BELIEVEYOUME
Shiner · 2025 · An ixi-model close reading · Version 6

How this book reads a song
Hold one sung note. Move the chord underneath it. Name the interval the note becomes, then name the feeling that interval makes. That is the method this book runs on every track, the close reading proven sheet by sheet on this album through the v5 restart of June 2026.
Each chapter follows one song section by section. Every chord is named twice, Roman numeral and letter, so the function and the sound both stay visible. Every notation figure comes from a vetted source. Every harmonic observation pays off in a feeling, because a theory point with no emotional read is only half a sentence.
Method and sources
Nothing in this edition is re-derived. Every claim reuses the vetted v5 fact base: the Songsterr GP charts, the audio-truth models where they exist, and stem analysis, meaning bass pitch-class roots, vocal MIDI aligned to the sung words, and detected chord timelines. The v5 restart caught six false claims that earlier drafts had copied forward. This edition is built from what survived that check, and from nothing else.
Earlier editions of this book stay untouched at their own addresses. Version 6 is a fresh manuscript.
The album
1. Asleep in the Trunk
1. The Alligator
1. The Mutiny
1. So Far So
1. My Mirror Hates Me
1. Endless Summer
1. Lazarus
1. Not Too Much
1. Broken Satellites
1. Jackie

Chapter 1 · Asleep in the Trunk
F, third withheld · Drop C · 3/4
The album opens by refusing the one note that names a key’s mood. The third of F never sounds in the bass and never sounds in the guitars. Across six sections the instruments spell F with roots, fifths, sevenths and suspensions, and the voice keeps reaching for A natural, the major third the band withholds. The story of the song lives in that reach, and the album’s whole close-reading project starts here.
The intro · the bass riff alone names root, ♭7 and 5 with no third
The track opens with its whole architecture carried by the bass alone. The figure walks three pitches around F, E♭ and C, naming the root, the flat seven and the fifth of an F-centered field. No third appears anywhere in this riff, so the bass states an F with no major third and no minor third in it.
That absent third becomes the central question of the entire song. The bass holds the terrain for four bars with no rhythm guitar and no voice present yet. A listener learns the dark, modal ground of the piece while no word has entered the room.
Favorite moment. Four bars of the bass riff alone, F and E♭ and C, naming F by its root and ♭7 and 5 and leaving the third for the voice to find.
Figure 1.1 — Bass riff alone (Drop C): the F, E♭, C cell, root + ♭7 + 5, no third.
The verse · the voice reaches A♮ on the word “for”
The verse keeps the engine fixed and hands every color to the voice. The bass repeats the E♭ and F and C cell under each bar with no third inside it. The rhythm guitar stacks E♭, C and F together, a third-less voicing that declines to settle major or minor.
The singer fills the gap the instruments leave open. The opening line moves down through C and B♭, then reaches A♮ on the word “for”, the major third the bass will not spell. That A♮ flashes one bar of brightness across an otherwise dark field, then falls toward E♭ on the held word “favor”.
The chart names the chord under that A♮ as a diminished shape over E♭. What the ear takes from the bar stays simpler and stronger than the label. One sung pitch supplies the major third the whole band keeps withholding.
Favorite moment. The word “for” landing the vocal on A♮3, the major third, over a bass engine that names no third at all. Both the GP chart and the vocal stem put A-natural on that exact word.
Figure 1.2 — Verse: vocal line descending to A♮ over the E♭–F–C engine.
The pre-chorus · B♭ and C over an F pedal, then A♮ returns on “make”
The pre-chorus keeps the floor on a single F pedal and lets the vocal swing across it. The bass plants F under almost every beat, with brief E♭ and C touches around it. The detected harmony stays an F sus and F7 shape, the third still left out of the instruments.
The voice settles on B♭, the suspended fourth above F, for the opening lines about cooking and washing. It steps up to C, the fifth, for feeding you grapes, then reaches A♮ once more on the word “make” in make you a symphony. The same A-natural from the verse returns as the one bright third inside an otherwise third-less room.
That A on “make” ties the section back to the verse thesis. The promises pile up while the harmony refuses to move off F. One sung major third carries the only lift the bed will allow.
Favorite moment. The word “make” landing on A♮ again, the voice supplying the major third over an F pedal that states no third of its own.
