged the treatment of this guitar solo as a cowhgestion in later performances. In 1991, Zappa enlisted
Ali N. Askin to transcribe the solo so this sectamuld be incorporated into an ACE version of the pietgchivcan
be heard on “Revised Music for Low Budget Orchestra”tmm albumGreggery Peccary & Other Persuasions
(2004).
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stated in octaves or unison by various orchestral insmtst? This same technique is utilized in
the second movement of the piesad Jangd ACE 1987), the majority of which is based on a
guitar solo from 1968 A significantly more complicated example of a guiato based piece
is “While You Were Art” (SYN 1986b), based on the studiocerded solo “While You Were
Out” (1979/1981b). According to Zappa, the transcription obtiginal solo was simplified by
rounding each rhythmic value to the nearesf 8dte; then, the melodic line was “hocketed,”
with the pitches rapidly passing between differentruments, creating a “pointillistic” effect
completely distinct from that of the original sdfb.

For the purposes of this study, the most significantltre$&appa’s focus on the guitar
was its spawning of music in tebrid style. Such music consists of “composed” passages that
share important characteristics with the guitar solblse term “hybrid” is thereby an indication
of stylistic allegiance to both improvised and composed oasth Many tell-tale signs of hybrid
composition are found in metrical or accompaniment Betdtirst, all hybrid music features a
fixed meterthroughout, thereby adopting the metrical model of theagusblos. More
fundamentally, the hybrids manifédshrmonicstasisin their accompaniments. In the solos, this
harmonic stasis is complete, with solos typicall}caampanied by a single harmony, or
occasionally two chords alternating regularly. Zappangd that this tendency was inspired by
Indian classical music, where “one creat[es] melsdyn scratch based on an ostinato or single

chord that doesn't changé® In the hybrids, harmonic stasis exists on a morel l@e!;

32 This work has never been officially released, but @légaoncert recording exists of a performance by
the Berkeley Symphony Orchestra in 1984.

33 Zappa’s reasons for choosing these two solos werareqfy the same: because, in his words, they
“sounded so composed.” Dan Forte, “An Interview witmkrdappa,”Mix, June 1983.

34 Robert Doerschuk and Jim Aikin, “Jazz From Helgyboard February 1987.

% David Mead, “Unholy Mother—Frank ZappaGuitarist MagazingJune 1993,
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therefore, chords do change, but the overall harmonihmhyemains very slow. Typically,
harmonic shifts occuretweerbut notwithin phrases.

Melodically, the solos and hybrids are even closer haracter. As a point of
comparison, consider Examples 2.5a and 2.5b, which présgeapéening melodic phrases of the
hybrid piece “Mo ‘N’ Herb’s Vacation I” (ACE/ECE 1978/1983@nd the improvisation that
formed the basis of “Theme from the Third MovementSaiister Footwear” (1978/1981c).
First, both examples exhibit the same generic melodigl@rmatfthe phrase level, which Bernard
has described as having “the character of riffs, withr tfapid patter ending in a sustained
pitch.”®®  Zappa characterized this approach to phrasing as being baséhe concept of
“balance—Ilong sustained events versus grupettos [sichthatappening with a lot of notes on
one beat* Many rhythmic details also relate Examples 2.5a and 2/&bcan be seen, both
melodies favor rhythmic subdivisions in prime numb&rdhough it is questionable whether the
improvised rhythms of Example 2.5b were “planned” as quintsipdeiptuplets, etc., Zappa was
quick to exploit the fact that his transcribed soloskéd superficially similar to his composed
works (the hybrids), as it allowed him to further equateeh®s products of his melodic
imagination. The first phrase of the hybrid “Mo ‘N” Hbés Vacation I” (Example 2.5a) is, in
fact, an idea excerpted from a 1976 guitar solo from thg $0ruising for Burgers” Zappa In

New York 3:48-4:14)° The following “composed” phrases of “Mo ‘N’ Herb’s Vaiom”

3 Jonathan W. Bernard, “Listening to Zappa”: 91. Bernaatean this point, in fact, in reference to “Mo
‘N Herb’s Vacation.”

37 Steve Rosen, “One Size Fits All Interviewguitar Player January 1977.
3 This aspect will be discussed in much more detail in Chapter 3.
%1t is uncertain if Zappa himself transcribed this teenBecause this piece originated as a piece for solo

clarinet in 1978, the transcription cannot be the wortefe Vai, who was hired in 1979.
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function as continuations of this idea, fitting the sametrical, rhythmic, and phrasal profile.
Surprisingly, considering how closely aligned are the idgband the solos, the majority of the
hybrid pieces were never intended to be performed on thar guAccording to Zappa, “a lot of
things start off on the guitar, but wind up being orchestiratvents that could never be played on
a guitar.*°

Among Zappa’s instrumental works, hybrid-style titles exremely numerous. Notable
examples include, in addition to the music already citBé-Bop Tango” (ECE 1972/1974Db),
“The Black Page” (ECE 1976/1978a), “Manx Needs Women” (ECE 1976/19T3aiyage at
Valdez” (SYN/ACE 1992/1993b), “Get Whitey” (SYN/ACE 1992/1993b) adl a® substantial

portions of Zappa'’s large orchestral works.

[l. Form.

On 19 May 1963, Zappa presented the first public performance ofidgic at Mount St.
Mary’'s College in Los Angeles. The concert, entifldet Experimental Music of Frank Zappa
featured pieces utilizing a mixture of aleatoric technigquoes;existing tape recordings, and
improvisation. During the question-and-answer sessionfoliatved the concert, some of the
audience members took Zappa to task for what they headaa& of “structure” in the music.

Zappa responded:

Do | have to tell you that's a sonata allegro? | medmt difference does it make? It's got a
shape to it; it's got a diagram that tells (the perfagnhahen to play and when to be quiet and
when to improvise. That’s a structure. And it doekiave to be something that's been hanging
around for hundreds of year&s.”

0 Paul Zollo, “The SongTalk InterviewSongTalk Volume 2, Issue 5, 1987.

*I Transcription by author of original broadcast on KPFK, M8y1963.
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These comments suggest that Zappa’s approach to form veaglatwith “traditional” formal
models. However, generalizing about Zappa’s formal procedsrigaught with difficulty. He
could, on the one hand, employ fairly conventional fdresehemas (such as A-B-A), while
many other pieces adopt unfamiliar formal principles. Laténis career, Zappa compared the
formal design of some of his more adventurous compositionthe mobile artworks of
Alexander Calder (1898-1976), whereby “a large mass of anyiatatdt ‘balance’ a smaller,
denser mass of any materi&f.”A more advantageous avenue for our discussion is dffeye
Bernard, who identifies two trends in Zappa's treatmenfoom: (1) “forms relying upon
repetition of some kind”; and (2) “episodic forms, cstisg of a series of motivic, thematic
and/or other elements that are essentially non-repe#ti The following discussion will

likewise be devoted to the formal implications of rejuatiand non-repetition in Zappa’s music.

A. Non-repeating forms.

We will begin with those works involving nmelodicrepetition. In this category belong,
almost exclusively, the guitar solos and the titlesvedrfrom the solos. Formally, these works
are essentially through-composed and non-sectional, aitthon-progressive,” changeless
profile. Harmonically, this lack of forward motion ihet result of stasis, as discussed
previously** However, the lack of melodic repetition is also iamportant factor in the

experienced absence of progression. In the solositprie given to melodic invention: a

2 Frank Zappa and Peter Occhiogros$be Real Frank Zappa BooK62. Zappa recognized the
importance of this aesthetic to Varese’s music, whe similarly fascinated by Calder’s art.

3 Jonathan W. Bernard, “Listening to Zappa,” 86.
* Of prior theoretical concepts, the guitar solos avesistent with Jonathan Kramer’'s discussion of
“vertical time,” a sub-category of non-linear time ifiah “nonlinearity predominates over linearity.” Jonathan

Kramer, The Time of Music: New Meanings, New Temporalities, Netgriig Strategie¢$New York, London:
Schirmer, 1988): 57.
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constant process of renewal. Non-repetition furthgures that motivic development—beyond a
single phrase (or at most two consecutive phrasesgHactively ruled out. Therefore, it is rare
for any particular melodic phrase in a solo to canore rhetorical weight than the other phrases.
With few exceptions, these phrases could be reordeitbdut changing the overall effect of the
music. Without an internal hierarchy among phrases, rdgitionally important formal roles
reserved for “beginnings” and “endings” are no longer h&ldppa’s solos seem often to begin
“in the middle,” and, even more importantly, their egys$ are often heard as arbitrary. In sum,
they demand a listening strategy that is firmly situatdtienpresent.

Given their conceptual basis in the guitar solos, thwitly titles are similarly heard, at
least to a degree, as non-progressive. However, betgbsils are not completely static
harmonically, some forward motion is achieved at eadhishharmony. The degree of forward
thrust produced by these changes in harmony is context deperfee example, in the hybrid
piece “The Black Page #1” (ECE 1976/1978a), chords typically ey one or two measures,
creating an expectation on the part of the listenethi® progressive continuance of this pattern.
However, from mm. 9-16, a single D-sus2 chord (D-E-A) ustaned throughout. The
harmonic stasis of this lengthy relatively segment weslkbe impression of forward progress
heard prior, and the resumption of linearity is achieveg whlen the harmony finally shifts at
m. 17. Among the more harmonically linear of Zappa's hypmtes is “Sinister Footwear II”
(ECE/ACE 1977/1984b), wherein the bass pitch of each sueeeBarmony in the first 44
measures is a semitone lower than that of the harmpoeoeding it. This large-scale chromatic
bass line provides the passage with a strong progressieettrg rarely found in the hybrid

works.
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While hybrid titles may exhibit a greater degree of harmdmigst than the guitar solos
(and derivatives), they are nevertheless consistéht tve solos in relation to melody and
phrasing; that is, thetendtowards non-hierarchy and non-repetition. However,tdnslency is
not as absolute as in the guitar solos. As will lEnse the following section, repetition is
occasionally found in the hybrids, creating the potémbiathe articulation of various formal
structures. Without these repetitions, however, hybcas be particularly challenging to
comprehend formally. In those hybrids that are dgtinen-repeating, one could theoretically
rearrange the various phrases and lose little in tefroentinuity (for example, in the individual
sections of “Mo ‘N’ Herb’s Vacation 1”). Zappa oftereserved his most extensive hybrid
passages for his large ACE pieces, wherein these secetie placed among various contrasting
blocks of material. Two remarks from Bernard arecative of the challenges posed to listeners

by these works:

... [I]t also seems consistent to a fault: the gieeds up so monochromatic, in terms of texture,
dynamics, tempo, and overall pacing, that paradoxicallyvery difficult to follow except from
moment to momerit

The absence of any clues as to how to organize tleailist experience is quite bewildering. . . .

The thematic-episodic materials, while definitely nepeating, are not all that qualitatively

distinct from one another. Many of Zappa’s lines iesth pieces, in the general type of contour
they exhibit and in their rhythmic design, are very malike *°

As has been suggested by the preceding discussion, theeagpedescribed by Bernard is a
natural product of the basis of the hybrids in the guitavssolTherefore, to experience such
music effectively, the listener is encouraged to beerdristening “moment to moment.”
B. Forms utilizing repetition.

Having generally considered non-repeating forms, we nowttutine issue of repetition,

and its formal significance, in Zappa's music. Though énds in equal measure the

“5 Bernard, “Listening to Zappa,” 87.

“® |bid., 91.
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employment of both strict (unvaried) repetition and \arfepetition in this repertoire, the
following discussion will be devoted to methods of varmepetition. | will focus on two

commonly-employed techniques of melodic variation: (Itaor retention and (2) isomelism.

1. Contour Retention.

By contour retention | refer a type of repetition that, in relation tomelody’s pitch
succession, preserves the contour of a melody but na&udsession of intervals. For the
purposes of the present discussion, | will employ twocbasalytical tools for describing a
melody’s contour: (1) theontour adjacency serie@CAS), which lists the upwards (+) and
downwards (-) motions between the pitches of a givefody; and (2) thecontour segment
(CSEG), which gives a more complete picture of theaamas a whole, each pitch in a contour
numbered from lowest to highest, assigning the integer thetdowest pitch in the contofft.
Two contours with the same CSEG are considered maorgasithan two contours that only
share the same CAS, as the former also necessaiiides the latter. As will be demonstrated,
Zappa’s variation technique, as it applies to melodies thithsame contour, is most often to
preserve the CAS while varying the CSEG, thereby main@iwhat is most essential to a
contour while shuffling some relations between the wericontour pitches.

Contour retention is certainly less often employea dsrmal device in Zappa’'s music
than the next concept to be discussed, isomelism. @ortations are typically confined to
local occurrences, highlighting melodic correspondenagegreating unity within passages.

There are far too many examples of these types of gonétations in Zappa’s music to cite;

" Michael Friedmann, “A Methodology for the Discussion an@ur: Its Application to Schéenberg’s
Music,” Journal of Music Theor29/2 (1985): 223-48; Elizabeth West Marvin and Paul Laprétgating Musical
Contours: Extensions of a Theory for ContodQurnal of Music Theor1/2 (1987): 225-67.
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however, one particularly extensive example of locat@or retention is given in Example 2.6,
the beginning of the post-solo section from the pieceetADrifice” (ECE 1981/1985). As the
example shows, nearly every discrete four-note segimehe passage has a CAS of <+, -, +>.
In regards to CSEG representations of the <+, -, ##otw, however, Example 2.6 indicates a
high degree of variation at work in the passage. Amontethe+, -, +> contours, there are five
different CSEGs employed: <1302>, <1202>, <1201>, <2301>, and <1203order of
appearance). Also, it should be noted that none o€8EG correspondences in the passage,
such as the multiple <1302> and <2301> contours, are the ofsuhnsposition between like
segments. In this passage, therefore, it is the higledef <+, -, +> CAS correspondences that
provides the unifying thread for the passage, while varieggghgeved with CSEG variation.
Among examples in which contour retention influencesléinger form of a piece is “G-
Spot Tornado” (SYN/ACE 1986b). The A section of this pitzsures a 12-measure theme
(consisting of three four-measure phrases) that isesulesitly restated three times, each
modified to varying degrees. These thematic statemeitiide chronologically labeled Al
through A4. Of the variations of Al, A3 is the mostim involving only slight modifications,
while A4 is the most dissimilar. How, then, does oeartA4 as a variation of A1? Example 2.7
provides both the Al and A4 statements of the themeygedaso that corresponding measures
between the statements are aligned. Al and A4 atedddy a simple pitch substitution chart,
which is also given on the example. All bracketed posgiof A4 conform to the chart; as can be
seen, only a few pitches of A4 remain unaccounted byckaet?® As the substitution chart

indicates, three out of the five pitches of A1 moveTtd/to their counterparts in A4. The

8 Most of these unaccounted pitches are simply T2 refesetdl A1. The second half of the first measure
of Al has been replaced by the corresponding phrase from A3va#& mentioned above, A1 and A3 are extremely
similar, differing only in a few small details. Thewss, the substitution chart that relates Al and Agkerbaps best
thought of as a chart that compares A4 with both A1 andhA&idem.
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remaining two pitches, A and E, move by T4 and T3, respdygti The two notes that are not
T2-related result in contour discrepancies between All & The T4 relation between the
pitch A of A1 and C# of A4 is the most significant, asesults in a repeated pitch C# in A4. As
is shown on Example 2.7, this repeated C# causes mosteo€SEGs of A4, considered
measure-to-measure, to be slightly modified from thafs@l (with the exception of the final
measure of each phrase). (Note: measures with diff@8&Gs are checked with an (x).) In
relation to the CAS for each measure, neither the tegea# nor the T3 relation between the E
of Al and G of A4 cause any significant modificationsnlyQwo of the twelve measures of A4
are represented by a different CAS than of their spording measures of Al (also marked
with an (x)). In sum, this example further demonsSafappa’s practice of altering CSEGs
while maintaining the CAS in melodic repetitions.

A final example, from “The Black Page #1” (ECE 1976/1978a), detrates some of
the limitations of contour retention as an agent efdaescale repetition. This piece was
originally conceived as a drum solo; in that form, ihieked a very simple A-A' form, each
section fifteen measures in length, with the firsdveh measures of both sections being
rhythmically identical. When Zappa composed a melodyetplayed in the rhythms of the
drum solo—thereby creating “The Black Page #1"—one wouldrasshis most logical option
for the placement of a melodic recapitulation wadogdat m. 16, when the rhythmic sequence of
m. 1 begins to repeat. However, as Example 2.8a shaappaZdecides instead for contour
retention at measure 16, reserving the true melodic itatzjon for m. 19*° As can be seen in

Example 2.8a, the technique of contour retention heimitasto the preceding examples in that

9 The reasons behind Zappa’s decision to withhold the ditelecapitulation at this point will be
considered in Chapter 3.
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the CAS of the melody is maintained while the CSE@aised. On Example 2.8a, the CAS-
identical portion of the melody at m. 16 is underlined.

There are a number of factors that make the contaatiacelin “The Black Page #1” less
than satisfying from a formal standpoint. First, theeGSvariation that occurs between A and
A' is more extensive than in the preceding example. i@emsg the contours created within
each of the corresponding quarter-note beats individuadiye have identical CSEGs. Second,
as can be seen, the CAS of the A statement isampletely maintained at A', particularly at the
beginning and end of the phrase. For these reasasdikiely that most listeners will not hear
this contour-related segment as the true recapitulaifothe piece. Zappa may well have
realized this fact when he revised “The Black Page #1,tingedThe Black Page #2” (ECE
1976/1978a). Example 2.8b provides the same corresponding paksaiiE®’ discussed in
relation to “#1.” The most notable difference in Exdamp.8b is that the A' statement is no
longer rhythmically identical to the A statement. Asesult, the CAS contour retention between
the A and A' statements is all that remains to relagse two passages. From a formal
standpoint, the contour relation no longer acts as lalevimeans by which to achieve formal
articulation in “#2.” In “#1,” m. 16 still held the potagitto be heard as a recapitulation, as both
contour and rhythm were, for the large part, maintainedheréfore, without rhythmic
correspondence, which was a primary feature of both g&-3ornado” and “The Black Page

#1,” contour retention is perhaps a less-than-ideal tqukrof formal repetition.
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2. Isomelism.

Of Zappa’s techniques of varied repetiti@gmelismis by far the most pervasive, often
extending its influence into the realm of musical form.the context of Zappa’s music, my use
of the term isomelism refers to a technique in whichedody’'s succession of pitch classes (and
often just pitches) is preserved (or transposed) whilehigghms are altered® In certain
respects, isomelism may be viewed as a polar oppaostertour retention. As was shown in
the two preceding examples of contour retention, theepred aspect of the original melody was
its rhythm, while its pc succession was varied in suchag & to maintain its contour. In
isomelism, this equation is switched: it is the rhythntref original melody that is subject to
variation. In other aspects, however, isomelism aotaur retention are closely aligned.
Specifically, the technique of isomelism often has cantetention as its natural result. That is,
when Zappa applies isomelism, he rarely places artheofpitches of the original melody in
different octaves from their original position, thgyanaintaining the contour of the melody.

Among the possible influences on Zappa’s use of the isortethnique, two seem the
most plausible. The first of these is Stravinskypvemployed the procedure at various times
throughout his career. Just considering the early ballgt which Zappa was particularly
familiar, David Carson Berry has detailed a number ¢dinle instances of the isomelic principle

at work®> On the other hand, Zappa’s employment of isomelism naag come out his short-

0 This is a slightly more limited definition of isometisthan that offered by David Carson Berry, who
defines it as applicable to variations that “maintaia ttheme’s pc succession, but cast it in different rhgtiamd
contours, as well as place it in new harmonic or cpntrgal settings.” David Carson Berry, “Stravinsky's
‘Skeletons’: Reconnoitering the Evolutionary Paths frgiariation Sets to Serialism,” (Ph.D Dissertation, éfal
University, 2002): 13. As will be shown, Zappa’'s procedsinmost often to maintain the contour of the melosly a
well as its pc succession. The term isomelism origgaith Heinrich BesseleRie Musik des Mittelalters und der
Renaissance(Potsdam: Akademische Verlagsgesellschaft Athenaion, 193%; Miesbaden: Akademische
Verlagsgesellschaft Athenaion, 1979): 206. Isomelismsis discussed by Richard TaruskBtravinsky and the
Russian TraditiongBerkeley: University of California Press, 1996): 1637, n47.

*IDavid Carson Berry, “Stravinsky's ‘Skeletons™: 22-26.
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lived interest in composing with the serial techniquebg@aliscussed in Chapter 5). There are a
number of similarities between isomelism and senaliparticularly considering the fact that
Zappa does occasionally couple isomelism with trangpositone of the canonical
transformations of serialism. Berry has also noteldorrespondences between serialism and
isomelism, remarking in summary that “what remains tans[in isomelism] is essentially a
succession of ics, as in the various transformatimna ‘row’ or ‘series.” Significantly,
however, the “series” in Zappa’'s music is never ave#bne row. As the following examples
will show, both diatonic and chromatic themes are #éicbatith this technique. In 1990, Zappa
stated, “there are certain serial procedures that yowsa for tonal music, too, and | do thét

the time”>3

Without further elaboration by Zappa, we cannot be cettst he is referring to
isomelism, but this comment does offer circumstamedence that serialism was influential on
his isomelic technique.

Example 2.9, the main theme from “Oh No” (ECE 1967/1968b}h@racteristic of
Zappa’s approach to isomelisth.This excerpt features two phrases, the first from fab.and
the second from mm. 7-14. As the example shows, thad@twase is an isomelic variation on
the first phrase. The pitch succession of the fatstase is replicated exactly in the second
phrase, with the only discrepancy being the repetitigmtohes #16—#19 at mm. 11-12, itself a

small-scale isomelism. Further, the octave placemkall the pitches of phrase 1 are preserved

in the second phrase. Therefore, there are no contstrepancies between the phrases. The

52 |bid., 43.

> Den Simms, Eric Buxton, Rob Samler, “They're Doing theerview of the Century,'Society Pages
April 1990.

** This example is also cited in Jonathan W. Bernard, “Listetd Zappa,” 80. This phrase is certainly
among the earliest examples of isomelism in Zappa’'s mugiyboardist Don Preston contends that he performed
this piece with Zappa in the early 1960s. Billy JaniNesessity Is . . . The Early Years of Frank Zappa and The
Mothers of InventioiflLondon: SAF Publishing, 2000): 30.
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most striking feature of the variation process hetbéashigh degree of rhythmic differentiation;
indeed, phrase 2 sounds like an entirely new melody. ComgpHre phrases measure-against-
measure, no two measures are rhythmically identical, irgaysitches to “spill over” into
measures in which they previously did not belong and blyecesating new melodic groupings
(or negating ones formerly established). For example, 8 of phrase 1 feature a repeated
triplet rhythm that creates a quasi-sequential relatipnfsbim pitches #10—#15. In phrase two,
these pitches are no longer heard as related; insteeldei#12—#15 and #16—#19 are set in a
similar rhythm and thereby linked. Yet, as is indicatedheyliracketing on Example 2.9, there
are several rhythmic correspondences between the plwhseeby certain pitches appear in the
same metric position and with the same rhythmic valibe most important of these is the
phrase-opening pitch D, which appears as a quarter-note valtlee second beat of the both
phrases. These correspondences increase the awgatsalif the isomelic relationship between
the phrases.

As was true of contour retention, isomelism appeakaiious guises in Zappa’s works.
In this study, the concept will be invoked often, aeitgployment often highlights interesting
musical relationships in different contexts. For ghesent, | would like to discuss the role of
isomelism as an agent of form-defining varied repetitio@ne possible scenario for its
employment in a formal context is to build a piecérely from a single melodic theme. This
scenario is very nearly followed in the short (32 reasinstrumental interlude from the song
“Jumbo Go Away” (ECE/ACE 1979/1981c). In this piece, a sngklodic line, stated at its
opening (mm. 1-3), is treated to isomelic variation at lbatth 4—7 (a T11 transposition) and at
mm. 13-15. Example 2.10 provides all three separate occurrehtes melody. As can be

seen, each varied form of the melody maintains theh uccession of the original line but
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drastically alters its rhythmic profile and charact&€he first isomelic variation (Example 2.10b)
shares one rhythm with the original line, between notesd#5; only here, as opposed to “Oh
No,” the shared rhythms do not fall in the same metpeaition. The second employment of
the technique (Example 2.10c), on the other hand, is rhyafignibomogeneous, consisting
entirely of sixteenth-note durations. How do theseedarepetitions define the form of the
piece? Essentially, the process of isomelism cseaéarly all of the rhythmic and melodic
material of the piece. That is, all the music given in Example 2.10 is directly related to the
isomelic variationgn the piece. For example, mm. 11-12 contain two pat@éements of the
melody (pitches #1-#5), both based on the rhythms of the ifiomelic variation (Example
2.10b). The remainder of the music not discussed thusnfan. (8—10 and 16-32) is
rhythmically, but not pitch, identical to the second atioin (Example 2.10c) These two
phrases (mm. 8-10 and 16-32) are identical for their firsvemeitches; the first foreshadows
the appearance of the second isomelic variation, whaesecond spins out of the second
variation and serves as a motivic liquidation for thecpias a wholé® In sum, this piece
demonstrates how isomelism can define the entiretynohasectional work.

Among musical forms, perhaps the most natural placeéhto utilization of the isomelic
technique would be within a work in variation form. Hoee there are relatively few works by
Zappa that are strictly in variation form, and mosttbém—including “The Dog Breath

Variations” (ECE 1969a)—do not incorporate isomelism tdgaificant degre€’ “Be-Bop

%5 The pitch relationship between these sections witliseussed later in this study.

%% Liquidation, a term associated with Schoenberg, refethe “systematic elimination of characteristic
motives.” William E. CaplinClassical Form: A Theory of Formal Functions for the Instrumeltasic of Haydn,
Mozart, and Beethovg®xford and New York: Oxford University Press, 1998): 11.

>’ There are, actually, some subtle isomelic relatigsshietween the various statements of the theme in
“The Dog Breath Variations.” However, they are nottaghmically differentiated as those we have discussed thus
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Tango” (ECE 1972/1974b) exploits some of the potential inshmelic technique for variation
form. Rhetorically, the piece is one of Zappa’'s “hgbicompositions, sharing all the generic
features discussed earlier in this chapter. Howeveith®first thirty measures of the piece, a
pattern of repetition is established such that the was&mbles a set of variations. The main
theme of the work is stated at mm. 4—6 (Example 2F1#)is subsequently restated, utilizing
the isomelic technique and un-transposed, at m. 12 (Ex&ridle) and m. 23 (Example 2.11c).
What is interesting about both of these variationdas they represent a greater freedom in the
employment of isomelism than witnessed thus far.thinfirst variation (Example 2.11b), for
example, pitches #8 and #9 switch places and three gittttees (#4, #7 and #9) appear twice.
In variation 2 (Example 2.11c), on the other hand, theession of pitches from the main theme
is retained, but many of the notes appear in the diffeoetaves from their original place.
Specifically, pitches #5, #6, #7 and #10 appear an octave hagldepitches #9 and #11 are an
octave lower than in the first statement. As alltedoth variations alter the contour of the
original melodic line. From a formal standpoint, thdsee statements of the theme close off the
“variations portion” of the piece; the subsequent misimuch more non-progressive in nature.
Therefore, the periodic appearances of the themeeifirgt half of the piece create a degree of
formal organization that would otherwise be lacking ichsa hybrid work.

Isomelism often supports A-B-A form, or other formalhemes that approximate
symmetry, in Zappa’'s music. “Manx Needs Women” (ECE 1976/1)9%@aexample, manifests
a simple A-B-A' design, the A' section of which igdlded by an isomelic relation with the

opening melodic gesture (Example 2.12). However, as caseéer in Example 2.12, the

far and, therefore, are not particularly significaMore significant isomelic relations exist between sbhag “Dog
Breath (In the Year of the Plague) and “The Dog Breatliatians.” These will be described in Chapter 3.

*8 The measure numbering for the score is somewhat idicsyn, as the first four measures are labeled A
through D. Therefore, what | am calling measure 4 iserpooperly heard as measure 8.
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variation that opens A' is much more rhythmically idistt than the original melodic statement.
In fact, the first presentation of the theme is penfed so fast that it is doubtful that any listener
will hear the isomelic relationship shown in the ex&mp Instead, the isomelic technique
reinforces the fact that both A and A' are composedha liybrid style; therefore, the
recapitulation not only restates a “main theme,”dsd recapitulates a stylistic category.
Another common approach to A-B-A' design in Zappa’s wiagke set the B section as a
solo (or a series of solos) and achieve a complet@pitellation via isomelism. This is the
scenario followed in the piece “Rollo” (ECE 1972/1988hj. tHis music, roughly six measures
of the eighteen-measure A section are recapitulagegsomelism at A'. It requires 23 measures
for A' to play out the entirety of this isomelism,oaing also for interjections by non-isomelic
material”® An even more striking example of this phenomenoiisd in the piece “Big
Swifty” (ECE 1972b). The interesting fact about this AABform is that it is achieved not by a
“composed” isomelism, but by one that arose from an awipation within a form that was

originally A-B (theme-solos). As Zappa explained:

The restatement of the theme is actually derived feoguitar solo on the album which Sal
Marquez took down on paper. After about an hour of whgdhm tape back and forth, Sal
managed to transcribe this rhythmically deranged chorum(t dave the ability to do this kind of
musical dictation, but, since Marquez had a full-bore edurcat North-Texas Universifgic], he
had it covered). After he'd written it out, we procede over-dub three trumpets on it, and,
presto: an organized conclusion for “Big Swiff{.”

Zappa is of course describing the post-solo overdub techniqueb@elsearlier in this chapter.
What he fails to mention in this quote is that this testent is achieved entirely with the
isomelic technique: that is, by stating the theme in neythms. Example 2.13a provides a

portion from the beginning of the theme (2.13a) and itz variation (2.13b). Zappa applies

9 The A section of this piece first appeared on recortimvihe song “St. Alfonzo’s Pancake Breakfast”
on the albunApostrophg1974).

% Frank Zappa, “The Complete History of Last Week’s Meghof Invention/Hot Rats/Grand Wazoo,”
Circular, Vol. 4, no. 40, October 9, 1972.
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this technique for a total of 37 measures in A', coveringfitee 42 measures of the original
theme® While some of the isomelism involves simple augméniaof the original rhythmic
values, other ideas are significantly altered. For @@nthe corresponding passages given in
Example 2.13c and 2.13d show that, in Zappa'’s first attemjtisaportion of the melody (Ex.
2.13d), he subverts the descending sequence of the origgmaé t(Ex. 2.13c). When Zappa
states this melody again nine measures into Example 2.18lhech more careful to maintain
this sequential relation.

A multi-pronged employment of isomelism in service oBAA' form is observed in “Mo
‘N’ Herb’s Vacation I’ (ACE/ECE 1978/1983c). This work feasara number of isomelic
relationships throughout the piece, most of which are duite and thereby not form-defining.
The form of the piece as a whole is A (mm. 1-37) B (888+59) A' (60—end), with each
section, considered individually, in the hybrid stylehe3e sections are distinguished from one
another in part by changes in meter; the A sectioasrad/4 while the B section is in triple
meter®® However, repetition of materials from the A sestaiso contributes to the articulation
of the A’ section, as its start is heralded first taps$posed repetition (mm. 60—62) and then by
isomelism-plus-T6-transposition (m. 63). The phrasdmste@ by the isomelic technique are
provided in Example 2.14. Although these repetitions clearhnect the two A sections, their
weight as true “recapitulations” is somewhat weak, nase of the recapitulated material
represents the “main theme” of the piece. Perhagsmsier avenue in which to hear the A-B-A'

form of the piece is provided by an isomelism within theeBtion. Example 2.15 displays two

® In subsequent versions of “Big Swifty,” this isomelariation was performed as if it was a “composed”
section and was even provided a new accompaniment timabrfe naturally with it (as opposed to the single chord
accompaniment of the original performance).

62 As will be discussed later in this study, the senseaémin this piece is fairly weak, so these changes in
meter are difficult to perceive.
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phrases related by this technique, as well as T1 transpodition the B section. These two
phrases play a much clearer formal role within the piasdhe first phrase (Ex. 2.15a) initiates
the B section, while the second (Ex. 2.15b) terminditesection. Therefore, the two statements
of this melody achieve closure for the B section asale, setting it off from the A sections.

As a culmination to my discussion of isomelism in fokmantexts, let us investigate
“Inca Roads” (ECE 1973/1975a). This music was first premieseal @mpact instrumental in
1973 and was subsequently revised to a much longer versidredas onOne Size Fits All
(1975)). But whereas similar revisions to titles suchRBNZL” involved the expansion of
each section of the original work, the revision of driRoads” leaves the original more or less
intact within the larger form (with the only exceptibaing the substitution of a keyboard solo
for the earlier trombone/flute solo). The revisidrgwever, interpolates a number of new
sections, nearly all of which are created by isomeligiigure 2.1a is a formal outline of the
original composition, as heard on the albline Lost Episodegd996). As the figure shows, the
original piece is a simple A (theme) B (solos) Algiine) form with three distinct thematic
elements: a two-part main theme (Theme 1), a “linkt separates the two parts of Theme 1,
and an unaccompanied melodic theme that closes theiBrs€theme 2).

Consider now the formal outline for Zappa'’s revisiorflota Roads,” given in Figure
2.1b (note: this figure employs the same labels as Figura). As can be seen, all three
thematic elements of the composition are provided édignvariations in the revision (these
isomelic variations are indicated by bold typeface am figure). The variations applied to
Theme 1 and the link are particularly extreme. Thenfierlexample, appears herein with a text
affixed to its melodic line; additionally, its characte substantially altered. It is no longer

separated into two parts by the link, but is instead conislyanterrupted by excerpts from an
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entirely different piece (“Approximate” (ECE 1972/19888))(Due to the length of this section,

| have not included musical excerpts). The link, previpaskhort burst of notes (Example
2.16a), is now primarily set as even sixteenth-notaegm(Example 2.16b) and is repeated four
times. The link now functions as a formal transitibrst to the guitar solo and then to a new
isomelic variation of Theme 1 (part 2). The most mséing aspect of the isomelic process in the
revision is that the variationmecedethe “original” composition. Therefore, when the Atsen
enters at 5:41, the “original” piece sounds like the slmrvariation (i.e., as opposed to the
opposite scenario, which represented the actual conmgpuditprocess). This reversal of
functions extends also to the isomelic variation béfe 2 (at 6:05), which likewise precedes
the B section, in which its original version appears. siim, isomelism is exploited in “Inca

Roads” to particularly creative ends.

Summary remarks.

In this chapter, various aspects of style and form haea lexplored in Zappa’s music.
Regardingstyle | have detailed two important elements of his earlyicaliseducation: (1)
Zappa’s childhood fascination with the musical score,clwhtontributed to his interest in
musical complexity and also factored in his preferred “gregamethod of composition; and (2)
his rejection of formal studies in music theory, whiglven his lack of training in voice-leading
and counterpoint, had a decisive effect on the types atalusxtures found in his music. Also
discussed has been the role of Zappa’s guitar playing icdmgositional style. The most
important aspects of this influence were shown to be réselting emphasis on melodic

composition as well as the spawning of the “hybrid” styfénally, form in Zappa’s music has

1t is very likely that the isomelism of Theme 1 wasver “written down,” instead being created in
rehearsals in conjunction was Zappa'’s keyboardist Gdauge, who sings this melody.
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been discussed in relation to various treatments d¢ddype Non-repeating forms, which were
shown to produce non-traditional formal structures,ewebserved in the guitar solos (and
derivatives) and well as the hybrids. Finally, in relatto forms utilizing repetition, | have
described two techniques of varied repetition—contour reteréind isomelism—and their

employment as form-defining agents.
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CHAPTER 1l

RHYTHM AND METER

Introduction.

From the outset of Zappa'’s involvement in music, rhythra efecentral importance. As
was recounted in Chapter 2, Zappa’s first musical in®nt was percussion, which he began
studying around the age of twelve. By his accounts, thesées were very casual, including
little more than a summer group course in orchestralussion. His inclination towards “the
sounds of things that a person could beat on” was regdowhen he discovered the music of
Edgard Varese nearly two years later, taking a partidikiaig to Varese’'s piece “lonisation”
(1929-31) for its heavy percussion scoring\longside an enthusiasm for post-tonal classical
music sparked by Varése, he developed a competing interB&B music, even playing the
drums during his high-school years in a band called TheabfRas. Little came of this
experience for Zappa as a performer, as he claimed éhatdver learned to coordinate my
hands and feet” and was soon fired from the Harithese failures aside, the fruits of his
youthful interest in drumming were ultimately manifestedhe emphasis he afforded to matters
rhythmic or metric in his music.

In the present chapter, we will see that the aforéiomeed allegiances to both post-tonal
classical styles and rock/pop music were vital to thehrhig and metrical techniques that Zappa
developed in his instrumental compositions. The primarycsopf the chapter are various types

of metrical and rhythmiconflict, which will be interpreted in part as an attempted mer@if

! Frank Zappa and Peter OcchiogrosHee Real Frank Zappa Bogklew York, NY: Touchstone, 1989):
29.
? Ibid., 29.
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popular and art-music techniques. Accordingly, the discassidivided into two large sections
devoted tometerand rhythm respectively. This arrangement suggests an inheremtatisti

between the two termi. These differentiations will prove important, as migcdssion of

metrical procedures, including polymeter ameétrical dissonancgewill provide the necessary
conceptual framework for our comprehension of the rhythi®chnique most associated with
Zappa’s musicrhythmic dissonancelt is this phenomenon to which the bulk of this chajser
devoted, as it represents Zappa’s most original solutiontégrating the rhythmic and metrical

characteristics of popular and art music.

. Meter.

A. Early metrical practices.

In Zappa's early recorded output (i.e., the music pesdrimy the original Mothers of
Invention), his devotion to the rhythmic/metrical languadénis predecessors is most visible.
Stravinsky’s music, in particular, factors heavily innpaf Zappa’s early metrical practicés.
At the time, he explained: “I'm bringing ‘music musisdrious or classical concepts] to our rock
arrangements. Stravinsky in rock is like a get-acquaintfsd, @ loss-leader. It's a gradual
progression to bring in my own ‘serious’ music Clear evidence of this influence is seen in the
heavy usage of asymmetrical meters, shifting meters,‘@igmeter” in Zappa'’s early titles.

When asked to distinguish his music from the majoritthefrock music of the time, he cited the

3 Later in this chapter, | will consider the pros andscof conceptually separating rhythm from meter.

* Stravinsky’s music was quoted extensively in Zappa’s albewes before he began incorporating his
own instrumental works into his albums. For example, thenalbsolutely Freg1967) includes four separate
guotations from Stravinsky's works. These quotationsf@red in the tracks “Amnesia Vivace” (Rite of Spring,
The Firebird), “Soft-Sell Conclusion” (L’histoire du slait) and “Status Back Baby” (Petrushka).

® Robert Shelton, “Son of Suzy Creamcheebkeiv York TimesDecember 25, 1966.
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use of some of the aforementioned devices, such as Sigmature changes, rhythm changes,”
and claimed “you sure can't dance to it, so now they'rerisng.® Nevertheless, Zappa’s

employment of these techniques is also informed by theecwions of rock/pop music of the

time. Therefore, in the following section, we wiles certain “constraints” placed upon the
metrical structures produced by these techniques. This evilesas an introduction to more

general issues at play in Zappa’'s music, particularéy shbversive potential of employing

advanced rhythmic/metrical methods in the context of pmgkhstyles.

Before proceeding further, we must define some metigcals and concepts relevant to
our discussion:

The rhythmic unit and the tactu3he most basic element necessary for the coristnuc
of meter is the presence of what | will call the/thmic unit an evenly spaced (isochronous)
pulse that is usually directly stated in the mdsiBy default, the rhythmic unit should usually be
identified as the fastest persistent pulse in the musiother pulse level of interest is that of the
tactus Lerdahl and Jackendoff describe the tactus as “the dévagats that is conducted and
with which one most naturally coordinates foot-tapping andcelasteps® While different
listeners may hear different pulse levels as the tagaygpa’s music normally assumes a tactus
at a slower pulse rate than the rhythmic unit, being ysaaluple, triple, or quadruple grouping

of the rhythmic unif’

® Jerry Hopkins, “Interview with Frank Zappagblling StoneJuly 1968.

" This term is suggested by Richard Cohn, who refers tdatstest pulse level “worth noting for the
analytic purposes at hand” as the “smallesit of equal division.” Richard Cohn, “Metric and Hypermetric
Dissonance in the Menuetto of Mozart’'s G Minor Symphdat 550,” Integral 6 (1992): 6.

8 Fred Lerdahl and Ray Jackendoff,Generative Theory of Tonal Mugi€ambridge and London: MIT
Press, 1983): 71.

° As we will see, the notated quarter note is oftéected as tactus by Zappa.

41



Meter and its categories.After Maury Yeston, meter is viewed as the producthef t
interaction between two pulse levels, “the faster ofcwiprovides the elements and the slower
of which groups them® Meter exists at different levels, including the smaile metrical
interpretation of the rhythmic unit by the tactus to theuging of the tactus into half-measures,
whole-measures, etcHypermeteris defined as any level of meter above that of the edtat
measure. In the context of my discussion in the chapigpermeter will usually refer to the
arrangement of notated measures into larger metrical grodifper Justin London, meters may
be divided into two categorieisochronousandnon-isochronous® In distinction to isochronous
meters, non-isochronous meters are those that featur@quivalent groups of a certain pulse
level. In Zappa’s music, non-isochrony exists most comiynin reference to the tactus. For
example, in a non-isochronous meter such as 5/8, widhigdnth-note rhythmic unit, the tactus
may group the rhythmic unit into non-equivalent 2-3 or 3-Zicatschemes?

With these definitions in mind, let us turn to a small &#&& of excerpts from Zappa’s
early works. The music of “Oh No” (ECE 1967/1968b), whiniplys shifting meters and non-
isochronous meters in tandem, represents a mild iategdladvanced metrical procedures and
rock-music norms. As shown in Example 3.1, the firstase of the composition, two meters are
employed, 4/4 and 3/4, which alternate every measure taecnegular two-measure
hypermetrical units. Reinforcing the regular metricadralation is an accompanying oscillation

in the bass part, whereby each 4/4 measure featuregdhdepwhile 3/4 measures contain A in

19 Maury Yeston,The Stratification of Musical Rhythhew Haven and London: Yale University Press,
1976), 66.

1 Justin LondonHearing in Time: Psychological Aspects of Musical Me@xford and New York:
Oxford University Press, 2004), 100.

2 Non-isochrony may also exist at a higher pulse vatae the tactus. However, the rhythmic unit is
never subject to non-isochrony in Zappa’s music.
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the bass. Considering the regularity of this alternatibe passage is perhaps better viewed as
an example of a non-isochronous meter, as the regli&nation of 4/4 and 3/4 would easily
permit a re-barring within the fixed meter 7/4. If viewedsach, the use of non-isochrony here
differs from Zappa'’s typical practice due to the facttthe tactus level (quarter note) is not
subject to non-isochrony; instead, it is the notated umeasthemselves (i.e., the metrical
arrangements of the tactus) that are uneven. Thisdien is crucial, because such measure-
level non-isochrony does not disrupt the listener’s gbibt clap or dance along to the tactus.
Therefore, this excerpt retains two aspects assoattkedock meter: (1) an even tactus; and (2)
regular, duple hypermeter.

Tactus-level non-isochrony, along with shifting metéssexploited to more subversive
effect in the music of “The Dog Breath Variations"QE/ACE 1968/1969a): a variation set
based on the melody of the song “Dog Breath, In ther 6éthe Plague” (both appearing first on
the alboumUncle Meat(1969)). Example 3.2a provides the opening melodic themesaddhg
“Dog Breath . . . ,” which serves as a model for noatrplay in “The Dog Breath Variations.”
As can be seen, the metrical features of the ofligioiag are entirely regular, exhibiting a fixed
meter (4/4), an even quarter-note tactus, and duple hypern@tesider now Example 3.2b, the
corresponding passage from “The Dog Breath Variatioasisomelic variation of Example
3.2a. Here, the isomelic technique is necessitated irbpdtte introduction of shifting meters
into the music, which consistently subvert the quartee-tattus associated with the original
song. In the first phrase (mm. 1-4), the 4/4 meter ofotiggnal song is present in the odd-
numbered measures, while the even-numbered measuresosdi& meter, accompanied by a
shift to a dotted-quarter tactus (three rhythmic units@mseed to two). In the second phrase

(mm. 5-8), the odd-numbered measures once again featugedtter-note tactus of the original
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song, yet now this tactus resides within 3/4 meter. Athenfirst phrase, the even-numbered
measures thwart this pulse with shifts to both the sookironous 5/8 (with 2-3 tactus values)
and to 9/8. Because the referential quarter-note tactalsvés/s presented first to the listener
(i.e., in the odd-numbered measures), the disruptiexteffroduced by shifts to meters at odds
with this tactus is particularly salietit.

In the early music, one also finds several examplgmbtimeter. While true “notated”
polymeter is more-or-less confined to these early tftlébe layering process characteristic of
polymeter—and also essential in much of Stravinsky’'s musit! continue to be of import in
Zappa’s later musi¢®> As with shifting and non-isochronous meters, Zappa’'s apprda
polymeter manifests a sensitivity to rock/pop norms.

The polymetric structure in the main theme of “Pound & Brown” (ECE/ACE
1967/1969a) establishes a model for most of Zappa’s subsequentnexps with the technique
(see Example 3.3f. As can be seen, two clear layers of activity arase: (1) a 7/8 metrical

layer, created by the ostinato pattern in the lowerstegiand (2) the now-familiar 4/4 + 3/4

13 This disruption is especially strong in the first phrasethe odd-numbered measures here are almost
identical rhythmically to the corresponding measurdt@friginal song.

14 Justin London questions the perceptibility of polymetacting that “a polymeter would invoke the
presence of two (or more) concurrent metric framewbrkkondon hypothesizes that, when listeners hear a
polymeter, they either: (1) extract a composite andt fib a meter; or (2) select one meter and hearother
meter(s) against it. Justin Londddearing in Time: Psychological Aspects of Musical Mét@xford and New
York: Oxford University Press, 2004), 49.

15 Acutely aware of the unfamiliarity of polymeter in kamusic of the time, Zappa would proudly alert his
concert audiences to examples of the technique. Sesxdorple, Zappa’'s on-stage explanation of the polymetrical
texture heard within “Toads of the Short Forest” (EX®64/1970b) on the albuliveasels Ripped My Fleslrrank
Zappa, “Toads of the Short ForestWeasels Ripped My FlesRykodisc RCD 10510 (1970): 2:09-2:30. This
texture is not part of the theme proper of “Toadshef $hort Forest” but is the result on an edit from thdist
recorded theme to an unrelated live event.

16 According to Zappa, this piece dates from 1957 or 1958, waevab still in high school. Frank Zappa,
liner notes tdrhe Yellow SharkRykodisc RCD 40560, 1993.
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alternation, found in the melody and druthsUnlike most potential polymetric pairings, the two
metrical layers of “Pound for a Brown” display onlyg$lt asymmetry, as they become realigned
every fourteen rhythmic units (unit = eighth). In diseoissof Stravinsky's ostinati-oriented
textures, Gretchen Horlacher defines such a segmentrcist when non-aligned groupings
come into phase, ascgcle’® In the case of Example 3.3, the periodicity of tt& ddtinato (7
units) is half of that of 4/4 + 3/4 (14 units). Therefold@rement occurs after two iterations of
the ostinato figure and one of the 4/4 + 3/4 layer @veo, “notated” measures of the melody’s
meter). The cycle thereby reinforces a duple hypermatdéoth metrical layers, with both
meters combining to create a cumulative duple effect.

The mild asymmetry of Example 3.3 is in service of duplpehmeter, which again
demonstrates Zappa’'s retention of certain aspects afp@p metrical practice even while
employing a technique associated with twentieth-centurgnasic. The polymetric procedures
of “Oh No” are strongly modeled after those of “Pouodd Brown” and have the same larger
goals. In fact, the very same polymetrical pairingdRdund for a Brown,” 7/8 and 4/4 + 3/4,
occurs in “Oh No” (see Example 3.4). Here, howeves,rtteters are (horizontally) juxtaposed
rather than (vertically) superimposed. As bracketedhenexample, 7/8 meter momentarily
disrupts the controlling 4/4 + 3/4 meter of the piece.niBaantly, the shift to 7/8 persists for the

precise length of the cycle (14 units, or two measuref®)r® returning to the primary 4/4 + 3/4

Y This metrical interpretation is also shared by Juaatw. Bernard, “The Musical World(s?) of Frank
Zappa: Some Observations of His ‘Crossover’ PiecesExjpression in Pop-Rock Musied. Walter Everett, 157—
209 (New York: Garland, 2000).

18 Gretchen Horlacher, “The Rhythms of Reiteratiornia Development in Stravinsky's OstinatMusic
Theory Spectrurh4/2 (1992): 174. In general, the length of a given cyclebeastetermined by the equation (xy)/z,
where x and y represent the two groupings and z isnanom factor between x and vy.

' The essential non-alignment of this passage occutwéke” the barlines of the meters, in the ways in

which the different layers group the eighth-note rhythmmit into tactus values. That is, the 4/4 + 3/4 layer
observes an isochronous quarter-note tactus while thay#Bfeatures a non-isochronous (3-4) tactus scheme.
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meter. For the passage to be heard as a “true” polynileéelistener must supply the missing
metrical layer during these two measures: a task easkieved given the close relationship
between the metefS. Example 3.5, the coda of “Oh No,” employs a polymepairing that
exploits a similar cyclic formula as Example 3.3.e3@é layers include: (1) an alternating 3/4 +
2/4 layer in the bass, which oscillates between thehgst C# and F#; and (2) a drum layer in
5/8%' As in “Pound for a Brown,” the faster moving meter ¢nBf8) has a periodicity half that
of the slower meter (3/4 + 2/4) (i.e. 5 and 10). Theeeftire cycle of these two metrical layers
is likewise two measures in length, retaining the normahiyde hypermeter of rock/pop music.
True polymeter such as that seen in the above eranmplseldom found in Zappa'’s later
music, as his interest in polymeter developed into ardiitephenomenon (to be discuss&d).
With the rise of progressive rock and jazz/rock fusiothe later 1960s/early 1970s, Zappa was
also no longer peerless in the world of rock music inttdaasference of advanced metrical
techniques to popular musical styles. Perhaps this réadithim to search for new procedures
that he could more rightly call his own. In many wayss led to a simplification of meter in
Zappa’s works. However, as we will see, this singdifion allowed for greater conflict in other
dimensions. As Zappa explained: “We can play in 4/4 aag pdme awful weird shit in 4/4.

By the same token, you can play in 9/16 and play somly teaing stuff too, as is evidenced by

20 Later in this chapter, | will explore Harald Krebstncept of “indirect dissonance,” which is relevant to
the present example.

2 Given that both layers are set as ostinati, neithéheftwo meters have inherent referential status, an
equality that is enhanced by the metrically ambiguous melody

22 One reflection of Zappa’s loss of interest in polymetar be observed in the 1988 live rendition of “Oh
No,” wherein the passage given in Example 3.5 lacks th#iatorg layer in 5/8. This version can be heard on
Make a Jazz Noise He(&991). Among later works to incorporate polymeter imKTwWalks Amok” (ECE 1982),
which, in some of its polymetrical textures, features ¢ame cyclic formula evidenced in “Pound for a Broamd
“Oh No” (seeMan from Utopial:27-1:35, where a 7/8 meter is coupled with 4/2 + 3/2, whashahcycle of four
measures).
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a lot of jazz-rock groupS The next technique to be discusseeéfrical dissonanceepresents a
refinement along these lines of the processes of raktsigperimposition and juxtaposition

witnessed thus far.

B. Metrical dissonance.

As Harald Krebs has detailed, the transference dktime “dissonance” from pitch theory
into the realm of rhythm/meter has a rich historyngdound in the writings of composers such
as Hector Berlioz, Henry Cowell, and Charles Seemeul;theorists such as Grosvenor Cooper,
Leonard Meyer, Carl Schachter, and (perhaps most infallght Maury Yeston?* An
advantageous notion offered by the consonance/dissonatephor is, as Richard Cohn notes,
that “meter orients our temporal experience in wayslar to those in which tonality orients our
pitch interpretations®® As opposed to Zappa’'s polymetric textures, in which Botaters”
were typically of equal statuspetrical dissonanceelies on the perception of one meter as a
primary metrical referent for the music. Krebs ref@r this layer as therimary metrical layer
which is most often represented by the meter signatumenafrk?® Due to the primary metrical
layer’s privileged status in any given piece, the condofiamework it creates is termed the
primary consonancef the piece. This framework is necessary for theqmion of metrical

dissonance.

% John Dalton, “Shut Up and Play Your GuitaBitar, May/June 1979.

% Harald Krebs,Fantasy Pieces: Metrical Dissonance in the Music of Robert Schufifaw York,
Oxford: Oxford University Press, 1999): 14-17.

% Richard Cohn, “Metric and Hypermetric Dissonance inNenuetto of Mozart's G Minor Symphony,
K. 550,” Integral 6 (1992): 1.

28 |bid, 30.
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Krebs’s definitions of metrical consonance and diasca are extended and adapted
from Yeston's discussion afiythmic consonance and dissonance (to be discussed %atén).
Example 3.6, | have provided a hypothetical collection gérg in a metricallyconsonant
relationship. This metrical state results when thidinality produced by each pulse level (given
on the example) is either a multiple or a factoreath other level® Stated another way,
metrical consonance ensures that any slower-moving lelledlways “include” all the faster-
moving levels. Therefore, all attacks of the sloweelevill coincide with attacks of the faster
levels. Situations featuring a rhythmic unit and only eloaver metrical interpretation of the
unit are always consonant, but collections involving at least slower pulses are more
common. For metricatlissonanceon the other hand, at least three levels must ahMays
present, namely the rhythmic unit and at least two slometrical interpretations. One
metrically dissonant collection is provided in Examplgé, 3iow utilizing a hypothetical quarter-
note rhythmic unit. The two metrical layers herel-anit grouping and a 3-unit grouping, are
metrically dissonant. That is, their cardinalitie® amot multiples or factors of one another.
Krebs refers to this type of dissonance agaiping dissonangeas the dissonance results from
different groupings of the rhythmic unit; this particulangping dissonance would be labeled
G4/3.% In grouping dissonances such as Example 3.7, the attackaradging the two
interpretive levels will be in a non-aligned relasbip, a state that will be maintained until the
“cycle” of the dissonance completes itself (i.eg thext point of alignment will be when the

cycle begins anew). The particular G4/3 dissonancengivExample 3.7 has a cycle of twelve

%" The important conceptual distinctions between theribgf Yeston and Krebs will be dealt with later
in this chapter.

28 Krebs, “Some Extensions,” 103.

2 Krebs,Fantasy Pieces31; this term is adopted from Peter Kaminsky.
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units ((4 X 3)/1). Krebs also defines a second category aifigal dissonance termed the
displacement dissonance As opposed to grouping dissonances, which result fthen
superposition of non-aligned layers different cardinalities, displacement dissonances involve
the superposition of non-aligned layers of tb@me cardinality. Example 3.8 shows a
displacement dissonance resulting from two separége?s (unit = eighth), the top interpretive
layer displaced by one unit from the bottom layer. dvailhg Krebs, this dissonance will be
labeled D2+1, representing the displacement of the 2-{®® by one unit (+1). Like grouping
dissonances, displacement dissonances feature nopdligretrical layers; however, in
displacement dissonances, the layers will never robecaligned. Hence, there is no cycle as
such.

In Zappa’'s music, grouping dissonances are far more comitinan displacement
dissonances, suggesting that he viewed metrical dissoresican extension of his early
polymetrical practices. Of the works examined for thislgt only the passage given in Example
3.9, from the piece “Moggio” (ECE 1981/1983a), is consistetit thie concept of displacement
dissonance. This excerpt immediately follows a lenggtion of metrical consonance in which
the primary metrical consonance consists of a 2-léyeit = eighth) and a 6-layer (i.e., 3/4
meter). The sustained cadential pitch of this condosettion begins Example 3.9. At the third
measure of the example, the 2-layer is displaced farwar one rhythmic unit. This
displacement dissonance, D2+1, is enforced by all institama the texture, with the primary
metrical consonance dropping out during the length of treudiénceé® Zappa's treatment of

this dissonance demonstrates once again his concern for ldyydemeter, as the dissonance

30 Krebs’s concept of “indirect dissonance,” to be discusste in this chapter, is also applicable to this
example.
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persists only for two “notated” 3/4 measures before shitiing new metrical consonance (4/4)
at the fifth measure of Example 3.9.

In Example 3.10, from “The Black Page #2” (ECE 1976/1978a), wevieav the issues
at play in Zappa's typical approach to metrigabuping dissonance. As will be true for all
subsequent examples, the primary metrical consonancesda the accompaniment; here the
accompanying instruments enforce the notated 4/4 metedrtimes providing a quarter-note
rhythmic unit and the bass replicating a “disco-type’oagganiment every four units. The
dissonant layer—as in all of Zappa’s pieces—is presditede melody, which creates a 5-layer
by sustaining each successive pitch for five units, resulin a G5/4 dissonance with the
accompaniment:

Example 3.10 also demonstrates Zappa exploitation of yhbc cproperties of this
particular grouping dissonance. As is indicated on themele, the G5/4 dissonance is
maintained for two complete cycles, each 20 units in lengtie beginning of the second cycle
is made prominent due to its coinciding with the highesibdie pitch of the passage (B5).
Further, the length of the cycle itself, lasting fivetated measures, creates a higher-level G5/4
grouping dissonance with the hypermeter of the accompanimiérat is, if we posit a higher-
level unit with the duration of one measure, then tbeompaniment, which shifts harmony
every four measures, creates a consonant 4-layerharalignment that occurs between melody
and accompaniment every five measures (i.e., the cyepegsents a dissonant 5-layer. Rather
than play out the entirety of this larger cycle, whiabuld last twenty measures, Zappa “fills in”

the two “extra” measures left after the completionhef second small-scale cycle; this allows the

31 This is one general feature that Zappa’s music shatespep/rock music. That is, the rhythmic/metric
conflict is often perpetrated by the melodic line. &esmples of syncopation in David Temperley, “Syncopation i
Rock: A Perceptual Perspectiv®bdpular Music18/1 (1999): 19-40.
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hypermetric 4-layer, a primary consonance at the lelvblypermeter, to complete itself before
the cadence at the end of the passage.

“Echidna’s Arf (Of You)” (ECE 1973/1974b) offers anotherei@sting manifestation of
grouping dissonance, particularly in relation to cycliogarties (see Example 3.11). Here, the
primary consonance is the 5-layer of the accompaniment &urixteenth). Against the
established 5-layer, the melody asserts a conflicting &-layhich is created by successively
sequencing a melody nine units in length at T2. One curspechof this G9/5 dissonance is
that the two conflicting layers are begun out-of-phasethe 9-layer begins three units after the
5-layer. This has important consequences for the gyabiperties of this dissonant collection, as
alignment between the 9-layer and the 5-layer actuattyrsearlier than it would have had the
two layers started in phase. Specifically, alignmestuos at the beginning of the seventh
measure rather than at the beginning of the tenth measumdicated on the example. Had the
displacement not occurred, alignment between the layersld have resulted after five
repetitions of the 9-layer. Interestingly, Zappa dmefact state the 9-layer exactly five times.
However, when alignment does not occur after the 8ftitement, due to the opening 3-unit
displacement, he fills in the remaining two units of timeasure with a partial sixth repetition.
In sum, the five “proper” statements of the 9-layerhimitthe cycle are sandwiched between
three units at the front and two units at the end. Asetliextra” units together sum to five
units—the cardinality of the primary consonance—the teasmn® length of the passage is
accounted for.

Both of the grouping dissonances discussed above aré Kieds calls direct
dissonancescreated from the superposition of non-aligned layéiserefore, as stated above,

they represent a refinement of the layering processpslgieter. Another type of dissonance
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exploited often by Zappa iadirect dissonancewhich results from thguxtapositionof metrical
layers in a dissonant relationsffpIndirect dissonances rely on the listener's menet@intion of
one metrical layer as it gives way to a new opposiedrioal layer. Krebs observes that “the
actual duration of indirect dissonance varies from ppsda passage and from listener to
listener.”®® As will be seen, the retained metrical layer in Zappausic always represents the
primary consonance. Therefore, the necessity fofigtener to maintain the consonant layer in
the face of opposing dissonant layers is quite strong.

Within the introduction to “T'mershi Duween” (ECE 1973/1988c) qfwple 3.12),
indirect dissonance occurs between the first phrase (m8). and the second phrase (mm. 9-
16). The first phrase establishes the primary metcmasonance: a 5-layer utilizing a repetitive
eighth/dotted eighth rhythit. At a level above the 5-layer, we find duple hypermeter, (10
units), created by the sequential repetition of the tiivet measures repeatedly at T4. At a lower
metrical level, the rhythmic unit is grouped into non-isodaus 2-3 tactus pulses. In the
second phrase, however, the 5-layer is completely abaddas is the non-isochronous tactus;
in its place is an isochronous 2-unit tactus, createcepgating or holding each new pitch for
two rhythmic units. At the lower metrical level, themg have an indirect grouping dissonance
G5/2. The mental retention of the 5-layer, necgdearindirect dissonance, is made easier due
to the fact that the 2-layer is not dissonant with bingher-level 10-layer of the primary
consonance. As can be seen, the second phraseatse$ a 10-layer that is established by the

repetition of its melodic idea every 10 sixteenth not&gnificantly, the 10-layer is also the

32 Harald KrebsFantasy Pieces45.
% Ibid., 45.

34 This rhythm is easiest to perceive in the 1988 versidfT'ofershi Duween,” as heard diake a Jazz
Noise Here
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length of the cycle of a G5/2 dissonance. Therefibrine two phrases were superimposed—
which does occur conceptually in an indirect dissonanoes—tomplete cycles would result,
with every sequential repetition of the melody of thestfphrase mapping onto the two
corresponding measures from the second phrase.

A more puzzling utilization of indirect dissonance is foumdhe piece “Approximate”
(ECE 1972/1988c), the beginning of which is provided in Example %3.0he perceptual
challenge of this excerpt is that the primary consomaricdhe piece is not explicitly stated but
exists only as the notated meter of the pfc&he perception of the meter relies on what is
commonly referred to asubjective rhythmizationThis refers to a listener’s tendency to place a
series of identical isochronous attacks within a metraontext®’ In “Approximate,” this
isochronous pulse is the quarter-note tactus played througif®yiece by the drums. (Note:
there is no “harmonic” accompaniment in the music, onlyrdr accompanying a unison/octave
statement of the melody). Nevertheless, in tha fight measures, very little in timeelody
suggests an interpretive layer 4-units in length. Theepiaat of the repeated Bb is the melody
in the first four measures is far too syncopated and spoi@einforce a 4-layer. The best option
for a truly perceived 4-layer appears from mm. 5-7, as efdtiese three measures begins with
an accented pitch. Whether or not these measures ieoffffc establish a 4-layer, the

unambiguous 3-layer at mm. 9-11 should, at least concepthallgxperienced as an indirect

% Parts of this piece are also found in “Inca Roads” {@essfrom 1974 onwards) and the arrangement of
“The Purple Lagoon” (ECE 1976/1978a) presentedappa in New Yorkl978). The title “Approximate” refers to
the use of indeterminacy in the piece: only select pstere notated in the score, while all rhythms areigelc
indicated.

% The fact that the piece is in 4/4 is confirmed in like performance documented dine Dub Room
Special(1982), featuring a performance of the piece from 1974lid& shown in the movie offers a partial glimpse
of the first page of the score. Further, the performeashows Zappa conducting in four throughout the piece.

37 Justin London considers “subjective metricalizationbéoa more appropriate term. Londbtearing in
Time 14-15.
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metrical dissonance with the primary consonance.casbe seen, Zappa sustains the indirect
G4/3 dissonance for exactly one cycle (3 measures); hectycle completes, the first six
measures are repeated.