Figure 1.3 — Pre-chorus: B♭ (4) and C (5) rocking over the F pedal, A♮ on “make”.
The chorus · a ♭VI–i–V wheel, the voice leaning on E♮
The chorus finally moves the floor and walks the flat side. The detected roots step D♭5 down to F5 and up to C5, a borrowed flat-six (♭VI, D♭) into the home F and out to the dominant (V, C). Every one of those chords reads as a bare power shape, so the wheel turns without a single third in the guitars. The ♭6 in the bass is the album’s darkest borrowed color, and here it opens the chorus.
The voice carries the title line across the moving roots. On the words I keep thinking it climbs to E♮, the major seventh of the home F, a sharp leading-tone brightness over the dark wheel. It falls to C, the fifth, on still in love, then the band hands up to the C5 the whole record keeps circling.
That E♮ is the chorus answer to the verse A♮. One song, two raised tones the bass never spells, both placed in the voice. The dominant C5 closes the wheel and refuses to resolve here.
Favorite moment. The vocal E♮ on “thinking”, the major seventh of the home F, riding a D♭5–F5–C5 wheel that carries no thirds of its own.
Figure 1.4 — Chorus: the ♭VI–i–V wheel (D♭5, F5, C5) under the vocal E♮.
The Y part · the guitar’s one minor third against the voice’s major
The Y part pins the bass to F harder than any other section, ninety-six F hits against a handful of others. The detected chords ring F sus2 and F sus4 and plain F5, the suspensions trading the missing third for an open second or fourth. The voice floats C and E♭ over that pedal on you love the sound and the long beating-heart line.
One detail pays off the whole record. Around the middle of the section the guitar stem flickers an F minor shape, the first time any instrument states a third at all. The band picks the minor third, A♭, after withholding both thirds for minutes, while the voice has spent the song reaching for the major one.
So the two thirds finally sound in the same song from opposite sources. The instruments lean minor for one moment, the voice has leaned major throughout. The pedal holds F under both readings without choosing.
Favorite moment. The guitar’s brief F minor flicker in the Y part, the instruments stating the minor third once after a whole song of withholding, against the voice that kept reaching for the major third.
Figure 1.5 — Y part: the F pedal, sus colors, and the single Fm flicker.
The outro · the dominant resolves, the third stays away
The outro states the cadence the whole song kept avoiding. The detected roots walk B♭5 up to C5 and home to F5 across the closing minute. The C5 is the dominant the verse and chorus circled for the entire record, and here it finally falls to F.
The resolution arrives without ever picking a quality. The last chords read F5 and F sus2, the home root with a fifth and an open second, the third still absent at the final cadence. The song answers its dominant and keeps its central question open in the same gesture.
So the close stays true to the opening. The bass riff named F with no third in the first four bars, and the last bar names F with no third again. Only the voice ever spelled a major third across the whole song.
Favorite moment. The very end: C5, the dominant the song circled all record, resolving to F5 and Fsus2, a home chord that still states no third.
Figure 1.6 — Outro: B♭5 to C5 to F5, the resolution that still carries no third.
Coda
The opener hands the album its first lesson in how this band writes. The instruments build a room with one wall missing, and the singer stands in the gap and sings the missing note. Brightness on this record is a human job. The band supplies weight, pedal and suspension, and every lift the song owns arrives in a single voice reaching for A natural over a floor that refuses to confirm it.
Sources. Vocal stem MIDI, bass stem MIDI, guitars stem MIDI, and the Songsterr GP MIDI for Asleep in the Trunk (chord and tab ground truth). Intro and verse trace to the GP chart measures 1 to 20, corroborated against the transcribed vocal. Pre-chorus, chorus, Y part and outro are grounded by stem analysis: bass pitch-class counts for the roots, vocal MIDI aligned to the word timings, and the detected chord timeline. Full interactive sheet: drwu-htmls.vercel.app/believeyoume-asleep-v5/

Chapter 2 · The Alligator
G major · Drop C · 4/4 · 120 BPM
The second track builds a whole song out of one guitar shape and a bass that keeps changing its mind. The rhythm guitar holds G, A and D and never plays a third, so the chord’s identity comes entirely from the bass moving underneath it. The fingers stay frozen on one voicing while the harmony flips from home to a borrowed flat-three and back. What sounds like a chord progression is really one stack heard against two different floors.