“Sinister Footwear I’ (ACE 1984, unreleased) features &eresting variation on the
grouping-dissonance concept. The melody of the passaggestion—which Zappa titles
“lllegal Aliens on a Lunch Break” in the score—appearsExample 3.14. The primary
consonance for this section, a 14-layer (unit = sixtgegs indicated by the 7/8 meter signature,
is established by the percussion and other accompanying instsufnenshown), which all play
distinct rhythmic patterns that repeat each measueaticg a Latinesque percussion backdrop
(representing, one imagines, the illegal aliens ofitle.t Against the primary consonance, the
melody (with homorhythmic chordal accompaniment) creatdmt might be termed an
“additive” grouping dissonance. This type of grouping diseoeafeatures the consistent
addition or subtraction of the rhythmic unit to/from leasuccessive event. As shown in
Example 3.14, Zappa begins the process with the shortegtiggoof the rhythmic unit (i.e, 2)
and adds one unit to each subsequent note. The augmemtitiurations continues until a 14-
unit duration is achieved, after which a similar processdafational diminution begins.
However, the diminution process does not digress to their@p@-unit grouping, as its goal is
instead an 11-unit duration that is filled-in melodicallye.(i with each unit in its span
articulated). What, one might wonder, is the logichi$ process? The answer to this question
is revealed by considering the goal duration of the augnemtat 14-unit span. Significantly,
this duration is identical to that of the primary cormme. The “problem” occurring at the
attainment of this goal is that it is out-of-phase vilie primary consonance (i.e., the notated

measure). The subsequent diminution is designed, theoritect this non-alignment and bring
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into phase the dissonant layer with the primary coasoe. This trajectory explains why the
diminution only works down to an 11-unit span, as that vaduadlithat is necessary to achieve

this goal. When alignment finally occurs, there beginswa section in the piece

II. Rhythm.

A. Distinctions between rhythm and meter.

Thus far, very little has been said regarding whabmmonly called “rhythm.” While
the remainder of this chapter will redress this imbaganhe question remains as to how much
the concept of rhythm might enrich the preceding disoass Before discussing Zappa’s
trademark technique ahythmic dissonangeit is necessary to consider the ways in which
rhythm and meter both coincide and differ. Just where el@naw the line between these two
concepts? Where does rhythm stop being rhythm and becoteg ar@ when does a structure
that is seemingly metrical function as rhythm? In gestion, | will summarize the primary
theoretical debates on the rhythm/meter dichotomy. &ltere we will withness several short
passages in Zappa's music where the strict separatioredretrhythm and meter is deemed
analytically fruitful. These examples will also prdeiuseful tools for generally differentiating
rhythmic and metrical techniques in Zappa’'s music, and wikro&d framework for the
understanding of rhythmic dissonance.

The theoretical literature on rhythm and meter offersariety of viewpoints on the
rhythm/meter dichotomy. Most of these sources asseldaat some independence between
rhythmic and metrical phenomena. Cooper and Meyer, fample, argue for a fairly strict

separation between these two terms, whereby metegasded as “the measurement of pulses”

55



and rhythm is defined as “the way in which one or moreceex@ed beats are grouped in relation
to an accented oné” More recently, London defines rhythm as “patterns ot that are
phenomenally present in the music.” Meter, on therdihad, is viewed as “a particular form of
entrainment or attunement,” functioning as “a temporaugdofor the perception of rhythmic
figures.”®® This view is similar to that offered by Joel Lestehowconceptualizes meter as “a
grid or a structuring of time within which an object candmmated on a plane surfac®.”At the
opposite end of the spectrum are the theories of KaatdsChristopher Hasty. Both Hasty and
Krebs advocate a more extensive merging of the twaemin. Krebs, for example, defines
meter simply as “the union of all layers of motioctige within a composition® On the
surface, this definition would seem to place meter withinealm traditionally reserved for
rhythm. Even more adamantly opposed to the separatiomytifrn and meter is Christopher
Hasty, who seeks to capture some of the “immediacy’ “particularity” of rhythm for meter.
The title of Hasty's bookiVieter as Rhythmindicates the degree to which Hasty views meter as
an aspect of rhnythm. To this end, he focuses on the preeesspect of metrical experience
through the concept of “projection,” which is defined ase“process in which a mensurally

determinate duration provides a definitive durational poteriba the beginning of an

3 Grosvenor Cooper and Leonard B. MeyBhe Rhythmic Structure of Mus{€hicago: University of
Chicago Press, 1960): 4-6.

39 Justin LondonHearing in Time4, 48.

0 Joel Lester,The Rhythms of Tonal Musf€arbondale and Edwardsville: Southern lllinois University
Press, 1986): 52.

*1 Harald KrebsFantasy Pieces30.
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immediately successive everit."Meter, then, becomes the “operation of projecticalldevels
[i.e., pulse levelsf?

There are advantages and disadvantages to both theptaicseparation and to the
integration of rhythm and meter. The most significamwdrack to the strict separation of the
concepts is that it tends to obscure the degree to whi¢hnmhgan influence or give rise to
meter. Even Cooper and Meyer, proponents of this mod#d, that the accents and unaccents of
rhythm, when occurring with regularity, also often produetem In fact, the manner in which
rhythm can give rise to meter has been essential to isgussion above, as many of the
“metrical layers” produced in these examples have eddiiom particular groupings or patterns
of rhythms. Nevertheless, Cooper and Meyer cite examplevhich rhythms can be at odds
with meter, suggesting that meter can remain independemytbm?** Indeed, for the listener to
maintain a meter in the face of rhythms that do mdoree the meter, there must exist a gulf
between the two concepts.

How appropriate, then, is the application of the témmtrical dissonance” in regards to
the examples cited above? Are these grouping and dis@atelissonances truly “metrical” or
are they rhythmic in nature? There are grounds to candigen both, in fact. As will be
recalled, each metrical dissonance involves a “primagyrical consonance” that, significantly,
is usually in accord with the meter signature. If gnisnary consonance is taken to represent the
true meter of a work, any opposing metrical layer is peHaest thought of as a “rhythmic”

dissonance. This is the viewpoint put forth by Robeatten in regards to displacement

“2 Christopher Hastyeter as RhythrtNew York and Oxford: Oxford University Press, 1997): 84.
*® Ibid, 149.

4 Cooper and Meyer, 88.
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dissonances, which he considers merely “patterned sytwogathat do not challenge the
metrical hierarchy® However, grouping dissonances, particularly the onésessed above,
seem to have greater claim to the status of meteren Ewndon, who considers metrical
dissonances to be “noncongruences between a patteratoé entrainment [i.e., meter] and a
pattern of events in the world” [i.e., rhythm], recogsizihat the regularity exhibited by
dissonant layers is metrical in nature, so much abdissonant layers may threaten the existing
meter*® That having been said, if meter is defined as a tempowahdr a grid, or a field in
which rhythm operates, there can be only one reigning raétartime. In sum, the dissonant
layers of metrical dissonances can be said to marifgktrhythmic and metrical features. For
the present study, however, | will retain the term,lgplan to reserve the term “rhythmic
dissonance” for a separate technique that can onlyyrigéatcalled rhythmic.

Example 3.15 demonstrates an important way in whichameddferentiate rhythm and
meter in Zappa’s music. Example 3.15a provides the phnasedncludes the first section of
“Approximate.” This eight-measure phrase consists of Sustained pitches that are stated in
irregular durations. Example 3.15a represents the durafi@aah pitch in reference to an
eighth-note rhythmic unit, producing the pattern 22-13-13-16. Withs pattern is a repeated
13-unit duration for the second and third pitches. While sephcated durational spans are
essential to meter, this particular repeated duration mimtegroduce a truly metrical effect, as it
functions instead in relation to a different metribatkdrop. Example 3.15a is better viewed as
an example of rhythmic syncopation, most commonly defagethe accentuation of a weak beat

(or weak part of a beat). This particular syncopationebes from David Temperley’s

S Robert S. Hatten, “Review dfantasy Piecedy Harald Krebs,Music Theory Spectrur®4/2 (2002):
276.

“6 Justin LondonHearing in Time 84.
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conception of syncopation assplacement Temperley hypothesizes that, in syncopation, “an
accent that belongs orparticular strong beat is shifted or displaced to a weak 8heéExample
3.15b shows the same music of Ex. 3.15a in un-syncopated fsman be seen, all of the four
pitches appear on a strong beat and are equidistanofleranother (two measures apart). This
unsyncopated model shows that the syncopation only invohesmo middle notes, while the
first and fourth pitches appear in their “correct” plaeaim Therefore, these two middle pitches
do not represent a separate metrical structure cons@tiri-unit durations; rather, they gain
their effect in relation to an established metricad gmi which they can be located. The fact that
the syncopated middle pitches both last for thirtegghtbi notes may explain, from a
compositional standpoint, why they appear where they dbinvthe meter, but it does not
constitute a threat to the notated meter.

We see from the previous example that the preseneeabdar rhythmic unit is also
essential in distinguishing rhythmic phenomena from nadtiechniques in Zappa’'s music.
Further evidence for this contention is offered by conmgaixample 3.16, from “The Eric
Dolphy Memorial Barbecue” (ECE 1969/1970b) with the alredidgussed Example 3.14 from
“Sinister Footwear I.” Just as “Sinister Footwear |’ thyped the progressive augmentation and
diminution of durations, Example 3.16 reveals a similaccgse of gradual diminution. This
passage features a compound melody in which the loweteegpeats the pitch A# while the
upper part ascends chromatically from C# to G. Isaabioth parts of the compound melody
reveals that every successive pitch is of a shdrextion than the previous pitch. Considering
the lower part (the repeated A#s), and as indicated @mexhmple, the sequence of durations
proceeds as follows: half note — dotted quarter — quartgrarter triplet — eighth — sixteenth.

However, this progressive diminution would never be tdrfimetrical,” as its process is not

" David Temperley, “Syncopation in Rock: A Perceptual Petis@etPopular Music18/1 (1999): 20.
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strongly tied to a rhythmic unit. In fact, it is im@dde to find a rhythmic unit of which each
duration could be represented as an integral nuffib&ven if such a rhythmic unit could be
found, the choice of this value would be largely arbitralry “Sinister Footwear I,” on the other
hand, each successive pitch was exactly one rhythmidoungier (or shorter) than the previous.
And, more importantly, the rhythmic unit was well estsitidid by the preceding section of the
piece, which consisted entirely of articulated sixteerotes (the rhythmic unit). Therefore, the
listener’s experience of that music was strongly gbicethe rhythmic unit. (Naturally, one may
remain hesitant to call this a metrical process, dedis not imitate any commonly encountered
meter.) In Zappa’'s music, therefore, the clear presenae rhythmic unit (or lack thereof)
should be considered central to the rhythm/meter dichatomy

An additional demonstration of the importance of tiythmic unit to metrical
experience is found in the passage from “The Black Page(EBTE 1976/1978a) given in
Example 3.17. As can be seen, this music corresporttattof Example 3.10 (from “The Black
Page #2,” which is a recomposition of “#1.”) In the marofelExample 3.10, | have attempted
to represent Example 3.17 as a G5/4 grouping dissonanceo 3@ the rhythmic unit must be
the sixteenth note. However, the other instrumentbentexture, in both this passage and the
preceding music, offer no support for sixteenth-note uatitier, the bass articulates a pitch at the
beginning of each measure and the drums provide a quartetantte pulse. Without a clearly-
established sixteenth-note rhythmic unit, the listenebisencouraged to be attuned to metrical
groupings of the sixteenth note. Zappa’s modificationhef passage in “The Black Page #2”
(Ex. 3.10), therefore, finds him “correcting” these noatlr deficiencies by replacing the

sixteenth-note unit for a quarter-note unit that is alyeadnipresent in the music.

*8 Specifically, the quarter-note triplet makes this imgsesi
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B. Rhythmic dissonance: preliminaries.

One of the problems of contemporary music isdissonancef the harmony. That is the thing
that turns off most listeners. Rhythm never redbthered people. . . . Even quarter-note
(rhythms) with dissonant chords in them are not very nfuohto listen to, but if you have a
diatonic setting or even a bitonal setting wittmplicated rhythmic stufin it, there’s no reason
why that shouldn’t be appealing to a wide range of petple.

With the preceding discussion in mind, we now turn to sadject of rhythmic
dissonancein Zappa's music. The hypothetical music described bgp@ain the above
guotation, coupling “complicated rhythmic stuff” with a diaiosetting, could easily describe a
title such as “The Black Page” (#1 and #2). But contra@eapa’s words, rhythmic complexity
is found in both his diatonic and chromatic music. @reater significance of this quote is that it
indicates a transfer of the expressive duty of dissan&oen harmony (or pitch) to rhythm. In
the pieces to be discussed hereafter, the processessain and release, traditionally reserved
for pitch, are employed in rhythmic phenomena. Accewlyi the ternrhythmic dissonancwill
be employed: a term also used by Zappa. In this setisi; definitions and interpretations of
rhythmic dissonances will be offered. Following this,wi# consider how rhythmic dissonance
is manifested in Zappa’s works, both hybrid and non-hybrid.

Of the theoretical accounts of rhythmic dissonanbe, most relevant to the present
discussion from a definitional standpoint is found in ¥a& bookThe Stratification of Musical
Rhythm(1976)>° Yeston applies the term “rhythmic dissonance” wheteast two rhythmic
layers “cannot be expressed as a simple multiplicatiodivision of each other® Example

3.18 reproduces Yeston’'s Example 4.2, which shows four ditfehgthmic levels, labeled A

“9 Frank Zappa, “Non-Foods: Coming to Grips with Polyninys,” Guitar Player MagazineApril 1983.
0 Maury Yeston The Stratification of Musical Rhyth(New Haven: Yale University Press, 1976).

1 |bid, 78.
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through D. Some of these levels are consonant with ether, such as D and C (4:2 ratio) and
D and B (6:2). Others, such as C and B (3:2), are diasoanad level A forms a dissonance with
all other levels (7:2, 7:4, 7:6). Krebs has fruitfullyachcterized Yeston’s conception of
rhythmic dissonance as “arithmetic” in that it is se®gly dependent on the relationship held
between the integers that represent the various rhytlayérs>? In contrast, Krebs’s sees his
own conception of consonance and dissonance as beinghégeral,” based on the degree of
alignment between metrical layers. This geometriadas, in part, the impetus behind Krebs’s
use of the term “metrical” dissonance as opposed to Westdythmic” dissonance.

One demonstration of these conceptual differences israygpm consideration of the
common “hemiola” between 3/4 and 6/8 meters. Example prifides two separate
realizations of this hemiola; at (a) is a manifestathat seems to support a “geometrical’” sense
of non-alignment while at (b) is one for which Yesw®arithmetic view is better suited. For
Example 3.19a, both rhythmic strata articulate the rhythumit (eighth note); the upper line
supports a metrical interpretation of groupings of two wttélower line groups the unit into a
dissonant 3-layer. These dissonant layers creatéyfie of horizontal non-alignment between
metrical groupings with which we are already familidn Example 3.19b, neither of the two
strata articulates a shared rhythmic unit (a point toeberned to later). Instead, the measure
features two different isochronous pulses. The quader-pulse level sounds three times in the
measure while the dotted-quarter pulse is articulated twieejucing a dissonant 3:2 ratio.
Beyond the opening articulation, these two levels sharattacks. While one may choose to

view either of the two realizations in Example 3.19 frhma opposing vantage point, doing so

52 Krebs, “Some Extensions . . .,” 101.
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would represent a very different type of “hearing” inttb@ases® My goal is to refocus
attention on the “arithmetic” type of dissonance tlagtconceptualized by Yeston, has received
comparatively little attention. Hereafter, the tefrhythmic dissonance” will denote this
phenomenon. In many ways, this is a conception of rhytlimsisonance that is in search of a
repertoire in which it can hold significance.

Rhythmic dissonances share several fundamental prop#reslistinguish them from
metrical dissonances. While metrical dissonanceiregja pulse level (the rhythmic unit) and at
least two metrical interpretations of this pulse, rhythdissonance entails (1) a given time span
in which the dissonance occurs and (2) at least twerdifit pulse rates (hereafter 101 =
interonset interval) that subdivide the time span @goal units. After Yeston, the different 10Is
are considered dissonant if the numbers of attackssiyegrately produce within the time span
are not simple multiplications of divisions of oneottrer. Example 3.20 provides four paired
IOIs that share this dissonant relation, each sudbidiyia different time span. | will refer to the
aforementioned duration as thength (abbreviated “L”) of the dissonancé.L will always be
measured with regard to the number of tactus pulsesligate within a dissonant collection.
Example 3.20 assumes a quarter-note tactus (which, notidemtally, is the most common
tactus in Zappa’'s rhythmically dissonant music). In Ex@n3.20, therefore, the L of (a) is 1,
(b) is 2, and so forth.

As defined here, rhythmic dissonances are more or les#icde to phenomena

traditionally called “polyrhythms”. a term also used ocgoaslly by Zappa. London, for

%3 Subsequent work on metrical dissonance has expanded upbs's&Kgeometric model, even including
discussions of metrical dissonance at the level gfehmeter. For example, see Richard Cohn, “Metric and
Hypermetric Dissonance in the Menuetto of Mozart's GdvliSymphony, K. 550,Ihtegral 6 (1992): 14-33.

> The concept of “length” is taken from Richard Cohn 19920hr however, deals with metrical
dissonances, and measures the length of a giveageabyg the number of rhythmic units that transpire.
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example, defines a polyrhythm as “any two or more sepangtbmic streams in the musical
texture whose periodicities are noninteger multiples’—elwhs precisely Yeston's definition of
rhythmic dissonanc®. Despite the synonymous nature of the terms, rhythnsisodiance will
be used instead of polyrhythm for various reasons. Fipstlyrhythm” is inherently vague,
meaning simply “many rhythms.” Second, the “dissonancetaphor is better suited to describe
this phenomenon, particularly as employed in Zappa’'s mudibat is, the term “rhythmic
dissonance” conveys the both expressive potential eéthgsthms and their musical functith.

Consider, for example, the following comment from Zappa:

What | would describe as a dissonant rhythm is 23:24, whérgs wouldrub up against each
otherin the same way that notes a half-step apart havetarceendency towinge your ears’

Essentially, the dissonant effect results from #uk lof shared rhythmic attacks within a given
dissonance, as can be seen in the rhythmic dissonahEgample 3.26°

An additional reason why “rhythmic dissonance” is a ensatisfactory ternms that, as
already implied by Example 3.19, rhythmic dissonances lmnepresented as lower-level
grouping dissonances. Indeed, Zappa himself showed awaddriegsfact. When asked in an
interview to demonstrate a “five-over-three” rhythm, Zapmpglained (apparently over the

phone) as follows:

Well, draw 15 dots on a piece of paper. Draw stemsrapmp from every fifth one on the top,
and sstgems coming down from every third one on the tmgtémd you'll see the effect of five over
three:

%5 London,Hearing in Time 49.

% For example, when London discusses the two-againsttteméola (Ex. 3.21b), he observes that the
dotted-quarter pulse “is heard as a rhythmic groupingctiefesagainst the ongoing triple meter.” Londéfearing
in Time 49.

*" David Mead, “Unholy Mother—Frank ZappaGuitarist MagazingJune 1993,

*8 Some rhythmic dissonances, such as 9:6, need to be rddttbed (to 3:2 in this case) to have no shared
attacks. In Zappa’s music, these dissonances arenpdbyed.

% Frank Zappa, “Non-Foods: Coming to Grips with Polyninys,” Guitar Player,April 1983.
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Example 3.21a reproduces the interviewer’'s (or magaziner&jliattempt at following these
directions. As can be seen, Zappa’s directions atewletl a bit too literally, as no stem is
drawn on the first dot, where both an up- and down-stemuldhreside®® Example 3.21b
provides a correct realization; as seen, those stemsdriaevery fifth dot produce the 3-layer,
while those stems drawn every three dots create thgeb-lalhe interesting revelation of this
exchange is that it finds Zappa explaining a rhythmic dissmnam a way consistent with
Krebs’s grouping dissonances (i.e., in reference to thmhg unit). It is possible to explain any
rhythmic dissonance in this way. Given a rhythmic dissce (A:B), the number of rhythmic
units that transpire will be equal to (A x B). One pudééhe A-layer will be equal to B-number
of units while one pulse of the B-layer will be equaAtaumber of units. For example, ina 7:6
dissonance, 42 units (7 x 6) will transpire; the 7-layattacks will occur every 6 units and the
6-layer’s attacks will be articulated every 7 units.

This having been said, there are several problems wititeptualizing rhythmic
dissonances in the manner of grouping dissonancesmést,esuch minute relationships within
a given L often surpass the perceptual capabilities t@hkss. Imagine, for example, the 7:6
rhythmic dissonance mentioned above in the contextdofriter (i.e., comprising one measure
of 3/4). Because 42 rhythmic units would have to elapdainthis span, the unit in question
would, unless residing within a slow tempo, have an extrerapig 101 (a 32nd-note septuplet).
Further, because the rhythmic unit is not expresslyudatied, it must be imagined by the
listener without prompting. While true metrical dissacemare heard as conflictimgetrical
interpretations of pulses (units), rhythmic dissonances are heard instsadconflicting

subdivisionsof a certain time span. Indeed, an important aspeatingfrhythmic dissonances

€0 The rhythm that results from this error is the retadgrof the correct realization.
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as “rhythmic” is that they are not subject to a rhythmid¢.udis Zappa explained, “any piece of
time can be subdivided any old way you like. And thatlsatvhappens when people talk,
because people don't talk in 4/4 or 3/4 or 2/4—they &lllover the place (i.e. at different

101s) .t

C. Rhythmic dissonance in the hybrid music.

Having now defined rhythmic dissonance in the abstractbegen to investigate the
ways in which this phenomenon appears contextually ppZ@a music. Rhythmic dissonance is
most commonly found in Zappa’s “hybrid” music (see discussio@hapter 2). While later in
this chapter | will demonstrate some applications oftmmc dissonance in non-hybrid music,
the vast majority of the passages that | will disctessd towards the hybrid style. The
employment of rhythmic dissonance in these titlestisno$o extensive as to constitute a kind of
“premise” for the music, as movements into and out of rhitlthssonance define the listening
experience. One finds a high degree of consistency in Zamaployment of rhythmic
dissonance in the hybrids, so much so that the hybyié sind this technique should be
considered strongly linked.

In this section, several topics regarding rhythmic diasge in the hybrids will be

addressed. First, we will consider the unique problems eter@dnin interpreting rhythmic

®1 Frank Zappa, “Absolutely Frank: First Steps in Odd MgteSuitar Player MagazineNovember 1982.

%2 Rhythmic dissonance is lacking in very few hybrid worleiw the repertoire | am examining. Most of
the hybrid-style pieces that lack rhythmic dissonancdaned among Zappa’s early Synclavier pieces on albums
such ad-rank Zappa Meets the Mothers of Preventi®885) andlazz From Hel[(1986). For example the pieces
“Night School,” “The Beltway Bandits,” and “G-Spot Tado” on Jazz From Hellall feature extensive,
improvisatory sections, but almost no significantthimic dissonance. This fact probably stems frormtla@ner in
which Zappa entered the melodies of these pieces. IMeBt, they were improvised on the Synclavier keyboard
(i.e., not on the guitar). See Robert L. DoerschukJamdAikin, “Jazz From Hell,Keyboard,February 1987; Jeff
Spurrier, “Zappa on Jazz From HelMusic & Sound OutputMarch 1987.
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dissonances as defined thus far in such contexts. Hwgsdion will foreground a comparison
of “The Black Page #1” and “#2” that will confirm seveddlthe theoretical suppositions made
there. Following this analysis, | will summarize ttaious types of rhythmic dissonances found
in simple meters in the hybrid titles under investigatidiinally, contextual issues arising from
the juxtaposition of rhythmic dissonances in the hybrids ve examined, includingndirect

rhythmic dissonancanddissonance resolution

1. Theoretical interpretation.

Hybrid pieces are well-suited for rhythmic dissonanceiliye of theirmetrical stability
and their implied separation between rhythmic and méteieants in the musical texture. As
mentioned in Chapter 2, fixed meters are the norm irtheid style. In Zappa’s music, the
instrumental layer supplied with the task of enforcing rieter is always the accompaniment
(usually bass, drums, and keyboard—though drums at the vety) I€ghis layer will hereafter
be referred to as thmetrical layer This term is not intended to imply that the soundiugnts
of the metrical layer are not rhythmic, only that thesents are clearlnetered therefore, the
term can be translated “the layer whose pulses asecased with the meter and its
enforcement.” Conversely, those events certainly haarchythmic are found in the melody.
This layer will thereby be termed thieythmic layer As will be shown, rhythmic dissonance in
the hybrids functions according to the relationship hedtivben the rhythmic layer and the
metrical layer.

Example 3.22, a single measure from “The Black Page #1” (E8716/1978a), serves as
a case in point for the problems of interpretation #raée in many hybrid passages. Here, the

content of the metrical layer is extremely sparsssisting only of a quarter-note tactus in the
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drums and a single sustained pitch occurring at the beginmiegat notated measure in the
bass: the minimum enforcement for 4/4 meter. Theol@he tactus is a slow 60 BPM (beats per
minute); perhaps as a result of the slow tempo, tiselétle or no sense of hypermeter in the
piece. Henceforth, this type of metrical framework Wé termed a “slow-tactus meter,” a type
also found in two additional early hybrid titles, “Be-Bop §ah(ECE 1972/1974b) and “Manx
Needs Women” (ECE 1976/1978a), as well as the later “MdH&tb’s Vacation I’ (ECE/ACE
1978/1983c§? In the measure given, the overall rhythmic activityween the rhythmic layer
and the metrical layer could scarcely be more difféated; while the tactus sounds four times,
the melody articulates 30 times. Comparison of e layers shows the metrical layer to be
what London callsnetrically underdeterminetf Only two pulse levels (quarter and whole) are
articulated, and both have slow 10Ils. The heavy rhythantivity of the rhythmic layer conjures
up faster 10Is, but these are never explicitly statethe metrical layer. As Zappa explains: “I
think that the real interest of what to do with rhytlema have people’s feet tapping to@mal
beat]i.e., the tactus], and then superimpose interesting tlaiggmst that steady be&t.”

Relating to our definition of rhythmic dissonance, thevstactus of the passage causes
certain complications, as none of the rhythmic groupindgke rhythmic layer have an L greater
than 1. In fact, some of the rhythms, such as th&etrgnd quintuplet, only have an L of 1/2.
The result of this fact is that none of these rhythnesin a dissonant relationship with the tactus,

as there are no non-coinciding attacks between thedgnelod accompaniment. In what sense,

% For “Be-Bop Tango,” this 10! holds for early versioosthe piece (when it was part of a larger piece
entitle “Farther O’Blivion” and the final version of éhpiece, as heard ofhe Yellow SharK1993). For the
performance ofRoxy and Elsewhei@974), the pulse is quickened significantly to 120 BPM (empinasie “Be-
Bop” segment of the title at the expense of the “Tango”).

% London,Hearing in Time 56.

8 John Dalton, “Shut Up and Play Your GuitaBtitar, May-June 1979.

68



then, are we to hear some of these rhythms as dig®oidananswer, let us focus first on the L=1
septuplets that sound towards the end of the measure. iMbde septuplet subdivisions may
not be dissonant with theounding eventsf the music, they still function as dissonances in
relation to the tactus. However, this dissonancgesltosubtactudevels; that is, the septuplets
prevent the slow tactus from receiving any consonant ca¢support from faster pulse levels in
the metrical layer Because seven is a prime number, any other subdivididhe tactus
concurrently sounding during this span would create a rhyttisgonancé® But what would

be the normative subdivision of the tactus?

London hypothesizes that “hearing a beat requires at tkhaspotential of hearing a
subdivision.®” Given the slow 10l of the tactus here (and in simjpieces), the tendency to
hear a subdivision is even greater. Perceptual sthygi®chard Parncutt have shown that pulse
salience is strongest with 10Is close to 100 BBMhis finding would lead one to conclude that
the slow tactus (60 BPM) of “The Black Page #1” is rettitacking in salience (i.e., the ability
to accurately clap or dance to the beat.) Howevemplsibinary subdivision of this tactus lies
extremely close to the 10l fanaximal pulse salienggeing 120 BPM). If, as Zappa states, the
intention is for the listener to tap along with thett, it can be assumed that most listeners will,
at the very least, supply an implied eighth-note ptdsthe metrical layer. It is this eighth-note
pulse that will be rhythmically dissonant with the Lsudbdivisions in the rhythmic layer. In the

case of Example 3.22, the ratios will be 7:2. As forlth&/2 subdivisions on beat two of the

8 All rhythmic dissonances will include at least oneelehat is prime. Maury Yeston discusses the issue
of prime versus non-prime dissonant structures. Ye$tom Stratification of Musical Rhythihi22-128.

67 Justin LondonHearing in Time34—-35.
® Richard Parncutt, “A perceptual model of pulse salience raattical accent in musical rhythms,”

Musical Perceptioril (1994): 409-464.
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measure, these require an implied sixteenth-note puisecreéate “vertical” rhythmic
dissonance®’

While the process described above might seem convolutisdhgtually quite simple. It
requires foremost that the listener hear the accommeanti(the meter) as a separate entity from
the melody (the rhythm). In essence, the metricadrlaxkists outside of the piece itself. It
represents our generic, and inherently uninteresting, cakkpectations for a piece “in 4/4,”
including completely consonant pulse levels. When a shmtu$ is presented, the listener will
provideat least ondevel of binary subdivision to the metrical layer imer to increase the pulse
salience of the tactus, thereby improving the listenacsuracy at foot-tapping, clapping, or
dancing. These implied levekhicken the consonance of the meter, turning a metrically
underdetermined surface into a richer collection of comsormulse levels. Because this
framework is so strongly suggested, Zappa often allowstdbtus itself to drop out during

rhythmically dissonant melodic phrases:

You know that it [the tactus] is there. Even thoughrttusician isn’t playing the four beats, your
foot is tapping in the basic time sighature of the sofgd there is a clock inside your body that's
saying, “We're in 4/4.” And someone plays nine acrigsand inside your body you hear the
difference and that’s part of the excitement of that kifichythm?°

Another important factor for the implied pulses of thetrical layer is that their 10Is are
generally closer to those presented in the rhythmic layéis allows any dissonant rhythms of

the rhythmic layer to be heard as either “too fast” too“slow” in relation to the consonant

1n all of the pieces discussed in this section, duple sl are considered normative. Of course,
triple subdivisioncouldbe established as the norm in the piece, but this weagldgire an established triple grouping
at the outset of the piece. A good example of norma#tipke subdivision in the metrical layer is the piecé&T
Grand Wazoo,” which utilizes a shuffle accompaniment. ré8foee, when L=1 dissonances occur therein, they are
heard as dissonant with the triple subdivision.

Frank Zappa, “Coming to Grips with Polymetergiitar Player April 1983.
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implied levels, and thereby dissonant. Zappa likens tleepwf the metrical layer to “natural
rhythms”:

There are certainatural rhythms. . . What is your heartbeat rate? That's a rhythm There is
also an average tempo at which people conduct their liVémt is a rhythm. If that average
didn’t exist, then people wouldn’t know whether or n@ythvere going fast or slow because those
[pulses] are terms which ansed to compar® an averagé'

This consideration often plays a role in Zappa’s notatif dissonant rhythms, particularly when
they are represented as ratios such as 13:12, as seeamplg 3.23 from “Sinister Footwear 2”

(ECE/ACE 1981/1984b). Here, the 10l of the L=3 subdivisioh13) is heard as slightly too

fast compared to the consonant sixteenth-note “impjiedse.

Let us return to the previously discussed measure of “TaekB?age #1,” but now with
reference to our fuller understanding of the metricgkedaof the piece. Example 3.24
superimposes the rhythmic layer of this measure above pulse levels of the metrical layer,
which are organized hierarchically from the levels mdshi to be implied by the listener
(sixteenth-note and eighth-note) to the sounding tactisr each rhythmic grouping in the
rhythmic layer, the pulse levels of the metrical layghwhich it is dissonant are boxed in. As
indicated on the example, beat 1 is consonant, beaitles two separate dissonances with the
sixteenth-note level, and the septuplets of beats 3 and dissonant with both of the “implied”
levels.

The visual representation of Example 3.24 suggests thasjdeved in isolation, the
longer the L of the dissonance, the greater the dissenas longer L subdivisions will naturally

be dissonant with more pulses of the metrical ld§ein this measure, then, the rhythmic

" Bob Marshall, “Interview with Frank Zappa,” October 22, 1988.

"2 Harald Krebs's makes a similar contention in relattonmetrical dissonances: “One factor that
determines the inherent intensity of grouping dissonaiscéength of cycle; the more pulses that elapse before
attacks of the constituent layers coincide, the momns# the dissonance.” Harald Krebantasy Pieces57.
Since each rhythmic dissonance is, in the abstracin@lete cycle, these two rules are very much the same.
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dissonances seem arranged to produce a gradual incredke dissonant intensity of the
rhythms. Nevertheless, none of these rhythms are hadig$pnant in their own right, as none
are dissonant with the tactus. The rhythm of Exam@8,3n the other hand, is dissonant with
all potential pulses of the metrical layer, includihg tactus (3:13 ratio). Generally, tactus-level
dissonance is the furthest level of rhythmic dissonaméappa’s music. Beyond the tactus, it
becomes a matter dbw manytactus pulses are included in the collection that providesria

for further ranking, whereby L=2 subdivisions are ledernse than L=3 subdivisions, and so
on.® However, these rankings are not absolute betweeegias tempo effects the degree to
which, for example, one L=2 dissonance compares with=ghdissonance from a different

piece. Therefore, it is not notational length thathisolute, but the real-time length.

2. “The Black Page” #1 and #2.

With our greater understanding of the tools necessary iffterpreting rhythmic
dissonance in the hybrids, a thorough comparison will hewnade between the “two” pieces
“The Black Page #1,” and “The Black Page #2.” This discusswll detail the types of
dissonances found and the manner in which they are eetployAs will be shown, these
differences reveal a keen understanding of the issaegsdied above on the part of Zappa.

In “The Black Page #1, the dissonances shown earliekample 3.22 are typical. That
IS, most are either L=1/2 or L=1 subdivisions. Of disscra with an L=1/2, subdivisions of 3
and 5 are found, whereas the L=1 dissonances include 5d7]lasubdivisions. As was

mentioned above, this is significant in that none ekéhrhythms are dissonant with the tactus.

"3 Besides ranking dissonances according to their L, onld eso posit a hierarchy of dissonances within
the same L. This would likely be done by considering digsmsawith faster 10Is as more dissonant, as faster 10
open up the possibility for the listener to intuit exiraplied” levels in the metrical layer. However, theseems to
be little analytical usefulness for this extra levehigrarchy.
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This L=1 limit seems to be fairly consistent for othbythmically dissonant works from this
time period, particularly in the pieces “Be-Bop Tangotl @Manx Needs Women,” which, as
mentioned above, are also in the slow-tactus categOrythe opposite end of the spectrum, one
finds rhythms such as those shown in Example 3.25 a-bseTdear to be “nested” rhythmic
dissonances, wherein a larger subdivision is subdivitéo smaller rhythmic grouping$.
Zappa was apparently proud of these nested dissonancesjnterview, he was even able to

recall the exact measure number in which the mostragtod these occurs (Ex. 3.25b):

So | think you're referring to bar 15 of “The Black P4gé&nd that's a tricky bar to play. But it
canbe played and it has been played over and over again bpfedifferent musicians in and out
of the band . . . So, to count that particular measune,divide the bar into a half-note triplet.
That's the big bracket. And inside each of the hatentriplet beats, there are further
subdivisions. That's alf

The large subdivision of a nested dissonance repsesardctuality, a change in tempo. In both
Example 3.25 a and b, the tactus is quickened by a 3:2 digsatia. Since the tactus is already
slow, this part of the rhythm is the most difficult p@rform. Both in terms of length and
complexity, these nested dissonances are the mastsetin the piece (by the criteria stated
above). As complete entities, however, they arécdlf to integrate with the other rhythmic
dissonances of the piece, as they do not featuregke 3@l across their L. As we will see, the
performance and perceptual challenges of the nested aigsmimust have become apparent to
Zappa by the time he decided to rework the piece.

“The Black Page #2,” essentially an isomelic variatiof “#1,” can be seen as a
refinement, both in terms of rhythm and meter, of thdéiezaromposed piece. It also exploits

even better the subversive potential of rhythmic dissona@ee novel feature of “#2” is that, in

" James Borders, in his study of “The Black Page,” callsetiieythmssecond-generation complexities
James Borders, “Frank Zappa's ‘The Black Page’: A Caddusical ‘Conceptual Continuity’,” irExpression in
Pop-Rock Musiced. Walter Everett, 137-155 (New York: Garland, 2000).

S Frank Zappa, “Absolutely Frank: First Steps in Odd MgteSuitar Player November 1982.
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its first incarnation, it superimposes a modified versid the melody of “#1” on a disco-style
accompaniment® Significantly, Zappa’s cited disco music as a prime exanop rhythmic
consonance where “everything is boom, boom, boom,” “banging you otle# head and

* We have

reinforcing your factory rhythm [i.e., the consonant pslef the metrical layer
already discussed how rhythmic dissonance can be endpinyder to weaken the salience of
the tactus pulse, either by cutting off consonance blertbat tactus or by creating rhythmic
dissonances with the tactus. For “The Black Page #2ppZ conceived of audience-
participation activities whereby his audience membersdcexberience first-hand this intended
effect. Specifically, he would request the audienceldace or clap along to the music—
apparently a difficult feat for many. At a concerBarlin in 1978, Zappa relieved the audience
of this duty but asked instead that they “meditate abouh@dle poor folks that clap their hands
to this song, because they never get all the way throligay just can’t do it!®

Some of the most significant modifications in “#2” anade to the metrical layer. Most
importantly, there exists a higher degree of pulse saliefi¢e previously slow tactus of “#1”
(60 BPM) is quickened to twice that, with an 101 of 120 BPNbw, the tactus lies very close to
Parncutt’s stated range for maximal pulse salience. Zappekingly) acknowledged 120 BPM

as an optimal dance tempo: “Americans . . . find ioalely UNPOSSIBLE [sic] during their

precious off-duty hours to dance to any song unless its in 4i2Gtbeats per minute—no

® The piece was premiered at the same concert as ‘#elkhss the drum solo version in which the piece
began. These can all be heard on the albappa in New Yorkl978).The disco accompaniment was utilized from
1976-1978. During the 1981-1982 tours, a reggae accompaniment wéatsdbsthile later versions utilized ska
(1984) and new age (1988).

" Bob Marshall, “Interview with Frank Zappa,” October 2288; David Mead, “Unholy Mother—Frank
Zappa,”Guitarist MagazingJune 1993.

8 Frank Zappa, Berlin, February 15, 1978. Transcriptiothéyatthor.
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fuckin’ around now—no 119—no 121—gimme the ol’ 120 ‘n turn up the godcamidiaps!*®
Given the quicker tactus, Zappa also attempts, whesstpesto create 4-bar hypermefrThis
is observed most clearly in the music correspondingnito 1-8 and 19-23 of “#1.” Whereas
previously this music had consisted of alternating GsusBagsds2 chords, each chord lasting
one measure, in “#2” each chord persists for four meastrmegting a type of hypermeter more
normative for the disco setting. Contributing to thetua pulse salience of the metrical layer is a
greater degree of sub-tactus consonance. The rhythrheobdss accompaniment, played
consistently throughout the piece, is shown in ExarB[#é; it explicitly articulates both eighth-
note and sixteenth-note pulse levels. Thereforepmradistinction to “#1,” the listener is not
given the responsibility of mentally providing sub-tactlevels to create consonant
reinforcement of the tactus. In sum, the metricgddaf “#2” is no longer underdetermined.
“The Black Page #2” also finds various modifications midthe melody of “#1,” most
of which have consequences for the types of dissonaneelved. The first of these is the
elimination of all the nested dissonances of “#1.” félet, after “The Black Page #2,” no nested
dissonances are found in Zappa’'s composed music untlateel980s/early 1990s, when he
apparently began experimenting with them on the Syncldwikere accuracy of performance
could be assured}) As for other melodic events in the rhythmic layensirhythms of “#1”
are augmented “notationally” by either a 4:1 or 2:1 ratid#2.” Considering the rhythmic
dissonances of “#1,” the employment of either of theg® augmentation ratios will alter the

length of the dissonance. To demonstrate, let us reiuhetmeasure analyzed above from “#1”

" Frank Zappa and Peter Occhiogrosime Real Frank Zappa Bogkew York, NY: Touchstone, 1999):
160.

8 As stated earlier, the quicker the tempo, the moreylitkeit levels of meter will exist above the notated
measure.

8 More will be said on this point later in the chapteXested dissonances do appear in Steve Vai's
transcription of Zappa’s solos The Frank Zappa Guitar Book
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(Example 3.22); the corresponding music of “#2” is provideBExample 3.27. As the example
indicates, the rhythms of the first two measures ofghrase are in a 4:1 ratio with those of the
original melody, while the last measure is in a 2:doratThe interesting result of these
expansions is that the dissonant rhythms, which wepgaliously of L=1/2 or L=1 lengths, are
now uniformly L=2 dissonances. Therefore, they atenalv dissonanwith the quarter-note
tactus. It should be observed, however, that thogbmsyexpanded by a 2:1 “notational” ratio
are actually in a 1:1 “sounding” ratio (i.e., sharing ii=itIOIs) with those of “#1.” This
occurs because, as was noted above, the tactus in “g2inhiéDI at 120 BPM, twice that of the
tactus of “#1.” Hence, the quarter-note pulse in “#2” hascqunvalent 101 to the notated eighth
note of “#1.” More significant, then, is the expansafcertain rhythms by a 4:1 “notational”
ratio, which causes the previous L=1/2 dissonances &wildle create dissonancesth the
tactus. Regarding Zappa’'s audience-participation activity,La@ydissonance will involve the
clapper/dancer performing rhythms dissonant with the att#dkee rhythmic layer (e.g. 2:3, 2:5,
2:7). In “#1,” on the other hand, the clapper never hadapagainstdissonant rhythms (with
the exception of the nested dissonant structures)l dssdnant subdivisions were located at the
sub-tactus level.

The concern for creating rhythmic dissonances with tactus is, with very few
exceptions, observed for the remainder of “The Black R&gé This tendency is especially
prevalent towards the end of the piece. Example 3.28daewihe melody of the final four
measures of “#1” (Ex. 3.28a) alongside the corresponding nesastif#2” (Ex. 3.28b). In the
first of the two phrases, all rhythmic groupings in “#1,gaelless of their L, become L=2
dissonances in “#2.” Specifically, the L=1/2 subdivisiciosind on beats 1 and 2 of “#1,” are

expanded by a 4:1 ratio to become L=2; all L=1 dissonamic&l,” namely the subdivisions of
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eleven on beats 3 and 4, are expanded by a 2:1 ratio tod&kdecome L=2 dissonances. This
process even extends to the triplet on beat 1 of me&8uof “#1”: already an L=2 dissonance.
As can be seen, the “notational” ratio relating tifi@et rhythm between “#1” and “#2” is 1:1.
However, with the quicker tactus of “#2,” the triplettusdly soundstwice as fast. The final
phrase of “#1” (mm. 29-30) presents a slightly more complicgirocess of recomposition.
First, the nested-dissonance on beats 1 and 2 are d¢kuahithen, with the exception of the first
quintuplet (which is recomposed), the smaller subdivisioribe nested structure are set as L=2
dissonances. Only at the final measures of “#2” dtegspa break from the pattern of L=2
subdivisions, wherein the L=1 subdivisions of elevemeat 3 and 4 of m. 28 are expanded by a
4:1 ratio, creating measure-long (L=4) rhythmic dissonafices 11:4 ratios). Because these
rhythms have the longest Ls of the piece, and arelihezrperienced as the most intense, a
greater sense of drive towards the cadence of the gieashieved. “#1,” by contrast, seems to

end abruptly.

3. Rhythmic dissonances in simple meters.

In hybrid music featuring rhythmic dissonance, simple emgetare most commonly
employed—in particular the meters 3/4 and #4These meters share much in common,
including the same tactus value (the quarter note) and, degeoditempo, usually the same
sub-tactus implied pulses as mentioned in relation to Blaek Page.” Accordingly, they share
many of the same potential rhythmic dissonances. Figar@rdvides a survey of the various

rhythmic dissonances (not including the nested dissonaric8$e Black Page #1”) found in

8 ater in Zappa's career, he made attempts to empldayntiy dissonance in non-isochronous meters.
The unreleased piece “Sinister Footwear 1,” for exampdudes hybrid sections in 5/8 and and 7/8. The lack of
subsequent hybrid works in non-isochronous meters suggesFafiEa found these experiments unsatisfactory. As
we have seen, the presence on an isochronous tactusié i the experience of rhythmic dissonance. Abser
works such as “Outrage at Valdez” utilize compound metetsesitmybrid style.
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the meters 4/4 (Fig. 3.1a) and 3/4 (Fig. 3.1b) of the hybilestinder study here. 4/4 pieces
surveyed include the works “The Black Page #1 and #2,” “Be-Bamd,a “Manx Needs
Women,” and “Mo ‘N’ Herb’s Vacation 1”; pieces in 3/4clade “Sinister Footwear II,” “Alien
Orifice” (ECE 1981/1985) (post-solo), “Pedro’s Dowry” (AAR76/1979c), and “The Perfect
Stranger” (ACE 1984a). Each listing provides both the pasdiblas well as the dissonant
subdivisions found within these Ls.

The highest L for both of these simple meters is edgméao the length of the measure
itself. Therefore, no rhythmic dissonances will eexeiend beyond the notated barline, including
those with shorter Ls. (Also implicit is that rhytlondissonances either begin on a beat or, if
L=1/2, on the offbeat.) That said, measure-long rhythdigsonances are much more common
in triple meter. In fact, the only L=4 dissonanceelis{11) is found in the faster tactus piece
“The Black Page #2.” Therefore, it seems that L=2 is phactical limit for rhythmic
dissonances in slow-tactus pieces in 4/4. The ubiquiti=8f dissonances in 3/4 meter is
similarly explained in reference to tempo; the tripleten pieces listed above all feature a
guarter-note tactus at approximately 80 BPM. In real tion@ation, L=3 dissonances will last
2.25 seconds, only marginally longer than L=2 dissonamcései slow-tactus pieces in 4/4 and
the L=4 dissonances in faster-tactus pieces, both afhwhill last 2 seconds. Hence, the three-
second mark represents a general barrier for individughmig dissonances in the hybrid style.
At the lower limit, L=1/2 forms the smallest lengthr o rhythmic dissonance. This limit is due
to the fact that, at all these tempi, the sixteerdte pulse represents the shortest likely implied
pulse level in the metrical layer, and is thereforesuiifject to further subdivision. All other Ls

in both 4/4 and 3/4 meters are a certain number of quastes in lengtif® Triple meter has the

8 Only in one triple meter piece (“The Perfect Strafiggoes one find dissonances with an L=1% . These
are explained as change in tactus from the quarter-ntte tiotted quarter, familiar from the 3/4-6/8 hemiola.
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greatest range of quarter-note Ls, moving uniformly upwardsnigth from L=1 to L=3. Zappa
exploits this property in the passage from “Pedro’s DOWACE 1975/1979c) shown in
Example 3.29. Here, a seven-note melodic idea is pezsethree times in succession
throughout mm. 59-62. The first presentation of the melsdyn L=1 subdivision of seven,
while the second and third presentations, as isomelicatians, expand the dissonance
progressively from L=2 to L=3.

The length of the L greatly affects the variety ssdnant subdivisions occurring therein.
L=1/2 dissonances are the most limited, consisting of tnple and quintuple subdivisions.
Due to tempo considerations, the longer the L, the motential subdivisions exist; this also
explains why L=1 and L=2 subdivisions in slow-tactus pieioed4/4 are more numerous than
those in the faster-tactus 3/4 pieces. L=3 dissonancestpeore non-prime subdivisions, since
the tactus rhythm subdividing the measure itself is aemomber greater than 2; this allows
non-prime subdivisions such as 8 and 10 (3:8 and 3:10 dissatiastwith the tactus).

Also included on Figure 3.1a are several theoretically Biematic” non-prime
subdivisions (in bold at the bottom of each columnheske subdivisions are distinguished from
most, as they are dissonant with fewer pulse levietheo metrical layer than the remainder of
those under the same list. For example, under L=1inds $ubdivisions of non-prime integers
6 and 10. Unlike the remaining L=1 subdivisions, which @sothant with both the eighth-note
and sixteenth-note pulses of the metrical layer, tihesenon-prime subdivisions are only be
dissonant with the sixteenth-note level (6:4 and 10:43hati One potential solution is to view
them as concatenated L=1/2 dissonances wherein, fonpdxathe sextuplet subdivision is
broken into two triple L=1/2 rhythms and the subdivisiont@f is broken into two L=1/2

quintuplets. If, on the other hand, we decide to foltappa’s notation of these rhythms as L=1
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subdivisions, at the very least they should be ranletess intense than the remaining L=1
dissonances.

An additional factor that may affect the status efsthnon-prime subdivisionsirgernal
grouping the small-scale metrical grouping of the pulses ofissathant subdivision. A
somewhat idiosyncratic example is shown in Example 3t8@ the non-hybrid “Alien Orifice”
(ECE 1981/1985§* Here we find an L=4 subdivision of non-prime integer The 10l of this
rhythm is equivalent to an eighth-note triplet: a rhytinat is not dissonant with the tactus (i.e.,
no non-coinciding attacks). As can be seen, howe&iagpa beams the pulses of this rhythm
into non-equivalent groups in a 3-4-2-3 pattern. The pefukgytiof Zappa’s beaming is
debatable; an easier interpretation of the pulses toithdad-4 (or 2-2-2-2-2-2), as all repeated
notes will reside in the same group. Both of these groupwogdd produce dissonances with a
slower pulse created by the groupings (3:4 or 6:4). (Withcegping Zappa’'s beaming or my
alternate readings, it can be agreed that theressimoort for a fully consonant 3-3-3-3 grouping
of these pulses.) Similarly, “Mo ‘N’ Herb’s Vacatidh (ECE/ACE 1978/1983c) contains a
variety of L=1 and L=2 subdivisions of the non-primesgér 10, some of which are given in
Example 3.31. As can be seen, Zappa beams none of dhbde/isions of 10 into a 5-5
grouping, which would reduce the dissonance of the rhythm byeweé For example, in the
first L=1 subdivision of 10 (Ex. 3.31a), a 5-5 structuremplied by the melody, with the two
groups of five being transpositionally-related at T9. Heswethe 5-5 structure is shifted
forward by one pulse, thwarting the potential for rhythamosonance with the eighth-note level.
In Example 3.31b, both rhythms are beamed into non-isaoklus 4-6 groupings. As in “Alien

Orifice,” the degree to which the listener perceives Zapp&aming is questionable. This

8 This dissonance was not included on Figure 3.1a, as thiensecwhich this dissonance occurs is not in
the hybrid style.
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tendency does indicate, however, that Zappa was awatethese non-prime rhythms are,
inherently, not as dissonant as the primes, thereby negjisome intervening level of meter or

grouping to manifest a similar dissonant status to othereptitythms within their L.

4. Indirect dissonance.

The preceding discussion has dealt with rhythmic dissesaatmost solely from a
“vertical” standpoint, treating them as “direct dissaoees” that result from the superposition of
pulses from the rhythmic layer onto those of the matrayer. However, dissonant rhythms
most often occur in the context of a variety of rhyihmvents, some of which are likewise
dissonant and some of which are not. Consider theatijacent phrases from “Be-Bop Tango”
(ECE/ACE 1972/1974b), given in Example 3.32. As is charadteadsthis piece, both phrases
focus almost exclusively on L=1 dissonances, including&visions of 3, 5, 6, and 7. The most
salient aspect of these passages, however, is the mahneythmic juxtaposition. Krebs'’s
concept of “indirect dissonance,” discussed earlier,oaats for dissonances created by
juxtaposition rather than by superposition. As opposedraextddissonance, which is vertical
and arithmetic, indirect dissonance is horizontaklascribes the listeners experience as one
collection of pulse layers gives way to another.

Though much of Krebs'’s discussion of indirect disserais applicable here, there are
important differences betweanetrical indirect dissonance (as dealt with by Krebs) and intlirec
dissonance that hythmic. Metrical indirect dissonance relies on (1) the festablishment of a
certain metrical state and (2) the listener's memt@ntion of that state once it is abandoned and
replaced by a new collection of metrical layers. he ¢context of rhythmic dissonance, one layer,

namely the metrical layer, is always constant, @vfulxtaposition occurs in the rhythmic layer.
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Yet, the effect of indirect rhythmic dissonance is lesiant on the listener’s mental retention of
a particular rhythmic subdivision. Given the inheréistinctions between rhythm and meter, it
is less necessary for any rhythm to becomestablishedreferent for other rhythmic activity.
More fundamental to rhythmic indirect dissonance aréssim 10l in the rhythmic layer. In
Example 3.32, nearly every beat heralds an 10l shitth eef which represents an indirect
dissonance. This process also allows for the partioipaf consonant rhythms; in Example
3.32, for instance, all rhythms are dissonant, yet theugkst is, by itself, a less dissonant L=1
subdivision (especially given its 3-3 internal groupindy).the first phrase of the example, this
sextuplet represents an intermediary 101 between thduplat and the septuplet. Because all
rhythms involved have very close I0Is, indirect dissaeais subtly felt, with 10ls moving
faster, then slower, then faster again. Zappa descthmedaxperience as follows: “What it
amounts to is retards and accelerandos inside the bdremmatically worked out so that instead
of bomp, bomp, bomp bomp—four beats in a bar—you get &ihds of action, where thime
inside the bar goes faster, goes slower, and goes éastiex.°

In sum, indirect rhythmic dissonance in Zappa’'s mugicagents the complete refusal to
settle on a single 10l in the rhythmic layer. Thistéa permits an even greater conceptual
stratification between the metrical layer and thethimjc layer. That is, as opposed to the
isochronous pulses of the metrical layer, the variousrhy that make up the rhythmic layer do
not share a common rhythmic unit, rendering them ill-eqdpfor a maintained metrical
interpretation (i.e., because meter requires at the legast the presence of a single isochronous

pulse).

8 Frank Zappa, “Absolutely Frank: First Steps in Odd MgteSuitar Player November 1982. This quote
is not in reference to “Be-Bop Tango” but to the mgpeaeral process found in hybrid pieces.
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The listener’s experience of the 10l shifts of thethinyic layer are aided by the
omnipresent, regulatory isochronous tactus pulse in thecaldgayer, as all shifts will occur at
the beginning of a beat (or occasionally on the offoidt=1/2). Zappa understood well the
importance of the tactus pulse, stating that “polyrhythmesimateresting only in relation to a
steady, metronomic beat (implied or actual) — otherwiea’re wallowing inrubata”®® That is,
without a tactus referent, 101 shifts might be heardhasemployment of expressive rubato by
the performers. For this reason, the tactus is al@estys phenomenally present in Zappa’s
rhythmically dissonant music. This is largely truehtd ACE works as well, even though it
produces textures that might seem stylistically idiosstic at times. Jonathan W. Bernard
observes that “Zappa’s ACE music can saenderlesswhen the need [i.e., the pulse] is not
somehow supplied® Indeed, without the sounding tactus, no isochrony (or ruddeujd be
present on the musical surface.

The stratification between the metrical layer and timghmic layer associated with
indirect dissonance was realized most memorably in areacglparticipation activity Zappa
created for “Be-Bop Tango” circa 1973, one example of wiliah be heard oRoxy and
Elsewhereg(1974). Essentially, this exercise was the opposithaifemployed for “The Black
Page #2.” Rather than having the audience clap or dance tbhdht” (tactus), they were asked

to dance along to the melody (i.e., the rhythmic layevhich was played (and sung

8 Frank Zappa and Peter Occhiogrosiime Real Frank Zappa Bogklew York, NY: Touchstone, 1999):
180-181. Art Jarvinen, who worked as a copyist for Zapgagembers performing, in preparation for a concert,
“The Black Page” as well as “Manx Needs Women” for Zappais home in the early 1980s. At the time, the
pieces were being performed as unaccompanied melodies.ordikayr to Jarvinen, “Frank said ‘all those
polyrhythms don’t mean anything unless they're in exiee to something.” So he suggested we use a drum
machine or drum set, to give the melodic line rhythnmeaning.”  Seehttp://members.cox.net/bill-
lantz/pages/ocker.html

87 Jonathan W. Bernard, “Listening to Zappag@ntemporary Music Reviel/4 (2000): 92.
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simultaneously) by keyboardist George Dffkdn Zappa'’s words: “There’s a beat going on like
this. That's apedestriarbeat. You don’t dance to that beat, you dance to whatdé sings . . .
the little quick ones® The apparent objective of this pursuit was to elicitnigue type of
spastic, twitching bodily movement from the dancer inctiea to the 10l shifts. Not
surprisingly, Zappa had little success in getting his audiemembers to obey his instructions, as
it requires a very foreign approach from traditional fmi&nted dancing®

In passages such as those given in Example 3.32, themalation of indirect
dissonances contributes significantly to the ovedhdisonant impact of a given phrase.
However, because shifts in IOl are so common thereame of the individual indirect
dissonances are especially intense. Example 3.3&nthef instrumental break from the song
“Montana” (ECE 1972/1973), demonstrates how indirect dissonaacebe intensified by
allowing a particular 101 to become momentarily ref¢iai* Here, a mildly dissonant L=1
sextuplet gains privileged perceptual status. For most o$ebison, the sextuplet is the primary
dissonance employed, and becomes established as antrdé@ke In the final two measures of
the example, contrary IOIs are introduced, each expipithe potential to intensify indirect
dissonance. The penultimate measure represents alspase; here, the 10l value does not
change but rather does the internal grouping of theigkext which shifts from 3-3 to 2-2-2. This
grouping also increases the inherent dissonance of thepseixt This event acts as a transition

towards the indirect rhythmic dissonance that occutiseafinal measure, wherein the slower 10l

8 The activity occurs after the theme proper of “Be-B@mgo.” The melodies sung by George Duke,
though, are all based on the phrases of the theme. fOitegrall the melodic features cited above apply.

8 Frank Zappa, “Be-Bop TangoRoxy and Elsewhef@CD 10520.
% See in particular a performance in Waterloo, Canadeeidber 18, 1973.

%1 This section was also performed with a text applied tonidledic line; it is commonly referred to as the
“tiny horse” section.
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of the L=1 quintuplet occurs. Because the 10l of thaigdet is so well established in the
preceding music, this otherwise subtle change in 10l eseat particularly jarring indirect
dissonance to close the section.

“Sinister Footwear II” (ECE/ACE 1977/1984b) similarly expdoihe greater intensity of
indirect dissonance that results from establishing areat IOl, but here in the service of
expanding the process of indirect dissonance to nocedj@vents. Example 3.34 provides the
four phrases that comprise the pre-solo section of deep As in “Montana,” there are few
indirect dissonances in these phrases (at least whepared to pieces like “Be-Bop Tango,”
“The Black Page,” and “Mo ‘N’ Herb’s Vacation 1.”) ltle first phrase, an indirect dissonance
occurs at the juncture of the first two measures. @meaew IOl is set into motion—an L=1
quintuplet—it is allowed to proceed undisturbed by indidissonance for four complete beats.
From this point forward, all contrary 10Is are expecesh as indirect dissonances in relation to
this quintuplet. Furthering the referential status ef gintuplet are similarly long streams of
that same rhythm to end both the second and third phraSash of these phrases likewise
contains an indirect dissonance preceding the quintupldétese similarities aid the transference
of indirect dissonance to non-adjacent events. mpawing the first and second phrases, for
example, the sextuplet of phrase two can be heasdhstitute directly for the quintuplet holding
a corresponding metrical placement in the first ph{assasure 2, beat 1). This relationship is
strengthened by the fact that the first three pitcheth® second phrase (B A C) are the
retrograde of those beginning the first phrase (C A B).

There are also motivic relations that exist amongpim@ses, and these permit further
associations between the referential quintuplet IOl mowtadjacent rhythms with contrasting

IOls. The primary motive of this section is establla¢ the last quintuplet of the first phrase,
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characterized by repeated notes at the second and thirtbpegit the quintuplet. This motive
is further refined in the second phrase by the additiam<o{+,-> contour to the quintuplets. As
indicated on the example, the aforementioned motiv&ated in varied form in many of the
remaining rhythmic dissonances of the phrases. In pBrdse example, a retrograde version of
the motive is found embedded in the sextuplet; in the thirdse, two adjacent repetitions of the
motive are located in the L=3 dissonance, while thatgplets of this phrase invert the motive;
in phase 4, a more registrally open version of thauvaas embedded within the L=2 septuplet.
Even the L=3 subdivision of 10 of this phrase 4 hints atnotive, as it features a retrograde-
symmetrical internal grouping of 3-2-2-3, with the final fargiculations closely resembling the
motive, save for its semitone interval (C#-C) in gelaof the repeated nofé. These
motivic/contour relations permit the listener to hewalirect dissonances between rhythms that

are not directly juxtaposed.

5. Dissonance resolution.

Transferring the term “dissonance” from pitch thetwydescribe rhythmic phenomena
carries the potential for further parallels, namelyt tifadissonanceesolution Krebs observes
that any succession from a metrically dissonant $tat® consonant state could be termed a
“resolution” of sorts®> When considering Zappa’s rhythmic dissonance practicegever, this
view of resolution is not entirely workable. One problsndemonstrated in Example 3.36, a
phrase from “Mo ‘N’ Herb’s Vacation I” (ECE/ACE 1978/1983djlere, two L=1 subdivisions

of 9 sandwich a consonant quadruplet. Does this consdngahin constitute a resolution? The

92 The first five notes of this rhythm are more difficto relate to the motive. However, in relatiorttie
second five notes, they seem to represent a migfuedrograde and inversion operations.

9 Harald Krebs, “Some Extensions,” 114.
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answer is no for several reasons, the first beingotheence indirect dissonance in the phrase.
Therefore, while one process of dissonance is inagthe vertical), the other—in which the
guadruplet partakes as it begins and ends—is still actieeh@hizontal). The second reason
why the quadruplet does not represent a resolution ishiidinnic consonance is the purview of
the metrical layer of hybrid music. Therefore, resoluttan truly only occur when the rhythmic
layer concludes its activity, as shown on the examplmce the rhythmic layer has ceased
challenging the salience or creating dissonances thélpulses in the metrical layer, the pre-
existing state of consonance is free to reemerge. App#ren is that individual rhythmic
dissonances need not necessarily resolve. Ratlecammon for the accumulation of rhythmic
dissonances, along with the resultant indirect dssoes, to resolve as a totality.

In most pieces containing rhythmic dissonance, the dise@ato-consonance succession
is cyclical in nature, with each collection of disanoes giving way to a consonant resolution
and each resolution foregrounding a subsequent collectiomytifmic dissonances. Referring
explicitly to rhythmic dissonance, Zappa describes thegsas being akin to “having an itch
and getting to scratch it. . . . The most interestingienas far as I'm concerned is music in
which dissonance is created, sustained for the proper ambtime, and resolved and got your
scratch [sic], and [then on to the] next ca¥e Generally, each of these cyclical units is heard as
a musical phrase. Yet the rhythmic layer is notfitselirely responsible for phrase articulation;
in Example 3.34 (from “Sinister Footwear 11”), for exampregular four-bar hypermeter serves
foremost to delineate phrase boundaries, while the dissen@solution process is worked out

within these boundari€s. In pieces without clear hypermeter, such as “ThelBRage #1” and

% Bob Marshall, “Interview with Frank Zappa,” October 22, 1988.

% Since Zappa’s music does not feature harmonic cadeploesses cannot be delineated by cadences as
they are in classical tonal music.
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“Mo ‘N’ Herb’s Vacation I,” the dissonance-resolutiganogression takes on a greater role in
phrase articulation. The traditional gesture of reswiuin Zappa’s hybrid music is a sustained
pitch in the melody (in fact, it is so common titas something of a cliché). As a general rule,
the sustained pitch should last for at least two compieats to serve as a resolution. Any
shorter length does not allow the listener to regaenfull metrical framework of the metrical
layer.