The engine · one voicing, a I to ♭III bass, the chord decided by the bass alone
The whole song turns on one rhythm-guitar voicing and a bass that keeps changing its meaning. The guitar holds G, A and D across every bar, the root and ninth and fifth of G with no third inside it. Over a G bass that shape works as G add9, and over a B♭ bass the very same three notes sound a B♭ six-nine.
The chord identity comes from the bass by itself. Two bars of G give way to two bars of B♭, a I to flat-three move repeated as the engine of the form. The fingers hold still while the harmony underneath flips from home to a borrowed flat-three.
This is the central trick stated in the first cycle. One stack, two chords, the bass doing all the work. The ear hears motion that the guitarist’s hand never makes.
Favorite moment. The same G-A-D voicing working as G add9 over a G bass and as B♭ six-nine over a B♭ bass, the chord changing while the hand stays still.
Figure 2.1 — The engine: G-A-D held over a G-to-B♭ bass (I to ♭III).
The voice supplies the third · B is the M3 of G the guitar omits
The rhythm guitar refuses the third for the entire song. The G plus A plus D voicing gives root and ninth and fifth and leaves the third out completely. The voice walks in on the second cycle and supplies what the guitar withholds.
Over the G chord the singer holds B, the major third of G, the exact tone the voicing omits. Over the B♭ chord the singer moves to C, the ninth of B♭, a bright color above the borrowed flat-three. One voice fills the gap the guitars leave open across the whole form.
The thesis matches the album opener almost exactly. The instruments give a chord with no third and the vocal becomes the third. The Alligator builds its identity on that withholding.
Favorite moment. The vocal B over the third-less G chord, the singer becoming the major third the guitar will not play, then moving to C as the 9 of B♭.
Figure 2.2 — Vocal B (M3 of G) and C (9 of B♭) over the third-less stack.
The bitonal lead · F♯ stays in G while the bass moves to B♭
The lead guitar holds F♯ through the G sections, the major seventh of G, a high sustained tension over the home chord. When the bass moves to B♭ the lead stays inside G major and keeps that F♯ ringing. So the lead plays one key while the bass implies another.
That disagreement is the quiet engine under the riff. The bass says flat-three and the lead answers in the home key, a small bitonal rub on every B♭ bar. The B♭ section even stacks C and B and F♯ in the lead, a cluster pulled straight out of G major.
The song keeps two tonal stories running at once. The bass walks its I to flat-three path and the lead never leaves home. The listener holds both readings together.
Favorite moment. The lead’s F♯ ringing as the major seventh of G straight through the B♭ bars, the high voice refusing to follow the bass into the flat-three.
Figure 2.3 — Lead F♯ (M7 of G) sustained over the moving bass.
The seam walkdown · a fast B♭ to A♭ to G stitches the loop home
Every return from the B♭ section back to G flags itself in the bass. The player holds B♭ for most of the bar, then drops a fast three-step walk of B♭ to A♭ to G. The steps move in thirty-second notes, a quick chromatic slide into the downbeat.
The walkdown lives at the seams of the form, bars four and eight and ten. It is a small figure that stitches the flat-three back to home each time. The ear feels the pull of the chromatic descent into the G.
That tiny move gives the loop its forward motion. The two-chord engine could feel static across so many bars. The walkdown keeps shoving the form back to its beginning.
Favorite moment. The thirty-second-note B♭ to A♭ to G bass slide at every seam, a three-step chromatic shove that keeps the two-chord loop from going static.
Figure 2.4 — The B♭ to A♭ to G seam walkdown.
The cadence · the third the guitar hid all song finally arrives in the bass
The chorus ends on a chord the rest of the song avoids. The guitar stack holds its shape while the bass walks G to B♭ to G and finally to B. On that last beat the bass gives B, the major third of G, the exact tone the rhythm guitar withheld for the entire song.
So the third arrives at the cadence, and it arrives in the bass. The voice supplied the third all the way through, and the final chord hands that job to the lowest voice. The G over B first inversion closes the phrase with the missing tone finally spelled.
The whole song pointed at this single low B. The guitars never played a third and the cadence finally gives one. The Alligator resolves by stating out loud what it hid the whole time.
Favorite moment. The final G/B, the bass landing on B, the major third the guitars withheld for the whole song arriving at last in the lowest voice.