One demonstration of the importance of the sustaiitett ;n achieving resolution is
found in consideration of “The Black Page #1.” Here warreto an issue regarding form left
unresolved in Chapter 2. As mentioned therein, the rhytleomtent of the piece has a simple
A-A" form (each section 15 measures in length), with fitst eleven measures of each section
being rhythmically identical. However, at m. 16, the poirrhythmic return, Zappa chooses not
to repeat the music from m. 1 forward, opting insteadafarelody related via contour retention
to the opening. Only at m. 19 does a true recapitulatiomusic from the A section begin.
Example 3.36 reproduces the melody from mm. 15-19, indicatittythe rhythmic return (m.
16) and the tonal return (m. 19). A comparison of theicmpreceding each of the returns
reveals stark differences that offer evidence as to wipp&alelays the recapitulation until m.
19. The rhythmic return is preceded by the most intens®rmhsice of the entire piece (the
infamous m. 15). The tonal return, on the other handraseded by a sustained pitch lasting
three complete tactus pulses: the longest sustainddgditbe piece. Therefore, the tonal return
is foregrounded by a strong sense of resolution. Conyetdel moment of rhythmic return is
not preceded by resolution, nor does it resolve theomksge of m. 15. (True, m. 16 is a
rhythmically consonant measure, but, as explained alsomspnance in the rhythmic layer does

not by itself resolve rhythmic dissonance.) Had Zappsh&d to achieve recapitulation at
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measure 16, he would have needed to interpolate a measwsohition between measures 15
and 16: one ending with a customary sustained pitch attlgasactus pulses in length. Instead,
Zappa chose to incorporate the music from mm. 16-18 intopteeeding phrase, thereby

altering the symmetrical 15 + 15 measure formal structitiee original drum solo.

D. Rhythmic dissonance in non-hybrid music.

Having now examined rhythmic dissonance in its most comoomtext, let us turn to
manifestations of this technique in the non-hybrid musiccaBge dissonant rhythms are less
likely to be found in this context, their inclusion casrithe potential for even greater disruption,
or even (if intended) a humorous effect. A prime exanmgl the latter is “Dancin’ Fool”
(1977/1979a), a (non-instrumental) song that pokes fun atlisthe craze of the 1970s. The
narrative of “Dancin’ Fool” follows the exploits ohaover-the-hill disco patron who, though
desperate to partake of the disco lifestyle, is unablekeéeg’ a beat” while dancing. At the
midpoint of the song, after Zappa’s intonation of thedsdthe beat goes on and I’'m wwoong,”
the band superimposes an L=7 (!) rhythmic dissonance odisca vamp (see Example 3.39).
Significantly, the melody being played at this momeng igjuotation from the hybrid piece
“Manx Needs Women” (1976/1978a). In its original form, thislody was an extremely fast
L=1 dissonance (see Chapter 2, Example 2.12); in “Danciol’ft is slowed to an IOl close to
that of to the eighth-notes articulated by the discopranspecifically, the 101 of the 13:14
rhythm is just fractionally “too slow” to match thegbth notes of the vamp. Clearly, this

rhythmic dissonance depicts the faulty movements optbgagonist.

% These comments do not refer to the original recordirtheoong as heard @heik Yerbout{1979) but
rather to a later stage version from 1982, as heaibarCan’t Do That On Stage Anym&fal. 5 (1992).

89



A similarly humorous superimposed rhythmic dissonanémuisd in “T’mershi Duween”
(ECE 1973/1988c). As observed earlier in this chapter, “IlSmdduween” articulates a clear
sixteenth-note rhythmic unit which, as shown in Exampl&2, participated in the indirect
metrical dissonance of the introduction. This rhythomé is also central to the main theme of
the piece (Example 3.38a), which utilizes shifting meteiging on the sixteenth-note rhythmic
unit to guide the listener through the unpredictability ofrtiedrical shifts. As a result of these
shifts, the segment of the theme shown in Example 3v88ah is repeated twice subsequently,
comprises a total of 23 sixteenth notes: a prime numbater in the piece, when the main theme
is set to be reprised, Zappa interpolates a new bassmpaciment preceding the main theme’s
entrance (see first four measures of Example 3.38b)s Adw accompaniment contrasts with
the main theme in its employment of a fixed meter 4f Zkchieving an interlock between these
two contradicting metrical frameworks, the main thempresented as a superimposed rhythmic
dissonance over the new accompaniment. The substi@mgah of the dissonance, 6, permits
the melodic restatement to have an IOl close to dhalhe referential sixteenth-note rhythmic
unit from the original statement of the theme. Thouggdring the 23:24 ratio between the 10Is
of these thematic presentations is certainly beyongéneeptual capabilities of most listeners,
the careful listener should recognize that the sixteantes of Ex. 3.38b are just slightly slower
than those of the first presentatiin As in “Dancin’ Fool,” the musical effect of this riyhic
dissonance has an almost absurd quality, as it forcesl@dy containing a prime number of

rhythmic units (23) into a metrical framework in whichanfprime number (24) is expected.

7 As the reader might remember, Zappa’'s example of argiss rhythm was 23:24, hence we can only
assume that he was referring to the passage in quesBee. David Mead, “Unholy Mother—Frank Zappa,”
Guitarist MagazineJune 1993. Todd Yvega, assistant to Zappa, rememberduhiag rehearsals in 1991 for “The
Yellow Shark” concerts, “T'mershi Duween” was presednte the Ensemble Modern in order to “see how (they)
would handle the difficult 23 against 24 tuplets.” LinetasaoEverything Is Healing Nice)yMRK CD 03, 1999.
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A particularly disruptive context for rhythmic dissonancan be created by placing it
within an unfamiliar rhythmic and metrical environment. Sackituation is witnessed in the
following two titles to be discussed. Consider, forrmepke, the theme of the non-hybrid “Inca
Roads” (ECE 1973/1975a). Example 3.39 provides the final meastites first part of the
theme, the “link,” and the beginning of the second part dssission in Chapter 2). As can be
seen, only the link utilizes rhythmic dissonance. Howenrreythmic dissonance is not the only
technique that distinguishes the link from the two mainspaftthe theme, as the sections that
sandwich the link are in many ways its polar opposite rhiglilg and metrically. Both sections
employ a perpetual-motion texture in which the rhythmiad (sixteenth note) is constantly
articulated. This texture insures that the shiftsdhadf the link are particularly jarring. As for
meter, the two main parts of the theme utilize shiftirgars and non-isochronous meters, both
of which are aspects at odds with the fixed isochronouermeommon to rhythmically
dissonant music. As the annotations on the examgleate, the succession of meters at the end
of part 1 are organized to gradually transition towards th&ical framework typical of the
hybrids. First, the succession from 5/8 to 7/8 entail®eenfrom a 2-3 grouping of the rhythmic
unit to a 2-2-3 arrangement. Finally the 2-2-3 pattern om&&er gives way to the isochronous
2-2-2-2 of 2/4 meter, which completes the process. Ontamgter is achieved, all familiar
pulse levels of the metrical layer in the hybrids arg@lace, including a quarter-note tactus as
well as eighth-note and sixteenth-note pulse levels.

The song “Zombie Woof’ (1973) employs its only rhythmicsdisance in a similar
context as “Inca Roads.” The introduction to the senghown in Example 3.40; here, an
eighth-note rhythmic unit is activated at the outset, qulawithin non-isochronous shifting

meters. Like “Inca Roads,” a gradual process unfolds intwihie initial triplet grouping of the
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rhythmic unit becomes 2-3 at m. 5 and then finally 2-2-2-2 .a7:na metrical framework in
which the rhythmic dissonance of mm. 8-10 can functionlaeigu This rhythmic dissonance
also has a significant role in the song as a wharethe first presentation, the 10l of the L=2
quintuplets are in a 5:4 dissonant ratio with the eigiate rhythmic unit. Later in the song, this
same idea is presented, first in prograde and then gratie,with the eighth-note rhythmic
unit (Example 3.41). Here, therefore, it is no longerhgthmic dissonance but rather an
“indirect” metrical dissonance with the prevailing 4/&ter of the piece. Additionally, this
presentation of a previously rhythmically dissonant ide& thie 101 of the rhythmic unit has the
effect of transferring the tactus to a slower pulskieza As indicated in Example 3.41, the
eighth-note unit is less prevalent in this section; inplece is the slower quarter-note pulse
persisting in the bass. The tactus for this sectiaorbes the half-note, as opposed to the
guarter-note tactus of all the preceding music. This ghtthereby precipitated by slowing the
101 of the rhythmic dissonance of m. 7 to that of thehyc unit.

As a final example that elaborates upon many of tmeepts explored in this chapter, |
would like to consider a larger span of music in which rhythfissonance interacts with a more
fundamental metrical dissonance. This analysis withaestrate the potential for a higher-level
employment of metrical/rhythmic conflict. Example 3.4®\pdes the bulk of the post-guitar
solo section of “Alien Orifice” (ECE 1981/1985). As cam been, the three sub-sections
indicated on the example emerge from certain generidaakattributes. Specifically, sections
1 and 3 are in the fixed meters of 3/4 and 2/4, respectiiye section 2 is characterized by
shifting meters. Beyond these metrical descriptioresetiare important rhythmic details that
distinguish the sub-sections. Let us begin with aegdndescription of the contents of each

section.
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Of the three sections, only section 1 utilizes rhythdssonance. These dissonances are
confined almost exclusively to the even-numbered measu@esiversely, the odd-numbered
measures are largely consonant, though, given their ddck sustained pitch, they do not
necessarily resolve the dissonances of the even-nethibegasures. The most important shared
element of the odd-numbered measures is a particutarent |OI: the inherently consonant
sixteenth-note pulse. This referent pulse is found dinsbeat 3 of m. 1 and thereafter comprises
at least one full beat on all of the odd-numbered oreas Significantly, this IOl is the fastest of
the entire section. At the final measure of sectiothi, pulse is finally permitted to saturate an
entire measure.

Turning to section 2, the referent IOl continues to dotuitnae texture. Here, however,
this now-established rhythmic unit is placed within a pseudpebeal motion texture that
occasionally rests on sustained pitches. As rhythnsgodance is no longer found, section 2
features instead indirect metrical dissonance. Thiseicdmetrical dissonance is manifest not
only in the shifting meters, but it is also felt in teda to the fixed 3/4 meter of section 1. This
occurs because all of the meters utilized during the pefpetodon of section 2 are
incompatible with the quarter-note tactus of section 1l.er@fore, this referent tactus is de-
activated for most of section 2. Importantly, thetdacreemerges at each sustained pitch of
section 2, as does the 3/4 meter associated with thersd. The sustained pitches in the 3/4
measures function analogously to the rhythmic resolutiomsneon to rhythmically dissonant
music, only here they resolweetrical dissonances. In sum, section 2 both confirms the pyima
of the 3/4 meter of section 1 while at the same tinadle@hges it by incorporating shifting meters

in a dissonant relation with its tactus.
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In section 3, all dissonance activity—both rhythmial anetric—is eradicated. An
uninterrupted perpetual motion of sixteenth notes dominasedo@s a new fixed meter of 2/4.
This new meter allows also for the quarter-note taafissection 1 to proceed again
unchallenged. The succession of rhythmic/metrical statéhe passage as a whole becomes,
then, one of rhythmic dissonance (section 1) followed nigtrical dissonance (section 2)
followed by rhythmic and metrical consonance.

Besides viewing the three sections described above anctist their treatment of
rhythm/meter, we can also see them as strongly itdezte To do so, we must resolve the
largest gulf in the passage as a whole, namely the $a@e- indirect dissonance that exists
between the two “fixed” meters of the music: the 3/4emef section 1 and the 2/4 meter of
section 3. Sections 1 and 3 actually share a commohmig/tfeature. Specifically, each
measure of these two sections consists of precisely gigthmic articulations per meastife.
Within these constraints on rhythmic attacks per measheeduple meter of section 3 is in a
symbiotic relationship with the referent sixteenthenpulse; the rhythm may proceed without
interruption and maintain its ideal, almost mechanisiitsonant state with the tactus. In section
1, the triple meter allows for no such relationship hassixteenth-note pulse must be interrupted
in some fashion in every measure in order to contifee pattern of eight articulations per
measure. Some of these interruptions, as alreadydstie in the form of rhythmic dissonances.
The L=3 dissonances of measure 2 and 6, for exampé&m@ttto emulate the steady 10Is of
section 3, finding an alternate slower pulse that aihble a single 10l to saturate an entire
measure (within the eight articulations to a measurstcaint). In fact, section 1 could easily be

recomposed to look precisely like section 3; all that didond necessary is to change the meter to

% The final measure of section 1, which contains nibea eight articulations, acts as a bridge between
sections 1 and 2.
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2/4 and realize every pitch as a sixteenth note.néisated, Zappa highlights this fact by stating
mm. 1-2 of section 1 as an isomelic variation at mm. 2842&dion 3. In sum, section 3
proves the triple meter of section 1 to be at odds wstimelodic material, and perhaps not such

a primary meter after aif

E. Influences and precursors.

Having now detailed Zappa’s methods, we end this chapteranstinsideration of the
potential influences that may have contributed to Zapipéésest in rhythmic dissonance. The
most logical repertoire to investigate would seem toheewtorks of certain twentieth-century
classical composers. In this category, potential conmipnaltmodels can be found in the works
of Varese, Stockhausen, Boulez, and Carter. Zappa'didatgi with the works of these
composers varies; but given comments throughout his cairean be assumed that he had at
least a passing knowledge of works from all of theseposers, and had probably viewed select
scores during his brief period in junior college. To différdegrees, rhythmic dissonances are
commonplace in these composers’ music. It is question&blever, as to whether the term
“dissonance” applies to their works in the same wayt a@ees to Zappa's music. That is, by
“rhythmic dissonance” here | refer only to the use ofthiims with various 10Is, thereby
resulting in music that at least “looks” similar t@appa’s melodies. Of these composers,
Stockhausen and Carter exploit rhythmic dissonanceeqtbatest degree, while Varese and
Boulez do so to a lesser extent.

Somewhat surprisingly, Zappa never cited any of these ceempa@s influences for his

rhythmic-dissonance practices. Though one could perhaps that Zappa’'s silence was an

% Following this logic, we might view the metrical disardé section 2 as a first step in the overthrow of
3/4 meter, even though that meter is continually retesbsénerein.
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attempt to conceal his true sources, closer inspectgeals important differences between
Zappa’s technigues and those of the above-named compadéess fundamental is the lack of a
“beat framework” intheir works. In writing of Varese, Jonathan W. Bedhaotes a “penchant
for rhythmic complexity (that) seems to have been dirae nearly complete and constant
disruption of pulse, of any semblance of regularity int eitern. . . . It is difficult to find
passages in Varése where the beat, or even some soipdévision or compound of it, is
literally stressed for more than a couple of meastf@sThe same is true, maybe to a greater
degree, of the Stockhausen and Carter examples, agitgygy what Elizabeth West Marvin
terms “nonbeat-based rhythms,” or rhythms not controlled single rhythmic unit®* We have
already seen that the same “non-beat based rhythmstitthe the rhythmic layer of Zappa’s
rhythmically dissonant music. However, we have alsgeoked that the metrical layer in this
music provides a constant 10l (the tactus), holding hiyghmic irregularities together. Zappa'’s
rhythmic dissonances also disrupt the pulse, but only is¢hse described above in reference to
“The Black Page #1 and #2,” in which dissonant rhythms affedse salience. These
differences aside, it is stifjuite possible that the general rhythmic language of Varese,
Stockhausen, Carter, etc. influenced Zappa's melodic gritinthe rhythmic layer. If so, his
true innovation was placing these rhythms within a beaticaé framework, one which
importantly allows them to function as true “dissocesi with the pulses of a consonant
metrical layer an@lso lays the framework for processes of tensiorresalution.

As the reader has likely already concluded, given theausisezn in Chapter 2, Zappa’s

improvisational style was also key to the developménti® interest in rhythmic dissonance

190 jonathan W. Bernard;he Music of Edgard Varég&lew Haven and London: Yale University Press,
1987), 133.

101 Elizabeth West Marvin, “The Perception of Rhythm innNional Music: Rhythmic Contours in the
Music of Edgard VaréseNusic Theory Spectrut/1 (1991), 64.
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techniques. The ubiquity of rhythmic dissonance in hybrid enosars this point out, as works
featuring the hybrid style manifest Zappa'’s interest indiexrring his improvisational tendencies
to his compositions. In fact, many of the quotatiormmfrZappa provided throughout this
chapter were intended to apply freely to both his composeédnaprovised output, revealing the
concepts to be largely merged in his mind. For examplesider Zappa’s description of his
improvising methods: a portrayal that could just as eadipracterize the various composed

hybrid works observed throughout this chapter:

A lot of times I'll play 13 notes over a half note angts space it evenly so it flows. . . . 1 don’t
think in little groups of twos and fours and stuff—they jdsh’t come out that way. | can sit
around and play fives and sevens all day long with no sWeat

When Zappa began having his solos transcribed, his prefeseaoss to have been for them to
be notated in such a way as to emphasize theirasitigb to the hybrid title¥® At the same
time, he recognized that some of the complex rhythms faunidhe Frank Zappa Guitar Book
may have been the result of “rushing the tempo, angryo catch up with a band that was
running amok.*** While stating that “the notational results somesinappear to be a little
terrifying,” he insisted that “the rhythms be (performedtuwrately,” and that only “wrong
notes” could be altered?

The essential features of the metrical layer inpé&prhythmically dissonant music—the
use of fixed meters and the consistent tactus pulse—akstheir cue from his solos. Of

course, this description fits nearly all rock/pop improvwisatso it cannot be said to be original

192 steve Rosen, “One Size Fits All Intervievguitar Player January 1977.

103 Zappa’s copyist David Ocker claims that “the transaipsi were a lot more complicated than they
needed to be — especially if they were intended to befasedyone to play from. Often | would find places wher
Steve (Vai)’s notation could be reduced to something simplut Frank would always resolve the differences in
favor of the most complicated notation. http://memisera/net/bill_lantz/pages/ocker.html.

194 Frank ZappaThe Frank Zappa Guitar Bodklal Leonard, 1982), 302.

105 | hid.
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to Zappa. In fact, the relationship between the métagar and the rhythms of the improvised
or composed melody apparently had, for Zappa, a precedém solos of his favorite blues-
guitarist Johnny “Guitar” Watson (1935-96). One of Watsealss in particular, that of “Three
Hours Past Midnight” (1956), impressed Zappa for “the absotat@iac way that he spewed out
these notes in a phrase with little or no regard todkeof the meter or what was going on, but
still being aware of where the beat was. He wasyelin’ at you.”® The formative influence
of Johnny Guitar Watson, along with the classical mod&sussed above, constitute the raw
material that Zappa ultimately synthesized in his ownienuin sum, it can probably be safely
concluded that rhythmic dissonances as vertical entitegs brought to the attention of Zappa
by Varése, Stockhausen, etc., while his actual compaaitisage took its model from outside
the modernist-classical canon. Therefore, Zappa'sicp&at use of rhythmic dissonance
represents his most significant solution (as to rhythngméat attempting to merge his classical
and popular music influences.

Finally, Zappa's use of rhythmic dissonance reflects higrést in pushing the

boundaries of human performance:

If you're going to write for human beings, you have tmk what they can and what they can’t
do. And then you have the option of pushing it a little wsiiting something that is just slightly
more difficult then you would imagine a human being was ldepaf doing. If you lucky, you'll
find people who can rise to that occasion, and I've beekylenough to find certain musicians in
the last twenty five years who managed to play someyshthat other people would think
impossible. But they never would have done it if somghaatin't thought up this impossibility
and not only asked them to do it but paid them to d8it.”

We have already witnessed examples of “un-performabfgthms, such as the “nested
dissonances” of “The Black Page #1” (particularly m. 15hc&Zappa began composing for the

Synclavier, rhythms of comparable complexity began to reapp&xample 3.43 offers two

108 Bill Milkowski, “Frank Zappa: Guitar Player Pown BeatFebruary 1983.

197 Charles Murray, “Jazz From Hell,” BBC Radio 3 Document®2003. The influence of Conlon
Narcarrow may have also been a consideration of $ipisch of Zappa’s rhythmic language.
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representative rhythms found in the late-period hybrid workstr&ge at Valdez” (SYN/ACE
1990/1993b) and “Get Whitey” (ACE 1992/1993b), both of which wererailyi composed on
the Synclavier (but premiering in ACE performanceltwie Yellow Sharki993)). Both of these
examples consist of measure-long dissonant ratiosrewnhsmaller groupings reside. That is,
like the nested dissonances observed earlier, no didgleomprises the entire rhythtf The
actual musical effect is, somewhat ironicaltypre improvisatory than that of the rhythms we
have previously encountered, coming closer in fact tasthed of Zappa’'s sold&® However,
because there is little of the Synclavier music alb&lan score, it is difficult to come to any
sound conclusions about his late-period employment of rhgtdiesonance, other than to note
that human performance was apparently no longer a moncééappa’s own comments suggest
that the Synclavier allowed his imagination to run wild. interviews circa 1986—-93, he would
frequently boast of the rhythms he was using, such as ¢8%snn the space of three quarter
notes.*® When asked what effect these rhythms produce, Zappa respdhdeakes me want

to dance!*!

1% Tg the best of my ability to judge, the performershaf Ensemble Modern merely approximate these
rhythms.

199 This may be due to the fact that, like Zappa’s solosymathe complex notated rhythms are the result
of changes in tempo in the rhythmic layer.

110 j30e Morgenstern,A Times Magaziné)ctober 30, 1988. See also Doerschuck 1987 and Forte 1986.

11 pid.
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CHAPTER IV

DIATONIC MUSIC

l. Introduction: Zappa and common-practice tonality.

There are so many people who are dashing away fronongiatnusic in order to give the
appearance of being modern—which | think is a waste of'time

Although we have established the presence of sevdfatedit approaches to pitch in
Zappa’s instrumental output, most of his best-knowegtithre essentially diatonic. Bernard
applies the term “tonal” to much of this music, but omly response to its fundamental
diatonicism and “strongly articulated pitch centérslh fact, reconciling Zappa’s diatonicism
with familiar theories of functional tonality is fraughvith difficulties. Perhaps, then, we can
situate this repertoire alongside other post-tonal mimsit utilizes the diatonic scale towards
non-functional ends (e.g., music by Stravinsky, Copland,).etdndeed, this chapter will
demonstrate the degree to which Zappa’'s approach to diatongiseparate from the tonal
tradition in both concept and practice. That having lstated, Zappa clearly did not view his
diatonic music as being among the post-tonal diatonic calmstead, the primary characteristics
of his diatonic music should be seen as arising in pad otest against the tonal tradition.
Therefore, before proceeding with the theoretical wairkhis chapter, we must first consider
how Zappa understood and characterized tonal music, bothm flassical and (more

importantly) popular repertoires.

! Frank Zappa, as quoted by Tim Schneckloth, “Garni Du Jdzerd King Poetry and Slim,Downbeat
Magazing May 1978.

2 Jonathan W. Bernard, “Listening to Zappagntemporary Music Reviel®/4 (2000): 88.
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Relative to Zappa’s development as a composer, theende of the tonal tradition was
felt most strongly during his early adulthood. This weesgeriod of time in which Zappa was in
search of an approach to pitch organization, followirggfélures of his early experiments. As
discussed in Chapter 2, his first significant exposurertaltconcepts came from his brief formal
training in music theory. Though his rejection of this etiooahad important consequences (see
Chapter 2), it is not likely that thausicof the common-practice tonal period factored much into
his knowledge of tonal principles, given his professedt laicfamiliarity with the repertoire.
Rather, the harmony textbooks he had encountered wegkedsinut for scorn, due to their
“embodiment of those evils [i.e., rule-based voicelileg, etc.], in catalog form:”

A somewhat more comprehensive understanding of tgnaéime later for Zappa,
through his first-hand encounters with certain populpem®ires that utilize the harmonic syntax
of classic-period music. Specifically, following his ghlived college education, he became
familiar with the Tin Pan Alley and “jazz standardgpertoire by performing as a guitarist in
lounge-bands’ As with his formal education, Zappa described the eapeei as being
somewhat traumatic: “I could tolerate that only fothars period of time (about ten months) but
eventually | hated it so much, | just put the guitar indase, stuck it behind the sofa and didn’t
play at all for eight months’” Thereafter, he spoke disparagingly of all the mbsiperformed

during this period.

% Frank Zappa and Peter OcchiogrsBbe Real Frank Zappa Bogklew York: Touchstone, 1999): 187.
As evidence of this point, Zappa claimed that he found icksgeriod music “boring because it reminds me of
‘painting by number§ That is, he likely concluded that such music slavisiipered to the rules enumerated in
modern harmony textbooks.

* The names of these bands were “The Boogie Men” andPdméno and the Mellotones.” Neil Slaven,
Electric Don Quixote: The Definitive Story of Frank Zagpandon: Omnibus, 1997): 33-34. Zappa remembered,
“You had to read songs out of a (thick) brown book, flip plages in the dark and see what the chord changes
were.” BBC interview by Nigel Leigh, quoted in Neil Slavéectric Don Quixote35.

® BBC interview by Nigel Leigh, quoted in Neil Slavétectric Don Quixote35.
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In terms of harmonic vocabulary, the aspect of flbeeamnentioned canon deemed most
offensive by Zappa were progressions by descending fifth,cplntly cadential gestures
incorporating the circle of fifths. As he stated: “I'adways been against dominant chords
resolving to tonic chords.” In his autobiography, Zappa singled out the 1I-V-I progjogsin
particular as “the essence of bad ‘white-person muSicTHis same progression saturates many
of the parody songs in his output, including the lounge-musiedgatAmerica Drinks” (ECE

1967), which he called “an exercise in 11-V-1 stupidity.”

“America Drinks” is based on the same subconscious foriinaaall those pukers use. You
know, II-V-I chord progressions, modulating all the waypund. They normally modulate in
regular songs in the circle of fifths. But this chankmsand modulates and it gets weftd.

Example 4.1 provides an excerpt from the theme of “Amebdaks.” As indicated on the
example, several descending-fifth progressions are foutfihyeach implying, or sometimes
confirming, a different key. Note in particular the seqéeof 11-V progressions towards the end
of the excerpt.

Harmonic rhythm, and its implications for the treatinef melody, was similarly an area
of contention for Zappa, especially considering the flaat his guitar duties during this period
likely required improvisation. Along these lines, Zappa eéthe harmonic rhythm of the jazz-

standards repertoire as an obstacle to the inventiaquality melodic lines. He framed the

® One peculiar fallout of this experience was Zappa’s subsegiistaste for jazz music. Though we know
jazz to be one of the key stylistic categories forirssrumental music, Zappa chose to equate the term “jaitiz"a
relatively limited corpus, namely the jazz standards lae-bop repertoire. See statements of former banderemb
in Charles Murray, “Jazz From Hell,” BBC Radio 3 Documagy, 2003.

" Dan Forte, “Zappa 79/8Nusician19, August 1979.

8 Zappa and Occhiogrossbhe Real Frank Zappa Book87. Referring to music such as this as being
based on “lI-V-I" is fairly common in jazz discourse.

°l bid. In the original recording of “America Drinksbrf Absolutely Freg1967)), background ambience,
including closing cash registers and noisy patrons, igded.

Frank Kofsky, “Interview with Frank ZappaJazz and PopOctober 1967.
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distinction between his ideal approach and that of thiedlfjazz” improviser in reference to

what are commonly called “chord changes.”

Some people like to play on 1I-V-I changes and can be-bapdhlges into a frenzy; and there are
other people who even like to listen to that sort ofghih can't stand it myself. | pretty much

loathechord progressions. Look at Indian musical culture: thayt have too much in the way

of progressions, and that’'s some of the most intereshiegutiful music ever. You don't need
changes to play great lin&s.

Though he does not make note of the fact, Zappa commesaisate with trends in jazz
during the late 1950s/early 1960s, particularly with the “mgqaisd® movement. Scott D.
Reeves, for example, identifies two categories of harentreatment in jazz, one based on
“chord changes” and the other on the modal approach.deflees these categories solely in
reference to harmonic rhythm, observing that chord changesftan used in compositions “in
which all the chords generally last less than four .b&rs Conversely, he defines modal
compositions as those “in which all the chords lagé¢ast four bars®® As traditionally taught,
these two categories require very different approachem fthe standpoint of melodic
improvisation. In the context of “chord changes,” tingproviser creates melodic lines
“harmonically,” choosing his or her improvised notes itcadance with the sounding

harmonies by playing primarily chord tones and treating-afmrd tones as embellishmefits.

1 Matt Resnicoff, “Poetic Justice: Frank Zappa PutsriUSur Place, Musician,November 1991.

12 Scott D. ReevesCreative Jazz ImprovisatiofNew Jersey: Prentice-Hall, 1989): 163. Of course,
literally the “chord changes” are the harmonic progoessithat accompany the melody in a jazz tune or
improvisation.

13 ReevesCreative Jazz Improvisation63.

' The playing of Charlie Parker is often considered thetmark for this approach. See OweBebop:
The Music and Its Player28-45. With the rapidly shifting and complex harmonic oedliof be-bop tunes,
“making the changes” became a great challenge to impiravis
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In modal jazz, on the other hand, the improviser isiedth greater melodic freedom through the
use of scalar “modes” in conjunction with slowly shigtior static harmoni€s.

Though Zappa never admitted to any influence of modal jaezpossible that some of
the innovations of modal jazz were absorbed into hisiarifisAs noted in Chapter 2, harmonic
stasis and improvisatory melody are trademarks of his.stiore importantly, theories of jazz,
specifically those related to the modal approach, hawgaobential to offer insight into Zappa’'s
diatonic music. In this chapter, | will argue that an usi@mding of the repertoire under
discussion is best achieved in reference td_tlikan scale The theory | will present is based on
the contention that the Lydian scale, due to its spet@fc properties, represents a “tonic” state
in Zappa’'s diatonic music, and that non-Lydian events lbanheard as functioning and
communicating with the Lydian scale. An important prsor for my theory is George Russell's
seminal jazz theory “The Lydian Chromatic Concept,” cihpredated and influenced the
development of the modal-jazz style. In the follogvgection, | will summarize and critique the
central theoretical premises of Russell’s theory,i@ddrly those most relevant to the chapter at
hand. Thereafter, | will turn to a “new” Lydian thgaf my own devising, which is intended to

apply directly to Zappa’s practices.

15 For a more comprehensive discussion of the elemémi®dal jazz, see Keith Waters, “What is Modal
Jazz?,Jazz Educator’s Journa3/1 (2000): 53-55.

18 Of course, it is also possible that he developed higoapp independently of the modal-jazz movement.
For example, both Zappa and certain musicians associdtednadal jazz shared an interest in Indian and Middle
Eastern music; John Coltrane, for example, studied briéfty Indian sitarist Ravi Shankar. This common thread
of influence might explain some of the superficial sintiles. Ingrid Monson, “Oh Freedom: George Russell, John
Coltrane, and Modal Jazz,” im the Course of Performance: Studies in the World of Mus&mplovisation eds.
Bruno Nettl and Melinda Russell (Chicago and Londonvelsity of Chicago Press, 1998): 158. The influence of
Indian music was also prevalent in pop music of the ttheemost famous manifestation of this influence is geen
George Harrison’s experiments with the sitar and aibpects of Indian music in several songs by The Beatls. S
Gerry Farrell, “Reflective Surfaces: The Use of Eleradram Indian Music in Popular Music and JazZRgpular
Music7/2 (1988): 189—-205.
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Il. George Russell and the “Lydian Chromatic Concept.”

Composer and bandleader George Russell (b. 1923) publishég/dis Chromatic
Concept of Tonal Organization 1953, several years before the first modal jazz atbafrthe
late 19508 Even today, some still consider it to be the “msignificant single theoretical
treatise written about [jazz]** According to Russell, Miles Davis—the musician widely
credited with introducing modal jazz to the public—played diqdarly important role in the

early stages of his thinking:

In 1945, | had a conversation with Miles Davis that wouldmaltely give both of us a new
direction. . . . One night | asked him, “What’s younsital aim?” He answered, “To learn all the
changes.” This seemed like a strange answer, becausetanh¢ Miles was famous for knowing
all the cr;l%rds. .. . what he really meant was ttieatvanted to find a new and broader way to relate
to chords.

Russell also claims that a later conversation wigvi§ in which he explained to Davis his new
theory, aided in Davis’s composition of the piece “Mitmes” (1958) (sometimes cited as the
first modal-jazz piece). Another important figure nmodal jazz, pianist Bill Evans—who
recorded under Russell's direction on the albdaz in the Space Aged The Jazz Workshop
(both 1956)—allegedly helped explain the “Lydian Chrom@&tmncept” (hereafter LCC) to the
musicians on Davis’s seminal albufind of Blue(1959), which notably also included modal-

jazz pioneer John Coltraf®.

" Russell claimed to have conceived the basic theorgtiemises of the theory in the mid 1940s. The
best-known version of the “Lydian Chromatic Concept” ywablished in 1959.

18 Richard Cook and Brian Mortofthe Penguin Guide To JaZ&" ed. (London, England: Penguin Books,
2000): 1293.

1 william C. Banfield, Musical Landscapes in Color: Conversations with Black American Comspose
(Lanham, Maryland, and Oxford: The Scarecrow Press,2003): 60.

2 Ingrid Monson, 150. In Eric Nisenson’s overview of déils Davis’s landmark modal-jazz albugind
of Blue he lists George Russell, along with Miles Davis, J8bfirane, and Bill Evans (i.e., musicians who adyual
played on the album), as one of the four key musiciasporesible for the album. See Eric Nisensdme Making of
Kind of Blue: Miles Davis and His Masterpie@®ew York: St. Martin’s Press, 2000): 50-73.
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Russell viewed the LCC as “an organization of tonabueses from which the jazz
musician may draw to create his improvised lifésTherefore, the purpose of the theory is to
demonstrate the various melodic possibilities that pendo the improviser when faced with a
chord symbol in a performance situation. Previous fhenry had held to traditional views of
the relationship between melody and chord, whereby ar di@armonic relationship exists
between every melodic pitch and its accompanying cfiagd chord tone/non-chord tone). In
the LCC, Russell advocates viewing chords sealesas virtually synonymous. Therefore, the
task of the improviser becomes to convert the chord siymto “the scale which best conveys
the soundof the chord.** Russell calls this procesertical polymodality(more on this term
below), which “greatly frees the improviser from thertiaal limitation of arpeggiated
playing.”*® That is, once the correct scale has been detern@ngdote within that scale can be
utilized freely over the given chord.

The basis of Russell's theory is his contention thatLydian scale best represents the
sound of the major chord: an idea he claims was inspiyetkearing be-bop musicians “ending
their pieces on the flatted-fifth tone [i.e., shaoprth] of the key of the musié¢* According to
Russell, the major scale, traditionally considered #pgasentative of major tonality, “does not
completely fulfill, agree with or satisfy the tonglibf its tonic major triad® He supports this

assertion first in reference to the tetrachordalcstire of the major scale and that of the Lydian

2 George RussellThe Lydian Chromatic Concept of Tonal Organization for Improvisaiiew York:
Concept Publishing Co., 1959): 1 of Introduction.

22 |bid., 1.
2 |bid., 22.
24 Olive Jones, “A New Theory for JazZThe Black Perspective in Musi¢ol. 2, No. 1 (1974): 63.

% Russell,The Lydian Chromatic Concept of Tonal Organization
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scale (see Example 4.2). Of interest to Russelldsptacement of T-T-S (tone-tone-semitone)
tetrachords within these two scales, which he views agdahe potential to be heard as
tonicizing gestures (i.e, being equivalent to an ascendirlg &cen the dominant to the tonic
scale degree in the major scale). As shown in C nigxgample 4.2a), the major scale’s T-T-S
tetrachords emphasize the root (C) and fourth (F). dritlydian scale (Example 4.2b), on the
other hand, these tetrachords emphasize the root (Cjifdn (G). According to Russell, the
“different tonalities” embodied by these tetrachdiedsor the use of the Lydian scale to represent
its tonic major chord® Citing Paul Hindemith, Russell concludes that “theicaf an interval
of a fourth is the upper note, while the tonic of anrirgkof the fifth is the lower note”
Consequently, the “two tonalities” of the C-major Iecdéthe fourth C-F) are actually in
agreement with F-major tonality, while those of the.y@ian scale (the fifth C-G) effectively
convey its tonic C-major triad.

Russell also finds justification for the Lydian scalethe overtone series. Noting the
strength of the perfect fifth interval in the overtoseries, Russell observes that if one proceeds
in ascending perfect fifths from the tonic of a Lydswale, the complete diatonic collection will
be produced® This is demonstrated in Example 4.3, wherein the Rdrydcale is generated by
the cycle of perfect fifths from the tonic pitch. piping this same method to the major scale, of
course, would require the alteration of the final perfigitt to a diminished fifth. Stated another

way, if one wishes to generate the C-major scaleetyniby ascending perfect fifths, one would

28 |pid., i.

" |bid., iii. The relevant passage from Hindemith iarfd in The Craft of Musical CompositipiiNew
York, NY: Associated Music, 1942; rev. ed., 1945: 68.

% The role of the perfect fifth as cyclic generator lieswnise been of import to subsequent theories based
on the diatonic scale. See Ramon Fuller, “A StrutistirApproach to the Diatonic ScaleJburnal of Music Theory
19/2 (1975): 182-210; Robert Gauldin, “The Cycle-7 Complex: RelatibBgtonic Set Theory to the Evolution of
Ancient Tonal SystemsMusic Theory Spectrum (1983): 39-55; and Eyton Agmon, “A Mathematical Model of
the Diatonic System,Journal of Music Theorg3/1 (1989): 1-25.
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need to start on the subdominant pitch (F). Russell cassils point to be further evidence
that the major scale is better suited to the soundeofotlrth of the scale.

Russell imagined this theoretical finding as a producewaflution, but one which
required a shift in direction backwards to Pythagorasagier Greek philosophers. Generating
the Lydian scale by the cycle of ascending fifths regmes part of this return to Pythagorean
thought (as Pythagorean tuning was similarly achieved ftlasfi Russell viewed the major
scale as not being “based on any big law,” and its predopenartraditional music theory as an
impediment to the recognition of the Lydian scale:thié theorists had kept the philosophical
meaning of the Pythagorean tuning system along with theatioveof equal temperament, the
resultant ideas would have been much closer to the tiithk Lydian scale would have emerged
naturally.”®

More fundamental justification for the Lydian scadeoffered in consideration of the
functionality and compositional usage of major and Lydiaales. Russell differentiates these

two scales in reference to “horizontal’ and “vertictinking. The major scale represents a

“horizontal scale” in that it emerges from particuthord successions that unfold “horizontally”:

The major scale probably emerged as the predominstailg of Western music because within its
seven tones lies the most fundamental harmonic prsigresf the classical era—the tonic major
chord on C—the subdominant major chord on F—the dominaen#e chord on G—thus, the
majsc(JJr scale represents a crystallization of the foretgal harmonic progression of the classical
era:

This view of major-scale tonality comports in someysvavith that espoused much earlier
by Francois Joseph Fétis (1784-1871). Fétis considered totmlibg “the succession of

melodic and harmonic facts that arise from the disjposof the distances of tones of our major

2 Olive Jones, “A New Theory for Jazz,” 70-71.

30 Russell,The Lydian Chromatic Concepii—iv.
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and minor scales® For Fétis, a watershed moment in the creationoaflity (the ordre
transitoniqué was the “discovery” of the functional attributetbe dominant-seventh chord
within the major scale, and how this chord allowed preee®f modulation. Therefore, both
Fétis and Russell observe the potential for functiomality in the major scale, specifically that
of the descending-fifths variety. They arrive at thisaosion from opposite vantage points,
however, as Fétis sees the major scale as a premxhtity from which “discoveries” are
made, while Russell seems to imply that the chord pssgres exist prior to the scale, and that
the tones of the scale arise as a result of thmdvac progressions.

Given the importance of functional progressions to “tieizontal” method, it is not
surprising, then, that, along with the major scale, Rubsts the “blues” scale as an additional
horizontal scale, as blues progressions are similaoijpcised of chords on the tonic,
subdominant, and dominant degrees. Harmonic rhythm alsosstere key to Russell's
horizontal/vertical dichotomy, as he observes thatizontal scales are most useful “when
rapidly moving chord progressions make improvising diffialg., be-bop]* Nevertheless,
the types of chord progressions most commonly used Iin sochexts are functional
progressions within a key.

Russell's concept ofertical polymodality as already stated, treats scales as conceptually
synonymous with chords. The term “vertical” in this o implies a static tonal relationship
between chord and scale, in contradistinction to trzdntal orientation of the major scale:

“The major scalagesolvesto its tonic major chord. The Lydian scasethe sound of its tonic

31 Francois-Joseph FétiEsquisse de I'harmonigrans. Mary I. Arlin (Stuyvesant, NY: Pendragon Press,
1994): 156.

32 |bid., 35.
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major chord.®®* The “ladder of fifths” that produces the Lydian scalealso envisioned as a
static structure, qualifying the Lydian scale as the taoal¢ ofgravity.”** Russell considered
the “vertical’ potential of the Lydian scale to bemaisical resource at that time underutilized.
As much Western music and music theory had been odi¢oweards horizontal matters (i.e., the
function of chords and progressions within keys), thecstaydian mode was “unfulfilling
because istayed therg without “having to digress from the tonic chor8.”

Having established the Lydian scale as representativejof nonality, Russell proceeds
to create a tonal system based on the Lydian sddle.diatonic portion of this system is given
in Example 4.4. Russell finds it unnecessary to justifgthatonic chords/scale pairings as
exhaustively as he did for the major chord; insteadsehrelationships argerived from the
Lydian scale. Russell refers to the Lydian scal¢éhas‘parent” scale of all structures listed on
Example 4.4, claiming further that the Lydian scale “lthe same meaning as what is
traditionally termed ‘the key of the music® His process of derivation is achieved simply by
creating “modes” of the Lydian scale. (Russell doesutiize any of the traditional modal
names such as lonian, Dorian, Phrygian, etc., refemistead to Mode |, Mode I, etc.) From
each scale degree/modal tonic of the Lydian scaleuh@shbchords, most of which are typical
jazz sonorities and are indicated in jazz parlanaguse the chart, the reader is instructed: (1) to
find a given chord type on the chart; and (2) considetiegstale degree on which a particular
chord type appears, to use the appropriate parent Lydiam iscathich that chord would be

found. For example, if one is presented with a D-miclord, or any of the other tertian

* bid., iv.
34 Bob Blumenthal, “George Russell: Stratus Seek2oyinbeat50 (1983): 25.
% Qlive Jones, 71-72.

3¢ Russell, 43.
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sonorities in the minor-chord family, one would lazahe minor chord on Mode VI of the
Lydian scale, and would therefore improvise in the Fiuydscale, where D is scale-degree
six.’

Within the modes of the Lydian scale, Russell loctis=e of what he considers to be the
five “basic” chord families—the five being major, min@ominant seventh, diminished, and
augmented. The major-chord family is found on Mode d{ay), while the dominant-seventh
family and the minor-chord family are found on Modes(Mixolydian) and VI (Dorian),
respectively. If the parent Lydian scale is truly mated to represent a “key” in the traditional
sense, the scale-degree placement of the minor and dusrsizenth chord families in Russell's
system has interesting parallels and/or conflictshwitaditional major-key tonality. For
example, a major key and its “relative” (natural) mirstale have a similar scale-degree
relationship in the major-key system as in the Lydiamesgsthat is, natural minor is found on
scale-degree six in a major key, while the minor-chomndilfais found on scale-degree six in the
Lydian system. In terms of modal labels, the Lydigstem substitutes the Dorian mode for the
Aeolian mode of the major-key system. However, Russgllains it differently, noting that,
under the C-Lydian parent scale, Mode VI of the Lydw@ode “produces more chords of the A
Minor Chord Family than the C Major Scale . . . @élajor Scale produces an A Minor Triad,
and an A Minor 7th, but it cannot produce an A Minor 6toi@H*® This method of explanation
suggests that chords exist prior to the given tonal syst€or example, a tonic “minor-6th

chord”—a minor triad with an affixed major sixth—alreadypiies the Dorian mode. However,

3" This method of explanation is quite different from meiiabtructing the reader to “improvise in the
Dorian scale over minor chords,” though most readersapiglsimplified the theory by interpreting Russell's
statements as such.

%8 |bid., v.
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this fact does not explawhy one would choose a major sixth rather than a mindh svithin
minor tonality.

Russell's location of the dominant-seventh-chord famr Mode 1l is more problematic
theoretically. In the major-scale system, this dnappears on scale-degree five and resolves by
descending fifth to the tonic of the scale, achieving tfaacteristic “horizontal” progression of
the major-key tonality. A similar resolution of thendioant seventh by descending fifth to the
tonic of the Lydian system is clearly not possibld&russell never provides any musical
justification for the Mode Il generation of the dominaeventh chord, and there is perhaps no
reason to expect any such evidence. Though he views the pgtéamn scale as akin to a key,
his modes do not actually substitute for the scale-sesgryttraditionally applied to the major-
scale system. Instead, the dominant-seventh chordtement on scale-degree two of the
Lydian scale is merely objective fact, having no mussighificance per se. This reveals a
crucial weakness of the theory as a whole, as mosteoinode/chord relationships could be
assigned just as easily within a major-scale systethgitase of the dominant-seventh chord, its
placement on the fifth scale step of the major ssaems more appropriate both theoretically
and pedagogically. Perhaps in “vertical’ situations, nehthe goal is to find the scale that
represents the sound of the chord, the potential domfoaantionality is less central. Russell
leaves this question unaddressed.

Russell finds less of use in the remaining four modékeoLydian scale. Within Modes
#IV and VII, he lists several chords, but these chordsndt congeal into unified “chord
families” as for Modes |, II, and VI. Of greater irgst is his almost complete avoidance of
Modes Il (Aeolian) and V (lonian). For both of thasedes, he merely assigns the function of

“inversions of Modal Tonic | chords.” The inversional (BY4unction of Mode V (lonian) is
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explained by his earlier discussion of its tetrachormstalicture, which Russell viewed as
emphasizing the fourth of the scale (i.e, the Lydamd). As for Mode Il (Aeolian), it is likely
that Russell's bias against the traditional “horizonsaBles is a factor is its relatively small role
within the modal system.

The remaining aspects of the LCC consider structuresatise from outside of the
diatonic scale, thereby achieving the freedom of utilizingtwéllve pcs when improvising.
Russell intended for his theory to apply to “all the mukat has been written or that could be
written in the equal tempered tuning systeth.Because my focus is on diatonic music, these
aspects of the theory have little relevance to the topthe chapter at hand; nevertheless, | will
describe them briefly. Russell cites five additionaless for potential usage by the improviser:
(1) the Lydian Augmented scale (a Lydian scale withised fifth); (2) the Lydian Diminished
Scale (a Lydian scale with a lowered third); (3) thexibary Diminished scale (an octatonic
scale beginning with a whole tone); (4) the Auxiliary Augteenscale (a whole-tone scale); (5)
the Auxiliary Diminished Blues scale (an octatonic sda¢ginning with a semitone). As with
the Lydian scale, he locates various chords on centaides (scale steps) of the scales. For
example, the Lydian Augmented Scale produces the augidneimbed on Mode |, while Mode |
of the Lydian Diminished scale generates the diministedecfamily. Because these two scales
complete the “basic” chord families (major, minoonanant-seventh, augmented, diminished),
all other scales are labeled “auxiliary,” representidgstinctive tonal shades of [the Lydian

Chromatic scale]® All six of these scales, including the diatonic Lydiacale, form the

3 bid., V.

0 |hid., x.
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“Lydian Chromatic scale.” That is, when combined, 4bales utilize all twelve pcs of the equal-
tempered system.

The “chromatic” aspects of Russell’'s theory have htld linfluence on jazz theory
pedagogy, as is reflected in the more widely availabltbteks on the subject. However, the
basic concepts relating to diatonic chords and scales lea@me essential to what is called
“chord/scale” theory in jazz: a theory predicated oa same *“vertical’ focus espoused by
Russell. However, his Lydian-oriented modal systemnadadeen adopted, replaced instead by
a more traditional emphasis on the major scale hdOmodal systems, including those of non-
diatonic scales such as the melodic and harmonic ménemlso cited by somé&).

Due to the major-scale orientation of most mode/sttaderies, the distinction Russell
makes between “vertical” and “horizontal” conceptiorisn®lodic improvisation has been at
times either ignored or confused. This confusion hds fte example, to some disagreement
over whether the major scale or the Lydian scalmast appropriate when improvising over a
major chord. Scott D. Reeves, for example, stat@s“the major scale is the best scale choice
when the [major] chord is functioning as a | chord, whkile Lydian mode is the best choice
when the chord is functioning as a IV chofd."Why, though, would one choose to think in
terms of modes when the chords in question have cleatidmality? If one recognizes that a
major chord is functioning as IV, why not think in terms kafy, the horizontal approach?
Similar insistence on discussing chord/scale relatiosshithin functional tonality has marred

the understanding of such stalwart tonal progressions\as ks Bert Ligon describes well:

In many chord/scale theory discussions, each of tbedshis assigned a different scale: Dm7 is
labeled D dorian; G7 as G mixolydian; and Cmaj7 as C lon2@scribing this passage as three

1 See, for example, Bert Ligodazz Theory Resourcé#/ilwaukee, WI: Houston Publishing Inc, 2001):
333-369. Ligon also creates modes for the harmonic majte & major scale with lowered sixth).

2 Scott D. Reevesreative Jazz Improvisatip81-32.
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different modes or scales is misleading and unnecessariiplicated. It is doubtful that anyone
hears three different tonics in this passage as is sugdsstbe three modes. All of these chords
were derived from the C major scale, and that one sestedescribes the passage.

Perhaps Russell's decision to locate the dominant-seventity (Mixolydian) and the minor-
chord family (Dorian) on scale-degrees of the Lydieales was partly an attempt to circumvent
the easy confusion that might result when trying toteod with the 11-V-1 progression in terms
of modes. Therefore, when the dominant-seventh cfaomily is found on Mode Il of the
Lydian mode rather than on scale-degree five of themmapde, the reader would be less likely
to equate these chords with a true dominant-functioning ch@&idhilarly, locating the minor
chord family on Mode VI of the Lydian scale rathearihscale-degree two of the major scale
discourages the reader from automatically associatindhian scale with a functional 1l chord.
Russell's contention that the Lydian and Dorian (Madg modes are, respectively,
better suited to major and minor chords than the lomiath Aeolian scales has also been
influential in jazz theory. The Dorian/minor-chorélationship has become particularly well-
established. Mark Levine states flatly that “Aeolianrdsoare rarely played* Most authors
point to consonance and dissonance structures in justifiimgise of the Dorian scale, as it
“maximizes tension [tertian extensions of the triad§l minimizes dissonance when compared to
the other minor scale$> Authors seem more reticent to completely dismiss traditional
association of the lonian mode with the major sdadeyever. Many still contend that the lonian
mode is most appropriate for major and major-seventhdshoNevertheless, Russell's mistrust

of the “lonian fourth"—its potential to imply a tonalitat odds with the intended tonic—has

“3 Bert Ligon,Jazz Theory Resourge3s1.
4 Mark Levine,The Jazz Theory BogRetaluma, CA: Sher Music Co., 1995): 52.
5 Andrew JaffeeJazz Theorglowa: WM. C. Brown Company Publishers, 1983) 51. Thisanation is

reminiscent of that given by Russell. Similarly, itreseto imply the extended tertian chords exist prior tadhal
system that might have contributed to their formation.
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manifested itself most conspicuously in the conceptefaloid note.” This concept holds that
the performer is to either “avoid” or “handle withreathe fourth of the scale when improvising
in the lonian mode over a major chord. Levine notes ‘iafiore the bebop era, most jazz
musicians played the 4th of a major chord [sic] as amms®te only.*® Of course, if a pitch is
truly heard to function as a “passing” note, the apprdmghg applied cannot be that of the
“vertical,” which holds that all pitches within the $&acan be usedreely over the chord.
Therefore, the continued citations of the major-cHordan relationship may likewise be a result
of the disregard of the distinction between “verti@ald “horizontal” conceptions.

To this date, no study has been conducted exploring the jpbiafiuence of Russell’'s
theories in the music of jazz musicidisOne would certainly expect plenty of evidence for the
most basic tenets of the theory, particularly tleamtion of modes with certain chords. As one
famous example, Miles Davis’s composition “So Whatnirthe albunKind of Blue(1959) is
comprised of only two chords, D-minor seventh and Ebemiseventh, both of which are
accompanied by improvisations in the Dorian mode: a chaid/pairing advocated in the LCC.
However, this chapter is not intended to address anyefupidrallels between the LCC and jazz.
Instead, we return to Zappa’'s diatonic music, a reperbyineo means limited to works in a jazz
style.

As stated above, certain aspects of Zappa’'s musityding the preference for slow
harmonic rhythm and improvisatory melody, seem tailor-mad®&ussell's theorie® More

significantly, Zappa’s approach to modality—particularly preference for the Lydian mode—

*® Levine, 37-38.

“" Peter Bert considers the influence of the “Lydian ClatizrConcept” on the music of Toru Takemitsu in
“Takemitsu and the Lydian Chromatic Concept of George Riss®htemporary Music Revied/4 (2002): 73—
109.

“8 It should be stressed, however, that there is no evédbiat Zappa was familiar with the LCC.
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offers the potential for parallels. In fact, the lawlimode can easily be considered the
characteristic sound of Zappa’'s diatonic music. As ballseen, several additional points of
intersection exist between the tonal structures witthis repertoire and the theoretical concepts
of the LCC. Specifically, we will see how conceptuialy the Lydian scale as a “tonic” state, in
which non-Lydian events function, can be analyticéilytful (something never attempted by
Russell). The following discussion is divided into thrparts. First, | shall lay out the
fundamental theoretical apparatus to be employed, whicie loosely based on the LCC, also
contains substantial refinements intended to accountHaracteristic techniques in Zappa’s
music. Following this demonstration, | will discuss lead the modes within this theoretical
system in turn, detailing the manner in which they eado@ate abstractly with the Lydian
scale. Finally, I will turn to contextual uses of thisal system, whereby the modes of the
system interact in various ways. In this final sattie will witness how the Lydian scale can

truly act akin to a “key” for the music.

lll. A Lydian theory for Zappa's diatonic music.

A. Theoretical fundamentals.

Example 4.5 offers three different manifestations hef Lydian scale. The first two,
which contain scalar and “stacked thirds” representati@spectively, are familiar from
traditional tonal and jazz theories. When referencititee of these two models, | will employ
familiar scale degree labels and extended-tertian nclatene (e.g., 7th, 9th, 13th). The third,
which represents the scale as a stack of fifths agideddy Russell, is particularly useful for

our purposes. The pitches of the “Lydian fifth-stackill hereafter be labeled with pitch
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numbers from 1 to 7 according to their ordered placemetinmhe generative T7 cycle (i.e.,
F=1, C=2, etc). This T7 cycle also provides a means bghwtd derive a modal system.
Example 4.6 offers aydian systema term | will use to describe a collection of di@tomodes
within the overriding Lydian mode (here shown in F laygi The Lydian system includes five
potential modes, which are created when any of thefifmstpitches of the Lydian fifth-stack are
asserted as local tonic. All five modes within a givemliag system contain the same pitch
content; therefore, in the example given, C loniarMigolydian, D Dorian, and A Aeolian are
all considered members of the F-Lydian system. Besigesang the Lydian mode as the overall
tonic of the system, Example 4.6 corresponds with Risgathdal system (Example 4.4) in
several ways. First, the three basic “chord faiilieted by Russell are here manifest as
Zappa’'s most-commonly employed modes: namely LydianoMdian, and Dorian. The two
remaining modes, lonian and Aeolian, for which Russelhdblittle use, also have tenuous
status in Zappa’s music. For this reason, question naaekspplied to them on Example 4.6
presently.

As shown in Example 4.6, pitches #6 and #7 of the Lydiin-dtack do not furnish
modes. Instead, they are labeled as “leading tonesgcmgnition of the important tonicizing
function they perform in relation to the tonic and fifth the Lydian scale (as described by
Russell, but here without reference to tetrachords). ddligj these pitches are thereby
primarily relegated to a melodic role. Significantlgese two leading tones are different than
those traditionally associated with major-scale toyaliRamon Fuller, in his discussion of the
structural properties of the diatonic scale vis-a-vis lh@ian mode, identifies those pitches

comprising the tritone as the leading tones of the deafe, F and B in the C-major scafd).

9 Ramon Fuller, “A Structuralist Approach to the DiatoSizale,”Journal of Music Theont9/2 (1975):
196.
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These pitches gain this status due to their semitonaltesoto the root and third of the major
tonic triad. In the Lydian-oriented theory, the lemdiones similarly resolve by semitone to
pitches of the major triad. However, the leadingetoonf the Lydian system are not by their
nature harmonic; that is, they do not combine to formsaotant tritone within a dominant
harmony. Instead, they merely reinforce the strongashonic interval of the Lydian scale, and
thereby provide the Lydian scale with its privileged positiithin the tonal system.

In musical realization, Zappa’s diatonic music typicanvolves three texturally
stratified areas, consisting of bass, chord, and méfodgxample 4.7 labels these three zones of
activity the pedal chordal and melodic zones, respectively. Each of these zones performs
specific tasks in the music, which are summarized innfpd@ 4.7. The melodic zone is
customarily assigned the entire seven-note diatonieaalh of the given Lydian system.
Considered on its own, however, the melodic zone iramenally ambiguous, not clearly
asserting any of the seven diatonic pitches as tohlerefore, all such melodies are hereatfter
interpreted as being Lydian in essence, except in gases in which a non-Lydian tonic is
clearly in evidence. The chordal zone is most oftgmesented by a single chord within a
musical segment. Though no restrictions are placedaafinality, Zappa’'s preference is for
sparse, three-note chortdsTonal ambiguity also factors in the chordal zoneth@employment
of chords of indeterminate root (i.e., “rootless” chordd)ic will be discussed in more detail
below. Finally, a pedal zone is identified. The tépedal’ is intended to reflect the sustained,

drone-like nature of Zappa'’s bass lines. However, eysnwot set as a drone, as in ostinato

*0 Textural stratification has also been identified asnaportant feature of rock music. See, for example,
David Temperley, “The Melodic-Harmonic ‘Divorce’ in RQt Popular Music26/2 (2007): 323-342.

®1 Zappa saw this preference as a polar opposite of pieahjazz approach to accompanying: “The other
thing that is difficult is to . . . convince the kegrd players that a simple part assigned to them ithithg that's
gonna do the job . ... There’s so much temptatigaztoout Jazz-oriented keyboard artists are the worst ttung
happen to orchestration. As quoted in Michael Davis,|d Band We Used To Play Inkeyboard June 1980.
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accompaniments, the pedal is identified as the lowesh pmd/or most emphasized pitch in the
music.

Given the ambiguity of both melodic and chordal zortes, pedal zone plays an
especially important tonal role in the music. Thdlofeing quote by Zappa indicates its

function:

The important thing | expect the bass player to do teltane what key I'm in. I'm not looking

for notes faster than what I'm playing for implicatsoaf harmonic situations other than what we
started out doing. . . . And | like bass players thatytll the story by playing the roots once in a
while. A lot of themodernistic-typgersonages don’t want to do that. They think it's beneath
their dignity to play the bottom note of the chofd.

One implication of this quote is that the pitch thatves as the pedal should always be
interpreted as the local tonic. Of course, “root” anditb are not necessarily synonymous in
traditional tonal theory. Within the vertically-oriext Lydian theory, however, there is better
reason to view these terms as synonymous, at leaseanast local level. In asserting itself as
root in reference to the ambiguous sonorities of the chaofe, the pedal zone acts as a “root
representative.” As discussed by Daniel Harrisondfalhg Paul Hindemith), these tones are
“promoted to the office of root by some contextual poweofmally because they are “a marked
bass note of some kind: the loudest, longest, deepestiesr, biggest, and baddest.” In
reference to the melodic zone, the pedal zone functamdocal “tonic representative.”
Therefore, the pedal zoweientsthe listener’s perception of both melodic and chordaézo

As a preliminary musical demonstration of the immialyapreceding suppositions,
consider the opening phrase of “Uncle Meat” (ECE/ACE 1968/19@&mple 4.8). Here |

have provided only melodic and chordal zones, reserving tted pene for later discussion. As

*2 Frank Zappa, “Non-Foods: Bass, Sports, and AdventGnaifar Player MagazineMarch 1983.

*3 Daniel Harrison, “Dissonant Tonics and Post-tonahality,” Unpublished paper originally read at
Music Theory Society of New York State, 2002: 7-8.
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stated above, the chordal zone is here representedibgla reiterated chord, while the melodic
zone is entirely diatonic. When both given zonescarabined, a complete diatonic collection is
formed, namely the G-Lydian scale (i.e., two shargd)ough diatoncism is clearly in evidence,
a tonic is less easily extracted from the musicalfaser Traditionally, the listener’s
identification of tonic relies on a process described hiRond Brown aposition finding®™
This method involves locating the tonic in relation te thtervals that are most rare within the
diatonic set. Melodically, these are intervals ®6iand ic 1, corresponding to the dissonant
tritone and its two semitonal resolutions, respectively

Looking at the melodic zone of “Uncle Meat,” the piosal-finding approach is difficult
to apply. As shown, ic 5, the most prevalent intemahe diatonic set, saturates the surface.
Besides isolated occurrences of ic 5, the set (027)teckday the double application of ic 5,
occurs in various guises throughout the phrase: (1) tech sf fourths at m. 1; (2) as two T7-
related melodic “sus-2” formations at m. 3; and (3) asaak of fifths created by the accented
pitches of m. 5. All such ic 5 occurrences obscure so@Entification of tonic, due to the
location of ic 5 in six different places within theattinic scalé?

The chordal zone of Example 4.8 relies on similanipmuous structures, consisting of a
sus-4 chord, of set class (027). Harrison notes theenhambiguity of chords built from the
“stacking” of a certain interval, citing Hindemith’'s ew that stacks of fourths have an

“indeterminate root>® Apparently, Zappa held similar views of (027) sonoritiete described

>4 Richmond Browne, “Tonal Implications of the Diatofet,” In Theory Only5/6—7 (1981): 7.

%5 Given the few occurrences of ic 1 between C# and Berphrase, it is likely that most listeners would
identify D as the most likely tonic, if only given theelody as evidence. As we shall see, however, such an
approach would typically lead one to the incorrect an$wefappa’s music.

%6 |bid., 7-8.
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his first use of sus-4 chords, as well as sus-2 chords (®ing (027)), as an important
breakthrough in the development of his diatonic style:

| started writing my own music in which the thirds were tbeai from the chords. That seemed to
give me more latitude with the melody because if theme'shird in the chord then you're not

locked into an exact statement that ybarmonic climates major or minor. If your have a root, a

fourth and a fifth, or a root, a second and a fifth, youtitalib create atmosphere and imply
harmony by having a variety of bass notes thatavduewith the suspended chord gives you, for
my taste, more opportunities. Then the melody linegmback and forth between major or minor
and Lydian or whatever else you want with ease. You haore flexibility.>’

As explained by Zappa, (027) sonorities were applied asatiees to more conventional major
and minor triads. While major and minor triads exisomty three spots each within the scale,
(027) chords are among the most prevalent sonorities foutiteidiatonic scale, occurring at
five different positions. Therefore, the “flexibilitylescribed by Zappa, allowing one to orient
the listener towards different positions of the scalexploited by the pedal zone, which acts as

root/tonic representative.

B. Themodes of the Lydian system.

We now turn to a more specific discussion of eacdenwithin the Lydian-based modal
system. Our focus in this section will be on the “iealt aspects of each mode, particularly on
how the modes are each realized as discrete statick4jl in Zappa’s music. Throughout, we
will examine how the pitch structures of the Lydiaalsaetain influence even when the Lydian
pedal is not phenomenally present. That is, non-Lydmaes will be considered herein as
different “shades” of the Lydian tonic. Thereforey @itst task is to comprehensively detail the

structures occurring in tandem with the Lydian pedal. &dféer, the significance of each

" Paul Zollo, “The SongTalk InterviewSongTalk Volume 2, Issue 5, 1987. In 1984 Zappa described the
sus-2 chord similarly, noting that “it's like a neutral ggeof canvas that you can paint on, and consequently, the
bass notes that support that chord (a lot of differass motes can be used) [create] another set of maib@mat
possibilities for the melody notes that are happenindopnof it. Anonymous interviewer, “The Frank Zappa
Picture Disk Interview 1,” 1984.
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subsequent mode will be shown to rely on correspondencesr athejpartures from these

referential structures.

1. Mode I: Lydian.

As mentioned previously, the Lydian mode is by far thestnm@mmonly encountered
mode in Zappa’s diatonic works. For this contextual reaasnwell as its various structural
attributes, it is viewed as the foremost “tonic” of thedal system. Of the many examples in
which Lydian was contextualized as tonic, consider thieoductory guitar solos to Zappa’s
concerts from 1978-79. Texturally, this improvised event stetsimerely of a sustained pedal
on E, over which Zappa would embark on a lengthy E-Lydidm sBesides being given such a
prominent placement within his live shows, these opening sd$ws provided Zappa with the
melodic material of his most extensive guitar-solowtipiece: “Sinister Footwear 111" (ACE
1978/unreleased) or “Theme from the Third Movement of Sinistootwear” (ECE
1978/1981c)® This piece demonstrates well the employment of Lydia service of the
“vertical” conception, whereby a single scale fundi@s a completely consonant entity over a
pedal (or chord). It is in static contexts such as that the Lydian mode most commonly
appears.

The appropriateness of the Lydian scale in statiutes—as opposed to the traditional
horizontal/functional employment of the major seale demonstrated in the main theme of
“Holiday in Berlin” (ECE 1961/1970a). Examples 4.9 a—c shovwemts from three adjacent

thematic modules of the theme, labeled Theme A (paiftieme A (part 2), and Theme B. As

*8 These opening solos furnished material for a numb&appa titles, including, but not limited to, “He
Used to Cut the Grass” (1979d) and “Packard Goose” (1979@ntally, this E-Lydian solo was moved from the
opening slot of concerts to the piece “Easy Meat,”rehiefunctioned as the internal solo of that song frof®019
1982.
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can be seen, all three modules are nominally “in @&¥.,(having a tonic of D). However, both
parts of Theme A are clearly “horizontal” in harmotreatment; they feature chord shifts every
one or two measures and utilize exclusively I1-V-I chprdgressions. Accordingly, their pitch
collection is almost entirely based on the majores§® major)>*® Conversely, in Theme B
(Example 4.9 c), which follows immediately from Thefefunctional harmonic progression is
replaced by a single D pedal that persists for the tlseamtire 23 measures. Accordingly, given
the static aspects of this harmonic environment, the aoydicale usurps the previously
established major scale in the melody.

Example 4.10 lays out the basic pitch materials oauyiniithin Zappa'’s Lydian-mode
pieces. As shown, Zappa’s music reveals a relatiselgll preferred roster of chords in this
mode® By far the most characteristic chords in the Lydiasde are the quintal (i.e., stacked
fifths) and sus-2 chords, both of which consist of pitéhkes#3 in the fifth-stack representation
of the Lydian scale (here F-C-G). The sus-2 chorthéseby conceptualized as a modified
version of the quintal chord, in which the top notehaf quintal realization (G) is flipped below
the middle pitch (C). That is, the sus-2 chord heieimot viewed as merely an altered version
of the major triad, but as a sonority that directly gegawith the T7-cycle generation of the
tonic Lydian scale. The prime example of the sus-@uy correlation is the piece “The Black
Page #1,” which exclusively utilizes sus-2 chords. Each shifpedal, along with the

accompanying sus-2, is heralded by a change to the Lydiénlsased on that pedal. In sum,

%9 The only pitches not in the major scale occur owealtered V7 chord (with b9 and #5) in Theme A (part
2).

® This collection of chords reflects best Zappa’s favoradnonies in his ECE works. In chapter 5, the
specifics of Zappa’s treatment of chords in the ACE pieckbe discussed.
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the piece features seven different Lydian scalesrder of appearance, G, Bb, D, Gb, C, C#,
and B.

The characteristic Lydian sus-2 chord also contitmlsome degree the triads that may
occur above the pedal. That is, only the three mamad4 of the diatonic scale are permitted
above the Lydian pedal. These triads, as shown xamfle 4.10 (the complete tertian
representation of the Lydian scale), occur on theesacale degrees that comprise the
quintal/sus-2 chords (here FM, CM, and GM). The pi®dight School” (SYN 1986b), for
example, realizes its chordal zone with the afore¢imead major triads. Example 4.11 provides
the first statement of a harmonic succession thatirse rondo-like throughout the piece,
representing a tonic harmonic zone of the piece. Thisapgasutilizes the C-Lydian collection,
with a prominent pedal on C running throughout. Above thelpaddescending stepwise line
from B to E is harmonized with the major triads of @llan (CM, GM, DM). (The harmony for
each melodic pitch is determined according to which @lsaiccession produces the smoothest
voice leading. For example, considering the successwm &hord two (DM) to chord three
(CM), Zappa chooses CM for chord three (as opposed to &duse it results in smoother
voice leadind’) Of these three major triads, that found on scaleegegwo/pitch #3 is of
particular interest, as it provides the characterrsiiged fourth scale degree of the Lydian mode.
This triad is often superimposed above the Lydian pedat¢ nidgestic introduction to the piece
“Re-Gyptian Strut” (1972/1979a), which consists of a pedalphasd texture in C Lydian, is
constructed of this superimposition. As shown in Exampl@, almost all chords formed by the
brass throughout are D-major triads; further, the higl{ewlodic) voice of these chords

arpeggiates the same D-major triad.

®1 Of course, certain melody notes, such as F#, only &ioarmonization by one of the major chords.
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Another phenomenon unique to the accompanying zones (pedd#fhaf Lydian-based
music is the establishment of more extensive T7-cycldss technique is an additional musical
manifestation of the upwards generation of the Lydialeséfom the Lydian tonic by fifths.
Two examples are given in Example 4.13, one from tliednction to “Night School” (Example
4.13a), and the second from “Revised Music for Guitar and-Badget Orchestra” (ECE/ACE
1969/1978b) (Example 4.13b). In Example 4.13a, the completgcld is created between the
Lydian pedal C, which sustains the first pitch of the e€ydnd the chordal zone, which
completes the cycle (G-D-A-E-B-F#). In Example 4.13b, also in C Lydian, C gains its pedal
status due to its privileged position within the cycle. thAs example indicates, the first six
pitches of the C-Lydian fifth-stack are located ia trstinato, while the initial pitch of the guitar
solo adds the final diatonic pitch F#. Both of thesemgtas suggest a degree of hierarchy
existing with the fifth-stack when manifested harmonycadpecifically in relation to the special
use of the relatively unstable “leading tones” of theles¢pitches #6 and #7 of the fifth-stack).
In Example 5.13a, for example, pitch #7 (F#) plays itended “tonicizing” role, as its
appearance both before and at the end of the cycle byasismitone to G. In Example 5.13b,
pitch #6 (B) occurs in the “wrong” place in the cyale.( not after E). As in Example 5.13a, B
performs a tonicizing function in relation to the toni) @t the outset of the ostinato, thereby
allowing C to be more easily heard as the pedal. ) the first statement of the ostinato is
elongated by one quarter note from subsequent statememtiemo repeat this semitone motion
from C to B.

As previously stated, melodic zones typically emplog éntire diatonic collection in a

given static block. Otherwise, there are no conangles for pitch succession in the melodic

2 While this is essentially a “melodic” idea, it belortgsthe chordal zone due to the fact that it is played
by the accompanying instruments. In fact, this isahly “melody” played by the accompaniment in the entire
piece, a fact that supplies this moment with greater stalateight.
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zone, as the “vertical’ concept upon which Zappa’s diatomisic is based allows all pitches to
proceed “freely.” In the Lydian mode, there is oneitgmhl (and peculiar) constraint in the
melodic zone. As indicated in Example 4.10, melodiesv@libe Lydian pedal most often
feature only six pitches, reserving the Lydian tonictfer pedal and/or chordal zone. Melodies
avoiding the Lydian tonic thereby utilize pitches #2—#7ref fifth-stack: set class (024579).
(Thinking in terms of scale, scale steps two through se¥elnydian scale will be present.)
Conceptually, this technique manifests the role of thadrygedal as both tonic and “generator”
of the scale, as its textural stratification plages clear contrast to the pitches of the melodic
zone. As aresult, Zappa’s Lydian melodies oftemste“hover” above their accompaniments.
The missing Lydian tonic also contributes greatly to tth&al ambiguity of Zappa’s melodies;
without the tonic, in fact, only one semitone motioaynoccur in the melodic zone, that between
the fourth and fifth scale degrees, while the potentiaictning effect of scale-degree seven is
checked.

Example 4.14 offers three brief examples of the meladoidance of the Lydian tonic in
Zappa’s music. For the purpose of space, only the msl@de given, along with an indication
of the particular Lydian pedal in use. In Example 4.3am “Alien Orifice” (ECE 1981/1985),
the A-Lydian pedal is followed by that of C-Lydian. é\le each pedal, all scale degrees of their
respective Lydian scales, excepting the Lydian tome paesent. The same method is employed
in Examples 4.14b and c. Clearly, the absent Lydiait tdmes not result incidentally, as all
melodies given have wide registral spans. For exantpe flurry of notes that begins the
excerpt from “RDNZL” (1973/1978b) (Example 4.14b) covers tlwsteal space of an octave
plus a fifth (F#4 to C#6). Additionally, every non-tosicale degree of the A-Lydian scale is

articulated in every registral position that it oce&gpwithin this span. Therefore, the complete

127



diatonic scale space within this large range is musicattyculated, with the conspicuous
absence of A4 and A5. Similarly expansive Lydian spaceesavered in the final four measures
of the interlude from “Montana” (ECE 1972/1973) (Example 4.14@yer the culminating B-
Lydian pedal, for example, the melody covers a twiange range (C#4 to C#6). Like the flurry
discussed in “RDNZL,” each non-tonic scale degree appeaesch of its registral positions
within an octave and a fifth of this range (C#4 to G#5)shtiuld be noted, however, that while
examples of Lydian-tonic avoidance abound, they do noéssarily represent mile. For
example, the entirely Lydian “The Black Page #1” corga lengthy segment (mm. 9-16) in the
D-Lydian mode, wherein the Lydian tonic does in fact appeHowever, it occurs only twice,
while all remaining pitches within the scale appear atléen times within this same segment.
Therefore, it is perhaps better to think of Lydian-taaoidance as a stromgndencyn Zappa'’s
Lydian-mode music. At the very least, one can expedbdies paired with the Lydian pedal to

treat the Lydian tonic frugally.

2. Mode II: lonian.

Mode II of the Lydian system is lonian, which occurdandem with a pedal on pitch #2
of the Lydian fifth-stack. Contrary to Russell’'s ding, which relegated lonian to “horizontal”
situations, lonian is viewed here as a viable mode and, fudhe potential “vertical” pairing
with an accompanying major triad. Therefore, lonian “mode” this context can be
distinguished with “major-key” functional tonality. Mever, examples of the lonian mode in
Zappa’s music are rare. This fact alone provides struiogmrce that Zappa considered Lydian
to be the best scalar representative of major tgnallllevertheless, lonian has the greatest

potential to challenge the primacy of Lydian, as ithe tnost similar to Lydian in its scalar
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structure. Most importantly, lonian features Russetiistrusted “lonian fourth,” the pitch most
likely to suggest an opposing (Lydian) tonality. As Wil shown in this section, and later in this
chapter, the lonian fourth/Lydian tonic is often alpit¢ special interest in Zappa’s music.
Example 4.15 provides the basic pitch structures of Zagpaian-mode music (shown
in C lonian). As can be seen, chordal-zone matandlge lonian mode are very similar to those
of the Lydian mode, including both triadic and T7-cyabmarities. As for tertian chords, the
only notable divergence in lonian is the lack of the 11éh, (ihe lonian fourth) in the third stack.
Of T7-cycle chords, particularly those of set class (02i&) lonian mode includes both sus-2 and
sus-4 chords. The sus-4 chord, new to lonian, is of p&tienterest, as its pitch content is
identical to that of the Lydian sus-2 chord, consistihgitwhes #1-#3 of the Lydian fifth-stack.
Therefore, recalling Russell's notion that the lonsaale suggests a tonic of its fourth scale
degree (the Lydian tonic), this sus-4 chord can be conceadads a “first inversion” of the
Lydian sus-2, removing the true tonic (here F) from xgeeted position at the bottom of the
chord. The sus-2 chord in lonian, however, featurehgustét2—#4 of the Lydian fifth-stack.
Given its sonic equivalence to the Lydian sus-2 chasdndlusion in lonian introduces a degree
of ambiguity—and flexibility, as described by Zappa—into¢herdal structures of the mode.
This consideration of the (027) sonorities in lonian beggwan to the passage of “Uncle
Meat” discussed in Example 4.8, which utilized a repeated4$34 chord (D-G-A) in the chordal
zone. While theoretically this sus-4 chord should irteica as the tonic of the chord, Zappa in
fact employed a D pedal in its earliest performanceabtenate 1960s, creating an lonian-mode

interpretation of the passa@ie.However, one will notice that the controversiaibin fourth (in

831t should be noted that, in its first recorded perfaraea as heard on the albusmcle Meat(1969), the
entire structure notated in Example 4.8 is transposedramor third. This transposition was created entifrelgn
post-recording studio alteration. Live recordings froetime, as can be heardBeat the Boots I: The Af4991),
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the present case, G) is absent from the melodyhddfitthe chordal zone, therefore, no pitches
between the pedal and melody would be at odds with a hystiale (a point to be reconsidered
later in this chapter).

Consider now the treatment of the lonian fourth ne¢hadditional lonian-mode excerpts,
given in Example 4.16. The first of these (Example 4.i6#)e phrase from “Uncle Meat” that
immediately follows Example 4.8; it features a sus-8rdhin the accompaniment above an
lonian pedal sharing the same pitch as the lowest nobe isus-2 chord (Eb). Listeners familiar
with Zappa'’s practices would expect a melodic pairinghefEb-Lydian collection with the Eb-
sus-2 chord, and, for the majority of this tonal arba, gitches of the melody do not conflict
with Eb Lydian. That is, similar to Example 4.8, foerth scale degree of Eb lonian (Ab) is
withheld for some time, finally entering on the downbdahe sixth measure of Example 4.16a.
Examples 4.16b and c are corresponding phrases withimtlez™ section of “RDNZL” (ECE
1972/1978b%* As in the lonian-mode excerpts from “Uncle Meat,” Torian fourth is treated
carefully in both Examples 4.16b and c. In Example 4.fi&blfeginning of the waltz section), a
C pedal, coupled with a C-major chord, is accompanied bglady containing all scale degrees
of C lonian except the fourth (F). As it stands, tildopotentially be heard as C Lydian with a
missing Lydian fourth, F#. Example 4.16c occurs two phriedes and constitutes primarily a
T2 transposition of Example 4.16b, but with the melodshanfinal three measures recomposed.
These recomposed measures now include the missing scaée-degr of the D-lonian mode (a

fact that confirms the original reading of Example 4.46kC lonian with a missing F). As will

show that the piece was performed as indicated in Exangléel4he bass in this performance is set as stacked fifth
(D AE).

% The pedal/chordal zones transcribed here represepigbe circa 1974, when it was first performed in
its “expanded” incarnation (see discussion in chapter 2).
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be shown later in this chapter, the inclusion (or |#ubreof) of the lonian fourth will have

implications for Zappa’s later revisions of “RDNZL” atidncle Meat.”

3. Mode llI: Mixolydian.

The Mixolydian mode (Mode Ill) occurs along with a pedal pitch #3 of the Lydian
fifth-stack. After Lydian, Mixolydian is the mosbmmonly used of the “major” modes of the
Lydian system. Contrary to Russell's strict assammaof the Lydian scale with the major triad,
Zappa often pairs the Mixolydian mode with a majordiriaDue to this fact, and as will be
detailed several sections below, Lydian and Mixolydtam often serve as competing major
modes in Zappa’s works. Our current focus is on situaiionghich the Mixolydian pedal is
clearly behaving as tonic. Nevertheless, certain chenatics in the vertical use of Mixolydian
reveal indebtedness to the overriding Lydian tonic.

Example 4.17 provides the relevant chords of Zappa's Mikahymode pieces (as
shown in G Mixolydian). Similar to previously discussaddes, both triadic and T7-cyclic
chords are present. However, Mixolydian’s tertiancsbies are limited to the major triad, as
Mixolydian has no seventh-chord representative. Té$ i quite significant, as a seventh
chord built from a Mixolydian pedal would provide a choygd as yet unaccounted for: the
dominant-seventh chord. As discussed above, George Rladebcated the “seventh-chord
family” on scale-degree two (Mode Il) of the Lydian modé/hile our Mode Il is essentially
the same mode as Russell’'s Mode Il (both being locateghe@mpitch two perfect fifths away
from the Lydian tonic), the dominant-seventh sonortyprohibited in this theory. Stated
plainly, dominant-seventh chords do not occur within thdidy system—or, for that matter,

Zappa’s diatonic music, wherein the presence of the dotrsewventh chord should be taken as
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a sure indication of the employment of the “horizontakjor-scale tonal system (see, for
example, the discussion of Example 4.9). Within tlyedidn system, this lack can be partly
attributed to the tendencies of resolution expected ofldminant-seventh. By avoiding this
chord above the Mixolydian pedal, the controlling pedatatus as local tonic is maintained.
For musical environments in which the Lydian mode functismsilarly to a “key” (to be
discussed later), this potential dominant-seventh chorddaW@aue resolution tendencies towards
the fifth scale degree of the mode, thereby challengnagtpremacy of the Lydian tonic.

Various T7-cyclic chords are available in the Mixolydimode (shown in Example 4.17).
The Mixolydian sus-2 chord is built from pitches #3—#5 o dtack. As will be discussed
below, Mixolydian is the last mode of the Lydian teys from which a sus-2 chord may be
formed above the pedal. The main theme of “Little KoluElsed to Live In/The Return of the
Hunchback Duke” (ECE 1968/1970a) demonstrates the use of the basd2rcthe Mixolydian
mode (Example 4.18F. Another potential T7-cyclic chord in Mixolydian isettsus-4 chord,
which employs pitches #2—#4 of the Lydian fifth-stack.isTdhord is utilized extensively in the
verses of the song “Montana.”

The most characteristic T7-cyclic chord in Mixolydlies the “quartal’” chord, consisting
of a stack of two perfect fourths (see Example 4°37Jhis sonority is built from pitches #1—#3
of the Lydian fifth-stack; thus, as with the lonian-gyshe (027) set created by this T5 cycle can

also be viewed as an inverted form of the trademark Lydiantal/sus-2 chord (i.e., F-C-G

85 Zappa'’s titling of this music is somewhat inconsistdboriginally appeared on the albuBurnt Weeny
Sandwichas a section of the multi-part “Little House | Used.itze In.” Live, and later on the albuvou Can’t Do
That On Stage Anymoké&l. 5, the title “Return of the Hunchback Duke,” or plgn“The Duke,” was employed.

® The use of quartal chords is also found in some modal jaee, for example, Paul Rinzler, “The Quartal
and Pentatonic Harmony of McCoy TyneAfnual Review of Jazz Studiés (1999): 35-87. The importance of TS
cycles to the music of Herbie Hancock has been disdusskeith Waters, “Modes, Scales, Functional Harmony
and Nonfunctional Harmony in the Compositions of heeitdancock,”Journal of Music Theor$9/2 (2005): 333—
357.
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becomes G-C-F). Given the preference for perfetiisfitvithin the Lydian theory, a sense of
“imperfection” can be attributed to T5 structures suchhasquartal chord, as they theoretically
imply a tonic above the pedal. Through the use of theajudrord, then, the Mixolydian mode
shows itself to be indebted to the controlling Lydian ¢donQuartal chords are often used by
Zappa in the accompaniments of his Mixolydian mode gsiéors. Examples include the solos
for “Yo’ Mama” (ECE 1977/1979c)—which also includes a Mixolydismomposed” section
based on the same quartal chord—and “Zoot Allures” circa 198 +88xample to which we
will return below). Example 4.19, the main theme frdPotnd for Brown” (ECE 1958/1969a),
manifests the quartal structure within its ostinato accampeant. This phrase is particularly
saturated with T7/T5 cycles, not only in the F-Bb-Eb stddkeirths of the ostinato but also in
the various ic 5 intervals of the melody. As showrblackets on the example, all pitches of the
melody are involved in at least one perfect fifth or pgrfeurth. Additionally, the opening
melodic stack of fourths (C-F-Bb) is retrograded by fthal three pitches of the theme (Bb-F-
C), creating a quasi-palindrome. Due to the saturation bi/5T@ycles, Example 4.19 may not
“sound” Mixolydian in the traditional sense; rathere tinode results from the T5 structures of
the ostinato. That is, in the same manner in whictlidtymode structures seems to emerge
naturally from T7 cycles, the presence of two perfecttfts at the bottom of the texture in
Example 4.19 foreshadows the use of the Mixolydian rfibde.

The various T7-cyclic chords of Mixolydian lead us tee tfollowing general rule
regarding the cyclic employment of perfect fifths/fosrth the pedal/chordal zones: such cycles
are typically limited to pitches #1—#5 of the Lydian fiitack, thereby barring the use of the

leading tones for such purposes. This rule is demonsirated main theme of “One Man, One

67 Additional evidence for this point is revealed in the mirsimediately following Example 4.19, wherein
the opening F-Bb fourth in the ostinato is altered toréepefifth F-C. This allows for a brief melodic ugiation of
the F-Lydian scale before returning to the primaryLiiian collection that arose from the quartal struetur
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Vote” (SYN 1985), shown in Example 4.20. This B-Mixolydiileme is accompanied
throughout by a four-bar ostinato, which is comprisedeskeral layers. The bottom layer, a
more “melodic” double-bass ostinato, emphasizes a qusrtaiture (B-E-A) while the upper,
static layer forms the quintal/sus-2 sonority (B-F#-C#)Y.hus, two of the characteristic
Mixolydian (027) chords are here employed in tandem. nipy@ 4.21 demonstrates how these
two chords relate inversionally within the Lydian syste®hown within the A-Lydian system
(that used in “One Man, One Vote”), the Mixolydian toBigenerates the quintal/sus-2 chord
upwards in perfect fifths, while also reaching downwards byepefffths towards the Lydian
tonic to create the quartal chord. Given the simu@iaseutilization of these two cyclic
structures, the accompaniment zone of “One Man/One Vstedmprised primarily of pitches
#1-#5 of the Lydian fifth-stack, with the addition of eading tone G# consistently leading by

semitone to the tonic of the A-Lydian system.

4. Mode IV: Dorian.

Mode IV (Dorian) is by far the most significant nogeian mode within the Lydian
system, appearing only less often than Lydian in Zapparsic. While Lydian represents the
overriding “major” tonality of the Lydian system, Dan similarly functions as the characteristic
“minor” tonality in the system. Therefore, theatgnship between Lydian and Dorian can be
fruitfully compared to that traditionally attributed limnian and Aeolian in the major-key system.
That is, Lydian and Dorian are, in a sense, polar aig®osvithin the modal system. One
manifestation of this binary relationship can be seen bykeaing back to our discussion of the
Lydian mode, particularly the concert-opening guitar-s@mp used by Zappa circa 1978-79: a

sustained E pedal that was customarily accompanied by amliBA_solo. On Halloween night
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1978, Zappa modified the opening solo by substituting an A pedahé standard pedal on E
and accompanying this A pedal with a Dorian improvisaffon.Given the occasion of
Halloween, therefore, the characteristic minor libshaf Dorian was deemed a more appropriate
concert introduction than the typical major tonalifyLgdian.

Considering our general tendency to conceptualize allydian events within a Lydian
framework, we can also see Dorian as a strong analothet Lydian tonic. In terms of
compositional usage, one parallel between Dorian andahys apparent by comparing the
earlier-discussed Example 4.9, from “Holiday in Betlwjth Example 4.22, from “The Grand
Wazoo” (ECE 1972c). In “Holiday in Berlin,” it was olvged that the lonian/major scale was
employed in tandem with functional progressions, whettgagtydian scale was substituted once
the accompaniment was reduced to a single pedal. In “Téwed@Vazoo,” a similar distinction
can be made between the contexts in which AeoliaBarfan are employed. This piece is
comprised of several short themes, of which Example gr@2des Theme 4 and the beginning
of Theme 5—themes separated by a brief guitar solo. nAbBlaliday in Berlin,” all of these
adjacent themes have the same tonic pitch (in tisis, ). Theme 4 employs the familiar rock
progression i-bVI-bVII, clearly indicating the Aeoliamode. When the accompaniment is
subsequently modified to a simple pedal on B for both theugsdlo and Theme 5, however,
Zappa foregoes the use of the Aeolian mode in favor afaD. Therefore, similar to the

Lydian/major-key dichotomy, Dorian finds its homectmaracteristic vertical/static conteXfs.

® This solo was released under the title “Ancient Armasi& Currently, this piece can be found on the
DVD-A Halloween(2003). It was originally released as the B-side tosihgle “I Don’t Wanna Get Drafted”
(1980).

%9 Notable examples of the Dorian mode being employed oaéic gtedals, while too numerous to cite
exhaustively, include the second theme of “Pound foraawB” and the solos of “Montana,” “The Torture Never
Stops,” and “Drowning Witch.” A particularly extensive lodic use of the Dorian scale (i.e., where a pedal is no
necessary for modal identification) is found in the pitgig Swifty,” where the first twenty nine measuresiture
an unaccompanied E-Dorian theme.
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Structurally, several factors contribute to the highkrah Dorian within the Lydian
system. Considering its scalar structure, Dorian eésrtiost similar to Lydian of the potential
minor modes of the diatonic scale. However, bettstifjoation is found by comparing the
tertian structure of Dorian and Lydian. Example 4@%esents both modes as third-stacks. As
can be seen, both Lydian and Dorian structures cgeerated by the alternating interval cycle
3/4, with Lydian beginning with a major third and Dorideginning with a minor third.
Accordingly, all adjacent three-note segments ef ltiydian and Dorian third-stacks produce
consonant triad8? Further, while Lydian can be viewed as consisting oéethinterlocking
major triads (as described above), Dorian is constduote three interlocking minor triads.
Example 4.24 provides additional justification for hegriborian as an analogue to Lydian,
evidence which engages the role of the Dorian tonie(B9 as the axis of symmetry within the
Lydian fifth-stack (as shown in Example 4.24a). Thougditional tonal theory has found little
significance in the axial pitch of the diatonic set,afple 4.24b demonstrates how this
inversional center defines an additional point of retabetween the Lydian and Dorian third-
stacks. As shown, Lydian and Dorian third-stacks withi& same Lydian system (here F
Lydian and D Dorian) are pitch-space inversions of amether, with the highest pitch of the
Lydian third-stack mapping onto the lowest pitch of thei@othird-stack, and so on. Though a
somewhat more abstract explanation, this inversioaktionship owes much to the aural
similarity between Lydian and Doridh.

Example 4.25 provides the characteristic tonal structufrése Dorian mode in Zappa’s

music. Not surprisingly, given the high degree of tersimmlarity between Lydian and Dorian,

0 This structure is not possible in any of the remainiiagonic modes, as all will feature a diminisheddria
within their third-stack.

™ In Chapter 5, we will see a more direct musical nesétion of this inversional relationship.
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the Dorian mode is most often represented by a tr@mhority, such as a minor triad or seventh
chord. Because the Dorian pedal occurs higher up the rLydie-stack, on pitch #4, its T7-
cycle sonorities are somewhat constrained. Sigmnifiga Dorian is the first mode yet
encountered in which sus-2 chords constructed from the @edahbsent. This constraint
accrues because a potential Dorian sus-2 chord would feataref the “leading tones” of the
Lydian system. For example, in the F-Lydian systar®orian sus-2 would include the pitches
(D-A-E), thereby incorporating E, the first leading tosfethe F-Lydian system. As detailed
above, T7-cycles in the accompaniment (pedal/chordal zmmestinati) tend to be reserved for
pitches #1-#5 of the Lydian fifth-stack, thereby barring riblatively unstable leading tones
from providing harmonic support.

As evidence of the above-stated restriction on Dosias-2 chords, consider the opening
of the piece “The Idiot Bastard Son” (ECE 1967/1968a) (Exardp26). Given here is the
recurring “motto” of the piece as well as the firstage. In the melody, the A-Dorian mode is
clearly established® The opening motto, for example, repeats the tonic Arabténes,
decorating it with the minor third C and minor sevefith The following phrase features a
stepwise diatonic sequence initialized melodically oa tbnic A: one which subsequently
terminates on an A-minor triad. Returning to the openietpdic motto, one finds exclusively
the employment of sus-2 chords as harmonic support. How@wy the sus-2 chord set to the
tonic A is harmonically significant. (For the intervegisus-2 chords, parallel voice-leading

(planing) usurps tonal considerations; observe in partith&rthe pitch C is harmonized by a

2 Of course, typically Zappa’s melodies do not clearly sugaeg particular mode. This piece, therefore,
represents a slight aberration in comparison to modtsagiscussed in this chapter.
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sus-2 chord including the pitch F, a note that does nongeio the A-Dorian scaléy. As
shown, the opening tonic A is set to a D sus-2 chofgrdahan one constructed from the tonic.
Therefore, considering the diatonic collection in uses tpening motto hints at the D
Mixolydian mode. The use of this “false” pedal is netased by the fact that Mixolydian is the
last pedal over which a sus-2 may occur in the Lydiaresys'

Although the Dorian mode may be limited in terms ofcl¢les above the pedal, it is
richer than all the previously discussed modes in tefri® aycles. Therefore, the quartal (027)
chord found in Mixolydian is also present in Dorianloaing a degree of modal
flexibility/ambiguity. This quartal structure is employed the Dorian guitar solo to “The
Mammy Anthem” (ECE 1982/1984c). The quartal (027) can alsoxpaneed in the Dorian
mode, resulting in the final chord shown in Example 4.8pecifically, the Dorian mode allows
for one additional perfect-fourth interval in the chetdck. In relation to the Lydian fifth-stack,
one should view this fourth as expanding pitches #1—#3 of tixeljdian quartal chord to
pitches #1-#4. The extended quartal chord of the Dorian magealso gain an appended
major third above the highest note of the fourth stathis particular sonority is probably the
most recognizable of all quartal chords, being known iz @Ercles as the “So What” chord
(hereafter SWC), in reference to its first usage lyigt Bill Evans on the track “So What” from
Miles Davis’sKind of Bluealbum/® Similar to Zappa’s employment of the chord, the SW43

exploited in “So What” within the Dorian mode, wherghg lowest pitch of the chord is treated

3 The extensive use of sus-2 chords merely for theicsqumlities is also occasionally found in Zappa’s
music. Often, though, the first chord in such a sequieas¢onal implications.

™ In the original instrumental version of “The Idioag&ard Son” (as heard ammpy Money2009)), this
D sus-2 chord is repeated several times before the maper above an emphatic D pedal.

S Mark Levine,The Jazz Piano BodqRetaluma, California: Sher Music Co., 1989).
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as the modal tonic. The SWC utilizes pitches #1-#5 ot yden fifth-stack (i.e., all except the
leading tones).

An extensive employment of the SWC is found in “Zodiuves” (ECE 1975/1976), a
piece which also engages in an interaction with theoMdan quartal chord. The primary
motive, as shown in the first two measures of Examp?7, is punctuated at its end by the SWC.
This motive is employed at the outset of the piecevas at the transition into the guitar solo.
Example 4.27 provides two separate versions of the ladtgext, the first (a) is representative
Zappa’s treatment in concert circa 1975-76 and the secomnd (¢ versions from 1981-88.

In Example 4.27a, the arrival of the SWC, built heoarfithe bass D#, heralds an extended solo
in Dorian over a D# pedal, thereby confirming the Doriaplications of the SWC. Example
4.27b shows an expansion of the transition in Ex. 4.27a.this version, rather than launching
into a D#-Dorian improvisation after the arrival of tb&-SWC, the chord is transposed up a
half step to a new SWC, now implying E Dorian. Signfiilg however, the following guitar
solo isnot in E Dorian, as Zappa instead shifts the pedal to thatMixolydian. E Dorian and

A Mixolydian, of course, reside within the same Lydg&stem (G), a fact underlined through
the utilization of the characteristMixolydian quartal chord (027) within the chordal zone. In
order to enact this harmonic shift, all that is requiréesides the change in pedal—is to excise
the lowest note (E) of the previous SWC. Otherwise pitch content of the SWC is retained in

A Mixolydian, an exploitation of the shared potenfiél cycles in Mixolydian and Dorian.

"8 Not included in this discussion is the original albumsiam of the piece as heard on the albfioot
Allures(1976). In that version, a new transition was interpolatex for the solo.

"0n the albunYou Can’t Do That on Stage Anymore VoEappa cleverly edits between a performance
from Osaka, 1976, and one from 1982 at the precise mortre shared SWC.
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5. Mode V: Aeolian.

In Example 4.6, a question mark was attached to Aedli@nfinal mode of the Lydian
system. In part, this question mark reflects the faat Aeolian is seldom found in Zappa’'s
diatonic music. However, the tenuous role of the Agoinode within the Lydian system can be
explained by purely structural factors. Let us considereference to the Lydian system, the
triadic and T7-cyclic structures that might occur abthe Aeolian pedal. Example 4.28
provides both a triad and sus-2 chord in Aeolian. As shbati chords prominently feature the
“leading tones” of the Lydian fifth-stack. As for tises-2 chord, which contains both leading
tones, we have already stated the preference to ese tielatively unstable pitches from T7-
cyclic sonorities. On a more fundamental level, Akelian pedal is unable to receive consonant
support from a fifth that is stable within the Lydiarstgm. Therefore, the Aeolian triad, which
is supported by pitch #6 of the Lydian fifth-stack, is deas relatively dissonant within the
Lydian system. This represents a marked divergencetfiemiew of the Aeolian triad within
traditional tonal theory, one which results from thiéedent leading tones of the Lydian system.
Ramon Fuller, for example, has explained the impodari lonian and Aeolian in tonal music in
reference to the leading tones of the major scaleshndonstitute the dissonant tritone interial.
Therefore, within the white-note collection, the lonard Aeolian triads (CM and Am) are the
only triads within the diatonic set to avoid the unstde&ing tones F and B. In the Lydian
system, only the Lydian and Dorian triads avoid thelilgatones, as do the allowed T7-cyclic
chords enumerated throughout this section. As foréh®ining permitted triads (of lonian and
Mixolydian), neither feature the leading tones asrtbensonant fifth. Therefore, the harmonic

treatment of the leading tones of the Lydian scaleugh of less charge than those in major-

8 Ramon Fuller, “A Structuralist Approach to the DiatoSizale,”Journal of Music Theont9/2 (1975):
201.
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key tonality—holds important repercussions for chordalcstires, and therefore for modal
status.

Another matter that may account for Aeolian’'s absem Zappa’'s music is affect:
specifically the sense of brightness or darkness of/éineus diatonic modes. In jazz theorist
Bert Ligon’s discussion of the modes, as one represemtakample, he classifies the seven
diatonic modes in order of brightness and darknessshéwn in Example 4.29, the ordering of
modes from bright to dark is in accordance with the oodlenodes within the Lydian system
(though Phrygian and Locrian are not part of the Lydiggtem). Hence, Lydian is judged the
brightest of all the modes and, of the five modes efliydian system, Aeolian is considered the
darkest. Considering these rankings, Zappa’'s modal chaigeal a preference for the brighter
modes. Of his four most often employed modes (Lydiamiah, Mixolydian, Dorian) only one
is a “minor” mode, and that mode, Dorian, is the “btégt” of the minor modes.

The general brightness of Zappa’'s modal choices higbligine lack of “tragedy”
expressed by his musig. Traditional musical signifiers of tragedy—for exampie “lament
progression” (i-bVII-bVI-V)—often explicitly exploit He Aeolian mode’s potential.
Significantly, the only piece in which Zappa extensivellizgs the Aeolian mode clearly
evokes the tragic. This piece, “Outrage at Valdez” (SNOE 1990/1993b), was originally
composed on the Synclavier as part of the score of thentmtaryAlaska: Outrage at Valdez,

which details the resulting devastation from the Exxaifd¥z oil spill in 198F°

" For a discussion of the tragic implication of the minmde and, specifically, its narrower range of
meaning in comparison to the major mode, see Robert Ha#tesical Meaning in Beethoven: Markedness,
Correlation, and InterpretatiofBloomington, IN: Indiana Univ. Press, 1994): 36 ff.

8 This documentary was produced by the Cousteau Society in 198fortunately, only twenty five

seconds of the piece were used in the actual documer@@arg.can find a complete ACE performance on the album
The Yellow Sharkl993).
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While the general use of Aeolian in “Outrage at ValdZfitting to the depiction of its
extra-musical subject matter, the piece also manitbstsenuous nature of the Aeolian mode in
relation to the Lydian system. The form of thecpi@as a quasi-rondo, similar to that seen in
“Night School.” While no rondo “theme” as such exists, @-B-A-C-A") structure is
articulated by the periodic return of an ostinato patter F Aeolian that accompanies the
improvisatory melody. This rondo “theme area,” occurahgnm. 2—-15, 22—-27, and 36—end, is
interrupted by Aeolian “episodes” in Eb and Gb, respebtiv Example 4.30 provides a
reduction of the music from mm. 2—4, which contains théckelements of the ostinato. These
include a pedal on F, a repeating arpeggiated pattern in ldstaceand a harp figure featuring
the perfect fourth F-Bb. The modal analysis of F Asvols based on the strongly emphasized F
pedal. The other ostinato layers, however, slightiytiadict the F-Aeolian interpretation. The
perfect fourth of the harp suggests Bb as the tonic, andhbiyhehe Dorian mode, given the
emphasis on Bb (in addition to Hindemith’'s rule tha¢ top note of a perfect fourth be
interpreted as tonic). The celesta part, as well, apgeasupport a Bb tonic, as it arpeggiates
what can be easily interpreted as a complete Bb-Dewritanded tertian structure (Bb-Db-F-Ab-
C-Eb), with the thirteenth (G) being provided by the clarimefody. Significantly, the first
three eighth notes of the celesta ostinato, the argieglgBb-minor triad, are not actually audible
in the released recording of the piece {d® Yellow Sharklbum). (Whether Zappa decided to
excise these pitches from the performance or whekiegr were merely mixed low is unknown.
The remainder of the celesta ostinato is clearlydieso it is more likely that the former scenario
is the case.) Without the first three pitches, ¢hkesta ostinato can be said to supploet F
pedal; instead of arpeggiating a Bb-minor extended terhiard¢ the celesta part merely presents

a broken F-minor-seventh chord. Significantly, howetlee withholding of the opening three
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celesta pitches also calls into question the Aeoligarpnetation, as the pitch Db (the flat sixth)
is no longer present in the accompaniment. This letineesnelody with the task of confirming
or contradicting the Aeolian mode. The flat sixth Bdes in fact appear in the melody, but
rarely; it occurs only once in the A section, twiceghe A' section, and zero times in the entire
23-measure A" sectidh.

Besides the ostinato elements that potentially adnflith F Aeolian, other events occur
throughout the piece which threaten to overtake thdi#®pedal. But whereas the celesta and
harp ostinati suggested Bb Dorian, these moments hinbdtyDian: the tonic of the Lydian
system in which F Aeolian resides. Specificallyjam. 13, 15, 24, 40, 42, and 44, the pitches
Db and Ab are superimposed over the familiar ostinaxtute in F Aeolian. The Db, in
particular, occurbelowthe F pedal in pitch space (usually being played by the oeltuba).
These Lydian hints become more pronounced in the Aloseatot only do they occur more
often, but the Lydian pedal is articulated simultaneoustly the Aeolian pedal and held for the
same duration (eight eighth notes).

Towards the close of the piece, immediately follayihe last melodic pitch, the non-
Aeolian implications at play throughout are finalgalized. As shown in Example 4.31, the
“overthrow” of Aeolian occurs in stages. First, th@ening three pitches of the celesta ostinato
(Bb-Db-F, reinforced now by the piano) become cleanylible; thereby, the Dorian mode
begins to assert itself more forcefully than previoushecond, the Aeolian pedal is conclusively
abandoned at m. 59 in favor of the Dorian pedal Bb. Iyinal the same measure, the Lydian
pedal Db appears in three different registers in thesbngsruments, persisting past the Bb pedal

of m. 59 and providing a clear Lydian close to the piet&is passage functions as a gradual

8 The reader should note that the absent pitch (Dijeid.ydian tonic of the system, a pitch treated with
care in the melodies of both Lydian and lonian modes. Thidavee of the Lydian tonic remains a curious feature
of Zappa’s music.
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“washing away” of the tragedy of the piece, achieved asAdwian mode gives way to the

“brighter” Dorian mode and finally the “brightest” madée Lydian tonic.

6. Pentatonic scales.

Beyond the complete diatonic modes, pentatonicismss @hcountered fairly often in
Zappa’s music. As is commonly known, the pentatonid@2479) can be generated by a five-
note cycle of fifths. Given the centrality of the7 ycle to the Lydian system, distinct
anhemitonic pentatonic scales can be viewed as five-mgments of the seven-note Lydian
fifth-stack. The results are provided in Example 4.3Riclvidentifies three distinct pentatonic
scales that correspond to the three possible five-noteesggmof the fifth-stack. In terms of pc
content, these scales usually differ only by one or pitohes if occurring within the same
Lydian system (those of Example 4.32 are all showhiwithe F-Lydian system). Two of these,
the “minor 1” and “major” pentatonic, produced from segraairie and three respectively, are
well known. That produced from segment two, the “miibpentatonic, will be less familiar to

readers, but is indeed a clear pentatonic variety in Zappasic.

a. Segment 1: Minor 1.

In most pedagogical explanations of the pentatonic sgalkesal music, the major and
minor pentatonic scales are described in relation &ldimian and Aeolian modes. Major
pentatonic is thereby described as containing scale-degre8&s51i62ef the major scale, while
minor pentatonic is said to include scale-degrees 1-3-4-f#atfatural minor scale. It is often
observed that, if these major and minor scales datves (e.g., C major and A minor), the pc

content of both pentatonic scales is identical. WithanLydian theory, such an explanation is
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not asserted. As mentioned above, none of the gee®tonic scales in a single Lydian system
have the same pc content. More importantly, noneepentatonic scales function as segments
of the lonian and Aeolian modes.

Minor-1 pentatonic, whose pitch content derives from fibst five-note segment of a
Lydian system, is identical to the traditional “mih@entatonic scale. As indicated on Example
4.32, the tonic of this scale is the Dorian pedal. Thesethe minor-1 pentatonic should be
viewed as a scalar segment of the Dorian mode ratharttie Aeolian mode. Zappa’s music
confirms this contention conclusively, as minor-1 pemtigtas often expanded to include the
remaining pitches of the Dorian mode. This tendencyastrmrevalent in his extended Dorian-
mode guitar improvisations, wherein the pitch collectad the minor-1 pentatonic scale often
constitutes the majority of the solo, while occasignth expansions are made by including one
or both of the remaining Dorian pitches (scale-deg2em3d 6).

The theme of “King Kong” (ECE 1967/1968b) demonstrates howniher-1 pentatonic
scale and the Dorian mode may interact within a pieee @&xample 4.33). This theme,
accompanied throughout by an Eb pedal and an Eb-sus4 chiimgsuboth the Eb-minor
pentatonic scale (the “black notes” on the keyboard) BadEb-Dorian mode (which adds the
“white notes” F and C). In order to elucidate certain pdoces, it will be necessary to
distinguish between musical segments residing in diedgpace or pentatonic-space (hereatfter,
d-spaceand p-spacg.?? D-space includes diatonic steps the size of one or semitones,

whereas the steps of p-space are either two or thneitoses in siz& The first four measures

8 These terms are taken from David Carson Berry, “Ttiectiral Roles of Pentatonicism in Tin Pan
Alley Songs,” paper presented at the annual conferehthe Society of Music Theory, Madison, WI, November
2003.

8 Ibid., 2.
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of the melody, for example, appear to feature an “inéxsequence. That is, the sequenced
idea, presented in the first measure, is never repligatsely in its <-2, -2, -3> form in the
following three measures. If viewed through the prisnp-@pace and d-space, however, it
becomes apparent that the first two measures occur vatBpace while mm. 3—4 shift to d-
space. Though the first two measures appear to includealstervthe third, the sequenced idea
is in fact a descending stepwise scale in p-space, whiotWsalfior steps of three semitones.
Measure 4 demonstrates the effect upon the sequenced i@eih isretonverted to d-space, as the
descending steps now are either one or two semitorszein The following music continues the
trend of sequential motion within d-space and p-space.mEjerity of mm. 5-11 takes place in
p-space, yet the basic idea of this sequence, presente® asrthe interval of a third in d-space.
Once the shift to p-space occurs at m. 6, the most of segdi¢hirds (bracketed on the example)
appear as perfect fourths in traditional d-space; viewingntimstead as “pentatonic thirds”
allows us to account for all the ic 5 intervals as aslithe one ic 4 Gb-Bb at m®8.Finally,
from mm. 13-15, a new descending sequence emerges: one ekistlpgvithin d-space. In
sum, this example demonstrates a clear interdependengeebethe minor-1 pentatonic scale

and the Dorian collection.

b. Segment 2: Minor 2.
The second five-note segment of the Lydian system pesdoar next pentatonic scale,
the minor-2 pentatonic. As Example 4.32 shows, this d&&@ise has the Dorian pedal as its
tonic pitch, and is thereby viewed as a segment of ti@® mode. Unlike minor-1 pentatonic,

minor-2 does not contain a minor third above the torscit substitutes scale-degree 2 for the

8 Another clear example of sequencing within the minor+itgienic mode occurs at (0:30-0:33) of the
piece “Zombie Woof,” a piece that heavily features thi@om1 pentatonic scale.
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minor third of minor-1; hence, minor-2 relies on othersioal factors to supply the minor-mode
identifier. Example 4.34, the main theme from Zappatwes¢o the movieRun Home Slow
(ECE 1963, film released 1965), offers an early examplhisfentatonic variety. The ostinato
accompanying the minor-2 pentatonic theme heavily featuresy@les above the tonic B,
specifically the quartal structure (B-E-A), in which dentral E is decorated by upper and lower
neighbors (including the minor third of the B-Dorian scéD)). This T5 cycle highlights an
important structural feature of minor-2 pentatonic. As rgpa 4.35 shows, the minor-2
pentatonic scale, in its scalar ordering, contains ttiszete ic 2 dyads related in succession by
T5. In relation to “Run Home Slow,” the initial pitet of each of these dyads are the same notes
set as a quartal structure in the ostinato (B-E-A).o Divthe T5-related dyads of this minor-1
pentatonic scale, B-C# and E-F# are emphasized in thedynésee brackets). Further, the
opening three pitches of the melody, E-F#-A, are arevby their T7/T5 counterpart B-C#-E at
mm. 4-8.

A much later and even more extensive employmenteofitimor-2 pentatonic is found in
the piece “G-Spot Tornado” (SYN/ACE 1986b), coincidentéMyalso in B-minor-2 pentatonic.
As in “Run Home Slow,” the minor-2 pentatonic colleatioesides in the melodic line of
Example 4.36 (only m. 1 is in minor-1 pentatonic), while #meompaniment occasionally
includes the minor third of the Dorian mode. The batga iof the piece, presented at m. 2 and
repeated and varied throughout the theme (see braclketisds the entire B-minor-2 collection,
covering the single octave B4 to B5. Also like “Run Ho&tew,” the accompaniment to the
theme places emphasis on the T5 structure of the Binscale, particularly the quartal

collection B-E-A (see circled pitches on the example
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The T7/T5 cyclic structure of the minor-2 pentatoniclesgs exploited further in the B
section of the piece, which functions as a kind ofd’swithin the larger worlé® As shown at
Ex. 4.37a, the beginning of the “solo,” the melody iskeakin parallel by an additional voice a
perfect fourth below. These parallel fourths are madsipte due to the T5 structure of the
scale. As the solo progresses, the Dorian pitch Gitagrated into the parallel fourths of the
melody (see Example 4.37a). Relative to the overatlidty system in which B-minor-2
pentatonic resides (D Lydian), the added G# expands thee5tiotycle that contains minor-2
pentatonic (i.e., segment two of the fifth-stack) to6-mote segment of the Lydian scale,
comprising pitches #2—#7 of the Lydian fifth-stack. It is ttwllection that predominates in the
B section of the piece, being subjected to various Téitkes. Example 4.37b shows the
culmination of these T7/T5 cycles, occurring at the climéthe B sectiofi® As indicated, a
six-note T5 cycle is unfolded in the melody, compriségitthes #2—#7 of the D-Lydian fifth-

stack.

c. Segment 3: Major.

Compared to the two minor-pentatonic forms, the mpgmtatonic is less commonly
encountered in Zappa’'s instrumental music. The majotapmaric is generated from the third
five-note segment of the Lydian system (see Exam@2)4.As shown, the tonic of the major
pentatonic is determined to be the Mixolydian pedal, anttlasively not the lonian (as is

traditionally taught) or the Lydian pedal. Thereforepiife were to encounter a passage fully

8 The melody of this section was likely improvised by Zappathe Synclavier keyboard. See Jeff
Spurrier, “Zappa on Jazz From HelMusic & Sound OutpuiMarch 1987.

8 without a score, the rhythm as | have transcribéd Example 4.37b can only be considered a guess.
Significantly, this passage presents the only “rhythiissonance” of the B section.
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comprised of the major pentatonic collection, one woekpect the pedal/tonic to be
Mixolydian.

Another possible manifestation of the major pentatso&le—one encountered much
more often in Zappa’s music—is as the pitch collectibthe melodic zone in Lydian contexts.
This description fits the employment of the major pemtg in the main theme of the ECE
version of “Dupree’s Paradise” (1973/1988c) (see Example 4 B&}.pedal utilized here is the
Lydian pedal B, while the accompaniment formations alibieepedal suggest an outgrowth of
T7-cycles from the pedal, specifically the repeated Bb@bass and the F#-major chord of the
piano (i.e., E-B-F#-C#). The melody completes theyHian scale, being comprised of the
major pentatonic segment of the Lydian system, pstet®#7 of the Lydian fifth-stack. Here,
the pentatonic scale is in the form of the “black rbtesthe keyboard. The construction of the
melody, with its emphasis of the perfect fourth C#-lghds itself to a major pentatonic
interpretation with a Mixolydian tonic (F#). Withotite pedal on E, in fact, most listeners

would likely hear F# as the tonic of this theme.

C. Interaction between modes.

In this section, we begin to explore the ways inchilthe concept of Lydian system may
manifest itself beyond the sonorities and pitch stmestwf local static modal states. That is,
while in the preceding discussion the Lydian tonic waswshto retain influence over non-
Lydian modes due to somewhat abstract structural prepettere we will observe how the
Lydian tonic scale—along with its derived modal offspringiteract in very salient ways on the
musical surface. Specifically, | will be concerned wiivo issues of importance in Zappa's

diatonic music: (1)pedal substitutionwhereby the various pedals of the Lydian system are
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treated as interchangeable; and 2dgressions both between the modes of a single Lydian

system and between those of different Lydian systems

1. Pedal substitution.

In Section IIl.A above, the fundamental importanéehe pedal in determining modal
orientation was asserted. Because Zappa's diatonicdresland chords are often tonally
ambiguous, the pedal acts as batot representativeof the given chord and asnic
representativeof the present diatonic melody. Such ambiguity alsordt@ally allows for any
of the pitches of the given diatonic scale to beasethe pedal. However, within the Lydian
theory, only five pitches within the Lydian system &xdy viable pedals, namely the first five
notes of the Lydian fifth-stack. These pedals produeertbdes of the Lydian system discussed
above: Lydian, lonian, Mixolydian, Dorian, and AealiaAs will be documented throughout this
section, Zappa exploits the variety of pedals affordethéy.ydian system with the technique of
pedal substitution This practice involves the substitution of one pedahiwithe given Lydian
system for another pedal of the system, thereby ajtenme’s modal perception of the melody.
As will be shown, this method is most often employedihiematic restatements, wherein a
melody initially set to one pedal of the Lydian systis recast above a different pedal.

As an initial demonstration of pedal substitution atkyaonsider the treatment of the
primary melodic motive of the song “Montana” (ECE 1972/1978%ample 4.39 provides three
versions of this motive: that occurring (1) at the intraiducto the song (a); (2) after the “verse”
and immediately preceding the guitar solo (b); and (B)etlose of the song following a return
to the verse (c). In its first appearance (Ex. 4.3®&) motive is accompanied by a pedal on A,

creating an initial modal impression of A Lydian. Tb#owing verse of the song is primarily in
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B Mixolydian, and within this Mixolydian environment (i,@bove the Mixolydian pedal B), the
second, varied statement of the motive occurs (Exampib). For the final appearance of the
theme, the main motive (Ex. 4.39c) is set alternatit@lyedals on F# and B (two measures each
and repeating through the fade out); the F# pedal createsi@nDmodal interpretation of the
theme while the B pedal returns the music to B Mixolgdi8ecause this final appearance of the
motive takes place in a corresponding formal positiEx. 4.39b (after the verse), do we hear
the F# pedal as subservient to the overriding B-Mixolydiade of the verse, or do we truly
hear the F# pedal as providing a separate modal environmeheforelody? In fact, within the
Lydian theory, these readings are not mutually exclusidewever, as we have yet to discuss
possible “progressions” that can occur within a Lydianeystl will not consider the first
interpretation at this tim&. On the other hand, the interpretation that regard&§#heedal as a
true modal shift to Dorian does find support throughout tbeep The guitar solo that followed
Ex. 4.39b, for example, was entirely in F# Dorian, wthike beginning of the post-solo section of
the piece likewise began in F# Dorian. Therefore, pam.39c can be seen as a recollection
of two of the most important modes of the piece. Myggaerally, this analysis manifests the
central premise of pedal substitution, specifically ¢éimeployment of various pedals within a
Lydian system (here A Lydian) to alter one’s modabiag of the same melody.

One particularly significant pedal substitution wiggard to the Lydian theory—
especially in light of Russell's comments—is thatwes#n lonian and Lydian pedals. To
understand the details of this substitution, we need tonreétuthe two pieces discussed in
Section B in connection to the lonian mode: “Uncle MéBCE 1968/1969a) and “RDNZL”
(ECE 1972/1978b). Therein, it was observed that the cas@ fourth of the lonian mode

(i.e., the Lydian tonic) was treated with care inhbof these pieces. Two phrases in particular,

8 This particular progression will be discussed in détate following section of this chapter.
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those shown in Examples 4.8 (from “Uncle Meat”) and 4.{f6om “RDNZL"), completely
avoided this pitch. These two phrases are reproducexaimfides 4.40a and 4.40b, respectively.
Both examples provide Zappa'’s choice of pedal for diffevergions of these pieces throughout
his career. As shown, the pedals that originally ede&inian modal interpretations are altered
in later versions of the pieces. Each modificatioroives the substitution of the Lydian pedal
for the former lonian pedal. The Lydian substitution“Uncle Meat” (Ex. 4.40a) not only
changes the modal orientation of the melody from donto Lydian but also forces a
reinterpretation of the D-sus4 chord that is playedughout; now this chord functions as the
trademark G-sus2 chord, representing the first three pitdiiée G-Lydian fifth-stack (G-D-A).
Further, the new bass ostinato is itself a partiacyde from the Lydian tonic, containing, in
order, the pitches G, D, A, and E. Importantly, thdiag/lonian substitution is only applied to
these phrases and not to those given in Example 4.1b6a: dhose thatlo contain the lonian
fourth in the melody. In applying this pedal substitutiamian melodies without the fourth can
be easily modified to become Lydian melodies withthg Lydian tonic. Therefore, this
procedure results in phrases that conform to Zappa’'s gaeexddncy of avoiding the Lydian
tonic in melodies above Lydian pedals. These two diydiubstitutions can also be viewed as a
kind of retrospective “correction,” as the overwhelgevidence suggests that Zappa judged the
lonian mode as offering a less definitive “major” tonyaltian the Lydiarf®

An example of “reverse” lonian/Lydian pedal substitutisnseen in the treatment of
“Theme 1” in “Inca Roads” (ECE 1973/1975a). As discussechempter 2, this theme is divided

into two parts. Examples 4.41a and b provide the opening nesastiboth of these parts,

8 |ater in this chapter, | will discuss another fattat may have contributed to the Lydian substitution of
“RDNZL.” As for “Uncle Meat,” the version with th&-Lydian pedal was performed as part of a medley consisting
of “The Dog Breath Variations” and “Uncle Meat.” Sifitantly, “The Dog Breath Variations” is also in tii&
Lydian mode; therefore, this pedal substitution may Haen employed to bind the two pieces together more
smoothly.
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respectively. Like most of Zappa’'s melodies, this diatcnvhite key” melody is tonally
ambiguous, featuring, for example, two emphasized stateroétibe (027) set G-D-A. In its
“first” statement (i.e., of the original version tife music, Example 4.41a), the melody is left
largely “un-interpreted” by a pedal. Only twice does thess break out of its octave
reinforcement of the melody, each time on the pk¢has indicated. This Lydian “hint” is
reinforced at the outset of the second part of the eh@Emample 4.41b). Here, the first two
measures of part 1 are stated twice, each time abokepadal. Viewed in terms of F Lydian,
the melody conforms to Zappa’'s practice of Lydian-tonioidance for most of its length.
(When F finally appears in the melody, at m. 7 of E414, it is accompanied by a quartal chord
F-Bb-Eb, which initiates a transition to the Ab-Lydisystem, wherein the pedal F functions as
the Dorian pedd®) The melodic absence of the Lydian tonic is cerirahe pedal substitution
that occurs in conjunction with the isomelic variatiof Theme 1 (see Example 4.41c). As told
in Chapter 2, this music, though occurring “before” Exendp4la and b in the piece, is actually
an addition to the original version of “Inca Roads” k@srd onThe Lost Episodgs Here, the
entirely of Theme 1 is stated above a vamp utilizin pedal: the lonian pedal of F Lydian.
Given the avoidance, in large part, of the Lydiandodriin the melody, most of this music
represents the reverse of the lonian/Lydian substitsitpreviously discussed. That is, here an
originally Lydian texture, sans the Lydian tonic iretmelody, becomes an lonian texture
missing the controversial lonian fourth.

A type of pedal substitution particularly common to Zappausic is that between
Dorian and Lydian pedals. As Lydian and Dorian are vikimea sense as sonic analogues—as

well as being the characteristic major and minor modésthe Lydian system—ithis

89 A similar transition to Ab Lydian occurs immediatelyldwing Example 4.41b, heralded by the arrival
of the pitch F and the quartal melodic structure F-Bb-Eb.
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substitution is of special significance. One instan€eDorian/Lydian pedal substitution is
shown in Examples 4.42a and b, from “RDNZL.” This sitisgbn occurs between the isomelic
variations of one of the primary themes of the pieda the first occurrence of the theme
(Example 4.42a), three Dorian scales are presented iessioco (D-Eb-E), each a half-step
higher than the previous. The melodies above eachl gbdae the feature of lacking the
respective Lydian tonic pitch of their Lydian systemAs shown in Example 4.42b, for the
climactic appearance of Theme 2 towards the end ofi¢lee,the first Dorian pedal of Example
4.42a (D) has been replaced by the Lydian pedal F. Bedaesmelody initially lacked the
Lydian tonic, this substitution maintains Zappa'’s tendexf@voiding the melodic occurrence of
the Lydian tonic above a Lydian pedal. The employménhe F pedal obviously negates the
chromatic bass motion of the original statement,tigetuse of the Lydian pedal, the foremost
“tonic” of the Lydian system in which D Dorian resglgrovides for a greater sense of arrival in
the reprise of the theme.

An additional substitution between Dorian and Lydiadghe is found in the instrumental
interior of “Rollo/St. Alphonzo’s Pancake BreakfastECE 1972/1974a). Example 4.43
provides two occurrences of the main motive of the luntder essentially the only diatonic music
that occurs within this section; the first (a) occurdhat beginning of the interlude and the
second (b) closes the section. While the melodiawaatself may suggest C lonian, the pedal
first presented to the listener creates a G-Doriagainenvironment (Example 4.43a). As
shown, this pedal is accompanied by the (027) chord (Bb-pr€3ented in pitch space as an F-
sus-4 chord. In Example 4.43b, the climax of the interlude Lydian pedal (Bb) is substituted
for the former Dorian pedal. The Bb-F-C chord remams i now reinterpreted as a Bb-sus2

chord: the trademark chord of the Lydian mode. As iDRZL,” the pedal substitution
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provides greater dramatic weight to the final appeararicneo motive. (Incidentally, this
example likewise conforms to Zappa'’s practice of avoitlegLydian tonic in the melody.)

Pedal substitution was not only compositionally adckdely Zappa “on paper,” but was
also applied via experimental studio practices. This nisodstrated in reference to the oft-cited
technique ofkenochronya term Zappa defined as “strange synchronizatithghis procedure
involves the combination of musical elements recordeseparate times and places (and for
different purposes), creating “strange” alignments betwgerformances that were not initially
intended to synchroniz€. One of the most extensive employments of xenochiorBappa’s
career is found throughout the albume’s Garagg1979), wherein all of the guitar solos, with
the exception of “Watermelon in Easter Hay,” wemsated to xenochrony. Specifically, these
solos, which were recorded live during the 1979 tour, wereeg@latop studio-recorded vamps,
each different in tempo, meter, etc. to those vampgsaitiginally accompanied the solos. As
will be shown, Zappa choices regarding the studio-recordedvamare based on the concept of
pedal substitutior?

Example 4.44 compares the vamps that accompanied the bigenaolos with those
that were substituted on thime’s Garagealboum. (Some of the tracks frodoe’s Garage
employ guitar solos taken from more than one souinelasly, some pieces incorporate more
than one studio-recorded accompaniment.) The soloafdr #ack maintains the same diatonic
scale throughout; this background Lydian scale for the slindicated at the top of each

example. For the track “On the Bus” (Example 4.44& ,aiginal vamp in C Lydian, from the

% Bob Marshall, “Interview with Frank Zappa,” October 22, 1988.

L Well known early examples of this practice include pieces “Friendly Little Finger” froroot Allures
(1976) and “Rubber Shirt” frorBheik Yerbout(1979).

%2 All live elements have not been accounted for; tioeeef| will only discuss those instances of
xenochrony where the original setting has been idedtif Seehttp://globalia.net/donlope/fz/index.htrfdr more
detailed information regarding the sources of eaclktrac
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song “Inca Roads,” is replaced in different segmentb®track by two separate vamps, both in
A Dorian. “Keep It Greasey” (Example 4.44Db) represéimsidentical pedal substitution in the
Bb-Lydian system, whereby the original vamp in Bb laydiis substituted for a vamp in its
Dorian counterpart G. For the song “Packard Goose” (lam.44c), two different live
sources comprise the guitar solo; these elements emeséives related by pedal substitution, as
the “Easy Meat” vamp tends more towards F# MixolydisantE Lydian (this interpretation is
also influenced by the fact that the song “Easy Meaanty has F# as a tonic). The pedal
substitution between E Lydian and F# Mixolydian is ergdb for this solo, as the vamps
involved incorporate E Lydian and/or F# Mixolydian elenséftIn sum, pedal substitution is

clearly an important motivating factor in Zappa’'s desi of vamps.

2. Progressions within a Lydian system: L/M and D/M.

Up to this point, most musical examples discussed lebgbited harmonic stasis,
consisting usually of a single diatonic scale accompahie@dne pedal. We now turn to a
consideration of ways in which direct progressions carathieved within a Lydian system.
Therefore, | will be dealing with music that maintaindiatonic scale across an entire work (or a
significant span of a piece).

Though the retention of a single scale throughout aineepiece is somewhat rare in
Zappa’s instrumental output, examples of that phenomean be visualized quite clearly in
pieces featuring the “white note” diatonic scale. Thte Ipiece “Get Whitey” (ACE

1991/1993b), for example, was originally composed with titention of featuring only the

% Those vamps included in Example 4.43 that feature moreotreupedal can be heard as “progressions”
in a certain mode. This facet will be explored in thiofaing section.
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white key pitches of the piano; the final recorded wersadded “chromatic” pitches to this
white-key palett@® A much earlier piece, “Sofa” (ECE 1971/1975a), also raaietthe white-
note collection throughout. Only with the final choffdloe piece, A major, does a “chromatic”
pitch occur. However, neither of these pieces sime candidate for the Lydian theory. For
“Get Whitey,” the pointillistic texture does not allofer the type of textural stratification
necessary for modal identification in the Lydian thegugrticularly due to the difficulty in
assigning a pedal. For “Sofa,” the compositional stylehisf piece—a pseudo-German waltz—
does not encourage us to cite our “vertical” conception, eea chord tone/non-chord tone
relationship exists between each melodic pitch angcitempanying harmony.