Figure 2.5 — The G/B cadence: the withheld third arriving in the bass.
Coda
The Alligator is the album opener’s thesis carried into a second shape. Asleep hid the third inside a pedal and a wheel; here the third hides inside a frozen hand and a shifting floor. The band writes chords by subtraction and lets the singer restore what the guitars take out. The final low B is the payoff, the withheld tone spoken at last by the one voice that stayed silent about it all song.
Sources. The vetted audio-truth model of The Alligator (five-track, audio-verified via Moises) plus the Songsterr GP chart. The audio-truth model corrects the raw Songsterr auto-extraction, which mis-read the song as G minor in 5/4 with sus and dim chord names. Grounded reading: G major, Drop C, 120 BPM, a twelve-bar I to flat-three cycle closing on G/B. Interactive sheet: drwu-htmls.vercel.app/believeyoume-alligator-v5/

Chapter 3 · The Mutiny
B♭ · Drop C · 4/4 · 130 BPM
The Mutiny moves in three stages. A root clamp crushes the whole band onto B-flat, then a flat-side opening lets the bass lead and the vocal follow it down, then a late body brings the major third into voice and guitar at once, over a floor that never clears. Where the first two songs hid the third behind a pedal or a frozen voicing, this one weaponizes unison. The band plays one note until the missing color becomes the loudest thing in the room.
The intro · a bare B-flat power chord, root and fifth, no third
The lead guitar opens alone on a B-flat power chord, the root and the fifth fretted on a Drop-C neck, more than a hundred transcribed notes built on B-flat and F. No third enters the texture. The bass leans on B-flat with a dip to G-flat, and the voice keeps out of singing range through these bars.
A fifth with no third holds the question open. You cannot hear major or minor in it, and the song lets that hang at 130. The intro states the root and withholds the color the rest of the song keeps fighting over.
Favorite moment. A hundred guitar notes on B-flat and F, root and fifth, the third left out of the intro entirely.
Figure 3.1 — Intro: B♭5, root and fifth, the bass dipping to G♭.
The locked verse · the whole band crushed onto B-flat, root and octave only
The arrangement narrows until every part hits the same pitch class. From roughly 34.7 to 48 seconds the vocal gives twenty-six straight B-flat notes, the guitar strikes B-flat underneath in the same register, and the bass holds B-flat across octaves. The tightest window drops even the fifth, leaving mostly root and octave with no harmonic padding at all.
The singer does not float over the band here. He joins the instrument grid and turns the voice into another part of the drone. That choice makes the missing third active, because the ear keeps waiting for a G or a D to clarify the color, and Shiner withholds it.
The effect runs harsher than a power chord. A fifth at least gives the ear something to lean on, and this passage takes that away too. The verse builds its pressure from the refusal, pinning the whole band to one note until something has to move.
Favorite moment. Twenty-six straight B-flat vocal notes over a guitar and bass also on B-flat, the fifth dropped, mostly root and octave.
Figure 3.2 — The locked verse: voice, guitar and bass all on B♭.
The verse opens · the bass moves to the flat side and the vocal follows it down
When the lock breaks the bass moves first, pushing off B-flat toward G-flat and A-flat, the flat-side roots that carry the song’s weight. The guitars follow that darker pull into the same flat-side shapes. The vocal does not break free into a bright major third here; it keeps inside the same gravity, working mainly through G-flat, A-flat, and B-flat while the section loosens.
The drama of this part is the band learning motion after the long root clamp. The bass gives the movement its weight, the guitars thicken the flat-side frame, and the voice stays close enough to the instruments that the loosening feels contained. The section widens the same pressure rather than resolving it.
A high D does flicker through the vocal in this region, and the guitars touch D as early as 22 and 52 seconds. The major third is in the room. It has not yet become the thing the song leans on, so the verse opening moves as shadow in motion more than light arriving.
Favorite moment. The bass moving to the flat side with the vocal following it down through G-flat and A-flat, the D only flickering.
Figure 3.3 — The verse opens: bass leading to G♭ and A♭, the voice following.
The body · D becomes a shared pressure, voice and guitar together
Deep in the long body the major third finally takes hold. Around 175 to 220 seconds the vocal uses D more clearly, and the guitars bring D into their notes at the same time, so the brightness is shared across the band rather than carried by one throat. The bass stays busy underneath, more than five hundred notes, and it keeps dragging the floor back through B-flat and G-flat.
This is the closest the song comes to release. The top of the arrangement brightens as voice and guitar agree on the D, while the bottom holds its flat-side weight and refuses to let the chord fully open. The strain comes from those two pulls running at once.
So the third does not belong to the singer alone. It arrives late, it arrives shared, and it never clears the heavy floor underneath. The body gives the song a brighter strain with no clean major payoff.
Favorite moment. D becoming a shared pressure around 175 to 220 seconds, voice and guitar both bringing it while the bass pulls toward B-flat.
Figure 3.4 — The body: the shared D over a bass dragging through B♭ and G♭.
The outro · the flat second returns and the song stops without clearing
The bass narrows back toward B-flat after the busy body, with a touch of D and E-flat. The guitars thin to B-flat and E-flat, and a B natural brushes in as the flat second, the Phrygian shade. The vocal closes on B-flat and D, keeping the major third in the air one last time while the field goes dark around it.
The song ends with no clean resolution. The flat-side floor holds, the flat second darkens the close, and the brightness the body found never fully wins. The Mutiny stops on the same heavy ground it ran on, the third still pressing against it.
Favorite moment. The flat second returning at the close, the voice holding the major third over a floor that stays dark.
Figure 3.5 — Outro: the ♭2 shade against the held major third.
Coda
Three songs in, the album’s grammar is set, and each track finds a new way to spend it. Asleep put the missing third in one reaching voice, The Alligator hid it in a frozen hand, and The Mutiny grinds the question down to a single repeated note and makes the whole band carry it. The third arrives late, shared, and unresolved, which is the darkest reading of the album’s central move so far. The record keeps proving that what a band refuses to play can organize a song as firmly as what it plays.
Sources. The Songsterr GP file (Drop C) plus the vocal, bass and guitar stem MIDIs, corrected against the three stems in the 2026-06-16 MIDI fact-check. Fixed model: root clamp, flat-side movement, late shared D pressure. The score and the linked MIDI agree because both come from the same notes. Interactive sheet: drwu-htmls.vercel.app/believeyoume-mutiny-v5/

Chapter 4 · So Far So
D mixolydian to D major · Drop C · 4/4 · 130 BPM
So Far So pedals D alone for seven bars, builds a third-less D mixolydian verse, finds D major when the voice sings the F-sharp the guitars leave out, drops a minor third to a B-flat chorus, swings to an Am/E bridge, and ends on a C-against-D clang. Three tonal centers, one missing third, and a bass that opens and closes the song alone. This is the album’s structural showpiece, and it was the first sheet to reach the proof format.
The intro · the bass pedals D alone for seven bars
So Far So starts with one instrument. The bass plays a D pedal in octaves, low D1 trading with D2, for seven full bars in Drop C tuning, and nothing else enters. No rhythm guitar, no lead, no vocal, only the one pitch rocking between two registers. The song builds its whole opening from a single note.
The voice arrives at bar seven, landing on A and G over that held D, and even then the bass keeps its pedal. The opening states D as the floor and leaves the air above it empty. So Far So begins as a question with one note for an answer.
Favorite moment. Seven bars of bass alone pedaling D in octaves, the rest of the band withheld until bar seven.
Figure 4.1 — Intro: the D1/D2 octave pedal, bass alone.
The verse · bass and voice alone, D mixolydian, no third in play
The verse keeps bass and voice with no guitars at all. The bass holds its syncopated D pedal, D1 on the dotted-quarter into D2 an octave up, one pitch class in two registers. The voice circles three notes over it, A, G, and C, singing “I’ve been saved, I’ve been blamed.” Against the D floor those land as the 5, the 4, and the flat 7.
That flat seven, the C, gives the verse its mixolydian shade. With no guitar to fret a third, the song will not say major or minor here. The voice rides A, G, and C over a one-note bass, and the field stays open and modal. The verse holds its mode in suspension, waiting on a third that has not come.
Favorite moment. The voice circling A, G, C over a lone D pedal, the flat-seven C coloring it mixolydian with no third anywhere.
Figure 4.2 — Verse: A, G, C (5, 4, ♭7) over the D pedal.