The opening music of “RDNZL” (ECE 1973/1978b) offers a sligltter test case for
viewing progressions within a Lydian system. We haveadly observed that the “waltz”
section of this piece begins in the “white note” F-laydmode (see Example 4.40b). Example
4.45 contains all the music preceding the waltz. Aswvshdhis is also primarily white-key
music. The example begins with a D pedal and highestexgilourishes in the Vibraphone,
creating a D-Dorian modal interpretation. This sameleanbegins the immediately following
Theme 1, which consists of a two-measure idea transpos€f. biExample 4.45 interprets this
transposition as a shift in mode from D Dorian to G dfiidian, allowing for the retention of the

F-Lydian systeni® Of course, D Dorian and G Mixolydian are not slyi¢T5-related”; Zappa

% Frank Zappa, liner notes Tie Yellow SharkRykodisc RCD 40560 (1993).

% Even with the intended “Germanic” elements of “Sofa,’pga avoids employing the diatonic scale
towards “functional” means. Though the opening melodie (E-D-C-G-E) and accompaniment suggest C-major
tonality, the subsequent music quickly negates such tomdications. Particularly, explicit emphasis is placed o
the G-major chord, which paradoxically never soundsdiké of C major but rather a local tonic, punctuating t
end of many phrases and even acting as a sustained pealalsdiae end of the piece.

% As indicated on the example, the second measure dfakis idea introduces chromatic pitches not part

of the F-Lydian system. Some of these, such as then&#Ah of the bass in the second measure of Theme 1,
suggest upper- and lower- leading tones towards the folip@imode.
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creates this relation by avoiding the third of each maudkethereby concentrating on the pitches
that are truly T5-related between the modes: D-E-G-8-BAd G-A-C-D-E-F. Between Theme
1 and the waltz lies a transitional passage in C Igtileagwise residing in the F-Lydian system.
Considering Example 4.45 in totality, along with the alrof F Lydian for the waltz, we find a
progression featuring pedals within the F-Lydian systeate@ successively by T5: D-G-C-F.
Perhaps this T5 schema offers additional evidence as taZafiyya chose to alter the opening
pedal of the waltz from C (lonian) to F (Lydian). Tls in concluding the T5 process on F, the
Lydian tonic emerges at both the culmination of thgueace and at the beginning of a new
section.

Admittedly, Example 4.45 still operates on a fairlytedost level, as the control of the
Lydian tonic emerges retrospectively as the resuli pfocess. | turn now to progressions in
which the Lydian tonic is experienced not just in terrina shared diatonic collection but rather
in a way familiar from our traditional notions of “Keythat is, where one mode is (or can be)
heard as tonic, and progressions to other modes of trersgse hearavithin this tonic mode.
Consider, for example, the theme of the song “Dog tBrda the Year of the Plague” (1969a)
(Example 4.4657 For the purposes of this discussion, | have dividedhtme into two “parts,”
though listeners may generally hear these sections ase"vand “chorus,” respectively. The
basic harmonic outline of the theme is simple; Pafedtures a progression that alternates
between G-major and A-major chords, while Part 2 snijilalternates between D-major and E-
minor-seventh chords. The diatonic collection utdizmelodically throughout is that of G-
Lydian. Considering the G-Lydian modal system, thesbpitches used in the theme are

consistent with the pedals of that Lydian system (B-B).

" The following comments also apply to “The Dog Breathiations.” | have chosen to discuss the song
version of the theme for space considerations.
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The question, though, is whether each of these pedalaga® the effect of a modal shift
or whether one of the pedals is heard as the true ¢biiiee theme. Answering this question is
actually not so simpl® The melody is typically ambiguous but does feature,airt B, the
sequential employment of the two “Lydian tetrachordstdssed by Russell (bracketed on the
example). Because these tetrachords suggest tomaiz#tD and G, respectively, a definitive
answer cannot be found therein. Part 2 could easily bgpneted in D major (or lonian), with
the Em7 chord functioning as a substitution for a plaga¢tioning IV chord. Is there a possible
shift between Lydian-system and major-mode tonalityvben parts 1 and 2, or is it merely our
familiarity with major-mode tonality that permits wshear part 2 as a typical tonal progression?
Either way, the alternating chords of Part 1 certatalynot be retrospectively heard as IV and V
in D major. We may look at a later ACE version oh&lDog Breath Variations” (as heard on
The Yellow Shark1993)) for some suggestions in interpreting Part 1. Exarhglé provides
two separate statements of Part 1 of the themeudmg an isomelic variation from the
introduction of the piece (a) and the first “officiatatement (b). As opposed to the alternating
chord progression of Example 4.46 (and the ECE versidihef Dog Breath Variations), both
of these statements consist of static pedals indbengpaniment. In Example 4.47a, the pedal is
E, suggesting the E-Dorian mode; for Example 4.47b, the pedal(Mixolydian), with the
former bass motion from G to A being relegated to an uppee motion above the pedal.
While both of these pedals may offer evidence againstL_gdian interpretation of Part 1, they
are consistent with the pedals of the G-Lydian syst@rmerefore, Example 4.47 may simply

represent Zappa'’s technique of “pedal substitution.”

% As an indication of the confusion this issue has caulues Grier perplexingly considers the first
section to represent “tonic and dominant” harmonied tre second section as containing “subdominant and
dominant” chords. James Grier, “The Mothers of Inentand ‘Uncle Meat’: Alienation, Anachronism and a
Double Variation,”Acta Musicologica3 (2001): 77-95.
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Considered in view of the Lydian theory, the chord peegion of Part 1 consists of an
alternation between the Lydian and Mixolydian peda&cordingly, | will hereafter label this
progression as the “Lydian/Mixolydian progression”edviated L/M). This pedal oscillation
appears frequently throughout Zappa’s diatonic titles, beieg nsost often as a guitar-solo
vamp (e.g., “Holiday in Berlin,” “Inca Roads,” “Revised Mudor Guitar and Low Budget
Orchestra,” “RDNZL,” “Pick Me I'm Clean”) but also apgeng in “composed” pieces such as
“Strictly Genteel” and “Andy.” If one rejects th@esence of two separate modes in the L/M
progression, preferring instead to hear it as functioniiigimvone mode, it is interpreted either
as I-1l in Lydian or bVII-I in Mixolydian?® Both interpretations are actually quite reasonable
perceptually and analytically, being essentially distisged by the factor of whether one
interprets the first chord in a hypermeasure (the Lydlsord) as being the tonic or whether one
hears the chord that concludes the hypermeasure (theydlixonlchord) as tonic. There are
other contextual clues that can tilt one’s interpretatowards one of the two possible modes. In
“Andy” (ECE 1973/1975a), for example, the L/M progression (BM) is preceded by four
measures of an A pedal, indicating A Lydian as a more eviatlerpretation.  Similarly
supporting a Lydian reading, the L/M progression of “HolidayBerlin” (1961/1970a), DM-
EM, follows music clearly “in D” (see earlier discumsiof Example 4.9). The Lydian-based
interpretation is also supported by Zappa’s own commenthk, ssme caveats; when asked to
explain the mode of the vamp to “Inca Roads” (ECE 1973/1975a)-Muprogression between
CM and DM chords—he respondebasically, it’'s C Lydian . . . | don't like chord changes. |

like to have one tonal center that stays thereossiply with a second chord thadries off the

% Bernard, in discussion of “Holiday in Berlin,” hears f@gression as bVII-l. Jonathan W. Bernard,
“Listening to Zappa,Contemporary Music Revieid/4 (2000): 89.
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main tonal centet*® This comment suggests the potential to hear the L/M pssigm a$oth
a Lydian I-ll progression and a Lydian-to-Mixolydianodal shift within the same Lydian
system.

Implicit in Zappa’s explication of the L/M progressi@s being “basically” Lydian is
that, barring other contextual evidence, the “first’tlbé chords in an alternating progression
such as L/M—that falling on the strong beat of a hypesmesa—be interpreted as the tonic. For
example, Zappa cleverly exploits the potential for inagrone’s hearing of the L/M progression
on the albunBurnt Weeny Sandwidi1970) between the tracks “Holiday in Berlin” and “Aybe
Sea.” Example 4.48 provides the beginning of the guitarafdidoliday in Berlin” (Ex. 4.48a)
as well as the opening to “Aybe Sea” (Ex. 4.48b). As shdwth excerpts feature alternating
progressions with the chords DM and EM. In “Holiday erlB” (Ex. 4.48a), the chords appear
in the familiar ordering of the L/M progression (DM-EMyhile “Aybe Sea” places the EM
chord before DM in the alternation. In accordancehwhe preference for interpreting the first
chord in such a progression as tonic, Ex. 4.48a will la@dhan D Lydian and Ex. 4.48b in E
Mixolydian. On the album, these two tracks, thoughrole@ot recorded at the same time and
place, immediately follow one another via edit. Thgrethe E-major chord ending a
hypermetric unit in “Holiday in Berlin” is followed by an-ajor chord at the beginning of a
hypermetric unit in “Aybe Sea.” The similarity betwethe two excerpts of Example 4.48 is

underlined by a shared melodic motive (G#-A-B) that belath melodies (as bracketed].

19 Frank Zappa, “Absolutely Frank: Putting Some Garlic inui¥®laying,” Guitar Player Magazine
December 1982. Specifically, Zappa was asked to explain ¢lde of the track “Shut Up ‘n Play Yer Guitar,”
which is an excerpt from a live “Inca Roads” solo from 1979

191 |ncidentally, the opening motive of the “Holiday in Bet solo seems to have been the genesis of a

later-composed melody that ends the solo section oh“Roads” (4:35-5:08)ne Size Fits All The solo of “Inca
Roads,” as mentioned above, likewise features the Lagrpssion (but in C Lydian).
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Perhaps the most extensive and multifaceted employofetite L/M progression in
Zappa’s music is found in the piece “Strictly Gentg®CE/ACE 1970/1971b). Here, Zappa
blends harmony from the D-Lydian system, particulahlg L/M progression, with traditional
functional harmony in D majot?> Example 4.49 offers a reduction of the chorale-style
progression that accompanies the “verse” for the warkich appears, with some slight
variations, eight times throughout the piece (nolumhiag the introduction). Bernard notes the
idiosyncratic nature of this phrase, being “nominallypirmajor, but given a somewhat peculiar
coloring by the repeated emphasis upon an E-major trisnbiguous function, i.e. not V of
V."1%% As indicated by brackets on Example 4.49, | interpeeti_ydian system as controlling
the harmonic progression of the first three measuresedisas the final two measures of the
phrase. Between these Lydian segments, a “pareritbé$isictional D-major harmony occurs,
essentially consisting of a descending circle-of-fifthsogression (iii-vi-ii-V) with 1V
substituting for ii. The opening Lydian progression feat@esiccession of the three major
triads of the Lydian system arranged in a T7 cycle ftbenLydian tonic (DM-AM-EM). The
goal of this progression, an E-major chord, producesgéeuliar’ Lydian coloring to the phrase
observed by Bernard. Though abandoned during the switch teathgonal tonal system, this
chord is regained at the end of the phrase, as if “pgeldhby a tonal detour. The reading of
mm. 4-9 of the example as a type of tonal insertiohiwissentially Lydian music is supported
by the repeated Coda/fadeout of the piece (see Example 4/AS@an be seen, this progression
is identical to Example 4.49 except for the deleted tonanplesis, leaving only the two Lydian

segments identified above.

192 «strictly Genteel” originally appeared with vocals the version heard on the alb@®0 Motelg(1971).
Ashby discusses the piece as a parody of Broadway muisialds. Arved Ashby, “Frank Zappa and the Anti-
Fetishist Orchestra,The Musical Quarterly3/4 (1999): 557—605.

193 Bernard, “Listening to Zappa,” 88.
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Due to the emphasis placed on the E-major chord xample 4.50, the triadic
progression DM-AM-EM can be viewed as a variant of kel progression of D Lydian.
Within this progression, therefore, the A-major chordcfions as a connective chord between
DM and EM. Reducing the passage as such is given cretgrte instrumental interlude of
the piece, which is almost entirely based on the L/dppession. Example 4.51 offers the first
two segments of this interlude. The first of thesenseys features a D pedal with the L/M
progression occurring in the chords above, each chomthioing an added second. In the
second segment, the L/M progression occurs alongsidetyihical pedal shift, with four
measures of DM followed by four measure of EM. In stime, interlude helps clarify the
harmonic idiosyncrasies that characterize the reteopiece.

A progression similar to L/M features the alternati@tween the Dorian and Mixolydian
pedals of the same Lydian system (hereafter the “prdgiression”); this progression involves a
minor chord moving to a major chord a perfect fourth alperéect fifth below. At various
times in his career, Zappa colorfully referred to th&progression, in its form as a shuffle
vamp in “City of Tiny Lites” circa 1980-88, as “The Carloangana Secret Chord Progression”
and “That OI' G Minor Thing.*** It is most commonly encountered in guitar-solo varinps
pieces such as “Zoot AlluresZgot Alluresalbum version) and “Yo Mama,” but can also be
found in “composed” pieces such as “Montana” (refer hladkxample 4.39c).

As with L/M, various interpretations of the D/L pregsion are possible, depending on
whether one hears two separate modes at play or whathegrtain “key” is heard to

predominate. Because the two modes in consideration heref aifferent types, minor and

1% These titles appear, respectively, on the alb@mst Up ‘N Play Yer Guitar Some Mof£981) and
Guitar (1988). This vamp likely resulted as an imitation of Sarisac@ver of the song “She’s Not There” by the
Zombies, which begins with a D/M progression in G min@\lso, around the time the vamp first appeared (1,980)
Zappa was known to quote “She’s Not There” during varioesesi, including “City of Tiny Lites.” The D/M
progression is also used in the Santana song “Oye Corfio Va.
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major, this issue would seem more easily resolved thahei L/M progression. The “City of
Tiny Lites” vamp, for example, is clearly Dorian. Wever, the modal orientation of most
examples of the D/M progression is not as clear &g. mentioned above in reference to the
D/M progression at the end of “Montana” (Example 4.3Bojh potential modal interpretations,
F# Dorian and B Mixolydian, are supported by differentiees of the song. Therefore, it is
quite plausible to hear two competing modes as opposed tageegsmn within one mode. In
other cases, context can provide important evidence. DIMeprogression that concludes the
solo to “Yo Mama” (ECE 1977/1979b) (Bm-EM), for exampleldais a lengthy pedal on E
(Mixolydian), thereby indicating the second chord & BYM progression as a more likely tonic.
As was true for L/M, the chords of the D/M progressioaly switch places, with the Mixolydian
chord occurring first. For the guitar-solo “Theme frddurnt Weeny Sandwich,” (ECE
1967/1970b), for example, the vamp shifts between D-major amihér chords. Because the
Mixolydian pedal appears first in the progression, and strang hypermetrical position, it is
easier to hear this solo as being in D Mixolydian timaA Dorian!®®

The most extensive employment of the D/M progressioa ‘icomposed” piece is found
in “Oh No” (ECE 1967/1968b). Both the opening phrase (Example 4&@)Coda (Example
4.53a) utilize the progressidff As can be seen, the melodies of both of theserpte are
characteristically tonally ambiguous. For example,Example 4.52, tonally indeterminate

perfect fifths/fourths abound in the melody (bracketedgence, the oscillation between pedals

195 Bootleg outtakes reveal that “Theme from Burnt Weenyd@itoh” was originally recorded as the tail
end to the song “Lonely Little Girl” from the albuwide’re Only in It for the Moneg1968). Significantly, “Lonely
Little Girl” also uses the D/M progression in itsVegsed” form.

198 Curiously, the isomelic variation of the first phradees not continue the D/M progression in the
accompaniment.
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on E and A cannot be assuredly interpreted as eithéin-Dorian or v-I in Mixolydian. The
same is true of the alternating pedals C# and F# of ExanbBa.

The later “Son of Orange County” (froRoxy and Elsewher@l974)) offers important
clues for interpreting the D/M progression (see Exam@&b). This piece essentially consists
of an isomelic variation of Example 4.53a, followed Hbgrgthy solo. As can be seen, the D/M
progression of Example 4.53a is modified to the familiM progression in Example 4.53b.
This is achieved by substituting an E-major chord, reptiegethe Lydian tonic, for the C#
pedal of Example 4.52a. Therefore, the D/M progressiarbeaviewed as a variant of the L/M
progression, created via pedal substitution.

Besides touching upon Zappa's three favorite modes—Lydiaxoldian, and
Dorian—L/M and D/M progressions offer numerous beneffast, they combine motion with
stasis, as motion is achieved via the pedal shifts whdsisstresults from the repetitious
employment of the progressions and the maintained diatmiiection. Second, L/M and D/M
progressions are inherently ambiguous. They allow fderéifit modes of listening, one oriented
towards a single modal interpretation (i.e., key) andtlar permitting the influence of a
simultaneous competing modal hearing. Importantly, thesavays of hearing that would be at
odds in relation to traditional functional tonalityWithin the Lydian system, however, they are
not mutually exclusive. That is, while the Lydian systidentifies one mode (the Lydian) as the
“most tonic” of the system, it nevertheless includeothodes within the system that may also

act as local tonic.
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3. Progressions between different Lydian systems.

Because Zappa prefers those modes created by pedals wéhiinst five pitches of a
Lydian fifth-stack, bass progressions within a single agdsystem are fairly limited. As
observed in the immediately preceding discussion, pedfis $ly major second and perfect
fourth/fifth are most common. Because the potential Isenfathe Lydian system comprise an
anhemitonic pentatonic set, intervals of ic 1 and ic & @mpletely absent. Therefore, any
semitonal bass motion in Zappa’s diatonic music wikkessarily result in a shift in Lydian
system. To illustrate, observe the opening music ofineumental interlude to the song
“Drowning Witch” (1981/1982) (Example 4.54). Here we find the deditey chromatic bass
line Gb-F-E, each successive pedal of which createstatshlie Lydian system in which that
pedal is the tonic. Because all semitone-related pewldiss excerpt are Lydian pedals, each
shift produces a vastly different pitch collection. Ezample, the first two modes presented, Gb
and F Lydian, only hold the two pitches F and C in comnbese two pitches (circled) are
actually retained in the same voice within the accompantim&wards the end of the interlude,
the descending semitone between pedals on Gb/F# and F anskaksappearance (see Example
4.55)%" Here, as opposed to Example 4.54, the two pedals are hdtysban. The first pedal,
F#, supports 16 measures of a sustained F#-minor triad, dveh wiads within the F#-Dorian
collection are sounded on each quarter hStéVhen the pedal progresses to F, David Lewin’s

SLIDE transformation occurs between the previous F#-minad and the new F-major triad,

107 pedals on F# and F are central to the interlude as a vesotepst formal sections within the interlude
are articulated by these two pedals.

1% The only significant triad not found within the F#-Dorienllection is C# major. This triad almost
always precedes and tonicizes the F# minor tonic.

166



over which chords from the F-Lydian collection octlir.The SLIDE transformation retains the
third A, one of the three common tones between thBd#an and F-Lydian modes.

These two examples indicate the importance of comimoes in mediating the potential
abrupt effect produced by shifts in Lydian system. Theale, the issue of common tones
between Lydian systems requires little unfamiliamfréraditional tonal theory. As any given
mode occurs in only one Lydian system (i.e., diatonilecon), modes within a single Lydian
system are analogous to “relative” major and minor keg&ining all seven common tones.
Thereafter, the number of common tones between diffdrgdian systems is greatest for those
systems separated by just one perfect fifth. Hendgidian and C Lydian, or F Lydian and Bb
Lydian, retain six common tones. The different numbecommon tones held between the
semitonal progressions of Example 4.54 and 4.55 resultgfdher from the greater distance in
perfect fifths of F# Lydian and F Lydian (five) compatedr# Dorian (A Lydian) to F Lydian
(four).

The retention of common tones is an issue of spen@brtance to Zappa'’s guitar solos.
As we have seen, most of the solos are accompanied lpsuatitizing a single Lydian system
throughout. For those that include more than one Iydigstem, the common tones held
between the systems most often constitute the primisciz collection used for the solo. Two
related examples are found in the solos “Black Napkia876) and “The Deathless Horsie”
(1978/1981b).

The vamp of “Black Napkins” is an oscillating progreasgmilar to the L/M and D/M
progressions, alternating between C#-minor-seventh am@jpr-seventh chords. The semitone

interval between these two pedals naturally necessitashift in Lydian system. In accordance

19 See David LewinGeneralized Musical Invertals and Transformatighiew Haven: Yale University
Press, 1987): 187.
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with Zappa’s typical practices, the C#-minor-seventbrdireceives Dorian treatment, while the
D-major-seventh chord shifts to D Lydian. The Lyds&stems produced by these chords, E
Lydian and D Lydian, are shown side-by-side in Exandpf6. As indicated on the example,
these two Lydian systems, being of a distance ofgertect fifths, hold a pentatonic collection
in common. When occurring over the C#-minor-sevehtbra, this collection functions as the
“minor-1” pentatonic; when the harmony shifts to a D-ma&eventh, the collection becomes the
major pentatonic. As Example 4.57 shows, the meldaime of “Black Napkins” utilizes only
the pitches of this common pentatonic collection. Wiiee improvisation begins, however, the
respective seven-note diatonic scales implied by the cleatsme available. Nevertheless, the
primary pitch collection used in the solo remains tbmmonly held pentatonic set, while the
semitone-related pitches that differentiate the two md@¢-A# and D-A) are used sparingly.
A note count of the published transcription of the perfowweaof “Black Napkins” from the
albumShut Up ‘N Play Yer Guitar Some Mof#981), entitled “Pink Napkins,” finds that all
pitches of the pentatonic collection appear well oveg bundred times in the solo, while the
remaining non-pentatonic pitches appear as much as foaty ldtle as ten times.

The vamp of “The Deathless Horsie” features a melosgimato accompanied by a pedal.
Example 4.58 provides a summary of the performance ad be&hut Up ‘N Play Yer Guitar
Some More For over three minutes of this performance, the Ay system is employed. The
six-pitch ostinato is first set to the Mixolydiamegal of that system (B), followed by a lengthy
stretch of the Lydian pedal A. Only with the pedal ordées the full seven-note diatonic
collection exist in the accompaniment; over the previBupedal, the improvisation was
responsible for providing the remaining pitch (A). Thessmg A of the ostinato plays an

important function in relation to the modes of théosoOver the Lydian pedal A, its absence
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conforms to Zappa'’s practice of avoiding the Lydian tamithe melodic zone. When the pedal
shifts to C# at 3:21, however, the missing A is even roentral. This C# pedal, along with the
ostinato, implies a C#-Dorian mode, and thereby a shithe¢ E-Lydian system. As this system
is merely one fifth away from A Lydian, six pitchase held in common between the modes.
Significantly, these six pitches are the same nibtgiscomprise the melodic ostinato. Similarly,
Zappa’s improvisation over the C# pedal utilizes only the cimmon tones between the
systems, thereby avoiding the pitches that differentiae modes: A/A#. Confirming that the
modal implication of the C# pedal is Dorian, Zappa qutitegsheme of “Black Napkins” at 4:10
of the performance (refer again to Example 48%7)As noted above, this theme incorporates the
E-Lydian system above a C#-minor seventh chord; its tjootabove a C# pedal in “The
Deathless Horsie” thereby implies the conceptual presgitte missing A# of C#-Dorian.

The T7/T5 cycle can also prove consequential in progres®etween Lydian systems.
The main theme of “Duke of Prunes” (ACE/ECE 1963/1967), feangle, features an
accompaniment that alternates regularly between thendr-GaLydian systems (see Example
4.59). Like many of the progressions between systemsssedethus far, the pedals employed
here create a semitonal bass motion F (Lydian) @@dgian)'** Even before the entrance of the
main melodic theme, the T7 interval cycles of the twdian systems are invoked. As shown,

above both the F and E pedals, the first three pitchéiseir respective Lydian fifth-stacks are

10 An earlier performance of “The Deathless Horsie'nfrblalloween 1978, as heard on the DVD-A
Halloween contains a more complete quotation of “Black Napking2a88.

111n the original version of the piece, from the neogicoreRun Home Slow1965), and in the first
statement of the theme éibsolutely Fre€1967), a single E pedal persists throughout the themis. stibgests that
F Lydian has the role of a kind of “upper neighbor” to Ei&w. This reading is supported by the presence, in the
Run Home Slowcore, of additional orchestral cues based on the “DuReunes” theme solely in E Dorian. In the
second statement of the theme Mbsolutely Fregand for a later orchestral version circa 1976, as heard
Orchestral Favoritesthe pedals do oscillate between F and E.
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stated in quintal formatioh? Over this oscillating accompaniment, the themetased three
times, the second and third statements being isomei@atieas and/or fragmentary versions of
the pitch succession of the initial statement. Alidated on the example, this theme unfolds a
T7 cycle. However, this T7 cycle is not that of theoF G-Lydian fifth-stacks, but that of C
Lydian. The first three pitches of the theme (@)Care the only pitches that are “out of order”
within the T7 cycle. By inverting the order of C and @&d dollowing C with its leading tone B,
the pitch C emerges strongly as a tonic in the meloahie. Importantly, however, the pitch C is
not a common tone of both Lydian systems of the accompamti, as it is not included in G
Lydian (even though it occurs several times over toeidd pedal E). Nevertheless, the C-
Lydian collection contains an identical number of cannones with both systems, being one
fifth in distance from both F and G Lydian. Therefoits pitch collection abstractly mediates
between the Lydian systems of the accompaniment.

The complete twelve-note T7 cycle proves importaniinking the various Lydian
systems of Example 4.60, from “Echidna’s Arf (Of You)QE 1973/1974b). In Chapter 3, this
phrase was discussed as an example of a “grouping dissginG9/5. The 9-layer itself is
created by a melodic sequence that successively trangbesagie-pitch melodic idea by T2.
Each transposition similarly creates a shift in Lydsystem by T2. The sequenced idea is
constructed of two parts: (1) a five-note realizatdrihe first three pitches of the Lydian fifth-
stack (i.e., C-G-D in the first segment); and (2) arfoote descending arpeggiation of the tonic
major-seventh chord of the Lydian system. Of tredements, the (027) set allows for a smooth
transition between each transposition. For exanib&e(027) of C Lydian (C-G-D) is answered

in D Lydian by D-A-E; therefore, the first pitch dig T7 cycle in D Lydian (D) is the same as

Y2 Eor theOrchestral Favoriteperformance, these quintal structures are stated asistaitords in the
brass.
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the last pitch of that in C Lydian. Example 4.61 dsté#ile structure of the linked (027)s
throughout Example 4.60. As shown, the entire T7 cyaled (twelve-note aggregate) is
exhausted, and the opening pitch C also acts as thedinphatically stated pitch?

A final example demonstrating the function of T7/T5 egcin progressions between
Lydian systems is shown in Example 4.62, from “Themef2Inca Roads” (ECE 1973/1975Db).
These measures involve the consistent alternationveleet F- and D-Lydian pedals,
accompanying a “perpetual motion” melody in sixteenth notés shown on the example, the
melody is saturated with various T7/T5-cyclic structurébe set created by a three-note T7/T5
cycle, (027), is particularly salient. For the majpwoif the excerpt, the pitches sounded on the
first, fourth, and seventh sixteenth notes of a meas@&te the (027) set (mm. 6 and 8 create
(027)s more clearly with the first, third, and fifth ghies). For the first four measures, this
structure is articulated by the presence of three-noteesggmelated by T5. In each of these
measures, the first three notes are transposed by Tonevate the following three pitches;
subsequently, a third T5 transposition is feigned, generatmgeaventh pitch of the measure.
This seventh pitch has two functions: (1) it comddtee (027) set; and (2) it leads by step into
the first pitch of the next measure, wherein a shiftthe opposing Lydian system occurs.
Therefore, the listener largely navigates the progresdietween F and D Lydian by focusing
on the completion of the (027) sets.

Let us conclude by considering, along the lines discussdusirséction, how different

Lydian systems might be integrated across a largesp@ipi work. The piece in question is

113 The structure shown in Example 4.61 accounts for sofnthe curious features of the grouping
dissonance discussed in Chapter 3. As told in that chapee9-layer, from the outset of the passage, idadisgd
by three rhythmic units from the 5-layer of the accomipant. Typically, alignment between the two layemsila
occur after nine notated measures; due to the displateameextra tenth measure is necessary, which allowthé
completion of the final sequential statement of the B#lgpjus a additional three-note partial statement of the 9
layer. Significantly, the opening displacement of Exapb0 helps articulate the plan of linked (027)’s outlined
in Example 4.61. Specifically, it makes possible the emipbiimax on the pitch C on the downbeat of the eldvent
measure of the example.
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“Andy” (ECE 1974/1975a), a stylistically varied song cons&dcbf six distinct thematic
modules, which | will label M1 through M6. Example 4.63 offeranscriptions of the modules
in question. (As most of these episodes appear more dhee—and sometimes varied in
texture, rhythm, etc.—the transcription given provides dbtails considered most essential.)
The analytical annotations applied to each module oexthaeple indicate the Lydian system in
which each theme resides, as well the pedal in usamyadther characteristic progressions or
collections. Scanning these themes, one finds sevefaletif Lydian systems (and modes
within these systems) employed; further, modes are septed by many of the tonal structures
detailed throughout this chapter, including static pedalsgMiLM5), sus-2 chords (M2) as well
as the two trademark oscillating progressions, L/M (Mig B/M (M4). Further, one finds the
use of minor-1 pentatonic in the coda (M6).

Having described some of the musical variety within the resguhow does one hear
such disparate content as being unified at a higher?evEhe first task in answering this
guestion involves identifying a referential diatonic colitect from which relations can be
determined. To this end, the A-Lydian scale is the albaice, given its prevalence within the
thematic modules. As shown in Example 4.64, a forradline that details the modular layout
of the piece, the episodes of the piece given thd foosial prevalence are all within the A-
Lydian system. These include the Lydian “main thenMl, which appears every three
modules, as well the interior theme M5 and the guitdo™'* further, both M3 and M6 feature
modes of the A-Lydian system.

How, though, does A-Lydian retain control over thedoles within different Lydian
systems, namely M2 (in D Lydian) and M4 (in E Lydiam® with earlier examples, the answer

to this question is found by considering common tones betiwgian systems. That is, both D

MThese three themes are all closely related, havinigpsipedal accompaniments.
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Lydian and E Lydian are Lydian systems removed by dtie ffom the referential A-Lydian
system. Therefore, they both contain six commamesowith A Lydian. The manner in which
these common tones are exploited is indicated visugllfExample 4.65, wherein the pitch
content of each module is shown in both melodic asmmpaniment zones. Common tones
with the A-Lydian collection are indicated by open etwads, while filled-in noteheads
represent pitches outside this referential collectiés. can be seen, the melodic zones of both
M2 and M4 contain only common tones with A Lydian, whalecompaniments zones within
these modules feature the pitches unique to these Lggs&tems. Therefore, throughout the
entire piece, the pitches introduced in the melodyest@rely contained within the A-Lydian
scale, providing a degree of pitch continuity that wodkessen the disjointed, episodic nature
of the piece. Interestingly, the only challenge to tieiading is presented by M3, a module
featuring the lonian mode (E) of A Lydian. As showims module represents lonian via a
modified “blues” progression I-1V-I-V. Typically, sucas functional progression would be
considered the parlance of the opposing major-key toysteémm, and thereby not contained
within the Lydian-system framework. The use of “blueta®G natural and D natural in the
melodic zone therein furthers the sense of “othafnespresented by M3 in the context of the
piece. Nevertheless, even if we conceptually sepavi® from the remainder of the thematic
modules, the pitch content of its key (E major) remeadentical to that of A Lydian, and thereby

integrated at the level of diatonic collection.

IV. Concluding remarks.

In this chapter, | have introduced the concept of a loydigstem, containing a limited

group of diatonic modes generated from a common Lydiale.saVithin this system, the Lydian
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mode, due to its structural attributes, has been shofumttion as a tonic state representative of
major tonality. This “vertical” tonal system standsopposition to that of traditional major-key-
oriented tonality, lacking as it does the characteri$torizontal” resolution from dominant to
tonic. Though | have yet to investigate the applicabiifythe current theory to repertoires
besides Zappa’'s diatonic music, one would expect to fitehat a degree of agreement with the
practices of repertoires that privilege harmonic stase temtural stratification. That said,
though Zappa’s music is certainly influenced by many trend&entieth-century music, Zappa
was keen on developing his own original approaches to conguosifhus, the Lydian-based
approach described here, which treats Lydian as tonicevalibwing for a highly codified,
limited treatment of additional diatonic modes, represedappa’s original solution to

composing with the diatonic scale.
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CHAPTER V

NON-DIATONIC MUSIC

Introduction.

We conclude this study with a discussion of Zappa’sdiatenic music. As one might
predict, the compositional techniques utilized within thigeréoire are the most removed from
those of pop/rock music. Therefore, our examinationtohprganization in this repertoire will
allow us to gain a greater understanding of Zappa’'s inhedtérom his post-tonal influences,
particularly Varése and Webern. In sum, it will deown that Zappa's approach to non-
diatonicism represents a unigue response to certain sty structural factors in the music of
these composers.

The term “non-diatonic” is being used here in a very gdregnse, as the works under
investigation in this chapter are quite diverse in termsstgle and scoring. In order to
distinguish trends within this group, this chapter is dividdd o large sections, the first
dealing withchromatic musiand the second with titles that incorporata-diatonic scalen
certain dimensions of the musical texture. Specificglart one deals with the influence of
serialism in Zappa’s chromatic music, while part tw@arakes scalar structures and issues
relating to a “Chord Bible” created by Zappa for his oraiadsivorks. Accordingly, the
discussion found in part one of the chapter is sigmtigaemoved theoretically from the Lydian
theory proposed in the previous chapter, while part two gghgbveral connective threads to the
Lydian theory, given its basis in the notion of scal’hough part one might thereby appear to be
a slight detour, there are benefits to discussing chiomatisic prior to non-diatonic scalar

music. First—as we will see—chromaticism is most euidgena melodic device, whereas non-
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diatonic scales, while also present melodically, coonthe forefront primarily as a response to
Zappa’s initial lack of a harmonic system for his noralguieces. Second, as implied by the
previous point, chronology is a factor in the layoutof discussion. That is, Zappa’'s specific
use of non-diatonic scales generally conaér his first works exhibiting chromaticisi.
Further, this type of chromaticism remains active irtazsermusical parameters of the works
incorporating non-diatonic scales. Therefore, part thvihie chapter describes a particular type

of merging between the two seemingly incompatible concepts.

|. Chromatic music.

A. Early experiments with serialism.

As mentioned in Chapter 2, Zappa was first introduced talsesic (particularly that
of Webern) by his high-school music teacher Mr. Kawaim An important consequence of this
experience was Zappa’s own attempts at twelve-tond sengosition, which represent his first
true forays into post-tonal composition. Zappa's actowary as to when these early
experiments were undertaken, but it can be deduced thabtoerred sometime between the
ages of 17 and 19 (between 1957-89)Therefore, some of these works may have been

composed while he was receiving his formal educationnaltbarmony. As we will see, the

! The ECE or ACE status of a work also comes intoidenation in this format, as Zappa’s employment of
non-diatonic scales is also tied to factors of umaentation, being most commonly found in orchestral works.

21t should also be noted that the lack of scores &ppa’s late-period works, particularly for Synclavier
works and pieces recorded for the albline Yellow Sharkl993), has had the greatest effect on this chapter. Most
of the works composed during this period would fall intortbe-diatonic category. Therefore, the story told is thi
chapter is necessarily incomplete, ending in roughly 1984.

3 See Perlich 1972, Menn 1994 and VPRO documentary 1971.
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composition of these works, and the ultimate fallout thecurred after Zappa heard them
performed, marks an important point in the developméhisochromatic style.

Unfortunately, a comprehensive discussion of Zappa’alsarisic cannot be undertaken
at the present, as only one of these pieces is hlaila the analyst: a work entitled “Waltz for

Guitar” (1958)" zappa described the piece as follows:

This is a 12-tone crab canon written when | was 18er&h actually another version for two
guitars, so it's a double crab canon. | don't know wtieie though. I'd been doing 12-tone
music for quite some time before | did this, but it wessfirst time I'd tried to write something for
the guitar. | couldn’t play it, and | never got to hitamtil | got the Synclavier. And because it's
printed on the Synclavier, that also means | got td pas button and listen to it. It's kind of
short and boring.

Example 5.1 provides the first section of “Waltz for @@ui’ which employs the twelve-tone row
<76T94823E501>. No transpositions, inversions, or retrograde iomsrsf the row are found
in the piece, which instead consists of eight untrasegpstatements of the row—four in the first
section and four in the second section. The rowfitsehighly saturated with ic 1s between
adjacent pitches. As indicated in brackets on thé statement of the row (mm. 1-3), all of
these ic 1 dyads are stated as pitch intervals 11 or 13nteas half steps). This characteristic
was likely appropriated from Webern, and will remain opart in Zappa’s non-serial chromatic
works. Though Zappa’s description of the pieces as a ‘@aabn” may lead one to expect an
inversional relationship between statements of the roevidchnique utilized herein is actually
much simpler. The first statement of the row issprged in a two-voice texture, establishing a

rhythmic relationship between the voices that is maiethiin the following three statements.

* This music was published in t@appalspecial issue dkeyboard/Guitar Player Magaziria 1992.

® |bid. Oddly, Zappa’s quote does not inform that this work afact, appeared much earlier in his career
as a segment (2:12—3:02) of the multi-part “Brown ShoestDdake It” from the albumAbsolutely Freg1967).
Transposed by T1 from its original form and embellishbi$, music accompanies Zappa's “Sprechstimme” to the
words “We see in the back of the city hall mind . . .Atiditionally, the scoring of the original guitar vensits
altered to an approximation of a “Pierrot ensemblditéfl clarinet, piano, violin, cello, and what sounde la
muted trumpet). Such scoring, along with the employnoériSprechstimme,” suggests that the aforementioned
segment of “Brown Shoes” is intended to imitate ScbheagisPierrot Lunaire(1912), though that work is notably
nota twelve-tone piece.
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When the second presentation begins on G4 in m.3, thesvewitch octaves, with the upper
voice of the first statement appearing an octave lamdrthe lower voice moving up one octave,
thereby representing an inversion of voicing rather théerval (i.e, invertible counterpoint).
The octave assignments of the voices in statemenamnrestored in statement three (mm. 6-8),
while statement four (mm. 9-11) is identical to statemeuat {though, of course, shifted in
relation to the meter). Similar principles apply tatse two of the piece (not shown), which
begins with a new textural realization of the rownlyOhere, statements one and four are related
by “crab canon” (i.e., voice inversion), as are statei® two and three.

Of course, a single piece does not provide enough ewdfmcone to make global
conclusions about Zappa’s early serial pieces. ThoWitz for Guitar” is extremely simple in
its employment of twelve-tone rows, Zappa must have lb@eare of more complex methods of
row manipulation. He recalled “writing all kinds of piag@ and negative canons and weird
inverted this and retrograde that and getting as spaced-themmtically as | could . . .%”In
fact, he claimed that the intellectual rigor of sesial whereby (according to him) the “intrinsic
value is determined arithmetically by how nicely you've malaifmad all these twelve notes,”
was the factor that initially attracted him to the techniguBhat having been said, it remains
possible that Zappa’'s understanding of twelve-tone compositias limited and simplistic,
especially given some of his later generalizations akenidlism (to be detailed below).

According to Zappa, his rejection of serialism camehasrésult of hearing some of his

twelve-tone works performed:

| finally got a chance to hear some of it, and llyedidn’t like the way it sounded, so | stopped
doing it. . .. | had heard some twelve-tone piecesthgr composers that | liked, which is one of
the reasons why | went in that direction, but asséesy it was too limiting for me. | asked myself

® Martin Perlich, “Interview with Frank Zappa,” recorded 1972.

" Don Menn, “The Mother of All InterviewsBest of Guitar Player1994.
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the basic question: If the intrinsic value of the musigetiels on your serial pedigree, then who in
the fuck is going to know whether it's any good or notily the people who sit down with the

score and a magnifying glass and find out how nicely ngiated the notes. And that's pretty
boring®

Zappa echoed these sentiments in his autobiography, desc¢hbimgdespread use of serialism

by post-war composers in scathing terms:

For a while there, unless you were doing serial musiavfiich the pitches have numbers, the
dynamics have numbers, the vertical densities hawgbats, etc.)—if it didn’t have a pedigree
like that, it wasn't a good piece of music. Critics awddemicians stood by, waiting to tell you
what a piece of shit your opus was if your numbers dalict up. (Forget what it sounded like, or
whether it moved anybody, or what it was about. Thetrimportant thing was the numbets.)

In rejecting serialism on these terms, Zappa was puifigr a drastic shift from his claimed
teenage interest in an intellectual, systematic apprtmpitch. This change might also be seen
as a movement towards the aesthetics of Varese, adajiscussed by Bernard, similarly
despised the concept of “systefl.”In substitution for the systematic approach of seral
Zappa moved towards what he called a “more haphazard digtated by “whatever sounded
good to me for whatever reasaor.”

Indeed, Zappa's chromatic works do not exhibit a tightly-ogd pitch system
comparable to serialism. Accordingly, the composdiatechniques found therein often resist
theoretical formalization. That said, there areesalvcompositionatendencieghat manifest
themselves across many of these titles. With Zadpaited background in serialism in mind,

some of these techniques can be viewed as by-products oérysirgerest in twelve-tone

8 Ibid.

° Frank Zappa and Peter Occhiogrosgue Real Frank Zappa Bogklew York, NY: Touchstone, 1999):
188-189. These views, which depict serialism as a soutgeaohy to non-serialist composers, are fairly commo
They have been questioned more recently by Joseph StémesJoseph Straus, “The Myth of Serial ‘Tyranny’ in
the 1950’'s and 1960’sThe Musical Quarterly83/3 (1999): 301-43; andwrelve-tone Serialism in American Music
(Cambridge University Press, 2009).

19 Bernard writes, “If there was one word which was laeaia to Varése above all others it was “system.”
For him the word connoted an inability to think for oneseJonathan W. Bernardihe Music of Edgard Varése
(New Haven: Yale University Press, 1987): xvii.

1 Menn, 1994.
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composition (though we will also consider some other mi@tieprecedents). In the following
section, | will discuss three issues of importance tppds chromatic piecegitch-class

diversity, chromatic saturatigrandsymmetry

B. General features of the chromatic works.

1. Pitch-class diversity.

John Covach defines the “twelve-tone idea” as atésyatic circulation of all the twelve
pitch classes in which no pc is repeated before alvemsave been soundet’” The concept of
pitch-class circulation is also applicable to the warkder discussion, albeit in a significantly
more limited way. In Zappa’'s works, a twelve-tone nswever employed; additionally, the
systematicirculation of all twelve pcs is not a consideratiofhat remains is an inclination to
avoid pc repetitions within the most apparent segmentheofriusic—a procedure | will term
“pitch-class diversity.” As in much twelve-tone musdihis tendency allows for immediate pc
repetitions, but not for the reemergence of a pc faligwthe introduction of a new pc within a
segment. Of course, this process cannot be considereduéation per se, as the pcs do not
regularly circulate back to an initial pitch, but it daesult in a fairly rapid diversification of pcs
within musical segments. This technique also contributethe general lack of a referent or
centric pc in the chromatic works, as it assists tbeposer in avoiding emphasis on any

particular pc.

12 John Covach, “Twelve-Tone Theory,” The Cambridge History of Western Music Theeq. Thomas
Christensen (Cambridge: Cambridge University Press, 2002): @his definition is similar to that offered by
Webern, who described a “rule of law” whereby “until tafelve notes have occurred, none of them may occur
again.” Anton WebernThe Path to the New Musied. Willi Reich (trans. by Leo Black) (Bryn Mawr, PRresser),

51.
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Because the concept of pc diversity is applicable tolynedr of the excerpts to be
discussed in this section, only one example will berexad currently: the central section of the
ACE version of “Dupree’s Paradise” (1984a) (mm. 151-182), a prgedude occurring in the
B section of the piece. Example 5.2 provides the muosicestion, with some limited analytical
overlay. Here, the notated measures constitute tltvprse segments. Because each measure
consists of six eighth notes, six distinct pcs ocougach measure (this excerpt does not feature
the occasional immediately repeated pitch). The erbeption to this tendency is m. 161, in
which the pitch E occurs twice. (This aberration marksl61l for attention, as its chromatic
idea is restated at T11 at m. 167 then transposed agathiatthe subsequent measure; in the
final measure, it reappears as a T8 isomelic variatiomm. 167-168.) Other than direct
restatements or transpositions of certain measuseemd&cated on the example), no significant
set-class equivalences relate the various measuregondBehe available twelve-pc aggregate,
therefore, no scalar resource furnishes the pitch atmlte for the passage. Instead, a highly
intervallic approach predominates. Particularly, pitctervals 1, 3, and 7 often saturate
individual measures (see for example mm. 151, 153, and 163jhe€H intervals, ic 3 in the
form of a descending minor third plays a larger rolh@eévents of the section, as it is projected
as the T9 transpositions that occur between mm. 167-168 mnd 75-182. In sum, Example
5.2 demonstrates pc diversity functioning within small butest segments of the music.
Though the manner in which pc diversity is applied is notiquéarly systematic, lacking as it
does referential collections and a process by whichgaspear, its employment is essential to

the music’s effect.
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2. Chromatic saturation.

The completion of the twelve-tone aggregate is, of ®&uestrademark element of
twelve-tone composition. Though Zappa never employsvelvé-tone row, a degree of
chromatic saturation is also a key characteristimoch of his chromatic works. However, the
exhaustion of the entire twelve-pc aggregate is not alwéygentral importance. Rather, one
finds at the very least the completion of smalleioafatic segments (i.e., containing fewer than
all twelve pcs): a technique often coupled with pc diversithe following examples will
demonstrate how chromatic saturation is employedraiuglevels of compositional structure in
Zappa’s music. We will begin with examples in which pmecess of chromatic saturation is
applied primarily within pitch space through semitonalceoleading and transition to more
characteristic examples in which chromaticism is el through the rapid exhaustion of most
(or all) of the twelve pcs. As the latter examplel exploit chromaticism in pc-space, they will
more extensively appropriate features from twelve-naialsan.

One simple but illustrative initial example of complehromatic saturation is found at
the beginning of “The Eric Dolphy Memorial Barbecue,” ETC969/1970b) (Example 5.3). In
the first phrase of this excerpt (mm. 1-4), the opening mdBvD-C#-A#) fills in most of the
chromatic space from A#4 to D5, missing only C5. This “gagdilled in the third measure, but
as C4 rather than C8. This octave displacement of C, which we “expectedidar an octave

above, shows Zappa exploiting the concept of pitch clas®reby any C is capable of

3 The importance of chromatic saturation to non-beniasic has also been discussed by Joseph Straus in
reference to the music of Ruth Crawford, Robert Mamridescription of the music of Varése, and Catherireata
in discussion of postmodernist collage compositions ohBerg, Berio, and Zimmermann. See Joseph Stiéugs,
Music of Ruth Crawford SeegéCambridge: Cambridge University Press, 1995); Robert K|diEiquivalence and
Similarity in Pitch and Their Interaction with Pcset Thgb Journal of Music TheonB89/2 (1995): 207-44;
Catherine Losada, “Between Modernism and Postmoderr8srands of Continuity in Collage Compositions by
Rochberg, Berio, and Zimmermanmjusic Theory SpectruBil/1 (2009): 57-100.

“ The concept of “gap-fill” is discussed at length by Lednlsleyer. See Leonard MeydEmotion and
Meaning in Musi¢Chicago: University of Chicago Press, 1956).
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performing the desired task at hand. Following the intraclucf pc O, the chromatic set-class
5-1 (01234) is further expanded with the addition of pc 9 indmestablishing a six-note
chromatic segment, consisting of pcs {9TE012}, for thet folsrase as a whole. The second
phrase begins with an isomelic variation of the openingva followed by a compound melody
discussed previously in Chapter 3. This compound melody serugsoduce the remaining pcs
missing from the first phrase, as the upper line of thioayeascends chromatically from the
previously highest pitch D to D#, E, etc. The final pit€this ascending trajectory is G in m. 8,
which coincides with the beginning of the third phrase. el@x, one pc remains to complete
the twelve-tone aggregate: pc 8, which appears displacezh lyctave as Ab4 immediately
following the G of m. 8. This octave displacement oagain demonstrates Zappa's knowledge
of the concept of pitch-class equivalence. Therefordzxample 5.3, chromatic completion
primarily occurs in pitch space, yet two important chatiom“gaps” are filled in pc space.
“Be-Bop Tango” (ECE/ACE 1973/1974b) manifests chromatic sadurand the gap-fill

technique in several dimensions. An expectation for catiensaturation is established in the
introductory chord progression of the piece, which isgre=dd as a reduction in Example 5.4a.
This progression saturates the pitch space rather daoowally, via semitonal voice leading.
The passage in question consists of a single chord psimrefollowed by its T2 transposition.
The progression itself moves from a dominant-functioningra (0237)—which could perhaps
be analyzed an inverted®”—to a tonic-functioning “augmented 11th” chord (0137). All four
voices of the first chord move by semitone to theunterpart in the second chord. Extending

this chromaticism, the T2 transposition of the progresaitows each voice to create separately

183



a four-note chromatic set (see Example 5'4b$uch small-scale chromaticism sets the stage for
more global processes of chromatic completion in “B@-Bango,” the most significant of
which is found in the progression of melodic cademitdhes throughout the piece. Example
5.5 provides the aforementioned cadential gestures, alhafhwoccur at the conclusion of a
phrase. As shown, the first two phrases of the pieceinate on pc 1, specifically C#/Db5. In
the subsequent two phases, a closing B4 at m.14 gives Wag Bb a semitone lower in m. 16
of the following phrase: a connection made more auraherst by the identical rhythms
concluding both phrases. While Bb is maintained as thentallpitch of m. 19, descending
chromaticism continues in the phrase ending at m. 3Z.enBle resolves to a sustained A. This
A marks the lowest registral point of the chromapace, as the following two phrases both
maintain A as their cadential pitches. Howeverhboft these cadences on A occur an octave
higher than the pitches of preceding chromatic processap®ma signal of the conclusion of the
pc descent. However, one factor remains to be “caugcspecifically the chromatic gap that
occurs between pc 1 of the first two phrases and pc lheothird phrase. The final phrase
remedies the situation, providing the missing pc 0. Saamtly, this C occurs in the same
register as the cadence pitches of mm. 6-32, so thahtbenatic completion occurs not only in
pc-space but also as a true chromatic saturation atarceegment of pitch space (A4 to C#5).
The previous examples show chromatic saturation adahilewgely via semitonal voice
leading within pitch space. However, Example 5.3 alstuded strategically-placed octave
displacements, whereby chromatic saturation is actii@vex mixture of pitch and pitch-class
space. In Zappa’'s music, chromaticism most often iomstwithin this more abstract pc-space,

thereby mimicking to greater extent the nature of twébvee music. Further, chromaticism is

15 This analytical point is also cited in William Morrisié®, “An Original Composition, Symphony No. 1,
Pollack, and an Analysis of the Evolution of Frank ZapBa-Bop Tangg dissertation, Louisiana State University,
2004.
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usually confined to single melodic phrases, in which a latgeber, if not all, of the twelve pcs
appear in fairly rapid succession. The general charstate of such melodies, to which we now
turn, can be witnessed in Example 5.6, mm. 17-19 of “Be-Bapgd.” First, observe the
general tendency towards pc diversity in the meloayml 17, six pcs are introduced <E21340>
before a repeated pc (C#) appears at the end of the medsun. 18, eight distinct pcs occur in
succession <03256874> before the recurrence of pc 6 towardadhaf the measure. Within
smaller segments (as indicated by the rhythmic groupingdhescore), no pcs repeat. Most
characteristic of this melody is the saturation ofpace by ic 1. As indicated by circled notes
the example, only two pitches in this entire phrasenateinvolved in an ic 1 dyad with an
adjacent pitch (the opening B and the E5 occurring on Bealt m. 18). As in “Waltz for
Guitar,” most of these ic 1 dyads are realized inhpgpace as pitch intervals 11 and 13 (as
opposed to semitones). Such saturation by ic 1 is eglyecommon in the chromatic works,
constituting an interesting counterpart to the saturatfoshatonic space by ic 5 in the diatonic
pieces. As for chromatic saturation, it is manifasteveral guises. First, it occurs within each
of the above-mentioned pc-diverse segments. Th#iasiirst six pitches of the theme (before
the repeat of C#) constitute a chromatic set 6-1; them that C# to the next repeated pc 6 in m.
18, a more extensive chromatic set 9-1 is formed. T&nget chromatic set includes all pcs of
the opening 5-1 segment except pc 11; when that pc appedes emd of m. 18, the overall
chromatic saturation is expanded further with the abion of the cadential Bb. In total, the
phrase contains eleven of the possible twelve pcs, arking pc 9*°

While melodic chromatic techniques shown in Exampleca be largely attributed to

Zappa’s early interest in twelve-tone composition,rhesic of Varése may have also served as a

'8 This missing pc 9 adds structural weight to the settinly a$ the cadential pitch to the following phrase
(see Example 5.5), where the preceding melody similariyained all pcs except A.
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model for employing chromaticism outside of the seeahnhique. Consider Example 5.7, the
opening oboe melody of Varés&@xtandre(1924). This is a melody Zappa knew well, as it was
quoted often in Zappa’s concerts from 196726®Besides sharing an improvisatory character
with Example 5.6, th®©ctandremelody is likewise composed almost entirely of icThe first
measure of this theme establishes a four-note chromatize with the pc succession <6543>.
Besides exhibiting wide-intervallic realizations of icik.( pitch intervals 11 and 13), another
important aspect of the motive is fis descentthe succession of pcs arranged in a numerically
descending trajectory (mod 12). This pc descent creatempetus for the continuation of the
motive. Following the varied repetition of the mairotime in mm. 2-3, the motive is
isomelically varied at T8 in m. 4. This transpositalows for the continuation of the pc descent
from <6543> of the main motive to <210E>. Similar to Zapppfocesses of chromatic
saturation, the complete twelve-tone aggregate doesppaiar to be the goal, as the pc descent
is broken off soon after.

As evidence for the influence of Varese, consider thensétic structures of “Mo ‘N’
Herb’'s Vacation |’ (ECE/ACE 1978/1983c), which almost exclugiveexhibit the
aforementioned pc-descent tendency for ic 1 realizatioAs. seen in the phrase given in
Example 5.8a, almost every pitch of this melody is v in an ic 1 dyad, as in Example 5.6.
However, unlike Example 5.6, nearly all of these ic Ervals are set as either ordered pitch
interval +11 or -13; therefore, each ic 1 individually exisilai pc descent. Only towards the end
the phrase do the ic 1 intervals congeal into an extepdedescent, when the pc succession

<54321> occurs® The importance of “pc-descending” ic-1 realizations‘N® ‘N’ Herb’s

" For a list of concerts in whidBctandrewas quoted, see http://www.zappateers.com/fzshows/6669.html

18 See also “Be-Bop Tango” mm. 15-16, where a long a sefiafiscrete three-note segments, all
exhibiting pc descent, appear towards the end of theghras
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Vacation I” is further supported by Example 5.8b, a melddt recurs several times in the
piece. As shown by the brackets on the example, tbee rfabstract” pc descent that
characterizes the piece as a whole is replaced hemridylescending semitone intervals; only
the final ic 1 between pc 8 and 7 is set as pitch intdrialUnlike Example 5.8a, these various
chromatic segments combine to exhaust all twelvé$cs.

Another aspect of the Varése example, its extendetincance of a pc descent, is
observed at mm. 59-63 of “Pedro’s Dowry” (ACE 1976/1979c). Thisamwas analyzed in
Chapter 3 for its progressive expansion of a septupleédmhfiiom an L=1 to an L=3 dissonance.
As shown in Example 5.9, the motive in question, whigpears initially on beat 3 of m. 59, is
both pc diverse and a chromatic set (7-1) created plymaa pc descents (i.e., <76>, <OE>,
<98>). This motive is isomelically varied over the dating measures. The emphasis placed on
this chromatic set brings a greater degree of urgencistoontinuation in m. 63. Like the
primary motive, the quintuplet of m. 63 is pc diverse anthmosed of ic 1 successions,
specifically the pc descent <5432>. Therefore, the pc ssiceceof the quintuplet continues the
chromaticism of the main motive. Specifically, théiah set class 7-1 is expanded to 11-1—
only one pc shy of complete chromatic saturation. duezall trend towards pc-descending ic 1
realizations makes this relationship even more aurallierd, as the quintuplet is heard to
continue a general descending trajectory from the sepsudEiT9876> to <5432>.

Various transformations, particularly inversion, afeero employed by Zappa in the
service of local chromatic saturation. This techniqu&iteessed in the two phrases from “Mo
‘N’ Herb’s Vacation I” shown in Example 5.10. Thestirof these (Example 5.10a) also occurs

later in the piece in isomelic variation (see Chag)eand the second (Example 5.10b) acts as the

19 Another point of origin for the many descending ic teiwals in the piece may be the opening motive of
the piece (based on a guitar solo), which begins witbsaending semitone.
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coda of the piece. In Example 5.10a, a motive is intratlooebeat 1; it features the pc descents
<T987> and <432> and is pc diverse. The motive is subseyguemsformed by T1 and T5I on
beats 2 and 3, respectively. Of these transformatitiesinversion operation takes part in an
extensive saturation of chromatic space. As shownjwbeinversionally related motives on
adjacent beats 2 and 3 exhaust all twelve pcs. Only pod 8 are shared between beats 2 and
3. This dyad defines one of the axes of symmetry for theérefore, pcs 8 and 9 map onto one
another. This mapping is made apparent due to the facthinatyad <98> and its inversion
<89> occur at the corresponding positions of the quintupighm (as circled on the example).
Example 5.10b is similarly motivically concentrated, sieting entirely of sextuplet rhythms.
Here the motive does not appear in finalized form uegltlsl of m. 72. (Prior to this point, none
of beats 1 through 3 have identical intervallic suco@ssithough certain segments within them
are related by transposition (as noted in the examplEnj the first sextuplet of m. 72, the
chromatic set 5-1 is created. However, in this fotime, motive does not feature pc diversity
(repeating Bb). When the motive is finalized at beat &, entirely composed of discrete ic 1
dyads and is pc diverse, yet itnst entirely chromatic. Thereatfter, all sextupletsdiag on
adjacent beats are inversionally related, with tls tevo pitches of the motive set in an RI
realization. These adjacent inversionally-relatextuggets combine to create chromatic sets,
thereby “filling-in” the pc gaps within the finalized motive The most extensive of these
chromatic sets is that between beats 1 and 2 of mLOF3)( This larger segment is immediately
transposed at T7 to complete the coda. Not surprisitigky, T7 transformation allows for the
exhaustion of all twelve pcs in m. 73.

The techniques of chromatic saturation detailed abtseeaccur at times between non-

adjacent segments in Zappa's music. In the B seatiofiManx Needs Women” (ECE
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1976/1978a) (see Example 5.11), both adjacent and non-adjacemiatic processes intergct.
As for adjacent chromaticism, the first two measurethe example combine to the chromatic
set 10-1, while the last two measures feature all twpbge The concept of pc diversity is
especially applicable to the latter, wherein all twegbcs appear within thirteen articulated notes
(E is the only pc repetition). A process of non-adpolromaticism between m. 1 and m. 3 can
also be seen to contribute to the aforementioned coiplef the aggregate. These measures
are (mostly) intervallic inversions of one anotherated at TOl. This transformation allows for
the retention of five common tones, of which the paG—pitches that map onto one another
under TOl—is particularly important. As can be seersdheo pitches are used to initiate both
measures, each time in the order G-F (which causes glitebes to relate as RI). Because m. 1
and m. 3 share five common tones, the chromatic set dfis only extended by one pc, namely
A. However, the high number of common tones alsmallus to hear m. 1 as contributing to the
process ofcompleteaggregate completion. As detailed at the bottom ofetteemple, m. 1
establishes the pc collection {345678}, to which m. 3 adds pc 9. rdhaining segment of
music, beginning on C4 at the end of m. 3, completeshitmar@tic in as few pitches as possible,
adding pcs {TE012}. Of course, this reading relegates m. 2nora subsidiary role, but this
interpretive decision is supported by the highlighted inversigrationship between m. 1 and
m. 3.

Our final example of chromatic saturation demonstrats chromatic processes can
occur not only between non-adjacent segmeiitfsin a single phrase, but albetweerphrases.
Example 5.12 provides the beginnings of two adjacent phfiam®s'Be-Bop Tango.” One will

observe that both phrases begin with the same pit€B6)(éd are rhythmically identical for the

% This music constitutes the entirety of the B sectiotMafnx Needs Women.” It is repeated in various
textures three times.
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first two beats—similarities that allow us to hearsihéwo phrases as being in close relation.
For both phrases, segmentations are chosen primardgaardance with 10l value. Our first
expectation is that pc successions within a single 1@Ibeipc diverse. However, the first of
the phrases violates this expectation, as the pit@cts within the quintuplet 101 and the pitch
Bb returns within the septuplet. These repetitions litvet degree of chromatic saturation that
may occur within these segments; the set created byulmtuplet 10l thereby achieves its
maximum saturation of 8-1, while the pitches of the septugre of set-class 4-1. In the second
of the phrases, beginning at m. 33, the violations of pc diwat®on in the first phrase are
corrected, as the entire quintuplet span is pc divesseedl is the segment created between the
triplet and “gapped” quintuplet on beats 3 ané' 4Not only do these segments exhibit pc
diversity, but they also extend the chromatic segmeletiined in the preceding phrase. As
shown, both segments add one pc to the correspondingfgbts mrevious phrase. The pcs of
beats 1 and 2 thereby form set-class 9-1 with the addifipa O while beats 3 and 4 expand the
4-1 of the septuplet in the first phrase to 5-1 with tihéiteon of G#. The process of chromatic
expansion between the first two beats of both phrasespescially easy to hear, as the second
quintuplet of each of these phrases has identical ptewmbn{34567}. Incidentally, the
modifications made to the second of the phrases hies dibtnsequence in terms of complete
chromatic completion. That is, both phrases indiviguexhaust all twelve pcs in the same
number of articulated pitches (13). Interestingly, thisomatic saturation is each time achieved
with pc 9. In sum, therefore, both phrases are indiat¢h pc 8 and exhaust all twelve pcs

thirteen notes later on pc 9.

L The triplet and “gapped” quintuplet are included within tw@e segment due to their very close IO.
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3. Symmetry.

The final topic of discussion in this section is syrtmpéinversional or otherwise) in the
chromatic music. | have already detailed several ofasversion under the preceding topic,
where it was occasionally employed in service of ofatic saturation. While symmetry is
certainly a less pervasive consideration in this repertthan chromatic saturation, it
nevertheless remains significant insofar as symnuteg not appear to any substantial degree in
the diatonic works, and is therefore reserved for mimsivhich all twelve pcs are available.
Therefore, we can assume that Zappa’'s knowledge ofsioveand/or symmetry came from his
studies of post-tonal music (perhaps especially the musweddern), and not from any tonal
uses of inversion (e.g., Bach fugues). The following exesnpill demonstrate that symmetry is
an important, but nevertheless secondary, elemenamba’s chromatic works. As we will see,
Zappa’s tendency of subverting the realization of cotaplesymmetrical formations suggests
that he was unwilling to follow the model of Webermose music is more comprehensively
concerned with symmetry. Therefore, similar to Zappaigjue hybrid approach to aggregate
completion, whereby some general features of twelve-catgosition are appropriated within a
non-systemic context, symmetry is a fairly flexisensideration in Zappa’s music, appearing in
several guises.

The introduction to the ECE version of “Dupree’s Paeld{2973/1988c), which makes
extensive use of inversion, is representative of somgheofidiosyncrasies that often exist in
Zappa’'s symmetrical structures. As Example 5.13a showsattern of T5 transpositions
controls the music at the highest level. Within eaemgposed segment lie two eight-note
segments that are intervallic inversions of one aotiAs can be seen by investigating the first

large segment (beats 1 and 2), however, there are sligittrmalities in the inversion, as the
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ordered pitch-class interval series of the first emgdtes (1-7-5-3-7-8-E) is not precisely inverted
by the second (E-5-E-5-5-5-E). The pitches that cause thiesrepancies are indicated by an
asterisk on the example. Only one of these pitcG&s,is “problematic” in terms of the T3l
operation that relates the two segments; the otheliskst@ pitches, Db-C and Eb-D, are merely
RI related?? If this G5 were altered to Eb5, the two segments woulddreplete intervallic
inversions under T3l. Example 5.13b shows an “idealized"iorersf the first large segment,
wherein G5 is changed to Eb and the RI related pitcheseeesed in order, thereby preserving
the | relation. One wonders why Zappa chose to maitkasn‘problem” pitch, as it similarly
violates the principle of pitch diversity within thiest eight-note segment, causing a repeated pc
1.

The habit of slightly throwing off symmetries, as dethin the example given above, is
common to Zappa. A prime example of this tendency issshn Example 5.14, the theme from
the interlude to “Jumbo Go Away” (ECE/ACE 1979/1981c). As desd in Chapter 2, this
theme recurs several times in the piece in isomeli@tion. Considering the first statement of
the theme (Example 5.14a), there is little in termsrlofthmic presentation that suggests
symmetry. However, on closer inspection, the fiste pitches of the theme are mostly RI
related (at T4l) to the last nine pitches. Pitched tbstruct this relation are marked with an
asterisk. One of these, the F natural in the seadhchéasure, is certainly a modification of an
F#—a pitch that would maintain the RI relatfdnln fact, in the third isomelic variation of the
theme, this note appears as the “correct” F# (see Ch2pteBimilarly, the final Db should be

heard as an alteration of an expected D natural. Ehmstenal displacement is carried out to

2 |n some of the earlier examples of inversion discusséus chapter, one will recall that Zappa similarly
reversed the order of two of the pitches within an isieer, thereby creating an RI relationship.

% This modification was likely made for aesthetic reagarmvn only to Zappa.
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prepare for the immediately following isomelic variatiovhich is a T11 transposition of the first
statement, and thereby beginning on that same Db. Theamdorming pitch G, however, is an
integral element of the structure of the theme. &s loe seen, the pitches D and G alternate at
regular intervals within the pitch sequence—one ofelpiches occurs every three notes. These
pitches are also the only “white-key notes” in themibeas all pitches occurring between these
white notes are “black key” pentatonic thirds (save of @uos the altered F# of m. 2).
Therefore, an opposition is created between thelaisie D and G and the black key pitchés.
Example 5.14b provides an “idealized” version of the pisdjuence of the theme, replacing the
altered notes so that the RI relation is maintainedw,Nnly G natural does not partake in the
symmetry; the pitch D, however, is central to thensyetrical structure, acting as the axis of
inversion around which the pentatonic thirds map onto ongha@nm pitch space.

Our next example, from the ACE version of “Sinisterofwear II” (1984/unreleased),
demonstrates how symmetry can unfold not only in pc sgadealso in contour space (see
Example 5.15). This three-measure segment functioasshsrt link in the piece. The melody,
shown on the top staff of Example 5.15a, is organizdébree smaller segments, represented by
the notated measures. In the first measure of thep&am. 139), the melody ascends stepwise
through the “white notes” from B4 to B5; similarly, theelody descends stepwise through the
white notes from A5 to A4 in the final measure (m. 14Ihe central measure (m. 140)
functions to complete the chromatic by featuring &l thlack key” pitches absent from m. 139
and m. 141. (Interestingly, this central measure alsmséo recall the white-note-versus-black-

note dichotomy of the interlude to “Jumbo Go Away’dsmmediately preceding example]. In

24 7appa was apparently well aware of this relation vieaced by an interview with keyboardist Tommy
Mars, who humorously recounts Zappa advising him tg thla white notes with the left hand and black netgs
the right hand (whereas Mars was attempting to plapihes with the right hand). S&&viershi Duween#61,
October 1997.
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fact, the pitch pattern produced in m. 140, wherein twokblezy “pentatonic thirds” are
followed by either of the white notes D or G, is prelyisthat of “Jumbo Go Away.”)
Throughout the passage, the melody is tracked below by twiepi creating sus-4 sonorities
with the melody (see middle staff). The bass regidtowever, exhibits greater freedom in its
harmonization of the melody. In the first measutealiernates between (0237) and (0257)
harmonizations: all pitches articulated on odd pulseéleineasure being (0237) and all pitches
on even pulses (0257). In the same manner, the bakepié m. 3 alternate between (0237)
and (0247) harmonizations. The bass harmonization inghgat measure, however, is more
erratic.

As shown, the shared patterns of alternation betweet3fmand m. 141 create R and |
relations between the two measures in contour spactaeaSEG of m. 1, <03152647>, is both
the retrograde and the inversion of the <74625130> CSEG of m(T8is same R and |
relationship also holds in the melody, but is mordalift to conceptualize therein.) Looking
more closely at the bass part of m. 139 (see Example )5.Mebcan see that the R and |
symmetry between m. 139 and m. 141 occurs as a resu# ofiterent symmetry of the contour
of this measure. As is indicated, this contour, <0315264 R, symmetrical in contour space,
with the “CSEG axis” occurring between contour pitcbesnd 2. The pitches that define this
axis, B and F#, are crucial to all the symmetrical i@t found in the bass register of Example
5.15. In all three measures, these pitches are statleel eentral fourth and fifth eighth notes of
the measure, and in each measure these pitches defimeghelhe contour of m. 141 achieves
this symmetry as does that of m. 139, in relation to asyRImetrical CSEG. In the central
measure (m. 140), however, this RI-symmetry becomes ewwe abstract. As shown in

Example 5.15c, here RI-symmetry occurs in terms ohtbee general CAS (contour adjacency
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series). The CAS of m. 3, <-, -, +, -, +, -, ->Rissymmetrical, wherein the central <-> contour
between the pitches B and F# constitutes the axis ahsym?°

For our final example of symmetry in Zappa’'s music, weirreto “The Eric Dolphy
Memorial Barbecue” (see Example 5.16). The phrase inigoestanifests a tightly organized
isomelic structure, the contents of which are imporiatihe unfolding of a symmetrical relation
across the piece. It consists of the pc-diverse pgghence <39T482076>, whereby a complete
run-through of the sequence is sandwiched by two halvdsegditch sequence: pitches #1-#4
and #5—+#9. These smaller segments, which congeal to aecfte statement of the pitch
sequence, are isomelic variations of the central unupgsrd statement. This isomelic structure
is maintained in Example 5.16b, itself an isomelic wemmof Example 5.16a, which appears at
the very end of the piece. One notable melodic neadibn distinguishes this variation, namely
the introduction of a tenth note to the pitch sequeri@# (naintaining pc diversity). The
addition of C# is particularly salient due to its relatiowness in register as well as the agogic
accent it receives. Example 5.16c¢ interprets the signidie of this addition. As shown, the C#
allows for a set-class equivalency between the firgt notes of the melody and the last four
notes. This set, (0167), is particularly emphasized én sétting of the first four notes of
Example 5.16b, where it is stated three times in groufimuofsixteenth notes. Not only does C#
create an additional (0167) set, but this set is presestéaearetrograde inversion of the first
(0167), under T4l. Two of the pitches of the second (0167) appgaf order, the semitone
interval G-F#, which is thereby I-related to the sen&ténaBb of the first (01673° Furthering

the Rl symmetry of the pitch sequence, G#-D, the aiehes for the inversion under which the

% This same type of RI-symmetry is present in the metday. 2 of the example (i.e., m. 139).

% The reversal of Rl-related pitches can be seemuaterbalance Zappa above-cited tendency to reverse
certain pitches within a larger inversional relatiopsh
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two (0167) sets map, are presented between the (0167) fletgjnmg their role as axes within

the symmetrical formation.

Transition to Part [I: Harmonic issues in the chromatic works.

As stated at the beginning of this chapter, pure chromatis most prevalent in Zappa’'s
melodic lines. Having now detailed the general featurésese melodies, we begin to turn to a
discussion of non-diatonic music incorporating scaBsfore doing so, however, we must first
acknowledge some aspects of the approach to harmonic amcoment in the works discussed
thus far. As will be shown in the following sectidhe difficulty of integrating such chromatic
melodies within a harmonic framework may have contributedhe incorporation of scalar
structures in Zappa’s non-tonal music.

As a point of comparison for this discussion, let assider how Zappa accompanies the
chromatic main theme of “Be-Bop Tango.” As showniearh Example 5.4, the introduction to
this piece features two four-note harmonies, the firstember of (0236) and the second of
(0137). In this initial context, the chord successiore \aguely functional, with the first
dominant-functioning (0236) chord heard to resolve chromatitalize following (0137). Once
the chromatic melody enters, two aspects of the opegmiagression are continued: (1) the
exclusive use of four-note chords; and (2) chords of getsty0236) and (0137), as twenty one
of the thirty six chords that occur throughout the peeeof either of these set types. Example
5.17 provides both the main theme of the piece (Examfiltaband the first isomelic variation
of the theme (Example 5.17b). As can be seen, chdrskst aype (0137) and (0236) comprise
nearly all of the harmonies for both of the phraselawever, chord successions are no longer

arranged in a manner that suggests functionality orusol For example, in Example 5.17a,
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the succession from the first (0137) chord to the follgv{0236) chord does not contain the
requisite chromatic voice leading that characterizes itftroduction. Accordingly, the two

chords are not heard to exhibit a dominant-tonic relationsinjghére, tonic-dominant). Neither

does the (0236) chord, which was interpreted as an inveff&thord in Example 5.4, resolve

to the cadential (0146) chord. In Example 5.17b, (0137) and (@286)ot even placed in close
succession; in m. 13, two different (0137) chords alternaltde in m. 14, two (0236) chords

related at T11 are placed side-by-side.

Of more fundamental importance than the aforemeatiaron-functional employment of
(0137) and (0236), the harmonies of both phrases of Example &\l no clear tonal
relationship to the melody. Considering the fact tlwh lphrases contain the “same” melody,
this point is confirmed first by observing thatly the opening chord (D-C-Eb-Ab) is shared by
both phrases. Additionally, none of the accompanying chpedticipate in the chromatic
processes of the melody. Similar to the examplesusssx in the previous section, this theme
contains various chromatic segments—here, two adjg@d234) segments—that combine to
create a larger chromatic set. Though the combined mermoin the accompaniments of both
phrases is often large, nothing therein influences thevatio events of the melody. The (0137)
and (0236) chords merely provide coloration to the predomimatady. Accompaniment and
melody are thereby separated both texturally and ton&liile such textural stratification was
an important aspect in the diatonic works, there nbe&rss existed an important tonal
relationship between the sonorities in the accompanyiygydaand the pitch collection of the
melodic layer. In “Be-Bop Tango,” on the other hanelady and accompaniment are truly
independent elements. This opposition between harmony aludiyns characteristic of most of

Zappa'’s chromatic works discussed above. Comparing “BeiBmgo” with the piece “Pedro’s
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Dowry” (ACE 1976/1979c), for example, one need only substtheg0137) and (0236) chords
of the former with larger “cluster” chords of thetéat Sometime around 1977, Zappa began
searching for a method to better integrate his non-diatomelodies with their chordal
accompaniments. His solution to this harmonic “proBlesas theChord Bible a topic that will

comprise the remainder of this chapter.

[1. Scalar non-diatonicism: The Chord Bible.

A. Introduction to the “Chord Bible.”
One result of Zappa’s score studies at college waddatelopment of an admiration for
Varese's method of chordal construction. As he st&tedFinnish TV interviewer in 1974, one

aspect of these chords that especially impressed hirtheiawvaried pitch-space realizations:

So, if you're writing for a group of instruments, and egehson in that group gets to play one
note of the chord, that gives you a chance to makehbel anydensitythat you like. It can be
like this [holds hands parallel a foot apart], it can ike that [holds hands close] or it can be
spread out like that [stretches hands a yard apartld y&a can only do that by working with
many instruments and different tone colors, and sosthédtat I've come to appreciate especially
in the writing of Varése—the tone color and the vaisinf the chord¥.

Varése’s exploitation of registral space has longhhdentified as one of the trademarks of his
compositional practice. Bernard’s theoretical workuamese, in particular, has been primarily
concerned with matters of pitch space (as opposed tpgme)® Among the types of chordal
formations that likely influenced Zappa, consider Exanipll8, which occurs towards the end of
rehearsal 2 in Varéselmtégrales(1924-25). Here, a chord covering nearly six octaves is
created between the instruments of the wind ensemble—astthinnent sounding one pitch.

The registral arrangement of the pitches within the cl®@certainly primary to the sonic effect

27 TV2, Finland, October 3, 1974.

2 Jonathan W. Bernar@he Music of Edgard Varé¢slew Haven: Yale University Press, 1987).
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of the chord—pitch space has priority over pc space in ¢lmaumstance. However, an
additional aspect of Varese’s approach to sonority—oaeé riust have similarly influenced
Zappa—is the tendency towards pc diversity. In theeglenote chord of Example 5.18, for
example, eleven distinct pcs are sounded: a clearaitiicthat pc diversity must have been one
the constructive principles at work. As will be sekoth pitch-space and pc attributes will be
central to Zappa’s harmonic system.

As implied by the quote given above, Zappa saw the grepteésntial for exploiting
chordal writing in orchestral scoring, which offered ¢geeavariety in tone color and
instrumentation. Therefore, the impetus for a mgstesnatic approach to chords arose in part
from his interest in composing orchestral scores. shiséem ultimately devised by Zappa was a
catalogue of favorite chords he termed “The Chord Bibldt”was certainly a boon to his
creativity, resulting in the greatest out-pouring of ortfaéscomposition in his career. These
titles were likely composed between 1977 and 1982; most wesecgudntly recorded in 1983
and 1984 and can be heard on the albuamon Symphony OrchestfA983) andThe Perfect
Stranger(1984), under the batons of Kent Nagano and Pierre Boelszectively’® As we will
see, certain aspects of the Chord Bible found theirimtayarious ECE pieces composed during
the aforementioned time span. After this period, Zappéésest in the Chord Bible seems to
have waned. In 1983, he purchased the Synclavier, in whichaihtents of the Chord Bible

were subsequently enter&d lt is likely, then, that the chords of the Chord Bile also heard

29 Also within this repertoire is the unrecorded three-mamnorchestral scor8inister Footwear. Of
course, earlier-composed pieces that were given updatedmarfces on these albums, such as “Naval Aviation in
Art?,” “Pedro’s Dowry,” “Bogus Pomp,” and “Strictly Gezsl,” do not utilize the same harmonic system.

%0 David Ocker, personal email correspondence, February 21, 2008.
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in certain Synclavier work¥. Most likely, the possibilities afforded by the Synclawaused
Zappa to loose interest in the Chord Bible. David Ockappa’s copyist during the time span in
guestion, notes that “when the Synclavier arrived, thigtesn [the Chord Bible] was soon
forgotten.?

Because the Chord Bible itself is not available to ti#yat, its contents can be deduced

only through a close study and cataloguing of the harmdmigsl in those titles composed circa

1977-82. Zappa’s only description of the book itself is ghvelow:

Every composer has notes, chords, and rhythms that Isetdikeear. Some people keep it all in
their head and some people will jot down little skesch8everal years ago | made a classification
of all of my favorite chords plus the order in which Ifpreed to hear the pitches in the chord
arpeggiated. It's all broken down from three-note, fouendive-note, six-note, eight-note
chords. The chords are in different classificatiotexting with those chords that have a minor
second as the uppermost interval, major second, nirol;, blah blah blah, all the way down to
the fewest chords that have a minor ninth as the uppevahtsf the chord. There are real dense-
voiced chords and chords that cover four or five octé¥es.

Because this description indicates only the manner in wthiolnds were classified, it provides
little substantive information for the analyst. Many sfiens remain regarding the pitch
resources that furnished such chords, their pitch-spadieatems, and their employment in
musical contexts.

The following section will aim to address many of thés@aging questions. | will not
attempt to completely reconstruct the Chord Bible, hiltimgtead focus on those aspects of the
Chord Bible that can be confidently ascertained from shgdthie chordal structures employed
in the works under discussion. The repertoire for thiegtigation includes the following ACE

works: “Envelopes,” the orchestral “Sinister Footweattirde movements), “The Perfect

31 Zappa cites their use in the piece “The Beltway Banditsh the 1986 Synclavier albutazz From
Hell. However, he also states that the piece is “a reldlyne,” indicating that it was composed much earlier than
1986. Jeff Spurrier, “Zappa on Jazz From Hélyisic & Sound Outputarch 1987.

32 David Ocker, internet interview, 1994 and 199%p://members.cox.net/bill lantz/pages/ocker.html

3 Spurrier, 1987.
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Stranger,” and “Dupree’s Paradise.” My discussion feitlus primarily on seven- and eight-
note chords, as they are the most prevalent in thesles, and were likely the starting point for
Zappa’s experiments. Because all of the aforementioleee $contain hundreds of chords, it is
often possible to confirm safely a chord’s status asrabge of the Chord Bible (i.e., through its
repeated usage across different pieces). However,rcettards which appear only once—or
perhaps several times but in only one piece—will noinbided in the catalogue of choris.
Further, a discussion of three-to-six-note chords iseatly premature, as they are used much
more sparingly and much less consistently. One wouddnas that all such chords found in
these works are members of the Chord-Bible, but extréromtion is required for the analyst to
make this assumption in confidence. That having beend®dgs with cardinalities lower than
seven will be found in several of the musical exaspihroughout the rest of this chapter.
Through these examples, some preliminary findings catnéed.

In the following section, the chords of the Chord Bivi# be discussed according to two
characteristics: their scalar resources and themsity The term “density” refers to the pitch-
space realization of a given chord. Evidence suggestZapaa himself used this term (perhaps
as a light homage to Vares®ensity 21.5or solo flute (1936)). For example, guitarist Steve
Vai, who was under Zappa's employment for most of thisode recalls approaching Zappa

while in the process of composing with the Chord Bible:

| sat down next to him [at an airport]. “These are &iides,” he said,” and showed me these huge,
odd chord structures, eight- and ten-note chords wittepeated notes. . . . If you start stacking
large groups of unrelated notes, you can get some hosobieding chords, or some lushly, exotic

chordal perversions.

3 Because errors do occur in the scores, one cannettaéincthat such chords are not the result of copying
mistakes.

% Andy Aledort, “Zappa’s Universe: An Interview with 8eeVai and Mike Keneally, Guitar Player
February 1999.

201



A given density will be labeled according to the intesv@h semitones) between adjacent notes
of the chord, beginning with the lowest note. For eXamp chord consisting of the notes C1,
D1, G1, and F#2 will be labeled D[2-5-11], the “D” prefix stamgfor “density.®*® In musical
examples, the numerals indicating intervals wileafbe stacked vertically. Typically, adjacent
notes do not extend past the interval of an octavethfuse chords that ammnsistentlywoiced
with certain pitches further than an octave apaet pitecise semitonal space will be reflected in

the density label (i.e, D[7-13-15]).

B. Scalar resources and chordal densities of the Chord Bible.

In this section, | will detail the principles of clial construction for the chords of the
Chord Bible. | have divided the discussion according ¢ovirious scalar resources from which
the chords are derived. In each section, | will deedihe general importance or issues relevant
to the given scalar resource in Zappa’'s music and kelh tproceed to provide a preliminary

listing of Chord-Bible harmonies most commonly used in Zappachestral music.

1. Diatonic chords.

The reader may understandably be confused to see the'd@atmonic” appear in this
chapter. As musical examples are presented, the dddlee inclusion of diatonic chords in a
chapter on “non-diatonic music” will become apparenn fdct, it is quite likely that the
construction of the Chord Bible began with diatonic chord$ie methods of construction for
these chords, then, served as a model for subsequentty maideliatonic chords. Foremost, the

diatonic scale provides a pitch collection tailor-mamteseven-note chords. As described above,

% The density label provides the same information asefoblorris’'s SP(X). See Robert Morris,
“Equivalence and Similarity in Pitch and their Interactivith Pcset Theory,Journal of Music Theorg9/2 (1995):
207-239.
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one aspect of Varese’s harmony that interested Zapgaitedack of repeated notes within
chords. Utilizing the seven-note diatonic scale, conshgiseven-note chords becomes an easy
task. Zappa described the process in 1979 (also demonstveding the most-commonly found
diatonic chords):

The stuff that I'm working with now is seven-part harmorithwo notes doubled. And most of
the orchestra stuff is based on that. In other wordgouf take any kind of diatonic scale, it
contains seven notes, and there are ways of spaasg #even notes so that at all times you're
playing the entire scale. But you can make it sounddiiads instead of blurs. Want to hear an
example? I'll play you a beautiful seven-note chordyolfi take a C-major scale, it sounds like
this. . .. That's spread out over an octave andla fiee, it's spelled E-F-A-C-D-G-B ... . The
other thing | worked out is chords built in fifths. You lduifths plus one third, and that will also
give you seven notes. Here's an example. That'sBSF&-G-D-A%’

Example 5.19 offers a catalogue of the diatonic chordsatfgaemployed most often in
the pieces in questioh. The diatonic collection used to represent all chordbas of the F-
Lydian system. As can be seen, nearly all the diatohords feature either the Lydian pedal or
the Dorian pedal as their lowest pitch—a fact that previdether evidence of the special status
that these two scales hold in Zappa’'s music (as disguss€hapter 4). Accordingly, the
example classifies all chords into one of two faesiliLydian chords (Example 5.19a) and
Dorian chords (Example 5.19b).

Looking in greater detail at the Lydian chords of Exanpl29a, one finds two of the
chords listed as “primary chords.” These chords gainstiitis not only for their heavy use in
actual pieces, but also for their role in generating @ohdit chords. Primary chord 1 is the
“chord in fifths” described by Zappa in the quote abovehwi density D[4-7-7-1-7-7]. The
(027) set-class so central to the diatonic works is feaiardds chord. Specifically, two quintal
realizations of (027), A-E-B and C-G-D, are stacked abitwe Lydian pedal. Beside this

primary chord on the example are two “derived chordsated by some modification made to

3" Dan Forte, “Interview with Frank Zappayfusician19, August 1979.

3 While other diatonic chords not listed are found in¢hasrks, they do not meet the criteria for inclusion
outlined above. We will, however, find some of thadditional chords in the analytical examples of this clmapte
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the primary chord. For the first derived chord, D[4-7-7-8}2the uppermost quintal structure
of primary chord 1 is altered to a sus-2 formation C-DASsimilar process describes the final
derived chord of primary chord 1, D[11-5-2-1-2-5]. Here, tipper sus-2 of D[4-7-7-1-2-5] is
retained, while the lower quintal A-E-B becomes a sifm#hation E-A-B. The (027) structures
of primary chord 1 figure heavily in the diatonic chorogluding those of cardinalities lower
than seven. Consider, for example, the chord suceceasim. 138 from “Sinister Footwear II”
(ACE 1984, unreleased), which exclusively employs six-ndterds (see Example 5.20).
Considering the discrete three-note segments of alaede chords (separated visually by the
bass and treble clef), almost all are set-class (02av§ for the two set-classes (037) labeled on
the examplé?

The structure of primary chord 2 of the Lydian famigxémple 5.19a) also relates to
some of the findings presented in Chapter 4. This chotl-b-3-2-5-4], is analyzed in the
example as containing an F-major-seventh chord iroweid structure and a G-major chord in
the upper structure. As will be recalled from Chaptehd,major chord built on scale-degree
two of the Lydian scale, which contains the charastier sharp fourth, often features
prominently in Zappa’'s diatonic works, being either supersedoover the Lydian pedal or
placed in opposition to the Lydian-tonic triad in the Lfivbgression. The derived chords of
primary chord 2 all retain this basic structure, thougly tbften rearrange the chord members

within each segment (see D[E-5-T-4-1-2] and D[7-4-5-2-3-5].

%9 The first chord of the progression, D[7-7-1-7-7], is diearsix-note segment of primary chord 1, D[4-7-
7-1-7-7]. This is one of the few chords with a cardindbityer than seven that appears in several pieces, and is
therefore one of the confirmed six-note chords ofGherd Bible. The status of the remaining chords>ariple
5.20 is less secure. The fourth chord, for example, iosngapitch repetition (C#), thereby violating one of the
principles of chord construction. Some others do appebe tsegments of the seven-note diatonic chords that |
have identified. The final D[5-2-1-5-2], for example, isignote segment of the unconfirmed seven-note D[2-5-2-
1-5-2], which appears three times in the piece “Envelopes.”
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The derivative chord D[1-4-3-2-5-4] of primary chord 2 featuhesmost similar density
to that of the primary chord. The density of this chgrachieved through the octave transfer of
the lowest pitch of primary chord 2 (F in the examplp)an octave, which results in a lowest
note of E, one of the leading tones of F Lydian. e@ithe semitone pitch interval at the bottom
of this chord, the lowest note E is not strong enough toputhe Lydian interpretation of the
chord. That is, one will not hear D[1-4-3-2-5-4] ash@yBian chord. Confirmation of this point
is found in the treatment of the theme to the orcak¥Dupree’s Paradise” (ACE 1984a). From
Chapter 4, we know the ECE version of this theme tol#e liydian. In the orchestral version,
the theme appears twice, first at m. 9 (Example 5.21d)later at m. 54 (Example 5.21b)
transposed by T1. As can be seen, both statementmam®nized by derivatives of primary
chord 2 of the Lydian family. While statement ondnadsmonized by a chord with the Lydian
pedal E as its lowest note, D[7-4-5-2-3-5], the seconddianystatement employs D[1-4-3-2-5-
4], which, as just noted, sets the leading tone aswedbpitch. The logic behind this chord
choice seems to be common-tone retention, as tleerganying chords for both statements have
E as their lowest note. In fact, this common tonéeard quite clearly, as statement two is
immediately preceded by the same D[7-4-5-2-3-5] chord fraterstent one.

The Dorian-chord family, shown in Example 5.19b, hasefegonfirmed chords than the
Lydian family. Only one primary chord is identified, DY-1-7-7-4]. Its derivative, D[T-5-2-1-
2-5], is arrived at through a somewhat convoluted proessshown on the example. Similar to
methods found in the Lydian family, the quintal struesuof D[7-7-1-7-7-4], D-A-E and F-C-G,
are modified to the sus-4 A-D-E and sus-2 F-G-C, respégtivEhen, the remaining pitch B is

transferred from the highest note in the primary chorthé lowest note in the derived chord.
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The Dorian-chord family also features the diatonicrdheith the widest octave span, D[2-1-7-
11-T-T], which covers three octaves and a fourth.

Dorian chords D[7-7-1-7-7-4] and D[3-7-7-2-7-7] are linked in rtheavy usage of
stacked fifths. Accordingly, these chords can actuslyiewed as derivatives of primary chord
1 of theLydian family, D[4-7-7-1-7-7]. Example 5.22 compares the Lydiamary chord D[4-
7-7-1-7-7] with the two Dorian chords under discussionExample 5.22a, chord D[3-7-7-2-7-
7] is shown to have the same “generic-interval”’ strteetas D[4-7-7-1-7-7] (e.g, third as opposed
to major or minor third). That is, both chords conms$tthe following generic-interval
succession: third-fifth-fitth-second-fifth-fifth. Mon@ateresting is the relationship between D[4-
7-7-1-7-7] and DI[7-7-1-7-7-4] (see Example 5.22b). These twadshare pitch-space
inversions of one another. This property is a realinadibthe inversional relationship between
Lydian and Dorian discussed in Chapter @herein, it was observed that the extended-tertian
spectra above Lydian and Dorian pedals were pitch-dpaessions, a similitude contributing to
those modes’ special status as characteristic magbrmamor modes.) Example 5.22b indicates
the inversional mappings about the axis D between thbgsitof these two chords within the F-
Lydian system. Given that D[4-7-7-1-7-7] and DI[7-7-1-7-7&f the most-commonly
encountered diatonic chords in this repertoire, thisioglship becomes of even greater import.
Zappa’s knowledge of the kinship between these two chomlgdsnt in his common practice of

placing these two chords side-by-side, or in very closgiity, in actual musical contexts.

2. Minor Lydian chords.

The second scalar resource for the seven-note choragswigo our discussion. In the

repertoire in question, this scale far exceeds therd@srale in importance. Accordingly, it is
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deserving of a more extended discussion than the remaratay sesources detailed within this
section. In fact, one could claim that this scale mplesithe characteristic sound of much of
Zappa’s music during this period. One description of theessafound in an interview with

Zappa’s keyboardist Tommy Mars, in explanation of soime harmonic features of the piece

“Sinister Footwear 2" (to be discussed below):

Frank and | both, before | joined the band, were great &dntheMinor Lydian This is a
polytonal concept. If you have a C-minor [chord] oa Hottom and a D-major [chord] on the top,
that's a Lydian chord [sic] with the tritone ir'ft.

Though Mars describes the Minor Lydian merely asad;iZappa in fact employed it in
the form of seven-note scale. Example 5.23 identtfies scalar forms of the Minor Lydian
utilized by Zappa. The first of these, “Minor Lydian ({Example 5.23a), is equivalent to a
Dorian scale with a raised fourth, while “Minor Lydi&®)” (Example 5.23b) is the same as a
Lydian scale with a lowered third. Accordingly, bothrmfiz of the Minor Lydian can be
conceptualized as diatonic scales with one chromat&rasibn each. This chromatic pitch
results in the characteristic augmented second irteetaveen the third and fourth scale-degrees
of the Minor Lydiard®; further, it insures that neither form of the Minoydian is diatonic—
given that one reserves the term “diatonic” stridtly set-class (013568T). Rather, both forms

are set-class (0134689), related to one another by inverdibis inversional relationship is

0 Mars cites jazz-pianist Erroll Garner with introduginim to the chord. It is not certain whether Zappa’s
interest in the “Minor Lydian” had similar jazz origios if Mars himself was responsible for first makingdgritown
to Zappa. The opening sentence of Mars’s above-givere duagt more than one possible interpretation (i.&ereit
Mars was a fan of the Minor Lydian before joining tiend orboth Zappa and Mars new of it before he joined in
1977.) The term “Minor Lydian” seems to originate with BlarEvil Prince (pseudonym), “Mars Needs Euvil
Princes, T’"Mershi Duweer61, October 1997.

*1 The existence of this augmented second may explain ehilinor Lydian is not listed as a traditional
jazz scale. That is, most jazz scales, includingoafse the diatonic modes, do not feature ascending Seqs
larger than one or two semitones. This feature mdides tvell-suited for improvisation. Dimitri Tymoczkio, his
discussion of the scalar practice in post-common-geachusic, states this tendency as one of his thresdafsc
constraints,” which he terms the “diatonic seconds” wamg. It is worded as follows: “If the scalar intefva
between two notes is one ascending step, then the diwomarval between them is either one or two adagy
semitones.” The Minor Lydian scale clearly violaths constraint. Dimitri Tymoczko, “Scale Networks and
Debussy,”Journal of Music Theorg8/1 (2004): 219-294.
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significant when Minor Lydian is viewed through the prisfithe Lydian theory of Chapter 4.
In Example 5.23, Minor Lydian (1) and (2) are respectivefyresented as alterations of Dorian
and Lydian within the same Lydian system (in the eplamF-Lydian). When represented as
such, these two forms of the Minor Lydian hold thenta=l inversional relationship as their
diatonic counterparts in the F-Lydian system. Thatvisle D Dorian and F Lydian map onto
one another (or onto themselves) about the axis D-&#p<D Minor Lydian (1) and F Minor
Lydian (2). This mapping is shown in Example 5.24. Adndiatonic system, the inversional
relationship between the two forms of Minor Lydiarseen most clearly when both scales are
represented as stacked thirds, as they will be pitch-speeesions of one another in that form.
Thereby, the lowest note of D Minor Lydian (1) willap onto the highest note of F Minor
Lydian (2), and so on. Interestingly, this mappingvediahe two “chromatic” pitches of the
Minor Lydian, G#/Ab, to map onto one another.

In simpler terms, the two forms of the Minor Lydi@an be distinguished by their
respective seventh scale degrees. That is, Minor Lydizarhas a “lowered” seventh while
Minor Lydian (2) has a “raised” seventh. One findshbfarms of the scale employed in the
piece “Drowning Witch” (ECE 1981/1982). In Example 5.25, tw@asate passages are
provided, both consisting of accompaniments which featwgiagle minor triad throughout (F
minor in Example 5.25a and F# minor in Example 5.25b)préwiously-encountered situations,
such an accompaniment would be paired with the Doriale;skare, the Minor-Lydian (1) is
primarily employed. Recalling Mars’s description, obsdhat both passages begin melodically
by outlining the major triad on scale-degree two of thedvlibydian. In Example 5.25a, the
raised version of scale-degree seven (i.e., Minor dtydR)) appears only at the end of each

measure, each time in close proximity to the tonicrFExample 5.25b, greater intermingling of
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the two forms is found. Further, the diatonic versainscale-degree four (here, B natural)
occurs several times (always as B5).

Before discussing the seven-note chords constructed frerinor Lydian scale, let us
consider an example that demonstrates how chromatioistoyring within a primarily diatonic
environment, can act as an incentive for the use of therNlLydian in Zappa’s music. Example
5.26a provides the succession of chords in the seconafhié post-solo section of “Sinister
Footwear II” (ECE/ACE 1977/1984b). As numbered on the exareét chords occur therein
(each lasting four measures), most of which are fite-sbords. The bass line throughout this
progression descends chromatically, reaching its gadiat #7 on the bass pitch D, while the
final chord (#8) breaks the pattern. Above the pedal rmitéke progression, three different
five-note chordal densities are in use, D[4-2-5-4], D[7-1;7aif D[3-2-5-4], while the six-note
D[7-7-1-7-7] occurs in relation to the pedal of chord #7. thermost part, these densities will
allow a second voice to track the descending bass by aompuinor third, as shown by arrows
on the example. The only chord complicating this stmects D[4-2-5-4], which begins with a
compoundmajor third. This chord is interpreted aslaromatic displacemermtf D[3-2-5-4]—an
interpretation that will be confirmed in the scalaroickes provided D[4-2-5-4]. This
displacement can be clearly seen in the voice4tgatlhat connects chord #5 and chord #6,
whereby the upper structure of D[3-2-5-4] is retained infadHewing D[4-2-5-4], while the bass
is displaced downward by a semitdiie.

Example 5.26b provides an outline of the scales that Zapydogs melodically to

accompany the chords shown above (the pedal for eactl shprovided for reference). As can

*2The semitonal displacement between D[3-2-5-2] and Dj422-also explains the unexpected break in
chromatic descent that occurs at chord #8. Now, thigldsshown to exact a similar chromatic displacenagtit
chord #3, thereby breaking off one level of chromaticismemtdmpleting another. This long-range displacement
is reinforced by a return to the octave register of@h&1—#4 at chord #8.
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be observed, only chord DJ[4-2-5-4]—the chordal density ltiegu from chromatic
displacement—is accompanied by the Minor Lydian s(sde chords #1, #6, and #8). Example
5.26¢c demonstrates, in reference to the chords #5 and #6pr@warrives at the Minor Lydian
scale from this chromatic displacement. To understiaisgprocess, one must view the five- and
six-note chords as segments of the seven-note chottie &€hord Bible. For D[3-2-5-4] (here
shown as Chord #5), the obvious seven-note model ikytimn chord D[E-5-3-2-5-4] or its
closely related D[1-4-3-2-5-4]. Viewing D[3-2-5-4] as the uppegment of D[1-4-3-2-5-4]
helps explain how one arrives at Minor Lydian (1) 8hord #6 through two chromatic
alterations; the first chromatic displacement moket® Eb (the pedals of the five-note chords),
creating D[1-3-4-2-5-4]—an unconfirmed Minor Lydian (2) chowdhich does appear in the
piece “The Perfect Stranger’— then an addition chramdisplacement from B to Bb is
necessary in order to arrive at the Minor Lydiansdle used for chord #8.

Because the Minor Lydian scale is employed much mtiem ¢than the diatonic scale in
the works under investigation, many more seven-note cleanide confirmed as members of
the Chord-Bible. Rather than attempting to list altlefse, Example 5.27 provides the sixteen
most-commonly used Minor Lydian chords, numbered 1 througholéid the following
discussion. Because Minor Lydian (1) and (2) are inveadly related, only one of these two
scales can serve as the pitch collection for angrgshordal density. In the example, all Minor
Lydian (1) chords are spelled within the D Minor Lydi@) scale while all Minor-Lydian (2)

chords utilize the F Minor Lydian (2) collection. dnder to demonstrate commonalities, chords

3 Of course, one complication to this reading is that Zajmes not actually use the C-Lydian collection
for chord #5, but rather that of G Lydian, treating thezlal E as the Dorian pedal. This represents a slight
inconsistency in the passage, as the remaining chards ctearly follow the above-described derivations fitbm
seven-note diatonic chords. For example, the onaiz chord of the passage, D[7-7-1-7-7], clearly repitsse
the lowest portion of the Dorian chord D[7-7-1-7-7-4jdas treated accordingly. Similarly, the five-note Df7-

7] represents the middle portion of the same D[7-7-1-7-&4, indeed, Zappa treats the pedals of these chords
appropriately (i.e., the pedal functions as the Aeoliaape
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are categorized in ascending order according to the sizbeofinal interval of the density,
beginning with chords containing a major second as the upgeinierval (i.e., in the manner
described by Zappa).

By means of the analytical overlay, Example 5.27 ind&abme principles of derivation
for the Minor Lydian chords. Similar to the diatorabords, the lowest pitch most often
represents the tonic of its respective Minor Lydianles¢® for Minor Lydian (1) and F for
Minor Lydian (2)). When this statement does not hdid, lowest pitch most often results from
the octave displacement of a certain pitch: a phenomalso employed among the diatonic
chords. For example, chord #2 (D[1-2-1-3-1-2]) is crebtettansferring the bass F of chord #1
(D[E-3-1-3-12]) up an octave. A similar process descrthesrelationship between chords #3
and #4. Among other relationships, one will also obs#raechords #3 and #4 are analogous to
chords #1 and #2 within their respective Minor Lydian scal€hat is, their densities present the
same scale-degrees in the same ascending order; teemdiords #1 and #3 and chords #2 and
#4 have the same generic interval succession. Anotteesting relationship is held between
chords #15 and #16, which manifest the widest registral gpaciall Minor Lydian chords. As
can be seen, chord #16, which does not feature the exgectedlinor Lydian (2) in the bass,
precisely replicates the first two and last threehgitcof Minor Lydian (1) chord #15. The
remaining pitches, pcs 7, 8, and 9, invert about the axistDa manifestation of the inversional
relationship between the two forms of the Minor Lyd@iscussed above. Finally, it should be
noted that chords #9 and #14, both of which feature bass atbersthan their respective tonics,

remain unexplained in the examffe.Perhaps their derivation could be understood through a

*4 There are several additional Minor-Lydian chords novigied in the example that similarly resist easy
explanation. Perhaps Zappa envisioned “modes” of therMiyalian scale similar to those of the familiar diatoni
modes. However, enough musical evidence does not esigppmrt this hypothesis.
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full accounting of all Minor Lydian chords in the ClddBible, yet because a complete catalogue
is impossible without possession of the Chord Bible,camglusions would be premature.

Before leaving the Minor Lydian scale in this secti@b,us observe a rare employment
of the seven-note Minor Lydian chords inBB8E piece, and consider how these chords interact
with a diatonic model. Example 5.28 provides the main theméAlien Orifice” (ECE
1981/1985), both in its initial statement (Example 5.28a) aritk ireprise at the close of the
piece (Example 5.28b). The original statement (Exarbf#8a) is entirely diatonic. It consists
of four four-measure phrases, each in a separate diamomaie. Phrase 1 is in Eb Lydian, Phrase
2 in E Dorian, Phrase 3 in C Lydian, and Phrase 4 Do@an. On the score, Zappa merely
indicates chord symbols for the accompaniment. majeerdd chords accompany the Lydian
phrases while minor or minor-fichords are used in the Dorian phrases. Now consiger th
reprise of the theme (Example 5.28b), which featuresdimee phrase structure and the same
melody (though varied). For the accompaniment of tlpgise, Zappa provides both chord
symbols (not given) and pitch-space realizations ofeth®gnbols. As can be seen, these
realizations are all seven-note Chord-Bible harmoni@sthese, only the chord accompanying
phrase 1, the diatonic D[5-3-2-5-4-7], is unconfirmed. ThdbgHowest note of this chord is G,
Zappa’s chord symbol (not given) indicates C as its tooe*> Comparing this phrase with the
corresponding phrase of statement 1, we see the emphbyof a familiar Dorian pedal
substitution: specifically C Dorian for the formerlydigin pedal Eb.

For the remaining phrases of the reprise, Minor Lydwwords are substituted for
previously employed diatonic chords. (Accordingly, theatid melodies found in the initial

thematic statement are altered to that of the apptepkor Lydian scale represented by the

*5 The bass does play G throughout this phrase. Theréferdeolian pedal is used in place of the Dorian
pedal.
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given chord.) The concept of Dorian/Lydian pedal stlistn also proves helpful in
understanding these diatonic/Minor Lydian relationsr plwase 2, the chord D[8-1-6-1-2-5] is
employed, which is derived from the G Minor Lydian (2ple*® As discussed above, Minor
Lydian (2) is closer in structure to the Lydian scakntto Dorian. When viewed as such, phrase
2 exhibits a two-pronged approach to Lydian/Dorian subsiitufirst, G Lydian is substituted
for the E Dorian of statement one; then, this G-Apdscale is altered by lowering its third scale-
degree, resulting in the Minor Lydian (2) scale. Fompér3, in which C Lydian was employed
in the initial statement, the same basic process wosdt, only here it must naturally work in
reverse. Therefore, in the reprise, A Dorian is suted for C Lydian; A Dorian is then altered
by raising its fourth to D#, resulting in the A Minordign (1) scale utilized for chord D[3-1-1-
3-4-7]. In the final phrase of the reprise, the C Mibgdian (2) chord D[1-3-4-7-4-3] is used.
As the initial statement utilized a minor chord for thigase, this chord continues the process of
substituting Minor-Lydian (2) chords for previously empldy®orian chords. However, this
substitution between G Dorian and C Minor Lydian (2¢slaot occur within the same Lydian
system (i.e., it “should” occur between G Dorian &tmMinor-Lydian (2)). Therefore, several
chromatic alterations are necessary in the melodyydimg the introduction of the pitches Eb
and F#. The extensive chromaticism utilized in phraseedtes greater drive towards the coda
(not shown), which is comprised of a series of par@d-1-6-1-2-5] chords, descending in

pitch space by major thirds until the initial chord ie geries is regained.

“6 Curiously, the chord symbol in the score (not gived)dates A as the root of this chord. However, the
bass plays the lowest note of the chord, Bb. PerhapsaZmerely found this notation to be the least cumbersom
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3. Octatonic chords.

The final large category within the Chord Bible is congutiof chords based on the
familiar octatonic scale (0134679T). As with the Minodlan scale, the octatonic scale is not
found to any significant degree in Zappa’s music prior totithe period under investigatidh.

In fact, it is quite possible that Zappa'’s interesthia dctatonic scale may have come about as a
result of the Chord Bible itself. That is, wishing tgard the cardinalities of his chords beyond
seven, Zappa may have found the octatonic scale toebdedical choice of a scalar resource for
eight-note chords, given his propensity to avoid repeatingvithschords. Thereforegll eight-
note chords found in the pieces under survey are octattwicds. However, of the works
surveyed, only the pieces “The Perfect Stranger” (ACE 198dd)“Dupree’s Paradise” (ACE
1984a) utilize the eight-note octatonic chords: pieceswieae both composed relatively late in
the period under question. Therefore, the octatonicdshoray have been added to the Chord
Bible some time after Zappa’s initial experiments vgitven-note chords were undertaken.

Example 5.29 provides sixteen octatonic chords, all itk are safely confirmed as
members the Chord Bibf&. Fortunately, given the high degree of consistency @trrent of
the octatonic chords, no eight-note octatonic chords atenfirmed. Due to the inherent
symmetry of the octatonic scale, it is difficult determine whether any given chordal density
should be associated with any particular version obtttatonic scale. Therefore, all chords of
Example 5.29 are represented with the same octatoniectoh: OCT:. (Chords are spelled
with either pc 0 or pc 1 as their lowest pitch.) As aggul to the diatonic and Minor-Lydian

chords, which are characterized by a euphonious sound,ottasbnic chords are superficially

*”When the octatonic scale does appear prior to this pined, it is often used as a connective device.
See, for example, m. 38 of “Revised Music for Guitar laom-Budget Orchestra” or m. 97 of “Drowning Witch.”

“8 As in Example 5.27, these are listed according to theobtheir uppermost interval.
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“dissonant” in effect, with octave-spans of the chbrknsities rarely extending up to or past
two octaves. Perhaps to lessen the clustering of rkdppa occasionally states the lowest pitch
of the octatonic chords an octave lower in musicalgegess However, only chord #14, D[16-2-
1-2-1-5-T], features this octave displacement consisteWithout access to the spellings used
by Zappa in the actual Chord Bible, it is difficult to eletany clear method for generating the
various octatonic chords from a given collection. Thosjggice will not be devoted to a detailed
explanation, the reader will notice strong similagtbetween certain chords, such as chords #4
and #7 and among chords #5, #9, #10, and #13. As for the chorditiedead intervals sizes
from 1-11 (in semitones) are featured at least onceeamthinterval of an octatonic chofd.
Another interesting property manifested by certain octatomords is mirror symmetry, whereby
the sequence of intervals reads the same from botidoptas from top to bottofl. This type
of symmetry is found in chords #1 (D[1-5-1-2-1-5-1]), #4 (D[2-4-2-4-2]), and #5 (D[3-2-1-
2-1-2-3)).

In addition to the eight-note chords, there are alsnarous seven-note octatonic chords
(i.e., seven-note subsets of the octatonic scale) faunitle pieces under investigation here.
However, unlike the eight-note chords, very few of ¢hesven-note octatonic chords can be
confirmed as members of the Chord Bible, given themnsestent usage. The densities of those
found are primarily structured as pitch space segmentkeoéight-note chords. Rather than
exhaustively account for all the seven-note chordedplet us consider a short musical segment

in which several seven-note octatonic chords occuantple 5.30 presents the chord succession

9 When spelled within the same collection (as done imffi@ 5.29), each of the eight pitches of the given
octatonic collection is set at least once as tipepitch of the chord. Of course, we cannot be cettah Zappa
spelled the chords in this manner.

50 Bernard observes this feature as a common occurieMaEese’'s music. See Jonathan W. Berrifing,
Music of Edgard Varésdb.
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comprising the final quintuplet of m. 37 of the “The Perf€tranger.” Here, four different
seven-note densities are presented. All of thesel@sely related to the eight-note chords, as all
of these densities can be created by withholding thendeloavest pitch of certain eight-note
chords. For example, D[6-2-3-4-2-4] is derived from D[2-3-2-2-4]. Likewise, D[6-1-2-1-5-
T], D[3-3-2-1-2-6], and D[3-2-1-2-1-5] are derived from eiglaite octatonic chords #14, #9, and
#8, respectively.

If Example 5.30 were an isolated example, one might ledacthat the passage in
guestion is the result of a copying mistake. Howevestrof the found seven-note chords can
be easily explained as derivations of the eight-notedshoFor example, D[1-3-2-1-2-1], which
is the most-commonly found seven-note octatonic chortheése works, constitutes the lower
portion of eight-note chord #8, D[1-3-2-1-2-1-5]. That s#idannot be stated for certain that
the seven-note chords were credt@an the eight-note chords. Because the eight-note chords
are all confirmed, it is easier presently to concetadle seven-note chords as such. However,
the lack of eight-note chords in the works composedeeanlithis period suggests that the eight-
note octatonic chords may have come into being atea Hate. Like many of the questions
posed to the analyst of this repertoire, an answerhaile to wait until the Chord Bible is made
available. For the analytical purposes of the follgngection of this chapter, it is not necessary
to answer all of these questions definitively.

In this section, | have demonstrated that the chortiseo€hord Bible are generated from
three different scalar resources: diatonic, Minor Lgdi@and octatonic. The construction of the
chords themselves has thereby been motivated by bothspigde (the chordal density) and pc
(scalar) considerations. As explained at the outsese factors can be seen in part as revelatory

of Zappa’'s understanding of Varése’s harmonic constrigtiovhich similarly have both
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important pc and pitch-space properties. Viewed in immlaZappa’s chordal thinking seems
much more oriented towards pc matters, given its strelignce on referential scales. However,
as we will see in the following section, these twaaaptions of pitch (i.e., pitch space and pitch
class) are in constant dialogue in Zappa’s employme@hofd-Bible harmony in his orchestral

works.

C. Chord-Bible harmony in Zappa'’s orchestral works.

In this section, | will investigate how Zappa utilize@ tthords of the Chord Bible in the
series of large orchestral works that he composed &8@7-82. Our interest here will be less
on the chords themselves than on their contextualagmant. That is, | will consider how
Chord-Bible harmony is integrated or coordinated with otlenehts of the musical texture. As
promised earlier in this chapter, this will allow uswitness both the chromatic and the scalar
aspects of Zappa’'s music working in tandem. Four worksbe&illiscussed, two of which were
likely composed early in the period and two of which weriéten towards the later part of the
period. In the former category are the pieces “EnvalofeCE/ACE 1977/1982/1983c for the
orchestral version) and “Sinister Footwear 1”7 (ACE 1984/lgased). (Because “Sinister
Footwear I” is still not officially available to thestener, my comments will focus mostly on
“Envelopes.”) Of the later pieces, | will discuss €TPerfect Stranger” and the orchestral
“Dupree’s Paradise” (both ACE 1983/1984a). As one might imeaghe earlier works manifest
a “simpler” technique than the later pieces in regacdshe Chord Bible. Therefore, my
discussion of the earlier pieces will act as a priff@ar the understanding of the more

sophisticated employment of Chord-Bible harmony in the |aiexes.
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1. “Envelopes” and “Sinister Footwear 1.”

“Envelopes” presents an interesting test case for our,stsdy was originally performed
in ECE scoring. This original version was premiereddncert in 1977, towards the beginning
of the time period in questiotl. Formally and melodically, the ECE and ACE versions a
essentially identical. The primary difference betwédeem is that the ACE version incorporates
Chord-Bible harmony—patrticularly in the first half oktpiece—while the original ECE version
does not appear to utilize any of the aforementionecistior

On the whole, the utilization of Chord-Bible harmonythis piece is relatively simple,
yet it nevertheless points to some of the more sopaist applications in subsequent pieces. In
the following quote, Zappa outlines the most common appicadi Chord-Bible chords that

one finds “Envelopes”:

Suppose . . . you want to build a section in a compositian has a certain number of
mathematical fixed points . . . . For instance, yoy $Bhis section will contain [only] chords that
are made of five notes; each chord must contain thésevals: a third, a half step, a fourth, and a
major seventh.” Then you set about randomly constructifgst you write a line; then you
harmonize the line with five-note chords that adherth&b formula. Then you work it out with
voice leading. . . . You get done doing that, you come batiketpiano, and you start playing the
chords, and you modify it to suit your ar.

By this method, Chord-Bible harmony is relegated to thiécad dimension of the music. That
is, the compositional process begins with the compaosdioa melody; then, in the subsequent

stage, chords are applied to this pre-composed melody.

*1 The ECE version was later a concert staple of th@ar@81982 tours. This version can be heard on the
album Ship Arriving Too Late to Save a Drowning Witt®82. Also, it should be noted that short snippets of
“Envelopes” are heard as early as 1970, in a concertucted by Zubin Mehta that featured some of Zappa’s
orchestral works. These segments are all from thendesection of “Envelopes.” According to Tommy Mahs
main theme was composed in 1977. See Evil Prince, “Maesis Evil Princes,T'Mershi Duweer6l, October
1997.

2 No score exists for the ECE version. However, mysiception of this version indicates that no Chord-
Bible harmony in used.

*Dan Forte, “Interview with Frank Zappaylusician19, August 1979.
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A very simple musical realization of the above-titgpproach is shown in Example
5.31—a short transitional passage, scored for low brassiediately preceding Part 2 of
“Envelopes.® Here, the melodic line, played by the trumpet, descestefswise through the
chromatic scale in m. 54, then ascends similarly i53n. Each pitch of this chromatic melody is
harmonized by a chord. As is typical of this method, rtielody is treated throughout as the
uppermost pitch of the chord being employed, while the attstruments in the passage each
take one voice of the chord’s remaining six. Here, @éasfnument maintains the same voice
throughout (except for the lowest-voice tuba, which aplaced by trombones in m. 55).
Therefore, eacbhordvoiceis assigned to a specificstrumentalvoice As the example shows,
the chords in use are D[2-1-2-2-1-3] in m. 54 and D[3-3-1-2-i+4h. 55: both chords of the
Minor Lydian (1) scal@®> Because each measure maintains the same chorajitedaading is
parallel, with all seven voices moving by semitone irdErthroughout each measure. (Due to
the change in harmony from m. 54 to m. 55, only two voices-tilimpet 1 melody and horn
3—are entirely semitonal throughout the passage.) In Eixaanple 5.31 is characterized by
chromaticism in the horizontal dimension and thedvlibydian scale in the vertical.

A fundamental aspect of Example 5.31 is its homorhythtexture, which results
automatically from the harmonization of each individutdipof a pre-composed melody. In our
next example, we find this tendency taken in a moresyaioratic—but, for Zappa, typical—
direction. Before looking in depth at this harmonizatien,us begin with a general description
of the pre-composed melody in question, the sixteersameamain theme of “Envelopes” (see

Example 5.32). The pitch collection of the theme lesady not based on any single scale.

> For ease of comprehension, Example 5.31 is not pegsentraditional score ordering.

%5 D[2-1-2-2-1-3], though not listed in the earlier examisiey confirmed Minor Lydian chord.
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Particularly, the three scalar resources of the €hBible—diatonic, Minor Lydian, and
octatonic—are not in evidence. One might label thenth&chromatic,” but not with the precise
meaning attached to the label earlier in this chapteat iBhwhile all twelve pcs are available,
they are not employed in service of chromatic saturatimesides the first four notes of the
melody, which produce a chromatic tetrachord). Thoughicady arranged into square four-
measure segments, the melody itself is loosely organizétle analytical annotations on
Example 5.32 indicate several transpositionally relasedments in the melody, usually
produced by sequential melodic activity. Otherwise, thiodyehas an improvisatory quality,
produced in part by the employment of grace-notes figureserditaral grace notes as in mm.
8-9 or the many written-out thirty-second-note figures schm mm. 10-13°

Example 5.33 provides Zappa’'s harmonization of the mainghemEnvelopes,” which
we can use to better understand the coordination of me&dl harmonic events, as well as
voice-leading matters, at this stage in the employraétite Chord Bible. (Here, all notes are
represented as equal rhythmic values; refer back to Exampke for the original rhythmic
setting.) On the example, the seven chord voicesarered from 1-7, with #1 representing
the lowest pitch and #7 representing the highest (heredftmd voices will be set in bold
typeface on the examples); the density for each cisoadso given below each stave. Several
general features of the earlier example hold for thisage: (1) every pitch of the melody is
harmonized by a seven-note chord—even the grace notesonaehtabove; (2) the original
melody is always set as the uppermost pitch in thedchemrd (3) generally, an instrumental

voice will maintain the same chord voice throughdutn this example, the flute carries voice

6 Arved Ashby suggests that these figures may serve #ations of bends and slurs idiomatic to the
guitar. Arved Ashby, “Frank Zappa and the Anti-Fetiskisthestra,”The Musical Quarterh83/4 (1999): 557—
605.
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#7, the four horns are each assigned one of voices #6—#8,tivnibassoons take the lowest two
voices.

An important distinguishing feature of Example 5.33 is itk laf parallel voice leading.
While in Example 5.31 the same chord was maintained throtigitoantire measure, here no
two adjacent pitches of the melody are harmonized wéhstme chord. As one typical result of
this procedure, each of the remaining six voices in tkeurte will have a melodic contour
distinct from that of the melody. When the mel@$gends or descends by a large interval, such
as the ascending major ninth between F4 and G5 in me#hthier pitches usually follow suit
with the same contodf. More often, however, at least one voice will mdmecontrary (or
oblique) motion to the melody in a given chord successim this example, the contours of the
voices become progressively more distinct from thdodyeas one proceeds downwards from
the melody. That is, the contour of voice #1 is st dissimilar to that of the melody, while
the contour of voice #6 is the most similar. Fornegke, comparing the CAS of the six voices
individually to the CAS of the melody, one finds thatceo#1 differs with the melody 35 times;
voice #2, 32 times; voice #3, 30 times; voice #4, 25 timespudh, 23 times; and voice #6, only
10 times. There are inherent properties in the spacimgtafes of the chordal densities that
makes this result likely (i.e., because the lowestdthoice is the most removed in pitch space
from the melody, its contour should naturally diverge thost from that of the melody).
However, because a melody’s contour and intervals difiér for every passage, as will the
harmonization, this result cannot be predicted. In shenmethod outlined above ensures pitch

and contour independence between the voices, while nmamngtahythmic uniformity.

*"In the actual score, there are a few instancesenaie instrument will briefly (usually one note) take
another voice. As there is no clear impetus foraffesice-crossings,” it is likely that they are copyierrors.

%8 However, this feature will not always hold. For exdenthe voice-leading occurring between the minor
seventh Ab4 and Gb5 of the melody in m. 8 includes oneeddsg contour in voice #1.
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What, however, is the logic behind the particular harzation chosen by Zappa? One
possible consideration appears to be scalar derivatitws i most apparent by comparing the
harmonization shown in Example 5.33 with that provided fersécond, varied statement of the
theme, the melody of which is given in Example 5.34thinfirst thematic statement (Example
5.33), the majority of chords are diatonic. Of the 63ochel pitches of the theme, 42 are
harmonized by diatonic chords, with densities D[1-4-3-2-5-4F-D1-7-7-4], D[4-7-7-1-7-7],
and D[E-5-2-1-2-5] utilized the most. Given this fact,iateresting dichotomy exists between
the horizontal chromaticism of the melody and vertiatonicism of the chords. In the second
statement of the theme (Example 5.44), Minor Lydiaords predominate, as 51 of 66 melodic
pitches are harmonized by the Minor Lydian chords of @erd Bible. Therefore, the
harmonization of the second statement can be heard/@sor Lydian variation on the primarily
diatonic model of the first statement. However, tieiading is weakened somewhat by those
pitches that are not harmonized in conformance to thdboprmating scalar resource for a given
thematic statement. These exceptions are indicatexbteyisks on Examples 5.33 and 5°34.
These non-conforming chords certainly make it more difito assert scalar resource as the
only harmonic consideration at play, but it is not likédgt the overwhelming predominance of
these scales is accidentl.

The logic behind the successions of chordal densitiesotin barmonizations is more

challenging to determine. For the most part, density ssmmes appear largely arbitrary, with

¥ |n statement one, exceptions include the Minor Lydiamcciy3-4-3-4-4-3], the seven-note octatonic
chord D[2-1-2-1-2-1], and especially the chord D[2-1-2-2-2aich appears six times in the last eight measures
(even concluding the passage).The last-named chord 1&g & it is not diatonic, octatonic, or Minor Lyah;
instead, it can be thought of as an ascending “melomiorinscale. In the pieces under investigation hef2;1D2-
2-2-2] is only found in the earlier-composed pieces. | hasteidentified any other significant melodic-minor
chords in this repertoire.

€0 Considering the harmonization of statement onegef@mple, it must be recalled that relatively few

diatonic chords are members of the Chord Bible, so thigh predominance in the harmonization must have been
intentional.
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no clear patterns emerging. Of course, any numbeortdiderations may have played a part in
the chords Zappa chose, but without sketches availablstddly—or the actual Chord Bible
itsel—the analyst has little chance of uncoveringéheéConsidering the first thematic statement,
three exceptions to the overall lack of patterning abeled on Example 5.33. Here, we find a
few brief chord successions replicated at differenthpkevels. For example, the chord
succession D[7-7-1-7-7-4] to D[4-7-7-1-7-7] at m. 10 is redtateT9 at m. 11. Similarly, see
mm. 12-13 and m. 15 and 17. All of these pattern replicatioogran support of melodic
sequences that were identified earlier in Example 5B3refore, their harmonizations act to
draw attention to the more tightly constructed segmei the melody. Conversely, the more
loosely organized elements of the melody receive a namegiom harmonization.

In statement two (Example 5.34), fewer of the aford¢mead transpositionally related
segments are found in the harmonization. This lack o@suesresult of the variation technique
employed in statement two, whereby certain segmentkseobriginal theme appear at various
transpositional levels, as indicated on the examplsefol that transpositions are figured in
relation to the original statement). The most sigaift result of this variation process is that
some of the previously discussed sequential activity ésealt causing further repercussions in
the harmonization. For example, the transpositionidwey from m. 28 to m. 29—T4 to T5 in
relation to statement one (compare with Example 5.32¢vemts the pitch F# of m. 28 from
partaking in the sequence, whereas its counterpart froranstat one (D of m. 12) did.
Accordingly, Zappa only harmonizes m. 28 sequentiallierahting between diatonic chords

D[E-5-2-1-2-5] and D[E-5-3-2-5-4]: More extensively, the melody of m. 31, which “should”

®1 These diatonic chords may perhaps serve as a referetheeprevious statement.
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be sequentially related to m. 33, is altered to such a eldped the intervallic sequence is
broken. As a result, these two measures are proviffededit harmonizations altogether.

Although the homorhythmic approach just discussed is thé pmegalent technique in
“Envelopes,” other, more sophisticated methods are asadf A significantly different
approach to voice-leading—one more commonly found in tiee Yeorks—is shown in Example
5.35a, a short two-measure link that immediately precedesntin theme of “Envelope§*
The melody for this passage is a complete descendingnaticoscale from Gb5 to G4, set in
even sixteenth-note rhythmic values. However, ofrdmaining instrumental voices, only the
first bassoon is similarly set to even sixteenth nobesughout. Here, therefore, we find the
closest example yet encountered of a contrapuntal e&extuZappa’s music. However, as the
harmonic reduction of Example 5.35b shows, each pitchhef melody—as in previous
examples—is harmonized by a seven-note chord of thed@ible. The rhythmic variety of the
passage is achieved simply by sustaining any common toaesd¢hur in the same voice
between adjacent chorffs.

Several factors were likely considerations in the hargadimn of Example 5.35. First,
the chromatic melody in even sixteenth notes createstructurally important T6 relation
between the melodies of m. 5 and m. 6. This T6 relasioaflected first in the harmonization of
the opening melodic pitches of both m. 5 and m. 6 wighsime chord, the Minor Lydian D[9-5-
3-3-3-5]. A further manifestation of T6 is found in the elfgoice #6), which in both measures

sustains a certain pitch for the duration of five sixta note$? these sustained pitches, Db and

®2 This link does not exist in the ECE version of “Enypels.”
3 Such common-tone retention was also found in the hamagon of the second statement of the main

theme. However, very few of such common tones werdasla for such treatment. In the harmonization of
statement one, however, any such common tones wghamically articulated.
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G, are likewise T6 related. Therefore, the interualcession created between voices #6 and #7
is 5-4-3-2-1 for the first five sixteenth notes of eaamsure. Following this point, the possible
chord successions within a measure are limited to thagedithe aforementioned uppermost
intervals. Within these constraints, chord choice hka$y then determined with common tones
in mind, producing the contrapuntal texture noted aboverefdre, in Example 5.35, the scalar
resource for each chord is less central to the conpusitprocess than its density, and voice
leading is more strictly controlled than in prior exa@sp

Our final example from “Envelopes,” taken from the codéso points towards a
technique found more frequently in the later-composed waomnksnely “voice crossing.”
Example 5.36a provides the passage in question, indicatingh&sorchestration employ&d.
As can be seen, the coda is divided into two-measure segnaemarcated by the change in
orchestration at m. 90. Both segments utilize only-faate chords, all of which are confirmed
members of the Chord Bible. Example 5.36b indicatesfdhenote densities employed and
numbers their voices from 1-4. In segment 1 (mm. 88-88),otkhestration follows the
conventions established above, whereby each instrunregitop of instruments, maintains the
same chord voice throughout. In segment 2 (mm. 90-91heoather hand, only voice #4 (the
melody) remains in the same instrumental group. Eneaining instruments “voice cross” at
various points (see voice indications [bold numeratsExample 5.36a).

The impetus for all of the aforementioned crossings nialle voice leading. Returning
to segment one, we find that the all densities empiley@fd-4-3], D[3-8-3], D[E-4-3], and D[4-

1-3]— have a minor third as their uppermost interval. eréfore, the instrumental group

64 Because the uppermost interval of D[9-5-3-3-3-5] is fiveca/ai6 must descend on the last sixteenth
note of the measure in order to avoid a repeated rbtebn voices #6 and #7.

% This music also serves as an isomelic variation.ot9rof the piece, transposed by T3.
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provided voice #3 (here, oboes and guitar) will always ttaekmelody by a minor third below.