The later verse · the guitar enters on D5 and the voice finds the F-sharp
The rhythm guitar finally enters. After a brief lead-in it settles onto a D5 power chord, D2 plus A2 plus D3, root and fifth and octave, held as whole notes over the continuing bass pedal. Both the bass and the guitar plant on D with no third in either, the same open quality the verse ran on.
The voice resolves it. It walks A, G, F-sharp across the bar and rests on the F-sharp, and that F-sharp is the major third of D, the pitch the power chord refuses to fret. The singer tips the song to D major with one note the band leaves out. The third arrives in the throat, the same move that runs across this record, the voice completing the chord the guitars withhold.
Favorite moment. The voice resting on F-sharp, the major third of D, the note the D5 power chord refuses to play.
Figure 4.3 — Later verse: the vocal A, G, F♯ over the D5 power chord.
The chorus · the bass drops a minor third to B-flat and the voice climbs
The chorus makes the song’s biggest move. The bass leaves D and drops a minor third to B-flat, a chromatic-mediant jump, planting on B-flat with pulsing eighths. The rhythm guitar voices a B-flat-maj7, root, major third, fifth, major seventh, with the octave third on top, then drops the seventh for the ninth, softening into a B-flat-add9. The lead guitar mirrors that top voice, holding D then sliding to C, the major third easing to the ninth.
Over all of it the voice climbs. It runs C, D, F, G and rests on G4, the major sixth of B-flat, the highest pitch sung in the song, more than an octave above the verse F-sharp. “If you leave me now,” the line goes, rising as the floor falls. The bass drops a minor third while the voice lifts a major sixth, so the singer climbs into a brighter key the band has slid underneath.
Favorite moment. The bass dropping a minor third to B-flat while the voice climbs to G4, the song’s highest note, a key apart from the floor.
Figure 4.4 — Chorus: B♭maj7 to B♭add9 under the vocal climb to G4.
The bridge · a third key, A minor over an E pedal, the voice spelling the chord
The bridge moves to a third tonal center. The bass shifts to an E pedal, and the rhythm guitar, the lead, and the voice all stack an A minor triad over it, A and C and E. The chord is Am over E, A minor in first inversion, neither the D of the verse nor the B-flat of the chorus.
This is the song’s most unresolved zone. The E in the bass works as the second of D or the dominant under A minor, a half-cadence that commits to nothing, suspended between modes for eight bars. The voice spells the full triad on its own, E and A and C, the one place in the song where the singing lays out a complete chord without leaning on the guitars. Then the bass lifts to F and walks down to B-flat, pulling the song into its final chorus.
Favorite moment. The voice spelling a full A minor triad alone, E plus A plus C, over an E bass that resolves to nothing.
Figure 4.5 — Bridge: Am over the E pedal, the voice carrying the triad.
The outro · the bass alone again, a C against the D, ending unresolved
The song closes the way it opened, the bass alone with no guitar and no voice. One thing has changed. A C1 sits below the D2 now, so the bass holds a two-note C-and-D voicing, the root and the flat seventh of D, a whole step grinding against itself.
That flat seventh keeps the mixolydian color of the verse and refuses any clean landing. The song stops on the clang, the two notes a step apart, neither giving way to the other. So Far So ends the way it ran, open and modal, the floor never fully settling.
Favorite moment. The closing bass holding C against D, the flat seventh grinding a whole step from the root, the song stopping unresolved.
Figure 4.6 — Outro: the C1 + D2 clang, root against ♭7.
Coda
So Far So is the album’s map in one song. It opens on a bare floor, lets the voice color the mode, hands the voice the missing third, then spends its chorus and bridge proving the band can move the floor anywhere while the singer keeps the light. Three keys, and the third still arrives only in the throat. The closing clang of C against D is the record’s honesty about itself; the mode stays open because the band likes the question better than the answer.