Accordingly, no voice crossing is necessary to achtbi® parallelism. In segment two, the
parallel tracking occurs at the major seventh belosvrtielody. However, given the densities
employed in this segment, most often this major sevisnfbund in a non-adjacent voice. On
Example 5.36b those pitches that produce a major sewdthttihe melody are circled. As can
be seen, these notes are always given to horns 3 atbwn on the third staff of Example

5.36a. Therefore, these instruments will track theothelat a major seventh throughout the
entirety of segment two. All remaining voice crossingdicated are merely by-products of
“voice exchanges” with horns 3 and 4.

For the most part, the piece “Sinister Footwear I"rsflétle new to our understanding of
Chord-Bible harmony in the earlier-composed works. Héne, homorhythmic approach,
discussed in relation to the “Envelopes” main themem@st in evidence. However, one
characteristic distinguishing “Sinister Footwear 1" frdnvelopes” is the presence of the
hybrid style of composition, which was lacking in “Envelope3hese hybrid passages offer
important evidence regarding the state of harmonic/meloderaction at the early stages of
Zappa’s employment of Chord-Bible harmony.

Example 5.37 provides reductions of two hybrid-style passages the piece, one
occurring at rehearsal D (Example 5.37a) and the otherretearsal F (Example 5.37b). These
two excerpts are isomelic variations of one anotHarboth harmonizations, chords move at a
much slower rate than the melody, and thereby take imora traditional accompanying role.
Yet, as was true for “Envelopes,” the accompanying harmadni¢sese excerpts were likely
applied after the composition of the melody. One flaat bears out this point is the presence of

several non-chord tones in the melody (the pitches arcled on the examples). More
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importantly, the harmonizations of both excerpts apenmetely different: Example 5.37a
utilizes only Minor Lydian chords, while Example 5.37lattares mostly seven-note octatonic
chords®® Comparing the two harmonizations, the octatonic chofdsxample 5.37b are more
successful in encompassing the pcs of the melody, as wolyndn-chord tones are present
therein. A more essential difference is observed¢dyparing how the first melodic note that
sounds against each chord relates to the given chordaltydentn Example 5.37a, the
aforementioned pitch is usually identical to the top mdtéhe chord—a method consistent with
the practices observed in “Envelopes.” In Example 5.3 pitch is always the same pc as the
lowestnote of the chord. Importantly, the presence ofghe® distinct harmonizations suggests
that, in the earlier-composed works, a high degree ch mtratification still exists between
melody and chord, and further that, similar to the haipation of “Be-Bop Tango” discussed
above, chords function largely to provide a harmonlorcagainst which the melody is set.

In conclusion, my analyses of “Envelopes” and “Sinisteotivear I” have demonstrated
that the application of Chord-Bible harmony is reldfiv@mple in the earlier-composed works.
In general, chords have been subservient to melodyiiedppo pre-composed chromatic
melodies. The primary harmonization method we haveessed is the homorhythmic setting,
whereby each individual pitch of a melody is harmonized ayhord. Though these
harmonizations have appeared largely arbitrary, we hieeseen a degree of logic applied,
sometimes in terms of scalar derivation, other timeserms of voice leading. Finally, more
sophisticated utilizations of Chord-Bible harmony—includingntcapuntal settings created

through common-tone retention and voice-crossing technighage been encountered.

% Oddly, none of the chords of Example 5.37 are confirmedities, though they do all conform to the
chord-construction principle of not repeated pcs. Oomders perhaps if this music was composed prior to Zappa’'s
cataloguing of chords.
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2. “The Perfect Stranger” and “Dupree’s Paradise”

As pieces composed later in the period under investigdfide Perfect Stranger” and
“Dupree’s Paradise” are distinguished in several wage fthe previously discussed pieces
relative to Chord-Bible harmony. First, fewer unconfirmeldordal densities are found,
suggesting that Zappa had excised some of the chords fouhe @arlier pieces to arrive at a
more definitive catalogue of preferred chords. Therefallechords found in these pieces
conform to either diatonic, Minor Lydian or octatomui¢ch collections. Second, as already
established, these two pieces heavily feature eight-rbé¢oaic chords, making them the most
thoroughly octatonic music we have encountered in thidyst Finally, while nearly all of the
voice-leading techniques employed in “Envelopes” and “Sinigtootwear I” are present—
including homorhythmic harmonizations and contrapuntal sstiingated by retaining common
tones in the same voice—the dichotomy between medodlychord is not as strongly drawn in
these pieces. Instead, as will be demonstrated httvel€ of the Chord Bible are more essential
to the compositional process.

Though Zappa offered a program for “The Perfect Strangar’surrealist scenario
involving a housewife, a door-to-door salesman, and a vaaleamer—the analyst is given
little evidence in the score with which to tie the egeaf the music to the aforementioned
program®’ Two lopsided movements are indicated (hereafter “TréeBt Stranger I” and “The
Perfect Stranger 11"), but the listener will undoubteddahthe work as a single, uninterrupted
movement. Attempting to describe the form of the moaet under any conventional terms is
certainly fruitless. However, a certain degree ofmalr articulation is achieved by several

appearances of a “main theme” throughout the movemere.tréatment of this theme, which is

7 Many of Zappa’s orchestral pieces have programs of sonte (kiost were performed as ballets).
However, it is uncertain if the music is truly intendeddepict these scenarios or if they were merely applied
the composition was completed.
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stated twice in both movements, indicates some wayshich Zappa'’s application of Chord-
Bible harmony had evolved since “Envelopes” and “SinisteotWwear I.” As will be
demonstrated, this advancement involves a tighter integraticche scalar resources of the
chords with melodic material.

Example 5.38a provides the first statement of the ¢hemwhich occurs immediately
following the short introduction to “The Perfect Sigan” As shown, the twelve-note pitch
succession of the theme resides entirely within th& Q€bollection. Of these twelve numbered
pitches, those #1-#3 and #11-#12 are each harmonized by Chord-BibigeslensThe
harmonization of pitches #1—#3 is of the homorhythmic tygegreas that of pitches #11—#12
allows for common-tone retention in the same vaicapplicable (see violin 3, viola 1, and cello
1). On the whole, the octatonicism of the melodyas reflected in the harmonization. In
particularly, observe the use of Minor Lydian chomisditches #1—#3. At the end of the phrase,
however, the octatonic scale is employed for two efthiee chords that harmonize pitches #11—
#12. The last of these, the eight-note D[9-2-7-2-6-1-ZJarsicularly significant, as it closes the
phrase with the same Ogdscale that the melody unfolds.

Now consider Example 5.38b, the second statemenedhé&me in “The Perfect Stranger
l.” Here, the melody appears in isomelic variatiorthwine first three pitches transposed by T2.
As a result of this transposition, the entire melogliccession of statement two is no longer
contained in OCT,, though only pc 9 does not belong. More importantly, #renbnization of
the theme in Example 5.38b is entirely comprised ofteigke octatonic chords, set (more or
less) in homorhythm with the melody. Five of the na@eompanying chords are of the same
OCT, as the melody (see asterisks). This feature may becomlgidental in some cases, given

the presence of chords not of OGin the passage, as well as the already-small number of
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distinct octatonic collections in general. Howevég final chord of the excerpt is certainly not
coincidentally of OCT_,, as it marks a return to the same closing chord ahifpte 5.38a, D[9-
2-7-2-6-1-2]. In sum, Example 5.38b manifests a closetion&hip between melody and
accompaniment, both through the consistent use ofomitagonorities and through the emphasis
on the OCT ,collection in both vertical and horizontal dimensions

In the two statements of the main theme in “Perfecarger 1l,” the emerging
octatonicism detailed in the two previous examples is bitotghfruition through a more
thorough saturation of musical space with the @{3tale. Example 5.39 provides a reduction
of the first of these statements. Once again, thedyas presented as an isomelic variation;
here, however, it is also transposed by T9 from itgimai pitch level. Fortuitously, this T9
transposition allows for the retention of the QGTollection so prominent in the melody’s
initial form. Following this statement of the theriee melody embarks on a lengthy section in
the hybrid style (mm. 16—78). To accompany the hybrid-typedyeltappa adopts an approach
familiar from the ECE works, whereby a single chordustained for a substantial period below
the melody. As is indicated on Example 5.39, the choobmpanying the OGEtheme is D[9-
2-7-2-6-1-2], the same density that ended both of the prestatsments of the theme. Like the
theme itself, this chord is transposed by T9 from itgioail pitch level, thereby retaining the
OCT; collection. Additionally, following the theme statembethe melody continues to cull its
pitches from the OCil,scale. In fact, the entire pc content of the melofifExample 5.39 is
within OCT,,. The maintenance of this single octatonic scalenagle possible by the T6
transposition of D[9-2-7-2-6-1-2] at m. 21: an additionah$@ositional level of this chord that

allows for the retention of OGE.*® Throughout the remainder of the hybrid section initiated

% Both of these transpositions of D[9-2-7-2-6-1-2] are eqaidisrom the initial pitch level of the chord in
Example 5.38. That is, both are transpositions by ic3 (8918).
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m. 16, OCT 2continues to be of priority. For example, from mm-—@®, all octatonic chords
that appear utilize the OG7 collection, as do the melodies that occur in tanddth whese
chords®®
One important aspect of Example 5.39 is that it dstnates an integration of the

pitch content of both melody and chord. That isptighout this hybrid section, whatever pitch
collection is found in the soundingarmony it is the same andnly collection employed
melodically This is quite different from what we witnessed itatien to the hybrid section of
“Sinister Footwear |,” wherein it was apparent that thelody was composed before Zappa
contemplated its harmonic setting, resulting in varioois-chord tones in the melody. Further
evidence of this change in focus is seen in the fourith fiaal, statement of the theme in “The
Perfect Stranger,” occurring at m. 199 of “The Perfecrffer 11.” This final statement initiates
a huge isomelic restatement of the previously discussed 16x78, which plays out until the
close of the piec€ Here, however, the theme is returned to its intith level (beginning on
F, as in Example 5.38a). Not surprisingly, it is accongzhby the same D[9-2-7-2-6-1-2] chord
that closed both statements of the theme in “TheePetranger |,” reactivating the central
OCT,, scale. Further, the remaining accompanying densities aredeltical to their
counterparts from mm. 16—78, which will also result in pgmeness of OCil>throughout most
of the section.

The above examples lead us to the following general hgga regarding collectional

interaction between horizontal and vertical aspantsghese works: (1) when chords are

% The vast majority of chords used in this hybrid sectimn actatonic. However, one also finds two
Minor-Lydian chords and one (brief) diatonic chord (odiscussed below).

" The primary difference between these two hybrid isestis the deletion of various non-hybrid

“insertions” found throughout mm. 16—78 in the final sectidso, the orchestration is altered dramatically afd,
course, the rhythms are varied.
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juxtaposed, the maintenance of a single pc colledtam chord to chord is not a compositional
consideration; and (2) when a chord and melody (or ofkeremt) are superimposed, they will
typically share the same pc collection. We haveadlewitnessed plenty of examples that bear
out the first point (particularly in “Envelopes”). Orfarther example of this principle is
demonstrated in Example 5.40, a harmonic reduction of mm. 4§-9he Perfect Stranger 1,”
which immediately follows the second statement of ttheme’* Here, the homorhythmic-
harmonization technique familiar from “Envelopes” is emplb. Only two chordal densities are
employed, the octatonic D[1-3-2-1-2-1-5] and D[1-5-1-3-5-6-7, hnese two densities oscillate
back and forth as the harmonization for the twelve pgalf a “freely” chromatic melody. (This
type of sequential harmonization would more typicallyebgloyed for a sequential melody, but
that is not the case here.) Of these twelve chaalsen utilize the OGLcollection. Because
almost half of the chords are not of this collectizle can be certain that maintaining this
particular octatonic scale was not one of the comipasit priorities that went into the passage,
as it would have been quite easy for Zappa to change ledimegoitch here and there to
coordinate the pitch collection of both melody and agzaniment. Instead, it is the replicated
density pattern that supplies consistency to the excerpt.

As for the second point relating to superimposed layées, pc agreement between
melody and accompaniment demonstrated in Example 5.3Becaaen as merely an extension
of the practices familiar from Zappa’s diatonic musiowbver, here the accompanying zones
present thentire pc collection of the given scale. Besides hybrid texiurese novel practices
of superimposition are found in “The Perfect Strangel,oawhich confirm the hypothesis

stated above. For example, consider the excerpt paudexample 5.41. This passage occurs

" This segment is demarcated by its uniform rhythm, ak ehord sounds for the duration of a quarter-
note triplet.
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at the beginning of “The Perfect Stranger II” as a-ecefftained interlude, and is soon followed
by one of the thematic statements. In total, six rs¢paeight-note octatonic densities are stated
in the interlude, each by one of four instrumental groupsdwawls, brass, celesta, or stridgs.
Though none of the densities are attacked simultaneausht, chords continued to sound well-
past the attack of the following chord. Throughout mdsthe passage, in fact, at least two
chords are sounding simultaneously. Because superingposii employed here, all
simultaneously sounding chords must be of the same omtaswale. Further, because
superimposition is at work throughout the entire passaljsjx of these chords must maintain
the same scale. Not surprisingly, this shared collea§d@CT, ,, which, as already detailed,
plays a crucial role throughout the piece.

Another technique of superimposition employed by ZappdThe Perfect Stranger”
represents a merging of the two previously discussed methddiés method involves the
melodic statement of chordal densities, whereby adg&@itch-space realization is identical to
that of a Chord-Bible density. Two examples of thisnamenon are given in Example 5.42.
The first of these, Example 5.42a, occurs at the oafgbe piece. Following two Minor Lydian
chords in mm. 5-6, the central eight-note octatonic D[9226/1-2] arrives at m. 7 in the
accompaniment. Above this chord, a clarinet melodyerimposed that unfoldse eight-note
chord DJ[2-1-3-2-1-2-6]. Because this horizontalized chordsuperimposed above the
accompaniment, both layers must utilize the samat@aic scale (once again OG)J. A similar
description applies to Example 5.42b, an excerpt fronketigthy hybrid section of “The Perfect
Stranger II.” Compared to the remainder of this sectibiordal successions are fairly rapid

here. Typically, a disparity in pc collection mightcac in such situations. However, the

"2 The third density of the excerpt, D[3-2-1-8-6-1-14], requineshiigh C# of the preceding density D[1-2-
1-2-1-3-E] to complete itself.
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melody occurring in tandem with the chord successionddsmfbe symmetrical eight-note D[2-
4-2-1-2-4-2], which utilizes the OG}Escale. Therefore, the three different octatonic @ior
found the accompaniment are expected follow suit. Istieigdy, Zappa inserts the E-Lydian
chord D[E-5-T-4-1-2] within this process. This interpolatis made possible by the melodic
repetition of the pitches E-B-A# from mm. 57-59: pitched tlasuggest the E-Lydian mode.
These repeated pitches serve a dual purpose: not only dallheyfor the brief diatonic shift,
but the emphasized semitone B-A# of the motive alstmekefthe axis of symmetry for the
octatonic density unfolded melodically.

While “The Perfect Stranger” demonstrates a greategiation of harmonic and melodic
events, the innovations of “Dupree’s Paradise” are priynan the realm of voice leading.
Specifically, the technique of “voice-crossing,” which wave thus far seen only in relation to
four-note chords, is the chief compositional concerrthef piece’® The form of “Dupree’s
Paradise” is A-B-A', with the A sections containing timain theme of the ECE version with
which we are already familiar. The B section, whisloriginal to the orchestral version, is
essentially a concatenation of various experiments ®iord-Bible harmony, broken up by
occasional recollections of the main theme. Moshe$e experiments feature the voice-crossing
procedure we will now discuss in detail.

Example 5.43, one of the first instances of the voiossing technique in “Dupree’s
Paradise,” will demonstrate the basic elements akwd his excerpt occurs at the end of the
first statement of the theme in the A section. iMBcated on Example 5.43a, the melody in use
is a T4 transposition of the theme from the origiB&IE version. Example 5.43b provides a
harmonic reduction of the same excerpt. As shown, ssen-note chords are employed here,

all of which are confirmed Minor Lydian chords, withetbxception of the seven-note octatonic

3 This technique is also found in isolated spots of “ThéeBeStranger,” including Example 5.42b.
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D[1-5-1-2-1-6] (based on the eight-note D[1-5-1-2-1-5-1]).arfing the musical realization
(Example 5.43a), observe the rhythmic independence existiaggathe instrumental voices. In
prior examples (i.e., Example 5.35), such rhythmic independesse achieved by holding
common tones that appeared in the same chord voice. ldovtbe common-tone exploitation
of this passage is much more extensive than this tamtethod. Here, greater rhythmic
independence is made possible through the use of “voice nggdsaihereby an instrumental
voice crosses from its “assigned” chord voice ta ti@nother instrument.

Example 5.43b demonstrates the first step in the compaaitprocess by which the
texture of Example 5.43a is achieved. First, each chackssion is scanned for common tones,
considering those both in the same chord voice oethesveen different voices (these common
tones are indicated by arrows on the example). dfiven chord succession contains only
common tones in the same chord voice, then the \emsgnments of the instruments in the
initial chord may stand (e.g., see the voice leadingvéxen the first and second chord on
Example 5.43a). If the common tones are in diffeddrd voices, then the instrument first
articulating the pitch in question will cross into tiecessary chord voice to maintain that pitch.

On Example 5.43a, the chord-voice assignments (bold nighara indicated for certain
segments, allowing the reader to track some of thebl@teice crossings. The primary voice
crossings of mm. 35-36 are those of oboe 1, oboe 2 andetldri which were employed to
retain the common tones B, F, and Ab, respectivelje fEmaining crossings of clarinet 2 and
bass clarinet are fallouts from these primary cr@ssiras these instruments must cross into
another voice in order to complete the given chordl (aecause their chord voice has been

usurped by a different instrumental voice). The mostnsite voice crossing in Example 5.38a
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is found within mm. 38-39, wherein the initial melodic Abcbbrd voice #7, given to the flutes,
crosses into voices #5, #4, #6, and #3 in order to retaindimmon tone.

The voice crossings of mm. 38-39 are of interest, as foree the melody itsel—the
sustained Ab—to delve into the inner voices within therdhsequence. This is significant
because it reveals that the melody in these two measuret controlling the transpositions of
the chords, as was true for all previous examfileldow, then, were the transpositions decided
in these two measures? The answer is found in the lghdE is held for the final five quarter-
notes of this segment. As Eb takes over as voicae #7d span (see Example 5.43b), the chord
transpositions occur according to Eb rather than thedyald\b. However, the chord densities
that appear therein are limited to those that contaich seven semitones below the highest
pitch, thereby insuring that Ab will be present as a comtone throughout in one of the voices
beneath voice #7.

With our knowledge of the basic steps involved in the exgi®ssing technique, let us
turn to the experiments with Chord-Bible harmony of thesdstion of “Dupree’s Paradise.”
Though these are far too lengthy and numerous to detaillljnafe will look closely at three
short excerpts from this section, which will allow us $ee some of the compositional
possibilities afforded by the technique. These exampldélsalgb show a greater level of
abstraction at work, whereby the chords of the Chord eBibégins to assert greater
independence, no longer serving merely as harmonizatiopsdaromposed melodies.

Example 5.44 offers the first of these excerpts, mm. 107-1it@ed section. Similar to
the previous examples, both the actual musical reaizgitxample 5.44a) and its harmonic

reduction (Example 5.44b) are provided. To understand theduneseemployed here, we must

" This statement can be made because we already knowttistie “true” melody of this passage, given
its basis on a pre-existing tune.
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first examine the structure of the accompaniment. Asripi@ 5.44b shows, all densities are
eight-note octatonic chords. Six chords are in use, hagetchords are arranged into a
progression of seven chords—with one density appearing-twticat is stated four times in
succession. The first two statements and the finalstatements of the chord progression are
related at TO; therefore, from beat 4 of m. 108 onwatasmusic is identical to what preceded
it. The first two statements of the progression lilsavmanifest transpositional relationships.
Comparing these two statements, the first four correspgrechords map at T7 while the last
three are TO related.

Complicating one’s hearing of the aforementioned trasispoal relations between the
first two statements of the chord sequence is Zappajslogment of common-tone voice
leading. As can be seen, nearly all common tones rxibgtween adjacent chords—both those
in the same chord voice and those between differenesdsee arrows)—are exploited in the
musical realization (Example 5.44a) by the now-famiti@thod of common-tone retention via
voice crossing. Given the high number of common theéseen different chord voices, several
voice crossings are executed. Evidence of the shufffingioes that occurs throughout the first
two measures can be seen by comparing the voice assignofiehe initial chord with the final
chord of the first half of the excerpt. As can berseonly the flutes and oboe 1 conclude with
the same voice assignment with which they began, dritiese three, only the flutes maintain
the same chord voices throughout the entire segmentccordingly, the T7 and TO
transformations can only be perceived in entirety bysoty on the flute parts.

Following from the immediately preceding observation, nwest assume that flute 2,
which contains the highest voice (#8) throughout, represdm melody of the passage.

Therefore, the transpositions for each chord are dedgetthis voice. Considering the high
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number of same-voice common tones that charactetidgsvoice, providing it a rhythmic
distinction lacking in the other voices, this would reea logical assumption. However,
compared to earlier examples, this voice holds less ptimahcy, as it is easily swamped by the
other instruments in the texturd. Instead, it is the employment of the chords—their
arrangement into progressions, their small- and largke-d4canspositional relations, and their
complex voice leading—that provides the most salient &spéthe music.

A more complete integration of Chord-Bible harmony tme tmusical texture is
demonstrated in Example 5.45, which provides mm. 196-200 of the pi¢ere, m. 196 and m.
200 sandwich three measures comprised of eight-notepictathords. In both m. 196 and m.
200 (see Example 5.45a), one finds the melodic unfoldingset/an-note chord (octatonic D[1-
5-1-2-1-6] and Minor Lydian D[3-3-1-3-4-7], respectively)otB of these horizontalized chords
are tracked below in parallel by at least one instrumémntn. 200, this parallel tracking is of the
three-note chord D[E-7]. The instruments involved his t“melodic” gesture conclude by
sustaining their pitches throughout the rest of the giweasure, under (or over) which the
remaining instruments create different seven-notedshior tandem with these sustained pitches.
Example 5.45b provides the harmonic derivation for thesente@asures. As can be seen, in
both m. 196 and m. 200, the sustained pitches are creately laiggé¢he retention of common
tones between different chord voices. For exantpke,sustained C# in m. 196 voice-crosses
from voice #6 to voice #4 to voice #5 throughout the chord pesgyn employed. Because
none of the sustained pitches are treated as voigethése measures, the compositional process
that generated the accompanying chord progression could haneabkieved in several ways.

In one scenario, Zappa may have composed a new meloide#7, and thereafter determined a

5 In the similarly-scored Example 5.44, the melody hagnbgiven to both flutes, thereby thickening its
volume.
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succession of seven-note chords that would retain thieedesustained pitches in one of their

voices. In another scenario, he may have first ddaihea series of chords, and then found the
appropriate transpositions that would maintain these acomtones. By either scenario, this

passage shows Chord-Bible harmony influencing all facetseofompositional process.

Our final example contains one of the most virtuosiizations of Chord-Bible harmony
in “Dupree’s Paradise,” wherein the chords employed imecthe primary motivation of the
musical realization. Example 5.46 provides mm. 131-135, thenragi of a segment that
extends through m. 141. As in previous examples, this gassayiven both as it is musically
realized (Example 5.46a) and in the form of a harmonic tesu¢Example 5.46b). Whereas
previous examples have all exhibited a melody to varying degthis excerpt is not “melodic”
in any traditional sense. Instead, the musical raiadia (Example 5.46a) features 23 orchestral
parts arranged in a hocket-like texture. All simultangossunding pitches in the passage result
in Chord-Bible harmonies; in m. 131, 134 and 135, a chord is foomeglery sixteenth note
while in mm. 132-133, a chord occurs on every quarter noteheAsarmonic reduction shows
(Example 5.46b), both seven- and eight-note chords intgtenherein. Most of the seven-note
chords are Minor Lydian chords, yet both seven-notaauta(D[1-5-1-4-1-6], D[1-3-2-1-2-1])
and diatonic chords (D[4-7-7-1-5-2]) are also found. The naméss of these chord successions
appears to be a result of the focus on common-tonee vieiading. As Example 5.46b
demonstrates, each chord succession features at leasioomon tone. More often, several
common tones of both familiar types are found. e thusical realization, all of the arrow
pathways shown in Example 5.46b are exploited as in quswexamples, as the reader may

verify.”®

76 Zappa overlooks only one opportunity for common-totenté®n, specifically the F#4 that occurs within
the second and third chords of m. 135.
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Because a 23-part orchestra is employed here rathethaypical seven- or eight- part
section, the voice-crossing technique is necessarila afifferent nature. While previous
examples have shown instruments impinging on the chorek wriginally assigned to (and
conceptually belonging to) anstrumentalvoice, here no chord voice is assigned to a particular
part. Instead, any instrument of Zappa’'s choosing may @lgiven common-tone span, and any
of the remaining instruments may be employed to fill oatektra pitches of the chord density
occurring in tandem with the common tone. Thereftre,terms “voice leading” and “voice
crossing” only apply in relation to the more abstradrdhvoice space shown in Example 5.46b.
Besides the aforementioned desire to find chord succestimahshave a large number of
common tones, it is difficult to ascertain any otlginciples that may have generated the
densities, and transpositions of these densities, sholrample 5.46b, particularly given the
lack of a recognizable melody. As with many of the qoastithat have arisen in this section,

answers could only likely come through the study of Zappachkes.

[ll. Summary remarks.

In this chapter, several aspects of Zappa’s non-diatongic have been summarized. In
part I, we considered Zappa's early experiments witlalgan and how they may have impacted
his approach to pitch chromaticism. Three charactesistere described as possible fallouts: pc
diversity, chromatic saturation, and inversional symmyetThrough these tendencies, Zappa
managed to incorporate certain general characteristisgrial composition while maintaining
complete control over pc succession. These chroneticnigues were shown to be most

prevalent in Zappa's melodies. In part Il, the conceptscale was reintroduced into the
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discussion. Described here as a response to the flaknsistent approach to harmony in the
chromatic music, Zappa developed a system based on a “Blided in the period from 1977—
82. These chords, which reveal some indebtedness toe¥&aot®rdal writing, were shown to
be primarily vertical realizations of three scaleBatonic, Minor Lydian, and octatonic.
Throughout analyses of four pieces, “Envelopes,” “SiniBtatwear 1,” “The Perfect Stranger,”
and “Dupree’s Paradise,” an evolution in the employmehtChord-Bible harmony was
demonstrated. In the earlier-composed titles, chorde weed primarily to harmonize the
individual pitches of chromatic melodies. Thereby,ocmaticism characterized the horizontal
dimension while scales were relegated to the vertibathe later pieces, greater care was given
to integrating the Chord Bible in the compositional precesn “The Perfect Stranger,” an
emphasis was found on chords and melodies within the; @8C@le, thereby achieving a greater
coordination between melody and accompaniment. Finallfpupree’s Paradise,” Chord-Bible
harmony and common-tone voice leading between chords sheasn to be a primary
compositional concern. In sum, this chapter has detnraded the various ways in which Zappa
appropriated features from the music of his post-tonalienttes while developing his own

unique compositional methods.
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(1966)

(1967)

(1968a)
(1968b)
(1969a)
(1969b)
(1970a)
(1970b)
(1970c¢)
(1971a)
(1971b)
(1972a)
(1972b)
(1972c)
(2973)

(1974a)
(1974b)
(1975a)
(1975b)
(1976)

(1978a)
(1978b)
(1979a)
(1979b)
(1979c¢)
(1979d)
(1981a)
(1981b)
(1981c)
(1982)

(1983a)
(1983b)
(1983c)
(1984a)
(1984b)
(1984c)
(1985)

(1986a)
(1986b)
(1988a)
(1988b)
(1988c)

Figure 1.1. List of albums cited.

Freak Out!

Absolutely Free

We’re Only In It For The Money

Lumpy Gravy

Uncle Meat

Hot Rats

Burnt Weeny Sandwich

Weasels Ripped My Flesh

Chunga’s Revenge

Fillmore East — June 1971

200 Motels

Just Another Band From L.A.

Waka/Jawaka

The Grand Wazoo

Over-Nite Sensation

Apostrophe

Roxy & Elsewhere

One Size Fits All

Bongo Fury

Zoot Allures

Zappa In New York

Studio Tan

Sleep Dirt

Sheik Yerbouti

Orchestral Favorites

Joe’s Garage

Tinsel Town Rebellion

Shut Up ‘N Play Yer Guitafthree volumes)
You Are What You Is

Ship Arriving Too Late To Save A Drowning Witch
The Man From Utopia

Baby Snakes

London Symphony Orchestra

Boulez Conducts Zappa: The Perfect Stranger
Them Or Us

Thing-Fish

Frank Zappa Meets The Mothers Of Prevention
Does Humor Belong In Music?

Jazz From Hell

Guitar

You Can’'t Do That On Stage Anymore, Vol. 1
You Can’'t Do That On Stage Anymore, Vol. 2
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(1988d)
(1989)
(1991a)
(1991b)
(1991c)
(1992a)
(1992b)
(1992¢)
(1993a)
(1993b)
(1994)
(1996a)
(1996h)
(1998)
(1999)
(2002)
(2003)
(2004a)
(2004b)
(2006a)
(2006h)
(2007a)
(2007b)
(2007¢)
(2008)
(2009)

Figure 1.1. ¢ontinued

Broadway The Hard Way

You Can’'t Do That On Stage Anymore, Vol. 3
The Best Band You Never Heard In Your Life
Make A Jazz Noise Here

You Can’'t Do That On Stage Anymore, Vol. 4
You Can’'t Do That On Stage Anymore, Vol. 5
You Can’'t Do That On Stage Anymore, Vol. 6
Playground Psychotics

Ahead Of Their Time

The Yellow Shark

Civilization Phase Il

The Lost Episodes

Lather

Mystery Disc

Everything Is Healing Nicely

FZ: 0z

Halloween

Joe’s Corsage

Quadiophiliac

Imaginary Diseases

Tance-Fusion

Buffalo

The Dub Room Special!

Wazoo

One Shot Deal

Lumpy Money
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Example 2.1. “Mo ‘N’ Herb’s Vacation I”: m. 64filLondon Symphony Orches#z00-4:10).
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Example 2.2. “Rollo” [maginary Disease$:14-1:32).

(answer at T5)
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Example 2.3. “Echidna’s Arf (Of You)Roxy & Elsewher8:07-3:13).

sequence altered

position: VII VIII VII VIII VII VIII (pattern broken)
be
o '@
J | . o] ol’bf‘ hf‘&-"ﬁpﬁ hzoz_ E te, telef bj'-"‘g
be Thaa’ o qe o i I e i i e i e e
e R e ===
fingering: 1 1 1 3 4| (etc)
strings played: 5.6 A 3.4 2.3 . L2 , L2 2.3 2.3
5 [ 7] &1 | ’\‘\ & & - [ 7] (7] I[’H & & ’\‘\ [ 7] (7] il\’ & [ 7] [ 7] [ 7] ﬁ & &
16———>e T : i — : v = S z i ——
Y 14 4 14 !

Example 2.4. “Peaches en Regalia” stdot(Rats(a) 1:05—-1:23Filmore East(b)):
discrepancies bracketed.

N L A A\ A —~
affeprrtiei et Ui L
D)
put, . Efle oFfeles ., Ses Seogeilefle f£ooe,
(b = EEE T

(a)
o

(b) .'"_"L_:g--:
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Example 2.5a. “Mo ‘N’ Herb’s Vacation I": opening melogihrases.

Phrase 1:
— — — —
= ; —— ; — e E——— — .
y AN 1 [ 7] ] 1 1 I I 1 I I 1 I 1 |
[ & < W /] L & "y 1 ] & I 1T |
VK = o — | et || 1
3 +# b [ [ 4
Phrase 2:
'—3| 11:2
— ’ 6 1
ﬁ F ﬁ o
n I T 1g T 1 Tgf ﬁﬁﬁv ui_ll I I I lﬂ _JJ. 'ﬁ | I ]
- bl T D - I I I Y Py - Il heo 1
IGEEIIETINY TP e [ e ! |
D) * r > E R A
» v
. 11:2

Gtr.

Example 2.5b. “Theme from the Third Movement of Sinistestivear”:

opening melodic phrases (trans. Vai).

Phrase 1:
Hout 3 7
A3 f f — - |
LS —— — T f ai f 79:* R — i
(] =1 = 0 .

F 333933 FI=
Phrase 2:
3

Dot ‘ e o !
V4 hil ¥ 1 1 | | 11 1 1 V\L/ﬂ- —l’a. I
o e e =
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Example 2.6. “Alien Orifice”: m. 57ff
(Frank Zappa Meets the Mothers of Prevent2o83—2:42):
CAS and CSEG contour analysis.

CAS:
Il | ' H
oJ [S— E | | - #ﬁ—‘

i | L , 8:6 i

CSEG: <1302> <1302> <1202> <1201>
CAS: <+, -, +> <+, -, +> <t, -, +> <t, -, +> < > g <H -, >

o) = B) 3 J [
et == e ==H

& T —d—ﬁ‘i—‘_ T o

Q) bl - F_‘I J_‘_, L @
CSEG: <1201> <2301> <1202> <1203> <2301> <2301>
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Example 2.7. “G-Spot TornadoJ4zz From Hejt
Al and A4 (0:36—0:47) statements, with pitch-substitutiontchar

T2

B —» C#

T4

A — » C#

T2

Ft — G#

T3

E —>G

T2

C# —> D#

JA.] ),
== = == =
) »
e H e
T T
» ]
» u
# = = =]
T e
ﬁld
X A
Huﬂ =
T —~ 1%
1l /WA\ St
| Wy
i
i mwu
Nl o1
o1 Il
Llli xhlw
M‘H = -
T ~ [T
m ol
Ep=s —l LT
L
i .
o1 Il
Huﬂ =
TN BL
~~
| | VA | Eingy
Il [l By
L
L | |
ol B )
§ &) W L
T2 L S
In O < \O @]
— <+
< <

=

-#‘ =

foge

'Flf‘ =

X)

g

[F=—e—

[ 73

T

'ﬂ‘ =y

[F=——

[ 7]

l__|(X)

e

T

x)

Tt

CSEG:

(&8N [ # g T

Y AWK 7]

'Hﬁcc

x)

A4

CAS:

Al

o 1L
™ T
_ﬁ A »
T e
A ]
A8 5.8
1L T
" A S
] )
L= =
L]
L w w ==
e
N @ N
~/
B LaLe
e ™
B
o1 o1
o Onl
pram uhln_v
Bl
e
—_
o Ke) 1#/
. i:
13
Exs
N
L ey
9™ o1
Bl
= M
~—
Ew = LY
n‘H ===
13
H| O
23|
Cron e
N &) 7
<
<

x)

CAS:
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Example 2.8a. “The Black Page #Zappa in New York):
contour-related segments.

mm. 1-3, 1:53-2:04

D =y
=TI NI e
%Eﬁ:ﬁﬁ_ , —= |

CAS: S e e N e

]

e
Ea

mm. 16-18, 2:51-3:03

D B B ¢

| I

oo &J;i L’ = I:];/—\‘Il). iﬂ' - 1
R R I B ===

L 1 5

CAS <_) +3 'y +» +s To Ty +» ) +a +a o +a To "o +=>
Example 2.8b. “The Black Page #Zgppa in New York)
corresponding phrases.
1:26-1:43 Af_ﬁ
~ —~ — ~ " . '

s T
G= Sild . ' ' —‘—H:l—o—H—‘—‘—o—o—ngﬁ

2:58-3:07
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Example 2.9. “Oh No™:
thematic statements related by isomelism.

Phrase 1: mm. 1-6

7e
1 23 4 5 67 8 9101112 13 1415161718 19 20 212223 24 252627 28

— 3 J 3
o} | L —P _l 3 e
P71 ) p=1z]
AT T N i W N ) P~ A 7 2—— & ﬂ%‘
(88 % | 4 1@ F M 1 171 Vg T TSl 1ol )
Do AT e gttt & 0 B ]
1234 5 67 8 9 1011 12 131415 16 171819 20 (etc.)
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Example 2.10. “Jumbo Go AwayY6u Are What You Is)
isomelic variations.

(@) mm. 1-2, 1:31-1:36

., . Heu, .. He . bo oo — . L
Y 4) x o ¥ I 1 1 M‘HF 4 H¥ (72 | I | 'U.P he V™| bal | rw
o/ | I V I PNy 'I I ! I I 'ﬂl "r I } DF V'L\ {
% ' : —— I ——— .
33— 3 3 ===6==
1 23 4 5 6 7 8 9 10 111213 14 15 16 17 18 19
(b) mm. 4—7 (at T11), 1:38-1:46
L] | H-" Il H—
—— P F__#Fq? = . —=
T ! 1 ’V 1 1 ! 1/ O d ! 0
i — ] 2 =1 i .
PY) ‘/_3,,4 /3/
1 2 3 4 5 6 7 8 9 10 112 13 14 15 16 17 1819
(c) mm. 13-15, 1:54-1:58
A e u_ L, te "
P 4 - N [~ 2 o 1] o - " 11 - Lo [
Y 4t LI W | | | - | 'D.F - [ r i 1L
[ an . 1 bl 'EI.F AL 1
ANIV4 ) ] | il 1D ” hil
U | N h
1 2 3 4 5 ¢ 7 8 9 10 11 12 13 14 15 16 17 18 19
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Example 2.11. “Be-Bop TangoRExy & Elsewhere)

thematic statements related by isomelism.

(a) mm. 4-6, 1:42-1:45

|

= = pe> fe e To ;
h | I ]
o ===
12 567 8 9 1011
(b) mm. 12-14, 2:00-2:05
o) u - - . :
& s | ! =5 T |
ﬁ—'—H_EQ el FCi = = |
6
12 3 4 679 879 1011

o} T3 g Y- o . | — 77—
A — T+ e  — o -/:Fﬁ:hﬂ
D4 g  — o —— ——+ 7

e 4 g3: w32

12 3 10 11



Example 2.12. “Manx Needs WomerZgppa in New York)
recapitulation through isomelic restatement.

(a) A statement
13

9 Y/ I I - - P
- i O
e
1 2 3 4 5 6 7 8 9 10

(b) A' statement, 1:04—1:08

[} 5 5
e ___ &=

-
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Example 2.13. “Big Swifty” You Can’t Do That on Stage Anymore V§i. 1
improvised recapitulation via isomelism.

(a) beginning of A section

| N N N N N A S N N A |

hl |
B i
zﬁ:ﬁr_dlll 1T

(second statement)

(c) (0:23-0:30) of A section

sequence
/—\ //_\‘

S EEPEE=mmmmim———c ! = e
58— tHeed 1% 1 — e——H] I
" T L — - P~ p— .

(d) 14:02—14:24 of A' section: isomelic variation of (c)
—3— —3—
Dttt 3 5
e e e
Y | y o = = e e e g
. O RS FEE N FEEEEFEE

(sequence subverted by rhythm)

A I

Y aY

1 ! 17
&
et

|

- |

bl I
&

| 1HER

| 100N

L YRR

::E"
il
T

L JARE

. Wl

(YN
L 1u
(Y1
(YR
E =
(Y|
ol

(sequence restored)
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Example 2.14. “Mo ‘N’ Herb’s Vacation I'Llondon Symphony Orchestra)
isomelic relationships within A and A’ sections.

(a) m. 25 from A section, 1:43-1:46
5
E== -

) bo b

A\ I
A"
k]

LY
[}

Xy
[}

=

!br_,

[
=

e

o bl
= — ﬁ ﬁ =

3] - He i —
E be fo ®

14

=

Example 2.15. “Mo ‘N’ Herb’s Vacation I'Llondon Symphony Orchestra)
isomelic relationships within B section.

(a) mm, 37-39, 2:32-2:38, beginning of B section

“

o] | |
P’ A ) ) —|—E 1 1 I 1 ]
b — == : o—tre =~ —r——
ANIVAES 3 1 Id 1 P2 D L— 1
J =z L= e 7
— [ = NS S
1 2 3 4 5 6 7 8

- A e Bl — ,
Lo %— T i ' e —a o
.J é\_/“ V'v-: ba‘ _.b, i
' v
1 2 3 4 5 6 7 g (7 8)
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Figure 2.1. “Inca Roads” formal outline:
(a) (The Lost Episodés
(b) (One Size Fits Alj isomelic variations in bold.

(@)
A B A
Theme 1 — Link — Theme Transition — Trombone/Flut® S- Theme 2| Theme 1 — Link — Theme 1
(part 1) (part 2 (part 1) (part 2)
0:00 0:15 O:1<.|9 | 1:08 1:22 2:36| | 54: 311 3:14I
(b)

v
Theme 1 — Link — Guitar Solo —ink — Theme 1 — A section —Theme 2 — B section — A' section
(partsy, 2) (part 2)
0:31 1:43 2:00 5.09 5:27 5:41 6:05 6:23 8.05

Example 2.16. “Inca Roads”:
isomelic variation of link.

(a) The Lost Episodes, 0:15-0:18

7
5 —————— 7
0 : b g FF =
i == ey
y Y

D == LA ' o
(b) One Size Fits All, 1:43-2:00

2 = = :

A eter, o, = Ca—

Q) % L ; @ @ - i K ;
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Example 3.1. “Oh No” mm. 1-6.

tactus

77

-
>
=

-
T Kol

| It 9

o | 11

L

|P= ¥

-

periodicity of meter
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Example 3.2. “Dog Breath, In the Year of the Plag@ag” (
and “The Dog Breath Variations” (b).

(a)

tactus: 4 _>l (etc.)

9 % = = j T T i — oy j T F—I
e e T D = e e B
Y] 'n‘ = = " L 4 HL‘ ] ne—e

(b)

tactus: Te T:e % T:e-
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Example 3.3. “Pound for a Brown” main thenién¢le Meat0:05-0:15):
polymetrical texture.

cycle
= = = = e e e = —TF s 4l =
melody H&% 4 14— —t4—e—o T4 4 I
o - - i = I r
8 (etc.)
1 T T T T =1 T ™ - =1 [T T
ostinato EXA—prm e e o e s e e et e e
drums:p P
(pulse)
Example 3.4. “Oh No”\\Veasels Ripped My Flegh:55-1:08).
H )
4 E 3 H—# E 3 ”l -
R H Ht i e
ry, | |
3 5 = 3~ 7
- ‘!‘t ! I I I ) i I I I I 4 } I 8
periodicity: seven quarter notes
T 1 ] dl T L | .| 11 ! :! I 4 I - ]
TR — ) = - fae =t : J
(etc.)
e £ o ——— P o s s o P—i—%ﬁ—k—'—i
[® ] ] ] 1 1 ] 1 4 I 1 ] 11 ]
A I 28!
length of metrical shift: seven quarter notes return
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Example 3.5. “Oh No”\\Veasels Ripped My Fledt?5-1:44).

melody

bass

drums HiI

.\
—H
up
15
—H
4
~tH
~H
—H

275



Example 3.6. Metrical consonance.

Example 3.7. Grouping dissonance G4/3.

o o
4 4

.
JJlJJiill)l]

‘—w?— ~ @
. w QO

JJ

Example 3.8. Displacement dissonance D2+1

22002000000

rhythmic
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melody

bass

drums
(pulse)

Example 3.9. “Moggio” The Man from Utopid :47-1:53):

displacement dissonance D2+1.

consonance displacement dissonance new consonance
9 ) n — T st B T Jl I I % ]
Y 4\ () ] T | | 1 & 1 | T | b | IS 3 |
[ £ an W/ ] I | | | I I L :I |4 |
ANV 17w | =K I %ﬁ#_d_‘ I ]
o — b J =
2 2 22 0
_ _ . .
O —— K T  J— - f T % ]
O ] 1 1] 1 & I I | || 5 o P
= H i he o S 4 PArr rm
— Bl el Bl
6 6 (6 6 ) 4 4
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Example 3.10. “The Black Page #Zgppa in New YorR:02—2:24):
metrical dissonance G5/4.

czcleZ

T T~ T T

0 RS e £ e | o
7 7 T 1 T 1 1 T 1 1 T T ]
melody ey Z—<= ——— = : -  — ] |

D)
5 5 5 5 5
bass

drums

4 4 (et 4-bar hypermeter

(pulse) %

"extra" measures
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Example 3.11. “Echidna’s Arf (Of You)'Roxy & Elsewher8:23-3:30):
grouping dissonance G9/5.
3-unit m.5
displ t —_——
lsp = I I 1 || ] | I w I ]
melody === oi=—_ SSSREsE=rres
oJ 3 4 ;I- & el ;L o
K
9 9 9
bass PFB———1 T 1 ST "=
5 5 5 5 5 5
early glignment end of
"extra” Tssonance
m.7 .
==% 2 units
fH n n te e | —
yan to—— ] I — ] — — r—
g Fo t — e f I e ]
fe " Smm—— T
9 9 5 (etc.)
0 l‘ I q T I‘\ 1 q I I | " ]
%ﬁj i t‘:#i i 1 Iyl ] 1 Iyl 1 1 I/ 'V ]
5 5 5 5

Example 3.12. “T'Mershi DuweenYou Can’'t Do That on Stage Anymore Vol:23-0:21):

indirect dissonance.

10 10 10 10
5 5 5 5 5 Sﬂ 5 5
_ A o | . bq g . N B i
R = = e S S = ==CmC
14 y—r 4 v v® o
23 2 3 (ete.)
TS5 (etc.)
mo 10 e !0 e 0 e ° .
, fee eef fee eef fee  eef fee  eef
ANV ™| a 1 4 oo a 1 o | e 1 o o o - -
2 2 2 2 2 (etc.)
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Example 3.13. “Approximate” mm. 1-12.

drums (pulse): % % 9_J- 9_l (etc.) F m.5 f
) ——— 2| a x
H ‘1;'\- - ‘1{1 S 3 oS g 69 - L\n - 8 L)@ oum o8/ @ &
[ & an Y /1 VLA [ o/ V [ o T o/ of o Ll =d 7 ef | 74| e [ ael
\NIY ; i i y— i i  — i i
PY) [ [ 4 ﬂ [ [
4 4
m.7 m.lle_F_
) : ee ee e = .
y 2 | YR ] y 2 | - ] - L & & y 2 S/ wm “ha =
:@tﬁj- - < | — - N —— - |— ——Y Py i iid —d—
o | Y | |
4? 3 3 3 3
indirect dissonance return

Example 3.14. “Sinister Footwear I” mm. 64—75.

m. 64 . m. 67
!"": #-.rh—'r d"". lH."‘. bge —~ —~ R ]
i i o s e i A B B s i ————
1IN ) 11 ] 1 ] = 1 ™ huef P ! 1 1 |
1O ) L | | 4 I H | | I 11 1 ~]
L i l T S—— n_‘_;/‘_r u
rhythmic unit established 23 4 3 6 7 Q 9 10 11 12
m. 70 m. 74

:m i - 77— 1 - — oo '
S I | 4 I I 'I/ T I LT I T hal =l
o = < T e gbd T
13 14 13 12 11 new section
goal of
augmentation
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Example 3.15. “Approximate™{CDTOSA Vol. D:30-0:40).

(a)
o) | -
S N | | | | | |
_@_z Te] 9 z = 7= o 8] ro o
Q) e e
22 13 13 16
(b) unsyncopated version
o)
P’ 4 |
y AW ] by O
@ X O] O © O [§ ] [$ ] L= e
oJ

Example 3.16. “The Eric Dolphy Memorial Barbecue”
(Weasels Ripped My Fle®h07-0:18): progressive rhythmic augmentation.

| n (etc.)
\J Pl

Ex=

\-___
TT®
s

(o]
|
1

Ex=

BA,

T —
durations: r

A (- ]
P | . 1
' -

—
e e

prf f

S
.

N
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Example 3.17. “The Black Page #1” mm. 6Z&pa in New YorR:12—2:21).

- R A=A T
melody oy F—a — :
- ' =
oJ - —
5 5 5 5 5 5 5 5
bass ): ;% b b
’_l L= c "4
16 16 16
drums
(pulse)
4 4 4 4 4 4 4 4 4 4

282



Example 3.18. Yeston's Example 4.2.

b J .
c 43 I

3 3

B o o d o 44
A Jdddddd

Example 3.19. Geometrical and arithmetic conceptiongoiidia.

(a) geometrical (b) arithmetic
representation representation

(5] I (5]
() ]

2 2 2 3
[)]
(] [ ]
— 24

3 3 2
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Example 3.20. Rhythmic dissonances.

(2) (b) (c) (d)

J]”JJHJ PR ”J P “
ceees LCJ ddddddddddgddddddddddddy

ratios: 5:2 3:2 11:3 13:4
length: L=1 L=2 L=3 L=4
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Example 3.21. Zappa’'s demonstration of 5-over-3.

(a) exchange between Zappa (Z) and interviewer (I)

I: How can you illustrate this?
Z: Well, draw fifteen dots on a piece of paper

Z: Draw stems coming up from every fifth one on the top, and stems coming down from every third
one on the bottom, and you'll see the effect of five over three:

. J S

o f 0T [

(b) correct realization
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Example 3.22. “The Black Page #1” m.Zappa in New YorR:03-2:09).

9

Qé§>k>
)
{

melody

bass

N
BT

0

o

drums
(pulse)

Example 3.23. “Sinister Footwear IITiem or UF:24-7:27).

melody i i

13:12. —

drums
(pulse)

L
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Example 3.24. “The Black Page #1” m. 4: resulting rhythmicotigaces.

.
{
{
{
{
{
l
[
.
i
L)
.
.
.
[
{7
.
{
{
{
{
('
.
{
{
l
{
{

rhythmic
layer

\
Q
Q

LI

(implied) |

BRJL)
Bl
R L
BRJL)
=1

metrical
layer

(tactus)

J
L
—

—
—

Example 3.25. “The Black Page #1": nested dissonances.

(a) m. 5 (Zappa in New York 2:08-2:12)

I 3

.'_bl
:’h_@_q 2 s S ——— :
o = e
5 6

(b) m. 15 (2:47-2:51)

e

0 . #
T

o) L 7:2 5
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Example 3.26. Bass accompaniment to “The Black Page #2.”

D [ y 2 7] E [ y 2 7] EI:
%‘ 7 T 7 7 1P — v
oo oo

melody

bass

drums
(pulse)

Example 3.27. “The Black Page #Zgppa in New York:47-1:55):
ratios of notational augmentation.

4:1 ratio

AN —T1 > 1 — e —
3, | i
5 7
7
T e L S— - by o s m— :
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Example 3.28. “The Black Page”: corresponding phrases of
(a) “#1” and (b) “#2.”

(a) "The Black Page #1" mm. 27-30 (Zappa in New York 3:35-3:48)

/5/ -
"3 wt "3
9 P lte ® Foppll eoef Lo oo OF i o
(Ps—7—~" o — £ T —o— HI
T
5 11 T =
b o
b oL ppoe £ 0" o _ - o
EE=EESEEs, S —Fo——

L

11

— 55— o . o —3—
0 Hee ® Foppfleelf o o L tu, e » o
- » "r | i = — — I " ] i
—_ [ ]
5
4:1 ratio 2:1 ratio 1:1
ratio
—3—
e b be _ hePbeeos belbe. | e e be
I 1 | e} 1 1 1| I el | 7Y 10 T 1) T ]
1 1 1 be — || Lt - | L O 1
[ f an WHP-N 1 Ll el I | | el I 1 1 ]
ANV L | I | I I
5 11
11
recomposed 4:1 ratio
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Figure 3.1

(a) Rhythmic dissonances in 4/4 meter (tactus = quarter)

L=1/2 L=1 L=2 L=4
3 3 3 11
5 5 5
6 7 7
9 9
11 11
13 13
6 15
10 17
10
14

(b) Rhythmic dissonances in 3/4 meter (tactus = quarter)

L=1/2 L=1 L=2 L=3
3 3 3 5
5 5 5 7
7 7 8

9 10

11 11

13 13

Example 3.29. “Pedro’s Dowry” mm. 59—-62ofhdon Symphony Orchest8a20-3:35):
rhythmic augmentation.

L=1 L=2 L=3

f be o he be be o te e be o be b

(o ——= o P " = Ip
| —————— 7 76
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Example 3.30. Zappa’'s beaming of “Alien Orifice” m. 4.

r r bg o o £ o
melody ﬁ ——
Q) L
drums ™~ |
(pulse) H 2 | r r " !

Example 3.31. Internal groupings of L=2 subdivisions of 10
in “Mo ‘N’ Herb’s Vacation I.”

(a)ym. 12
10 1
M‘_IP‘ | T
o 5 D6
DA 2o eie g .
Q_~
T9
(b) mm. 22-23
10 |
P fo - 10
g EEfPIPessbebet = e,y
(e Z— — Hog @ O gimbe '
Jﬁ_& ' T

201



Example 3.32. “Be-Bop Tango” mm. 31-Faxy & Elsewher@:40-2:50).

indirect
dissonance (ID) 1D ID
5 o) <:> 7
te l,'-o«l_ 'n : ﬁ'liﬂ‘lﬂd — ]
., [ Fite e e [ ["**° | e, 1 |
— D
S— >
6
5 ID ID ID ID
=ﬁ= e C:.'kb (=] =
_9_#. - Iﬁ iy - (#) e e .l" ]
{on— i e HE r ) e e e e e e i i ' :
d" : 'q — [ ——— i f I-D '
3 3 7 =
\5
—_—
Example 3.33. “Montana’@ver-Nite SensatioB:55—-4:07).
referent 101
internal grouping: 3-3 (etc.) 3
6
0 [ -
! I == — 1
] ] | 1 r 1 T 1
1 1 | T 1 1 1 bl
6
6 6
internal grouping: 2-2-2 indirect dissonance 5
6 5 s
6 L\ = muam
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Example 3.34. “Sinister Footwear 11" mm. 33—-4hém or Usl:11-1:42).

indirect ] ‘
diss. referent 101 . motive established
o) oy 2 I.A:r__}a_lr_u by g .
phrase | {5 = i e e o e = |
A 3 11 1 I 1 1 T—1 1 I ! I |
D) == = === 5 ==

indirect

retrograde dissﬁ. \ 5 5
3 e e O A e e O O e b .

9 T I “:I [y ‘ I
phraseZ %\D .’\ I r—r‘I.E il R F‘.% :'I : : UF T I T I

¥ v 1= —_— s =

<-,+,-> contour
<t,-,+> established <eyty->
<SS
R
5
H 1 1 1 ﬁ..

h 3 -] ; i 1 I | | ]
phrase o I = T 1

*

! s
<-t,-> <-h,> . .
* <+,-,+> (inversion)
7 —

0 [ e » 1
P’ A | | 1 1T ] I | o T 1 | P ]
phrase 4 ' e epfe | oo, | J E
V4 kil 1 | Il - 1 1| 1 Il I | 1 hoy 1 || ]

) “ == _— = =
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Example 3.35. “Mo ‘N’ Herb’s Vacation” mm. 13—-14gndon Symphony Orches®a51-0:55).

o)

i - ——— e — I I
—%B—ﬂ - = be b 4 I J
3ﬂi'ib‘hih‘ » I’j; ’;vu

resolution ? resolution

Example 3.36. “The Black Page #1” mm. 15-Z8gpa in New YorRk:47-3:03).

m. 15
E . el =
| | I I d ' & F I gq
D4 — . I 1 " 3 m——
e L 7:2 5 | = -
3
rhythmic return
3 m. 19
etc.
o T S T N = o)
5+ = e SES=ss H
J #—I | T
5

tonal return
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Example 3.37. “Dancin’ Fool™{ou Can’t Do That on Stage Anymd&fel. 5 1:20-1:26).

quotation from "Manx Needs Women"

13:140
o) L
p’ A 1 b al ]
2 - b Lt 12X L ]
[ Han) [ L 2] 1 =1 |
ANIV4 - =1 o | ]
Py W < [

vamp in 4/4

Example 3.38. “T'mershi Duween”: statements of main theme

(a) main theme (You Can't Do That On Stage Anymore Vol. 2 0:21-0:27)

f — 1 1 =
melody#ﬁ‘_—h':cgitéj_‘_‘—w 16 £ == g T8+
== = e s
J L0 ) d' 1 (¥ 7 | A0
(b) theme reprise (0:54—1:03) T e ()
A :
= .Il
melody A% I T 1 ./ D ?% i H
ANIVAES § I | | =xar 1T 1T T T 1T 7 1 1 |
D) et |
23:24
.'u. 3 o 3 ._u. 3 " 3 . .'u. . o o ® o®
O I | T | | & N iy
bass PR e e e L e e L [ ]
[ et [ | —— [— [—
new
accompaniment
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Example 3.39. “Inca RoadsOfie Size Fits Ab:45-5:55).

Part 1:

melody

bass

Link: Part 2: (etc.)

=H o1t 7 !
?EE%%@ : EF PR (e
' EE?H v g ¥ 2 ¥4
be » ° ]
& I H—e i H2—1 = I il I H—
s : - I I o I HZ
4 4 4 4 4
isochrony achieved rhythmic dissonance

introduced
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be J |

]

g

Example 3.40. “Zombie Woof” introduction.

()]

(etc.)
(etc.)

*9

tactus established

quarter note

new tactus (half note)

%

e

%
y /1
> 3
L

1]

*he

1T X%

[}
y /1

e L

297

L
{2 -
V)

b e
Lt

»

rhythmic dissonance introduced

o £ o £

e

earlier rhythmic dissonance stated with eighth note rhythmic unit
retrograde of previous measures

2

2=

Example 3.41. “Zombie Woof'Qver-Nite Sensatiof:58—1:08).

o

(7]
|~
[
[@)
[® ]
L

v

bass ﬁ

Z

[fan)
V A%
[ £ 0 W W)
ANIVANS )
rax
—Je |

bass
melody



Example 3.42. “Alien Orifice” Erank Zappa Meets the Mothers of Preven2od2—3:02).

Section 1:

referent

101

be | 5 3
= e e iﬁ
/1 - 1 | 7 - bl ™ [y | | | | Y
\Q)V x u L | Iq- 1 | r T 1#‘| .Ié‘ d% -
~ L —

tactus: quarter note (etc.)

8:6

“p T === '
—@—Jﬂr‘jlé SirEse 'P'b;%
) T = < ==

Section 2:

| /B
- XY _ Hg 1 T —’_ "---- XY [ o4 [ T8 iU

non-isochronous tactus quarter-note
tactus reemerges

quarter-note quarter-note tactus

tactus

Section 3:

21

'“‘--/__---

LI

2 ol’ b . | Il" 4 ' : .-1ﬂ||.|
- et == e
=i SiEmeaa

298



Example 3.43.

(a) "Outrage at Valdez" mm. 54-55 (The Yellow Shark 2:39-2:48)

g ———— ——————— R ——

p” A 1 1 1 1 ]
"’L“ [ Olq AI - I. I. | I. | 1T 17 . ‘I. } i . z . 5
A3V ¥ ﬂ..—d—‘—ﬂi.—‘—‘ @

U T Tl T ~— b o

(b) "Get Whitey" mm. 20-21 (The Yellow Shark 1:30-1:40)
N T P , be e by 4@ o #!h e il
p” A 1 | - 1 0 S =° ol - | . —
e T PO et e e
oJ | =Y > ' == I~
= 13:9 D 23:18
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Example 4.1. “America Drinks & Goes HomeXl{solutely Fre®:12—0:35).

Em?7 A7 DM7 Ebm Bb7
I\3I\I l\3l\| :

] | 1 P | I | I ] I I y I ]

I g F P o —Fto—ietd—e+——T—1
1] I = o 1 1 1] 1 o1 L— 1 1 ] ILM-_tI
. R 7 | ¢ ! !
v I

D7
0
7 e ——
[ £ an ] e~ #g
ANIV4 = 11 ==
Q) el y

\
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(a) C Major

Example 4.2. Tetrachordal structure of major and Lydcaies.

(b) C Lydian

y 4 i ] I

| o | Ly O
1 [ ) 1 e

:5 j o _° I o & I o

T S . .T T S, “tonalities" ST T S, "tonalities"
Example 4.3. Cycle of fifths generation of Lydian scal
A Ke]
p” A [ @)
Y 4%
[ fan [ @)
A3V
Py, O
X [ § ]
o):
V4 O
O
Example 4.4. George Russell's Lydian-based modal system.
I [ [l #V \Y Vi VIl
M triad 7th (Mm) Inversions m 7 (b5) Inversions raudi 11th (b9)
M sixth 9th of modal 7 (b9) (#11) of modal m sixth 79)(b
M 7th 11th tonic | chords tonic | chords m 7th
M 7 (#11) 13" m¢
Major-chord Seventh-chord Minor-chord
family family family

301



Example 4.5. Three representations of the Lydian scale

(a) Lydian scale (b) Lydian third-stack (¢)Lydian fifth-stack

7 LT
6 LT
5

B3

o o [

@]
0
o
—
o
o)
=
)
69006106

M7(9, etc)

—_

Example 4.6. The Lydian modal system (shown in F Lydia

tonic mode

B N/A

E N/A

A Aeolian (?)
D Dorian

G Mixolydian
C lonian (?)
F Lydian
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Example 4.7. Three texturally stratified zones.

Melodic 7-note diatonic set
Zone tonally ambiguous
Chordal three-note

Zone “rootless” chords

Pedal Zone| drone-like bass
root representative
tonic representative

Example 4.8. Melodic and chordal zones of “Uncle Meattri. 1—6.

(027)
. 'ﬂF .
L Py >y 7}
melody LT p e e e L P PP SSSSSSiSas
o ! == 7 S R A = | S
027) (027) 7

D>

] | ] | | | | ] | ] | | | | | ] |

== e ——————

sus-4 (027) (etc.)

Lydian system: G
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Example 4.9. “Holiday in Berlin”: adjacent thematic maztul

(a) Theme A (part 1) (Burnt Weeny Sandwich 0:45-0:56)

|
L
: E_
E
i

I. I = - | I IP_ N |
e F”} 1 1 I [ 7] I'PI =Y T - i |
= == : — z [H — I i H
J | |
D major: ii7 v§‘§ Imaj9
(¢) Theme B (1:46) (2:04)
0 N |
—1—+ — e T Jv ] f — — T—1 h— !
% | T I = I f e I g —fa o —
T I T (etC.) & 1 T Y ”

D Lydian:
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Example 4.10. Lydian (Mode I): basic pitch structures.

1 L o
. b’ 4 I 1 I =7
Melodic | f i I |
Zone ] T '
tertian sonorities cyclic chords
Chordal ,L:G 2 i ; !
Zone '\3‘\1 -] : : 7 =
. I \ II, quintal sus-2,
pitches #1—#3
Pedal 5,}:
O

Example 4.11. “Night School'Jézz from HelD:07—-0:18): rondo chord progression.

o) i
G = sz 188
— L
GM DM M DM CM
. . . . . .

e e =S — — == ==
= = = = = =
C Lydian:
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brass

bass

Example 4.12. “Re-Gyptian Strutl@ther0:24-0:42).

DM
— — —3—
— I — Ny N ——— | > Ly |
o d o d - ! - d_
: o A —a—p = = s
K O O O O 0O ]
o — — T » e r_.
DM (etc.)
—3—
[ A oy
O, ] 13 1 15 I ] 1 ] 1 ]
77— s o T R C—r 7= "
Pedal: C Lydian
f) “ e
o - € € [ § ]
@ & o [ ¢ 3N O 8
g 2 v T S——— S ———— %
\——/"/ \—///
(027)
prm—
s\: 1 |
I' b [ § )] [§ ] [§ ]
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(a) "Night School" (Jazz from Hell 0:19-0:25)

Example 4.13. T7-cyclic textures in Lydian.

el
o) | » - £,
p A % f | 1 [ - d el -
y 4N x5 I 1 - I I = - O
| £ anY I I 1 1 — T 1 | et =4
o B ! I o
¢ ¥ LT LT
3014 5 6 7
)
7 Z () [ ] /()

(b) "Revised Music for Guitar and Low-Budget Orchestra (Lather 2:19-2:28)

o) H»‘I
P4 y/1 o (> ] o M':I 1
solo Hes—2 v = T 4
ANIVANS 3 X I
o 7 o
, T [P— _1 '-—‘ [ ——
S . EEEE e —— N — —
ostinato ﬁj_‘_i i o—]
LT LT @ . = T @

1(6) 1(6) 23 45

162 3 45
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Example 4.14. Melodic avoidance of Lydian tonic.