Sources. The Songsterr Guitar Pro 8 export (Drop C, C-G-C-F-A-D guitar, C-G-C-F bass, 130 BPM), cross-checked against the Songsterr MIDI capture and the T7 export, reusing the vetted GP-sourced chapter rather than re-deriving from stems. Real form: 7-bar bass D-pedal intro, D mixolydian verse, F-sharp resolution to D major, B-flat chorus lift, Am/E bridge, C-plus-D outro. Interactive sheet: drwu-htmls.vercel.app/believeyoume-sofarso-v5/

Chapter 5 · My Mirror Hates Me
E, contested third · Standard tuning · 4/4 · 114 BPM
My Mirror Hates Me is the one song on the record off Drop C. It holds an E pedal under a third that refuses to commit, the guitar sounding G-sharp then G-natural, the chorus stacking both thirds at once over a chromatic vocal walk, the bridge finally moving the bass, and the song walking off to a G-over-D at the close instead of ever choosing major or minor. Where the other songs withhold the third, this one plays both and lets them fight.
The intro · eight bars of a D-and-E drone, no third, no lead, no voice
My Mirror Hates Me opens by refusing to begin. The rhythm guitar rings an open D-string and an open B-string together, D3 and E3, the flat-seven and the root of E, sustained across eight unbroken bars. The bass holds E1 underneath the whole stretch. No lead guitar plays, no voice arrives, the two notes hang in the air with no third to color them.
Those two pitches carry no harmonic information on their own, a root and a flat-seven sounding open and unresolved. The lead guitar enters at bar eight on a G-sharp, the major third, and the song’s central question starts there. The intro states the floor and withholds the one tone that would settle it. Everything that follows turns on whether that third comes out major or minor.
Favorite moment. Eight bars of an open D-and-E drone over an E pedal, root and flat-seven ringing with no third to settle them.
Figure 5.1 — Intro: the D + E drone over the E1 pedal.
The verse · the third refuses to settle, major flickering against minor
The verse plants the song’s whole tension in one undecided tone. The bass holds E for nearly the entire section and the guitar drones a D over it, the flat-seven, the most-played guitar note on the track. What moves is the third, and it will not commit. The rhythm guitar flickers between G-natural and G-sharp, the minor third against the major, one hundred thirty-three times against one hundred forty-four across the song, neither one winning.
The voice keeps its own counsel above the flicker. It sings G-sharp twenty-nine times against G-natural fifteen, choosing the major third nearly two to one. The floor never moves and the guitar never decides, the singer alone keeps reaching for the brighter third. The line sets the words “my mirror hates me” on that contested G-sharp, the major third sung over a guitar that will not pick a side.
Favorite moment. The guitar flickering G-natural against G-sharp as the voice quietly insists on the major third, the song’s whole tension held in one undecided tone.
Figure 5.2 — Verse: the contested third over the E pedal.
The chorus · a clean E-minor-seven in the bass, every chromatic step in the voice
The chorus reveals the key the verse hid. The bass leaves its E pedal for the first time and arpeggiates an E-minor-seven spread, E1 up to B1 to G1 to D2, the root and fifth and flat-third and flat-seven, the cleanest minor statement on the record. The guitar drops its contested-third role here and the section runs on bass and voice. The floor spells out the chord the verse withheld.
The bass plays the most diatonic move on the song and the voice answers with the least. It lifts to E-flat4, the leading tone a half-step under the root, the most foreign pitch to E minor, then walks a full chromatic descent through B-flat, A, A-flat, G, F-sharp, F-natural, E, and E-flat. The climb comes to rest on F-sharp4, the ninth, then falls back through F-natural to E. The verse asked its question by holding two thirds, and the chorus answers by sounding all twelve tones in the melody.
Favorite moment. The bass arpeggiating a clean E-minor-seven as the voice walks every chromatic step of the octave above it.
Figure 5.3 — Chorus: the Em7 arpeggio under the chromatic vocal walk.
The bridge · the bass finally walks and the third plays out in real chords
The bridge moves the floor for the only time in the song. The bass leaves the E pedal and walks, D down through B and G to A, cycling across the bars. The rhythm guitar oscillates between a clean D major triad, D and F-sharp and A, and a stack of D-sharp and G-sharp and B, the E-major third and seventh and fifth voiced together. The third question now plays out inside real chords instead of a single flickering note.
Bar ninety-nine plants the bass on D and the guitar spells D major and the lead drops to G-natural, the song’s first chord off the pedal. The bass then walks B to G to A inside the bar and the guitar shifts up to the D-sharp stack, the major third stated with no E underneath it. The vocal rises to B, the fifth of E, as the harmony keeps moving. The walk reaches no cadence, and bar one hundred three drops the bass back onto E1 for the verse to resume.