(a) "Alien Orifice" (Frank Zappa Meets the Mothers of Prevention 2:35-2:41)

8:6
= = g e FFF‘:J ——
'Jv‘l' I n_‘_‘_g'_d_.n‘l.lé_.d EM.I T _.Ij
Pedal: A Pedal: C
(b) "RDNZL" (Studio Tan 7:27-7:39)
6 6
6 6
T PR FNERE = T L S S E
')U“l w1 ___:lﬁ' - ___d 1 1 1 ™ | 1 ILJ 1 1
# ﬁ‘jﬁ_.#;_‘ 41_.;_. ; !:3/ L]
Pedal: A Pedal: F
(c) "Montana" (Over-Nite Sensation 3:56—4:06)
6
A 3
:‘.Eih’_—:§§=§==-'.=- - I Hﬁ!
_____ CT g

Pedal: G Pedal: D
5 ’ 5
) T 22 =
D) v 7o 3 B
Pedal: B
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Example 4.15. lonian (Mode Il): basic pitch structures.

f)
Melodic { I—
Zone A3, ]
Y
i ©
Chordal _r’r!n : = P
Zone 1§ o =
O o Kl
M7(9,13) sus-4 sus-2
A pitches #1-4#3 pitches #2—#4
P’ A
Pedal Hfow—oy
NV
)

309



Example 4.16. Treatment of lonian fourth above lonian pedal.

(a) "Uncle Meat" (Uncle Meat 0:15-0:25)

| I |

~

Eb sus-2

(b) "RDNZL" (You Can't Do That on Stage Anymore Vol. 2 0:18-0:28)

Lydian system: Ab
Pedal: Eb Ionian

&
?

X

cM7

(c) "RDNZL" (0:38-0:48)

Lydian system: F
Pedal: C Ionian

<t—p-

[ anY

VA 3

M

Lydian system: G
Pedal: D Ionian
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Example 4.17. Mixolydian (Mode l1l1): basic pitch struasr

9 -
Melodic o = o
Zone o)
) o
Chordal _{\é <4 o e e
Zone
J M quartal sus-4 sus-2
#1443 #2—#4 #3-H#5
o)
Pedal —*

Example 4.18. “Little House | Used To Live IBrnt Weeny Sandwich42-1:53).

9 7/ ﬁl’ | T -
Melody Hey 4~ = By o E =
o) [ T T T
o}
——r f 73 f 7 3 f v 2 t ¥ t v t ¥ f 7 3 t |
Chord [{fas—Z—< I < I < I Py I S I < I - I Py I ]
o 4 7 z 1 s s 3 3
D sus-2

Bass

"' %
Pedal =F—©
=x

Lydian system: C
Pedal: D Mixolydian
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Example 4.19. “Pound for a BrownU(cle Meat):05-0:12).

C-F-Bb Bb-F-C

9 % g = > S— i T |/ — g N

V AW 3 L | - (7] Ibél"l | ¥ 1T [ [ ﬂl;- 7 O | ) (7] Ibé:ll
ANSh e ; = 2 A —— a— e —o 114 4 A a—
D3} o ' -2 ' o

quartal (027)
Clla ] |t_i=l‘l | |t_i 3! | | £:EI ] |t_i JI | |t =II | |t_ |

e S e e e ]
Lydian system: Eb

Pedal: F Mixolydian

Melody

Ostinato
layer 2

Ostinato
layer 1

Example 4.20. “One Man, One Vote”
(Frank Zappa Meets the Mothers of Preventiohl—0:16).

A ! pre——
¢ —I —— I = I Il
| o | =Y || | | oF o Jr—
L= I | | vy . . - I vy
w1 1 1| Y K o 1k
d | | i - T ~—
p” A Y ) I—q | Y T | Y | N A %
Y 4 ~  §F (7] I (7] (7] N I q (7] (7] N N & o 5 (7] 1\ & o
S 4 o o ) 7 o 7 o L
ANV 3 1 H. Vi H 1 ¥ +
S
o # # fre 7
N
_qg [y o e P » Py P [- -
Ay & | [ - d s (7] -l (7] = y 2 -l = = (7] - d el =
Z I/ I P |I) /i - /i ) PN - | |} 7 | |V)
quintal/sus-2 L— H
e S T
. — I - _
_q: [y ) e
O] o o Fl 1 bl o & ] I I J ] I hil
Z /1 Y e ] I | — & ] 1 o % 1 | &) o] 1 1 |
X ™ I H | V yi | Ji | 74 | 4 e ] i | 4 ]
L._—= quartal

Lydian system: A Lydian
Pedal: B Mixolydian
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Example 4.21. Disposition of quintal and quartal chordeenMixolydian mode:
shown within A-Lydian fifth stack.

O

b’ 4 oy u
& . po
ANV L

o 3 .

quartal quintal

X l .I
Ml O

7

O
pedal

Example 4.22. ‘The Grand Wazodri{e Grand Wazo@:27-3:30).

Theme 4
—3
=== 3ps3s sls =
y 2 #3535 Bl . T -] I | VI =X I |
gLy & T FFT & ) S I ‘; [ 7] :41 : } ‘/1 0]1 . :
S 2 ol —— ] jo—— 1

Guitar solo  Theme 5

5
—3—
20 measures 3 3 3 333y 3
o) — | o e e == 3 F—r
y F—T—Tx—t* I [ ———— 4
| & oo WA |1 A | I 17 ﬂ% - 1 hil 1
\QJV %8 11 'I‘gl.i_ e :l =l=| H > = 1 I 'r|| >
5 (etc.)
6,' 1T T I T ]
77— —s —o = o {
e T bh=d I b= | s | ]
B Dorian: B Dorian
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Example 4.23. Lydian and Dorian third-stacks.

H 8 8
(58 :
Y >
Lydian Dorian
Example 4.24. Inversional relationship between Lydian amdbD.
b
@) axis ®)
! A
(o)
ANIY
)
= 2
. -N-\\ D % My
,'
ﬁ, ‘\_/ < —>8
I B Lydian Dorian
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Melodic
Zone

Chordal
Zone

Pedal

Melody

Accomp.

Example 4.25. Dorian (Mode V)

. basic pitch structures.

g
@
V AN o
[ an )
SR
A 8 |
% [ 8] [ 6 ]
[ an O O Pat.§ ]
\_\J -y - 4
Q) U O O O
m7(9, etc.) "So What"  quartal sus-4
#1-#5 #2—#4 #3—#5
4
T O
yd
O
Example 4.26. “The Idiot Bastard Son”: opening measures.
motto sequence: > (7 x>
o) I [ . . I . I . I
e e e e e e e e e e e e —
‘?)D—Z—'_Ft._‘_'_f_‘_'_a_ﬁli_'_r_d_g'_kd_ﬁl'_d_l_p o Iall. j
i i i >
1
o) I [ . . . .
e e e s e s & : s
Q)V + o i ar = o = g: jg: t gs
chromatic planing of|sus-2 chords
| | | |
2SS E S == et
i
D sus-2
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Example 4.27. “Zoot Allures”:
transitions to solo circa (a) 1975-1976 and (b) 1981-1988.

(a) FZ:0Z 2:03 ff.

solo: pitch collection
A W . of solo
P’ A /) I Lh o I s L
y AN (7] ] o) . ] P
G — 1 i  —— -
o) - } ' # ‘
main theme D# "So What"
Ol /1 I | Chord I ]
il DHES 3 L ] ] oy |- = |
1 | L2 1wl |+ |
I (9] 1 i i I i ]
Lydian system:F#
Pedal: D# Dorian
(b) Does Humor Belong In Music? 2:32 ff. ) pitch collection
solo: of solo
o) s — 8
i T — — Mﬁﬁ
ey 3 \,I -3 s © ]
D) - A quartal
E "So What" chord
chord (accompaniment)
L O - ] — = a——y I C—— ¢ I I I
— o I "'i' i*' l 4 I Fo to I
Lydiansystem: G.............
Pedal: E Dorian A Mixolydian
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Example 4.28. Potential triad and sus-2 chord of Aeoliaod@/\).

A L OILT
Chord [ ———y
\\_\j
)
Pedal '/':
[ ]
Example 4.29. Traditional ranking of modes: brightest to ¢arke
Significant identifying tones
Brightest Lydian A4
lonian P4, major 7
Mixolydian m7, M3
Dorian m3, M6
Aeolian m6, M2
v Phrygian m2, P5
Darkest Locrian d5
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Example 4.30. “Outrage at Valdez” mm. 2—4.

Clarinet o o ¢
in score bbg E g g
9 00— bo o » T T b2 » 1 1 T T » » T ]
Celesta e Pe P L b P P [ b o S=E===
Py —— ] m—— ——
Bb ml1 (Dorian) I
- ) m— e 2 .
Harp P22 = e ] e } :
(& ] 1 I'/ 1 y ]
Dorian (Bb) hint
== —rF — ]
. - [ 4 T T T &
etc. S T —
Lydian system: Db
Pedal: F Aeolian
Example 4.31. “Outrage at Valdez” mm. 57—end.
5
9 = T T | I’ . T
Clarinet Has—1 i t I t ! =1 b [ % % qﬂ
\!)U L4 T dl' 1 é{ 1 L\ 1 N |
o) | l) | l) | b T CH Y
Piano {7y — I ii — T I Ei —7 = EE I LLG: E: i |
Celesta r— bil. e = E —= 4 : ; -
audible Tuba/Tbn.
l./-\ﬂ.- e .-
0 i T i T K T n |
Guitar P g E g T T T T T e—b e — i
L 4 L4 hd b 22 e I’r'
v T ———
Pedal: Db Lydian! . . .
Piano/Bssn., .
O = > I I T n |
Bssn. FF—F e — e C— = q
1 1 1 1 1 | L I N |
N N G'\—//' b— ]
Lydian system: Db . *
Pedal: F Aeolian Pedal: Bb Dorian
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minor-1 pentatonic

o)

O

Example 4.32. Pentatonic scales within the Lydian system.

P A

[ © ]

Y AN

I~

1|

ey

am )

[§ )

ANV

[y

O

2

[$]

[§]

T

I~

[§ ]

[ © ]

[§]

major pentatonic

O

[ © ]

[§ ]

%
&
[y,

O

?

efielle
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Example 4.33. “King Kong” main theme:
interaction between minor-1 pentatonic (P-space) an@&b{b-space).

P-space D-space
H | e l -
g D h Py
b | ° ———
ANV Lt | 1
QJ ]
sequence:
Pedal: Eb Dorian/minor-1 pentatonic
D-space P-space
h |1 N —————— [r— |
20— — T i | — .
L e c— - Jl o o
seqlfe)nce (of thirds): e . v . i
P-space (cont.)
’ O 1. o o o
g Db
¢ e — .
U L r !
Q) L I T L I 1 L 1 L 1
D-space
13 - :
.—P+ ] o
™o b L £ (etc.)
ANIY4 Lad
sequence: .
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Example 4.34. “Run Home Slow” main theme: minor-2 peniato

minor-2 pentatonic (etc.)

o]
P A g
7

Melody ey % G'I'

f I
| | (7] \] [ 7] (Y] \}
T % —
.) N — [ —
stacked 4ths
— .
) e CH> ) :
v PR Eee Aot a, — attaoEra, _ gitasErE, _ artaEra,
o I I L I L I [ i I I L i l El | |
Pedal: B Dorian/minor-2 pentatonic
5
o)
)’ A
Y 4N | ot AN f
[ fan Y 1 1 I 17 ] | st | \ 1
\Q)\} ] 1 || g 1 1 \ l-

|
( .
g

(etc.)

D P N | ool o) PR oo o) O I ol Yo o PR i o Tl ed ]
[ s | oy s | ] e Sy [ e S

Example 4.35. T5-related dyads of minor-2 pentatonic.

o)

2 7
) — ¢y A
Jo e ot _—

T
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Example 4.36. “G-Spot Tornado” main theme: minor-2 pentato

|

&
&

B minor-2 pentatonic

basic idea

I
|
1

1 T
1 1
P 1

S g

T fe d ¢ Hedddeg -
e

s

-t

/!

7

Melody

Accomp.

tacked 4ths (027)

™ |
7= 0

o & <

veiege g

T

s

dl O

X

ge

>/

)"
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Example 4.37. “G-Spot Tornado”: excerpts from B section.

(a) (Jazz From Hell 1:36—1:46)

A
added 6
0 e NN N o i
S 7 ) Al | L [ I iy =)
Melody_@_té; I T
Q) P F'ﬂ S— S —
parallel 4ths within minor-2 pentatonic (etc.)
"3
6,‘ 2 I Il T
Accomp. = ——%& = — | P
x L= 4'— 1 1 I
o) [— — ! [
’{ | I T | I &
—— —3 ST
E 3 =
. . e . £ .
O - 1 | | 1 T T T
#’ - 1 - | | | 111 I = }
r— L — L r— — o -
(b) (2:08-2:12)
unfolding of TS5 cycle within D Lydian system
3 7 6 ) 5 4 3
o) N ) -
’{ - AN Y T T | Y T T
Melody#ﬁj T I
61”/,’,J ﬂ/5//
o
0 Y 11._ KT — T -y ]
Accomp. - T - s e |

r1l
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[9 )

\
T 7K

(9

-2
A

X

PP

JJJ)
F
1
;H.U

[y )
o~
/)
X
I
I
1
1

F# major pentatonic (etc.)

STl D
—
=]

Example 4.38. “Dupree’s Paradise” main theme: major pamta

o~
x

2

| fan
ANIY4

Y 4

pd J J)
£
Pedal: E Lydian
Iy
H
I

[ )
s sy
2
x
X

&)
bl

Z

o)

P’ 4

Z.
[ e YN /]
ANIV.4
oJ

Melody

Bass/
Synth
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Example 4.39. “Montana,” primary motive: pedal substitution

(a) Introduction (Over-nite Sensation)

Melody E—r — — — I o E e ——_ _ _ - ?J:‘L‘
N3 -I;n""-il' Jl.-. _- -.F' =
' S—

g o g [ o . .
Bass =
as 7 q ] i T I i u: i I i I I

Lydian system: A
Pedal: A Lydian

(b) (1:32-1:53)

0
p’ A /N I Py T — T T i |
s — p— — -

Melody o2} —1 T % . FTr = | i r3 I H
ANV & B :l :l 1 T T | I |

e ie &7 e &
. - 3 10 I I I g |
Pedal 7 I o [P (P2 (P g |
A H—o o o o H

Lydian system: A
Pedal: B Mixolydian (with B sus-4 chord)

(c) (5:25—end)

Melody

JE 4N
R
XY
[
ol
ol
[
%ﬁ
(-:]
i
O
W
'
ol
ol
[
==
({J

r4 ,' T I T I N |
Pedal F2H+ f — o H
k> 3 NI | Y | ~7 = Il |
b HO
Lydian system: A
Pedal: F# Dorian B Mixolydian
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Example 4.40. lonian/Lydian pedal substitution in (a) “drideat” and (b) RDNZL

I -
Melody %ﬁmﬂw —r
|4

[ | | | T | | | | | | T 1 | |
Chond e
VA 3
Q) L4 [ 4 [ 4 [ 4 [ 4 [ 4 [ 4 [ 4 L4 [ 4 L4 &

Bass 3 : = ! |
circa 1968—69 X I — T T !
z- z- z- z-
A A

Pedal: D Ionian
-—'q > pe— .

Bass o ) S— > e —— - — > = — o I
circa 1972-92 4—J - f —g S t o - I ot : + I
. — 1 . * —— .

Pedal: G Lydian
(b)
o) | N .
A } — Ty T f t — f !
Melody Hey-4—2———— : < — = < = f—— :
Py) o & a; bt o 4
_q% I T I T I T } ]
Bass ) E—— 7 = e |
circa 1974 = = = = .
Pedal: C Ionian
Bass ) — — — — ]
irca 1075, 82 24— H = = :
circa 1975, 82 == - B2 =
-
Pedal: F Lydian
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Melody

Bass

Melody

Bass

Melody

Ostinato

Example 4.41. “Inca Roads” Theme 1.

(a) Theme 1, part 1 (One Size Fits All 5:40-5:46)

)— =" e = Nz
g = == | etk
Y] ¥ ° ¢ ¥ o p—— L4 L4 = 4
v
e P o o e f e f e . -
1 1 = T £% I | P - I /!
i P - i Aa—V e
J L0 ) _XXJ I'/ 1 | .0 ) ¥ | L0 )
. ) L Il _
Lydian system: F octave doubling Pedal: F Lydian? return to octave
doubling
== =
1SN A 4 I I 1T A5 & I
ANIVAD L ¢ B ] .I 1 Iy = .I - o - &
Dy > 2 v 2 ¥ 3 3
=E A
. 1T ™7 I | 5] 1 ]
Zx¢s ot L — FAe— o I
J L0 |0 L0 IS L0 'I |
' Pedal: F with quartal chord
(shift to new Lydian system)
(b) Theme 1, part 2 (5:54-5:57)
0= =" = ="
1 XJ I 1 e 1 XJ I 11
4 < ;|. ;|' L4 [ 4 L4 o ° ® 3 ;|. ;|' L4 L4
5 — ~— - a— — .
16—+ H 16— - H6— m 16— 7 i
v v » ! r— f & & y !
Pedal: F Lydian

(¢) Introduction

o) | |

p - T — 1 T

T T [ S T S S
o T ¥ z 7

S 4 o

0 I —

Jo = 1 1o/ | Je/ &« N | | |

AN/ X NN X NEEEEASEY A4
x o e

Pedal: C Ionian
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Example 4.42. “RDNZL":
Dorian/Lydian pedal substitution.

(a) Theme 2: statement one (You Can't Do That on Stage Anymore Vol. 2 5:00-5:20)

W‘i
oJ

<

Pedal: D Dorian

{1
<O

TV

b

ba:

b

Eb Dorian

Melody

E Dorian

(b) Theme 2: reprise (7:59-8:13)

Ll

Y

101 LA

o
T
I

L —_———_
o I

I
T
I

o)
>
Z__ ¥
&8 %
VA 3
D]

3
v.4

i 3
%
i 3

Melody

Bass

he

IZ=3

E Dorian

Eb Dorian

F Lydian
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Example 4.43. “Rollo/St. Alphonzo’s Pancake Breakfast”
Dorian/Lydian pedal substitution.

(a) primary motive, first statement (4postrophe 1:08—1:11)

g e m Pt
Melody — —
> o o o ] a:% —— =
(etc.)
p” A/ © =
Chord ("9 qu
DY)
pitches #1-#3
Bass 1,: Lr% ,j

Lydian system: Bb
Pedal: G Dorian

(b) primary motive, final statement (1:35-1:39)

———————
=gt
Melody oy A—F R R E P | =
p b P
77 © 5
Chord Hes—%
)
Bb sus-2
. be .
Bass FFE—— : —
e ! bo

Lydian system: Bb
Pedal: Bb Lydian
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Example 4.44. Pedal substitution applied to guitar solds&t Garage

(a) “On the Bus”

Pitch collection of melody: C Lydian

o)
p” 4
¥ 4 O [ ]
[ £ an) L O [ § ] ~
ANIV4 O—HO Mo
) LS
©
ra X
)
4
Original vamp: "Inca Roads" Joe's Garage: "On the Bus"
9 — "
y 4 0 0 o L v I ] —— 78]
[ fan * o T ¢ ] e | / [ @ 1 PN [ 1]
ANIV4 P24 L8] U | 4 |74
) S e '
-I':i O © o ; J 4 #J]\‘F i I? < @ =
| F
Pedal: C Lydian/D Mixolydian Vamp 1:
Pedal: A Dorian
T fo—p
e e e
o) T - -
: ' ——
s Dt 3 10 T T T 11 e ——
o 3 1 — — —
B 1

Vamp 2:
Pedal: A Dorian
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(b) “Keep it Greasey”

Pitch collection of melody: Bb Lydian

o)
ya b
| an O [ & L=
AN3V4 O [ § ) h=d
D) LS
bo ©
o
Original vamp: "Outside Now" Joe's Garage vamp: "Keep It Greasey"
o) \ . —
A y S R | N — & P— - 7] — <1
[ fan Y P.N I N | P IAWP.N L [£.2) | | / ) 1]
S T g e JJ |i i F ;jﬁ:
) - * & *be ‘¥
— | [y b . -
'l:( 1 Iﬁl-u 4 ) J ] dl jl :)E \X 7] ;\ 12 & l/’ (72
Z i;:l i r; [ @ = = — “/ /i _I\ W [ — v ./
y v
[ = s
Pedal: Bb Lydian Pedal: G Dorian
(c) “Packard Goose”
Pitch collection of melody: E Lydian
H .
o 1k HG (@)
J O
Original Vamp 1: "Easy Meat" Joe's Garage vamp: "Packard Goose"

77 ] Bl N ... P % 1
Nl T 1 ol 1
1 4

wr v, - 0
Nl T 1 1T Kigl 1 1 leal Kg gleel]

Pedal: E Lydian/F# Mixolydian Pedal: F# Mixolydian/E Lydian

Original Vamp 2: "Opening Solos"

>~ Z U T n |
hdl [N & D3 I Qi |
7 Z i I Qi |
5 & I i |
o ©
\__—’/‘

Pedal: E Lydian
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Example 4.45. “RDNZL": opening.

6 6
e 6 g '3 6 g
f ==H.1'—o_g e T Te®re e
Melod i 3 T A T el - - g { T A T el T i

clody e S e, e ——= ESSSCLIast

= 6 o1 4 J 6 41 o

- -
. -, -
. | | | = ]
Bass ¥ ' = ——¢ = |
| I |

[
Lydian system: F
Pedal: D Dorian

Theme 1: @
o st

iy

}

3

)

]

.
il }

A

Pedal: D Dorian (cont.) G Mixolydian C Ionian
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Example 4.46. “Dog Breath” main theme.

Part 1:
GM AM GM AM
o) ! !
Melody 4 { I I t —r— # { g i H
oJ 'F‘- = j u T = W { =¥ g
« ¥ T | I 1 |
Pedal EYE | | | -]
i 3 PN O 1 | 6 ) 11 |

K’

Lydian system: G

Part 2:

[§ ] [ § ]

¢

4
[ |®
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Example 4.47. “The Dog Breath Variations” (ACE):
isomelic variations of main theme.

(a) mm. 5-12, introductory thematic statement

Melody
Bns.
1,2
Lydian system: G
Pedal: E Dorian (etc.)
_AOTP'_#'._F- |, 7, E— FF I#.I'.Inllﬁ- ﬁﬁl‘lmn ﬁ‘.'ﬂﬁ’\? ﬁ ]
s I T T 1 e o < A — . 7 T I
:)VO v 1 | ] | e ] |I® ) L I I ]
Mu: = : = Wm:%%
85—« "IIHS‘ " I'IIS‘l "IIHS;{ " saus
(b) mm. 13-16, main theme
#g = £ . P L,
Melody T -7 i T 1 — Iy’ ig = —F IF C i
3
BSH.1,2 IS ; T ‘1—|}
C.Bn e —

Lydian system: G
Pedal: A Mixolydian
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Example 4.48.
The L/M progression in (a) “Holiday in Berlin” and (b) “Bg Sea.”

(a) "Holiday in Berlin" (Burnt Weeny Sandwich 2:57 {t.)

3
e ) P ) )
T T T | N T T 017 | |} T | | 'Y | | ]
iy == g T =
v 3 I I 50— -% 7= I e o —1—
d bl — T ——
(etc.)
| | | |
< T I. 1 I'
| £ .n W /EE Y. [, o4 g' Y K3 [, ﬂg .
SU—f g ) -0 412 o —&-
o) 4 [ ¢ — | — d [ ¢ — [~
Accomp.
ﬁ:—s —= —= 7T 70 == = 77 7K2
F | | I 1 | | I I
X I | | | | I I I
.I I ! T | | l T
Lydian system: D L/M progression

(b) "Aybe Sea," main theme

Melody
see opening motive
of (a)
”\'n 1 = ] = = o
[ £ o Y /1 Lh 1|
ANIVES § =) = | [
o =F ==
Piano -
//—_\<
| | . \é i
e —r ——¥= £8 = £%
7 7 & & T T
=3 =S - z z
Lydian system: D L/M progression (in reverse order)
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Example 4.49. “Strictly Genteel”:
progression accompanying main theme.

harmony within D-Lydian system

LA G

O3 E E ﬂg_g_g_

— ! ' ' i i i ] i ] I ] ]
—3—

ra ) ) ] ] ] A I T i ——

7 e . e —— — ——1 | | —— | |
= — B T T
DM AM EM V/vi vi

return to D-Lydian
£ 5§ 888 be e
e T : E E g :
T | T T
== So=—=—=c=== 25 | i
~ CERER M = o 7°
v v EM

Example 4.50. Coda of “Strictly Genteel.”

N
N
i
L)
THW
T
T
Lt
Lol
TN
badi|
LN

L 1

N3
NS
—oHe
gxzkind
L)
\]
- QNNM |
4 l;:
O™
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Example 4.51. “Strictly GenteelLpndon Symphony Orches#a00—4:42):
segments utilizing the L/M progression.

Segment 1:

L/M progression

o) Iup y = # §ﬁ=§ gﬁ* * ,ﬁ
’A\v 3 R J i & ﬁ/—‘\g “*
[ o YW /1 PN 1 ] ] ] ] 1
ANV 4 I 1 ] L | I
; e
DM EM DM EM
4D ]
bl B )
Z /1 L I | I I
x I I I I
z- z- : z-
v \_//
Lydian system: D
Pedal: D Lydian
Segment 2:
o)
A —FTTr Tt —
O o — - — ' —
SR IIETE 2 — 4— =
(a1
z ! : ! :
. . . .
\_/// \_//
Lydian system: D
Pedal: D Lydian
e e e e e ==
[ ] = g ] =
R AT EiiIEimE AT IE AT LLE] L
— : : i v e e :
= = > R TR e
— -

Pedal: E Mixolydian
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Example 4.52. “Oh No” main theme: the D/M progression.

Melody
[s} |
P’ A J A |l ] 1 | /1 | [ &¥ | /1 Ig | ]
Y 4\ > 3 y 2 1 ) 1 |- 3 1 1 1 ¢J 1 |- 3 1 1
Chord Hay—4 —4— % 5' ﬁj . — - i |
Q) %‘ ‘ é -
K
Y ) - w1 i —Ty T T T 7% T
Bass O 3N NN N KB XX I | ] I I IRY IS 3
. 7 "4 /1 1 /1 ]
| 1/1 |V S 3 i 1 K 1 1 - e 4 X 1 1/1 | I
T | A 14 I |4 T I y
E A , E A . E A

Lydian system: G D/M progression (etc.)

Example 4.53. Dorian/Lydian pedal substitution between &fid D/M progressions.

(a) "Oh No" (Weasels Ripped My Flesh 1:25—end)

g

Melody

D

@

eg

Pedal

D/M progression: C# Dorian

(b) "Son of Orange County" (Roxy & Elsewhere 0:07 {t.)

3
0 T — ’ B, I—!—l -
Melody He LT H—F et ==

Pedal FoF 2 i

L/M progression: E Lydian
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Example 4.54. “Drowning Witch”
(Ship Arriving Too Late to Save a Drowning Witicb7-2:03): pedal progression by semitone.

9 % blﬁ fl,ffl; Po— = 4 ﬁ"’_"
Melody ey 4—— | Lo Pt = @
D = 5 mu—— 3
b o o
L oo ﬁﬂ#‘ﬂ
P A /| T
o
Chord
47— © © 7 o)
CE 7
ANIVAES 3
e
_qg % l[)() I © I ]
Pedal = Z i i O i
Gb Lydian F Lydian E Lydian

Example 4.55. “Drowning Witch” mm. 84-59
(Ship Arriving . . 11:22-11:38): SLIDE transformation between semitone-relatéalpe

... end of section climax

Piano I
N ~|. SLIDE . ~ |\

S o) oy { I 1
VA Tk AW s [ Zde ]
X T AN L1 17
R 3 P S -
F# Dorian F Lydian

339



Example 4.56. Common-tone relationship between Lydiaesysbf “Black Napkins.”

A# G# |
D# C#
G#_ F# major
pentatonic
C# B
F# minor-1 E |
pentatonic
B A
E D
Chord: C#m7 DM7
Lyd system: E D

Example 4.57. “Black Napkins” main theme.

C#m7 DM7 C#m7 DM7
~3 —~3 —~3__ —3 —~3_
9 () Fl J\ﬁr" F Y — I #J\#Ia = ~ ) ™
- —= —F= n
W- T D A HEE T f ! /A/'ui'.l_#lp- < T
du : 14 ) ! ] ] & 1 4 =l ] ] )

pentatonic collection
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Example 4.58. “The Deathless Horsie":
summary of pitch materials (timingShut Up ‘n Play Yer Guitar Some Mgre

(0:00-0:23) (0:24-1:46) (1:47-3:20) (3:21-5:28)

Ostinato

Pedal :jijé 10 - i = i
edal P2 o O FEEAY >
S ——
B Mixolydian A Lydian ~ _C# Dorian ,
Lydian system: A Lydian system: E

Example 4.59. “Duke of Prunes” main theme.

Theme, statement 1:

e == == e
elody {ay 4 : | S = e
oJ :; 4i1} & = ym

CLydian: 2 1LT 3 45 6 7
9 % 1 I 1 1T T r T T 1 1 1 1T ' T r T | 1| 1 | T T 'y l, ]
(@ 2111 (VI < W I H I S S S B 0 5 S A S I 0 B B 0 e o
G S R A S AR e 8 S er S PraSeSnsSase,
FLydian:1 2 3 GLydian:1 2 3
> e . ® (etc.)
® T ks ol e
I /1 O —D T l oo I o T ]
Pedal oo Fer—repb Lo | a
Lydian system: F G (etc.)
_ Pedal: F Lydian E Dorian ,
statement 2: statement 3:
o} A T
P’ A T T | T I | T | ]
o I T e = 7 — | . S— i ] i ™
e e RN — )
L @ @ @ @
21 LT 3 Q21LT 3) 45 (21LT45)67 21 LT 3 (2 1letc.)

B

| 158
| 108
| 108
| 108

4]
(I
LY
&[]
3H |
:FL i

C_<§>k:>
ol
&[]
o
o]

4[]
.rf_.
O
.rf_

v
D
-
]
-
¢
-
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Example 4.60. “Echidna’s Arf (Of You)Roxy & Elsewher8:23-3:31).

G# Lydian

Example 4.61. Interlocking (027)s of Example 4.60.

C—Gl—D—A—F—B|—I£#—C1|¢—|G#—D#—Bb—(E—

342

"3 wtts? 3
) . Q‘P_ o Lle oy ne f* Phe st
b’ 4 - T g o T
¥ 4 1 ] ” o
16 —T—
S g ' e
CGD . CM7 D-A-E DM7 . E-B-F# EM7
"extra" 10
material C Lydian D Lydian E Lydian
#'— #' :H! h! l)t
e "— = e i g = o o & o
o) e fe " —#—ﬂ'u . H ﬁP#— — - Phe -I)F' =t B
- ) - z; bl | 1 / / /
- r 4 ====
F#-C#GH# . F#M7 G#-D#-A# _ GEMT . _ Bb-F-C |
F# Lydian




Example 4.62. “Inca RoadsOfe Size Fits Alb:04—6:11).

027) (027) 027) (027)
bl ead de ﬁlﬁer.#!'
Melody {1 ™ T — F—IP—- -
Qo QU7 Q7 7
T5 TS T5 T5*
Bass &) ~ Y e —— —~— 5
1 T 1 ' i T - i
F Lydian D Lydian (etc.)
(027) (027) 027) 027)
A m g#! 4 o o " J Py
" 4 = oy 3 { oy 3 P—#
y et T — T =
{ey — 1 1 ) . I
= —_ —_
Q- Q7 QU7 Q7 Q7 QU2
2
T7(RI) T5 T5 7+ T5 T2
I: I i ) i » - o I= f ﬁ/ o ® » P ‘
| | 'v / T | IVI 7 | | 'v / | | bt tlt
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Example 4.63. Six thematic modules of “Andy.”

(a) M1
A 5 5
e |m—r — T
S e | o vte o o =TT "%
L/M progression
O 3 3
= o e 1 i T o 780 3 o 7 e 7 B e e B o o S|
Fo—+5 R R RN, Cadas iasssian—aaass dases

) i (D sus-2)

o — e
R N A

Pedal: D Lydian

(etc.)
G
SSRFSEESS =
o 7® 1 J
1 AV A
‘i‘ | '-
Lydian system: E (pedal: C# Dorian)
(e) M5
9 /1 T T T T ]
o g #E ; & qd ﬁ;t #ipg 3 114
S 3
= ey e v T Mo Moy Moy e S ] e e I v |
% e . —— S S, —— " S — — " S — S —— R —" " ——

Pedal: A Lydian

() M6

f) o %

A~ = 7 h—T— T

vdm‘/!i Iﬁ — \5 _I/ﬁw I - e I‘E::'

Lydian system: A (pedal: F# minor-1 pentatonic)
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Example 4.64. Formal layout of thematic modules of “Ahdy

M2 M3 M1 M4 M2 M1 Mb5/solo M2 M1 M4 M6

M1
1:50 2:07 2:23 2:32 3:46 4:03  4:20 5:08

0:00 0:34 0:58 1:17

Example 4.65. Analytical reduction of “Andy.”

A Lydian: referential collection

G S8

Melodic
Zone
o
o = ¥ ﬂ
Chordal/ |68 fo = S i s 7 !
Pedal Zone = © i — e = i
o Fo
D A (E Tonian) E (C# Dorian) A A (F# m-1 pent)

Lydian system: A
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Example 5.1. “Waltz for Guitar” mm. 1-11.

P: <76T94823E501> P: (voices switch octaves) P:
.
/ I S S Y edy |
2 ﬂw?; EE e
LSS i e e

~o [

76? 2 3
9
P:
7h 'H!J. - | |HJ.ﬂJ' IﬁéiélJA
- i F-ﬂi !” n'-f 2
vTr o Tt Ot ot
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Ciststriete

T lTli

104

g:ﬁ‘f ee

1 @

(ep]

(ep]

-

L PUghg
ot

bt

155
163

P
el - b

v

&
A

Th
pe repetition
1
1]
L4

PO
&
&

o
1
S

o

PO

17O 14 hg |

beh

- 3
9

m. 151
15

Example 5.2. “Dupree’s Paradise” (ACE), mm. 151-TH#e(Perfect Stranged:24—4:07).

Piano

L

N
La s

isomelic variation (at T8)

of mm. 167-168.

T10 of m. 155

T9*

L

12

&

oy

il

1

171

&

d-.b
179

9
347

T 17 | L
11 Il Il
——

 ——

ﬁ'h{"ﬁ.l’.l‘- behe

T9

N7/

19

J be

T10 of mm. 151-152

T11 of m. 161

[ ]

167
175
o}
| £ an Y
DR




Example 5.3. “The Eric Dolphy Memorial Barbecue” mm. 1-9.

Phrase 1: Phrase 2:
E 2 T 0 9
3 - | I I IL\ | 1 P |
Ha Fe—9—+—>P@—5—o @9
1 || | "4 I il 4 I 1 | ) | I - |
o) L [ ! o |4 & E—
(0134) isomelic
gap fill variation
chromatic Phrase 3:
ascent
5 3 4 5 6 8
o) 1 A L I S ) (etc.)
P - I o - il\} [ Hg I r ) —F o
ANV A— ni\/i i - \_,i ] T,Hi ] nH:i I P UF >~
D ! I— é
chromatic
completion
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Example 5.4a. “Be-Bop Tango”: introductory chord progression.

[ fan 7
D= | L TV 0 ) P

0 | ﬂlt\ IHA
>y O =1 DO #O - e
7 ! P b
= ] O IO P—©

-y T —l

T2

Example 5.4b. Chromatic tetrachords of opening progression

0123

. (0123)

P A

”A | |

NV heoy (@) P

J e o Fo
0123

. (0123)

b A

{7 .

AN1Y4 ho L.
) s o o
(0123)

L) ] ”‘n Hl\l
'IIO [O ] VX ® ] Liﬂ‘-’ L‘ﬂ“:
© K S ] IV § ) a—
lv il 1

(0123)
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Example 5.5. Phrase endings of “Be-Bop Tango.”

mm. 5-6
43 e
S ===
3
pel
mm. 10-11
e
4 Pe—r 5 -
| an Y /] ] 1] ] ]
\Q)\I X T 'V ] !
pel
m. 14
o) :
>’ 4 E
y < P ] P
(s TR -
NIV o | bo I
© e
3 pc 1l
m. 16
A o
b 4 1
s = =
D) 5 |
r; pc 10
mm. 18-19 N I
S 2

e
TN
¢
XX
il_%
BT
¢

pc 10

N
M

pc9
A m. 34 o o o mm. 39-40 o He f -
" —F e
Lol el | ] af || oo =
Ll 1 ] E 1 ]
0y, - ===6==
¢ pc 9 (etc.)
A mm. 42-44 -
’{ 1 [ § ) H (7] v ]
[ an ) he i PN
\Q)\I = Vi' I'/
5 ?’ L
gap fill
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Example 5.6. “Be-Bop Tango” mm. 17-1Rqxy & Elsewher@:10 ff.): ic 1 intervals circled.

3
A ==\ h A
) - J A4 1] Do V e |\ 1 ) I
[~ v Y (L1} e 11| ] | P — 292N
/1 | I | 1 Tl [VATY ] 1 vy | L= AN
7 1 T \ ! DA /1T A\ | \ yid / 1 C 1l .o Ll | \
o — \\/ @ /% U

Example 5.7. Varés§ctandremm. 1-4.

3
65 4 3 65 4 3 65 4 3) 2 10E
T8
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Example 5.8a. “Mo ‘N’ Herb’s Vacation I” mm. 45-4Bdndon Symphony Orchest8200 ff.).

f) 3 ﬁ_ | I
o — > . . ve e e e e 10
g 2 " ¥ 2 e’ oe 9 o ¢ = :
ba * b — vy -
E T 4 30 E 875 4 32 1
Example 5.8b. “Mo ‘N’ Herb’s Vacation I” m. 26 (1:46 ff.).
obe o ——
f) — T T 'bo — —
* q T —~ : =
o NN
17
Example 5.9. “Pedro’s Dowry” mm. 59-63.
7-1 {6789TE0} 4-1 {2345}
5
A be . hn. be De . ﬁn. be be . ﬁn_ be J===
GEEE = . = S=====x
Q) | | I v
7 7

7:6
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Example 5.10a. “Mo ‘N’ Herb’s Vacation I” m. 25.

complete aggregate

=

W

@Q:JD
ﬁ_
./J
.

TSI

Example 5.10b. “Mo ‘N’ Herb’s Vacation” mm. 72—74 (4:31 ff.

motive

).

finalized

T7*

b._ ¥ o
9 y o l)' : h o L;dl : .
s be - 3 : :
e i T | | |'_
# b_‘ . , — 4
6 , 6 L o )
5-1 v Q.
T7
T8I
TSI
(7 >
1T 6
be b °
n — b kgl b . Y g —
7] P Jall - RN Y 1 oy »®
#ﬁ?_ o | L 17} I 2] T 2] "
| . e ey :
d N

|
|

6
= =
RI
h U
T7
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Example 5.11. “Manx Needs Women,” B section.

TOI

r . . ﬁ-_
(nfg 7= EE e S 5
| L 0] i
; L ]
6-1 | 7-1
10-1 12-1
[ pes {345678} ] [ addpc9 1 [ add pes {TEO12}
Example 5.12. “Be-Bop Tango” mm. 31-33.
chromatic
completion
5-1

i
;

— —_— > . (etc.)
6
SII 4-1
m. 33 9-1 (add pc 0) . 5-1 (add pc 8)
- 5 :
"3
a 2] o " (#)
o # 2] Ll - 7 Iﬁ
EGE = o1 . 2
1 e 3— S (etc.)
T
chromatic
completion
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Example 5.13a. “Dupree’s Paradise,” introduction.

TS (etc.)
7 x>
o
.
A *b.hEbEEi | (I’)'-H h;h!‘r
Vibraphone S"é !‘é > F - i
n%
5 i ——— ===
o / be b: = e be b: I
Synthesizer -'—51' bt
— .
== ==
T3I*
’ 9 l’) y b I vy # Iﬁ bEh!’- T I}
Vib. s b E et ——
Q)u = * h_b
be <
2
£ ——=—
o 'Hqu = hd%ﬁ
he =
Synth
===
=y T= ===
i be o } b‘oll::he
bo o
Example 5.13b. Idealized version of opening motive.
3
ebe =
A mln_ il Sl i
P A /1 124

= (o)

2 Ty =

[ fan ﬂ[)i v

ANIVEES / /i

be
m

4 [ 1

)2 e —
7 \ 1
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Example 5.14a. “Jumbo Go Away” interlude: main theme.

T4I (RI)
5 tou, @ : : P~
oy & ﬁ Mﬁﬁ- = h; 1] ul 1 L 1 Ih-
y A o ¥ i | [ - d e ¥ ] h!l' [ 7] | 'IJ.F b Lid | h=I| LAl =
1 I PN I Ji ! 1’|I I)P v I;,s I
Q) :_3 ' 33— — '3 — | I '
6
Example 5.14b. Idealized pitch sequence.
T41
\/ * ll). 1 \./ L- F ] I/L\\_(\
| he Lt | | bhe 1 \ M=/
v : . - : —— Pe ' — He ¥
Q) T T T T
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Example 5.15a. “Sinister Footwear 11" (ACE), mm. 139-141.

m. 139 "Jumbo" recollection
o) ., o ® be ., te . h ” o o
. ee [ A S VR e
GR B i = e = Lo
o) I——
Woodwinds
o) o | | th:; ¢ T b A
/1 I = F L. Al |
o FE
%giﬁi 1 i —= ﬁ-% | g'—cé
R all (0237) chords
all (0257) chords ‘ s
g OpRee T L L T
13 B p—— . > ] — e {— 1$='r— g | A
bos g e LN T e (7 Y 2
3 e « e Sl L
S T T T T T T
all (0237) chords all (0247) chords
cseg of bass: <03152647> ‘ cseg of bass: <74625130>

retrograde (and inversion)

Example 5.15 (b) and (c), contour symmetry in mm. 139-140ioist8r Footwear I1.”

(b) bass, m. 139 (c) bass, m. 140

CSEG CAS

axis axis
r4aY Ir)i r4aYX
7 ~ * s 7 ~ —

L oy

e i S
CSEG:0 3 1 s5Y 2 6 4 7 CAS: - - + ¥ + -
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Example 5.16. “The Eric Dolphy Memorial Barbecue.”

(a) (Weasels Ripped My Flesh 0:34-0:44)

—3— —3- —3—
h -3 & 30 A%* .
i = = ol —® I .\”.’ e Rﬁ |F i y 3
6t - - ) 7 — ) I Y] P
74 71 o) 74 7 —
!) L b 1 L4 L4 I kil L4 'I ]
12 34 (1234 56 7 8 9 5 6 7 9
(b) (1:19-1:27)
H |—3_|
bt f ———
e e e e L e e e CEr——
0 e e === g E T fe <
3
123 4 12 34 56728 9 10) 567 8 9 10

(c) symmetry in pitch sequence

T4 (RI*)
(0167) /\\ (0167)
r < axes \r =/
L,
- Lo

% E‘”f'@_). \ —
ANIV.4 i 7 VI N

— ~ =

~—_
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Example 5.17. “Be-Bop Tango,” main theme with accompanime

(a) mm. 4-6
5-1 5-1
7
[} g ) ? |
A4 o —e— 1 >-e g . v — O
Gy S— 1 : '
h L |
- 1 P .4 .
[ o Y /1 )4 )
\Q)\I x Il} g # —‘/()
e
m LF \9
OE - — 3
! V '
(0137) (0236) (0146)
(b) mm. 12-14
A n . . d . .
fo—e e o T == Frrrres e
——= T4 sous SR L _TF
J ‘ Lo
6 —

-

11

el

il

TP
Lle
_X]¥|

L
oy
O

el

e

~Te
e
BT

~I$%
He
~Te
e

St )| )

(0137) (0137) (0137) (0137)
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Example 5.18, Varesétégrales 4 measures before reh. 3.

8va.
fo
0 o
Picc. fpm
ANV
o
Ob. foO
f) "5
Cls. f—aP
F Hmn. &y 25
Tpts. | &8 7
O
6\.
Trmbs. 2 —
=Y
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Example 5.19. Diatonic chords of the Chord Bible.

(a) Lydian chords

Primary chord 1 Derivatives
D[4-7-7-1-7-7] D[4-7-7-1-2-5] D[E-5-2-1-2-5]
o)
g 2 O\ I
71— —cuintal =—x —
_%9_4 {\‘j dU NTREVA e
o o0 o0
o (o) (o)
Y B | ] | S ] SUS-4
)4 o quiniat O O/
4 = \ ] AN 7
ks [$] AN ¢ 74 1
O O
Primary chord 2 Derivatives
D[E-5-3-2-5-4] D[1-4-3-2-5-4] D[E-5-T-4-1-2] D[7-4-5-2-3-5]
o)
)’ 4
o 8 g =
o © © ©
J 9 oM © 8
Q FM7 < o o
)2 Pr 2 N © ©
~ Je N L § 2=l [ ] [§]
Z { ; [ @]
Y ° ©
(b) Dorian chords
Primary chord 1 Derivative
D[7-7-1-7-7-4] D[T-5-2-1-2-5] D[3-7-7-2-7-7] D[2-1-7-E-T-T]
o) o
7
Y 4N O O\ Py
| an WD -GN / o\ SUS=7 — [§)
ANV AV A d N\ [ § »=di] Py
o d = o
intal
_ W) sus4
N g/ — [§ ]
hdl [V =74
Z [ . O [§ ] [§ )]
(K § ] ] qumral e
\o/ 8 Be
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Example 5.20. “Sinister Footwear 11" m. 138.

(027) (027

H 1 Iﬂ I
iESSiSSS S =

-
: |
b & '
7 2
7 (027) )
1 1
7 2
7 5
Example 5.21. “Dupree’s Paradise” (ACE):
Chord-Bible harmonies accompanying main theme.
(a) mm. 9-12 (b) mm. 54-56
7 o) .
(3] [ 21wV} !% ﬁ 2] I |IY ] T 63 > o o [ 3 o ] [ 3 f ]
V AN o 1 V| A I I & F | i el el . O N e o | | 7 1 1
T _#Hi—.H-I—ni—ui—H'\"‘u 15 —o— 4 '
Py} (= L—A T q‘_ 1 PY) [
(etc.)
0 u 0
P A ) ) VY - rkJ == [ ] == ) 4 rid == [ ) ==
G fre 8 % Y2 8 %
U L - ] J X > ERN3IVJ = (® ]
# (etc.)
2
> [® ] X X % >
5 4
3 5
2 2
5 3
4 4
7 1
E Lydian F Lydian
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Example 5.22. Derivation of Dorian chords from Lydiamfary chord 1.

()

D[4-7-7-1-7-7] D[3-7-7-2-7-7]

O =1 7=
€N ~ Sth
~——Sth o—
J o o Sth

2nd 2nd

0 +1
A D UT [§] 1
) O 1IN
y.4 Sth [§]

€ RYi A

O 3rd _8_ 3rd
(b)

D[4-7-7-1-7-7] D[7-7-1-7-7-4]
™~ Q
\\V -y A v 4
¢ © D ©

. O
)y O (,“\’
———qg= o
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Example 5.23. The Minor Lydian scale.

(a) Minor Lydian (1) (b) Minor Lydian (2)

- J
=<
)

m2

N
[i
Qﬁ’ko
\]

+2

Example 5.24. Inversional relationship between Minor agdil) and (2).

1)

13 Q
e /
7=

o »

Minor Lydian (1)

Minor Lydian (2)
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Example 5.25. Use of Minor Lydian scale within “Drowndtch.”

(a) (Ship Arriving . . . 2:14-2:18)

F Minor Lydian (1) 2) Minor Lydian (1) 2)

leEF;F%EE

il

e
-

'™

el
~e|
]

el
|
Wik

F# Minor Lydian (1)
3 i e et e e
_?_4 HD 55{- =| 1| ' I H‘I'l"['i Vi 4 | — 3-11!’
GHM
| | | | | | | | | | | | | | |
A h‘u > £ Ho. # He n L., 2
P’ 4 o 1 1 hall| Wil e - 1 [ I 1
s 7.  — i . e . " %Pq’.!"r T Lt
\Q)U : —_— I 1 ; s‘\‘n/‘l
b4’ #1 b4
h | | | | | | | | | | | | | | |
bbb b b b b bbb b
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Example 5.26. “Sinister Footwear Il,” post-solo sectibhgm or Us7:20-8:23).

chromatic progression

(a) Chord succession

chromatic progression

1 2 4 5 6 7 8
D[4-2-5-4]  D[7-1-7-7]  D[3-2-5-4] D[7-1-7-7]  D[3-2-5-4] D[4-2-5-4]  D[7-7-1-7-7] D[4-2-5-4]
o) 4o 4o o
o P~ I 4 P-4
n W £ 4 o 7 P ) =) — o
AN3V4 bt [ 6] P24 h o ~ I"P= ¢ ) P24
© l) O o » |»\/ O O
0 I L PO © ©
bl 1) 7 oy ! Iy Py
N })(‘ Vn g ;V = = 1
e O > 1o > o =3 — O
(b) Scales employed melodically
1 2 3 4 5 6 7 8
ﬁn‘&ﬁn‘ oy —4 Py |
Py D) g M u? :gé
.j/ P # £ .3#
= }7() O v Lo 1
Derivation: F Minor Lydian (1) C Dorian F# Dorian Bb Dorian  E Dorian C Min. Lyd (1) D Dorian D Min.Lyd (1)
Pedal: Ab G Aeolian F Aeolian Eb F
(¢) Chromatic derivation of D[4-2-5-4)
Chord/Scale: 5 6
O 4 o ¥ o ¥ o
oo 5 - § - 5
"HL‘ P $ ) o o)
H—o o o
)
r4Y » | I
il [¢] Ll ) 1 DO
Z d) d) 'I',\ {}l)
4 4
5 5
2 2
3 4
4 3
1 1
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Example 5.27. Minor Lydian chords of the Chord Bible.

1

2 3 4 5 6
A D[E-3-1-3-1-2] D[1-2-1-3-1-2] D[T-4-1-3-1-2] D[2-2-1-3-1-2] D[E-4-4-7-4-3] D[1-3-4-7-4-3]
> - - € )< 4
[ an) < 24
& S ©
e oY o © ©
B e
o) O~ A ) # — 7O ,?(/(;)v“)
£ — 7 Y » i f Y i
° ° N
ML(2) ML(2) ML(1) ML(1) ML(2) MI(2)
7 8 9 10 11
A D[3:3-1-2-14] D[9-6-1-2-1-4] D[8-1-6-1-2-5] D[6-1-3-4-1-6] D[3-3-1-3-4-7]
A —~ =~
| fan ) = hod O
AN3V = = © o =
o) © © o2 e e
O T = 4 <
W- /WA _ﬁl/g.\; [0 224 O }E
A — Oy I © ©
{ 1 9 )
OB/
ML(1) ML(1) ML(2) ML(1) ML(1)
12 13 14 15 16
D[2-1-4-2-1-8] DI[T-3-4-2-1-8] D[3-1-9-7-2-9] D[14-4-1-8-7-E] D[14-3-1-9-7-E]
A O O
p” i
y A N— ‘ = [8) 103
an W P2 - = ©
5O - hd [9) 0]
J © © o0
D
Ip
par e ) par e ] 1l I- P
— )4 = H(E’V(w
Sy 8 R 4 8t
S Dok I
To o o o
ML(1) ML(1) ML(2) ML(1) ML(2)
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Example 5.28. “Alien Orifice”
Minor Lydian Chord-Bible substitutions.

(a) Theme
Phrase 1:
.bF =4 - pREs e » a-bf-f bl
I v s =T H% '
5] U =1 = ——" I | &
Q) —3—
O /1
OB 3 - L L

bo
Chord symbol: EbM7
Pedal: Eb Lydian

Phrase 2:

H e ” el = el fe o ®®
et =Ty ==
ANV
Q) — 33—
-’,: - -

O

Chord symbol: Em11
Pedal: E Dorian

A

1Te

e

TTT®

Z [§ ]

Chord symbol: CM7
Pedal: C Lydian

Phrase 4:

p__p eee ee _p ot pape
I 1 ] 1

]

Mo

L )

hod
i
[

P
©

Chord symbol: Gm
Pedal: G Dorian
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(b) Theme reprise

Phrase 1:

Example 5.28. (cont.)

T
T

e

T

1IN
T

I

e

~e|
A

‘L’.

Chord: D[5-3-2-5-4-7]

Scale: C Dorian (substitute for Eb Lydian)

Phrase 2:

N

"

T

I
Al

™

vt

:

e
|

Iiv
I

|

12:8

=

vy
Tk
T

b
Chord: D[8-1-6-1-2-5]

Scale: G Minor Lydian (2) (substitute for E Dorian)

Phrase 3:
) u
”

L)

y AW

Ll
TTTe

i~

™
e
A

™

IL)

‘[‘

¢

ML

W

N

"g

Chord: D[3-3-1-3-4-7]

Scale: A Minor Lydian (1) (substitute for C Lydian)

Phrase 4:

pee

e

"

»

N

»°
#ﬁg =
-

)

o e e |

TT®

e

an

[ 7]
T

T

L]

ITT®
I\

Nk

ZZ¥

9]

eq

hl!

—3—

t@’ta

1
bl
v

=%

Chord: D[1-3-4-7-4-3]
Scale: C Minor Lydian (2)
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Example 5.29. Octatonic chords of the Chord Bible.

1 2 3 4
A D[1-5-1-2-1-5-1] D[T-3-5-1-2-6-1] D[9-2-7-2-6-1-2] D[2-4-2-1-2-4-2]
p” 4 W roEExe 34
y o -4 )
{7 Qo P03 Y
<D T ¢ IS )
1y} rO ﬂFG g
D ~ ) Ty
7 O 9 1O #0OO
il ki
5 6 7 8
A D[3-2-1-2-1-2-3] D[2-1-3-3-2-6-3] D[2-4-2-3-4-2-4] D[1-3-2-1-2-1-5]
yan s
[ an T Lo ) o T
AN3Y, e 1o WP 0 ) TP
o) s To 8 PO
lfg b q o b
< [ @24 #
T H o Y P wh
Y A" a1 OO 4
o ul 7
9 10 11 12
A D[2-1-3-2-1-2-6] D[2-1-2-3-1-2-7] D[1-5-1-3-5-6-7] D[1-2-1-3-2-1-8]
" 4 e
y 4
{7 vy 7= o ) )
A3V 9K 0 © b 1o
[y = © o T

bog b oo . b o b
O . ./ L. TP~ § ) ICY
78 "o =
3

"’ ﬁﬁq e
-]

13 14 15 16

D[2-1-2-1-3-2-9] D[16-2-1-2-1-5-T] D[1-2-1-2-1-3-E] D[3-2-1-8-6-1-14]

©

h | —

i P P——~

[ & an) O 1 O 1 7 7

ANIV.4 h b Py

d '9 v 1% <

ET
o)
tt.u_
W] ;T 0|0
N
I
LTLY
4
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H'I'l
bo

o

VA S )
O

¥ @ )

TO

A )
[ @]

Yus

Example 5.30. Seven-note Octatonic chords at m. 37 of PEnfect Stranger.”

bo

VL
):

[ fan

N AN — N — N

<+ NN

O N — N non

Fn—a—0

<t A< AN \O
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Example 5.31. “Envelopes” mm. 54-350don Symphony Orchest?al2—2:16).

Hn. 3

Hn. 4

Tuba
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Example 5.32. “Envelopes” main theme: mm. 7-22.

m. 11

Th
H

RJZIF v =
— o>

o
=

=

be

Ib)" .
b

4-1

T9

m. 19

m. 15

U
hull}

]
h
P

<

14

h @

ge°

) ™

T3
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Example 5.33. “Envelopes” main theme: Chord-Bible harmaoioza

Non-diatonic chords marked with *.

b | [T™ T ™ L N RN
(11T R S . (.
A - U N T -
€ N TN (179 o JuE I
ANE Juul T8 ) « AL [TT™
b LI
b || ™ T [T [ YRRR o ™
[
o I IR S S e S i
13 e I
L S e s I
B L
T (17 ™ (179 oLl L Yol L
ol L [T~ (1] bl b | [11%
k!
[TT™ (179 [TT™ 7T b | [T [TTre
Bt e
ik [T [T[Te LY ol T e
N N N N & B
_ .
~ & vy - e ~ —
o — o o -+ — ~
£ & E £ E i g
[ =5 T = o5 ] [2a]

vl

T9

m. 11

I AL T M [ LT
Ihy A I I~ & 1
Al ol e e L Al AN
. e P Ed
il el |l e
m e e e N ik i
5N =N N I
1 S T - 1
& 0 & e
ol Sl S - A

v TN T ™ e Al MM
d g £ N
.| ik e mme s M

L5 1d L =< iy
A He T A L NERE LIARS -
g ik I i
LI S ™ os S
MM 1k ™ mme. s b T

|d | A

T M . ™ e o] 3

{4 e

NLTTN me Tl L i i

B [ .’“ HW &\

il i M M L i M
\h—. B A' ﬁ #W e ‘

bl || I Ty 5. | ol || e
A =3
b .hwnl |M u“n IPo.rll b IMll
. 2| | | A 8| &l Hon_.rl o«

b || T ik ™ ol A Al
g e = = £ A
ol AR TN ™ b b | i

pl 1| b1 ik e sl TN e

|d 1 =< L o
I Hi L i

I \ S T
N N N € N BN @

\ {

=~ @ v - L) ~

N <t

e}

TS

T7
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e

|

gl
ge
1.

g

i
re

e

gl
e

bie

4
qe
'ig

te
L4
he
i}
't

o

fe
1514
i

hul

Example 5.33. (cont.)

e
be

e
fe
T

1107 2

L d
be
T3

by 2

1

D@

ba

id

be
b

T
e
e

Fi

T

e
==
4

:
b
o te

.4

m. 15
(oo
o
m. 19
o
ot
o

o=y *

oo N %
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Example 5.34. “Envelopes” mm. 23-38.
Pitches harmonized by Non-Minor Lydian chords marked tvith

m. 23 m. 27
TO T11
0 Ho . b Y ol
* g} Jo— T SN T 1 I T = I dud |
e o w k7 e lgo Il Tew [
WV in g " { ===~ =
3 *

m. 31 m. 35

(various T-levels) TO T3 TO

Py = — - 7 o — e e Tl g
y 4% Il I I ol | T | = - 11 T PV\- Ii 1 1 - O
e e e == b= % | g
* * * #* * * % *
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Example 5.35. “Envelopes” mm. 5-6 (0:10-0:16).

T6

(a) Musical setting

I i 1k Tl mome ||
By i, ™ d Ld a
i I it I ™M
i I fiL Tkl ke STy

ol I 1 3 e
N TTTe T T 1L LA M

\O
=
i i ™ I it .;
A it T u
A Al
[l TN Ty y ||
[

1R I J TN [T | Sanal
ik Hy ax

e L H
o e i k. k. ™ 8|
ocaul jocanl el ocaul s el ocaul
R O
— ™
8 [ — ] [3e} . N
= 3 - — - g g
e o © © © m o)

(b) Harmonic reduction

[ [ [T® -2 e ™
I i i Il ™ -
™ 3 13 [T i i
i e (e |l T
b I = I 1 [N
i I I8 1= e e
ik 1103 S - S
gl A - T ™ s
i i It-3 (1" Il T
o i & [} 1] Eo
P Wi & M - =
A 12 1 I (12 b3
fyﬁv nyﬁo ,ﬁv yﬂu n,ﬁd | )
~ wv ~ 3] a —

0= AN~

-l O — N =

N — N N — 00

¢ <t > <t en o~

N — Nt

534)359;

A= = N~

- — A n

QO — n — ot

N — O —

*  —— N

w onononn oy

T6
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'IT.

111211

Tar

1

i
b o u

32

jebe

323333

—

|4
Te
|

To):
| =

2

b e

’4L

L
=

L4 ]

Hrns. 1,2
Hrns. 3

Obs.

T Tpts.

L el
D

L 4

P

ki

#b.-l

& L
e

Example 5.36. “Envelopes” mm. 88—end.

be

p ele obe 2'F

I)'l,

o be

o Pobe ﬁb# Lhe

3 (etc.)
2 (etc.)
1 (etc.)

(@ ]

(b) Harmonic reduction (pitches creating M11ths with melody circled)

(a) Musical setting

ANIV4

0 e
<+~
< <t n
PR

M en o

SN AN

e < <+

(=)Mo i@

<t <t on

(= N e\ i)

< <+ on

AN

n <+ [

e <+ <

e <+ /M
e — <+
e <+ K
en <+ <
en <+ <
e — <
en <+ |

o < <

< <

Is.

C
Hns.

2
1
Densities:
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Example 5.37. “Sinister Footwear 1”:
Thematic statements related by isomelism, with ChabdeEaccompaniments.

(a) Reh. D, mm. 82-84

10:4
) — hy ® N ,
f5 e Ler BT ule b . SRR
1 ot i e oo g @ = :&3) 1
| AN i et o (Ll 1 !
—:jLiJ--h==i=:§:?.s== 5 - =
) 53 (etc.)
0 b
P A -4 1 1
i =
" 7]
e g ’; J

-
Tee
e
-
JHE

all Minor Lydian chords

(b) Reh. F, mm. 137-140

3 5
o) . by ® T .
5 7 ) T 1 1 T —1 s ]
M5 e aala T
1 i ) ot ) 1 e
] {l = o
5 3
g' l) E. 5 %.
y Ji—) E— - I - luﬁ;: B LI/'. I’%
!UE — I i 5 a7 _i

|
a: hr~
#ii. EE.I

all seven-note octatonic chords

MRNOA
B =
Y

M

ol
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Example 5.38a. “The Perfect Stranger I” mm. 8-TI7e( Perfect Strangd):16—0:36).

OCT1.2

NN ] Qll TR T alll Nl T
1t
o o g o] o] q o) 0
NP 1 SN S e ! Qlll AR e
m L. N XN ==
il ﬁ e i Aﬁ Al
- ]
= N Bl e e o
ol 2
HIY N ] 1 1 ] 1 1 ]
L
A.n.y
[ BN [~
o
h | 1 | ] ] 1 |
3| o~
MTTe e
Wlo- ] 1 ] 1 1 ] ]
¥
L
~t ~ Y ~d ~t
1 1 ]
Aal- flsuns fiNns, flamn M
N 1 L 1 R I
]
AFI Al M TN, I3 A 3 |
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Example 5.38b. “The Perfect Stranger I” mm. 43—46 (1:46—1:56):
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Example 5.39. “The Perfect Stranger II"” mm. 16-25 (4:20-4:44).
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Example 5.40. “The Perfect Stranger I” mm. 48-51 (2:04-2:09).
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Example 5.41. “The Perfect Stranger II” mm. 1-8 (3:50—4:00).
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Example 5.42a. “The Perfect Stranger I’ mm. 5-8.

~
—_ =
O A=A A

Violins

Violas

TT® i~ nh ~ ~
e
i
-t
(3
- H& R all
i \ [ \
I3
T
e
v
[TT®
L
T
KN
1T
&
Kud
o .||dmu\ ||AZ lm,, .V\J
s E=%
1] TIN® %,
n v 1
oLl il Ll
_fen _n
BN
L
2 2l caul A
g -
& = <
mw Q

N = o S

OCTi.2

385



Example 5.42b. “The Perfect Stranger II” mm. 56—60 (5:52—6:04).
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Example 5.43a. “Dupree’s Paradise” mm. 35-A0e( Perfect Strangér.43—-0:51).
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Example 5.43b. “Dupree’s Paradise” mm. 35—39: harmonic reduction
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Example 5.44a. “Dupree’s Paradise” mm. 107-110 (2:19-2:25).
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Example 5.44b. “Dupree’s Paradise” mm. 107—110: harmonic reduction
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Example 5.45a. “Dupree’s Paradise” mm. 196-200 (4:33—-4:43).
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Example 5.45b. “Dupree’s Paradise” mm. 196—200: harmonic reduction
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Example 5.46a. “Dupree’s Paradise” mm. 131-135 (3:02-3:10).
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Example 5.46b. “Dupree’s Paradise” mm. 131-135: harmonic reduction
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