Favorite moment. The bass walking D to B to G to A for the only time in the song, the contested third finally playing out over a moving harmony.
Figure 5.4 — Bridge: the bass walk under the D major and D♯ stacks.
The outro · the song walks off to a G-over-D instead of choosing
The outro brings the question back and declines to answer it. The voice takes the chorus chromatic walk into the lower octave, A-flat3 down through G, F-sharp, E, then low B and C, each step dwelt on at a quarter-note pace, touching every diatonic and chromatic step against the floor. The third the whole song contested gets sung both ways here, the A-flat that is the major third and the G that is the minor, neither one held as a resolution.
Then the song walks off rather than landing a tonic. The bass moves to D and the harmony settles on a G over that D, the flat-third of E stacked over the flat-seven, a chord that belongs to neither E major nor E minor. After a whole song asking whether the third is bright or dark, the close refuses to pick, sliding away to a G-over-D and leaving the question open. The mirror never has to choose what it sees.
Favorite moment. The song walking off to a G-over-D at the close, sliding away from the contested third instead of ever choosing major or minor.
Figure 5.5 — Outro: both thirds sung, the walk-off to G/D.
Coda
Five songs in, this is the album’s thesis turned inside out. The other tracks withhold the third and let the voice supply it; My Mirror Hates Me supplies both thirds at once and lets them grind. The count is the story: 144 G-sharps against 133 G-naturals in the guitar, and a singer who votes major two to one. The G-over-D walk-off is the record’s most honest ending so far, a chord outside both keys, a mirror that reflects the question back.
Sources. The corrected full MIDI (Standard tuning) plus vocal, bass and guitar stem MIDIs, reusing the vetted GP-sourced chapter and the model-rebuild scores rather than re-deriving. The only BELIEVEYOUME song not in Drop C: Standard E-A-D-G-B-E, E center, 114 BPM. Interactive sheet: drwu-htmls.vercel.app/believeyoume-mymirror-v5/

Chapter 6 · Endless Summer
B♭ major · Drop C · 4/4 · 140 BPM
Endless Summer pins the voice on a D that recolors as the chords move under it, the major third over B-flat, the ninth over C7sus2, the root over D minor, then flips that D to a C-sharp to turn the home chord from B-flat major to B-flat minor, and closes on a dominant-framed B-flat-to-F7sus2 rock that ends on a bare third-less B-flat. This chapter is the album’s purest statement of the recoloring trick, one note, three meanings, and a half-step that flips the whole song’s light.
The recoloring D · one note, three meanings as the chords move
Endless Summer pins the voice on a single D and lets the harmony change what it means. Over the home B-flat the D is the major third, the chord voiced as a B-flat with its third in the bass. When the floor moves to a C seven suspended, that same D becomes the ninth. When the floor steps to D minor, the held D turns into the root. One pitch, three jobs, the meaning shifting under a melody that holds still.
This is recoloring, not a withheld third the voice supplies. The third D rings in the bass of the B-flat-over-D chord, so the guitar is not hiding the third for the singer to add. The harmony slides underneath a fixed note and reassigns it, the same trick the album runs in other songs, here built on the one held D. The voice stays put and the chords do the work.
Favorite moment. One held D meaning the major third over B-flat, the ninth over C7sus2, and the root over D minor, the chords recoloring a note that never moves.
Figure 6.1 — The recoloring D: M3 over B♭/D, 9 over C7sus2, root over Dm.
The third flip · D becomes C-sharp, B-flat major becomes B-flat minor
The same held note carries the song’s sharpest move. The voice trades its D for a C-sharp in the same melodic slot, and that half-step turns the home chord over. D is the major third of B-flat, C-sharp is the D-flat enharmonic, the minor third. The home chord switches from B-flat major to B-flat minor on one sung step, the brightness flipping to shadow inside a single phrase.
Nothing else has to change for the flip to land. The bass holds B-flat, the floor stays put, and the whole quality of the chord rides on whether the voice sings D or C-sharp. The song keeps its harmony still and lets the third decide major or minor, the same contested-third idea the record returns to. Here it happens on one note bending a half-step.
Favorite moment. The voice trading a D for a C-sharp in the same slot, flipping the home chord from B-flat major to B-flat minor on one half-step.
Figure 6.2 — The third flip: D against C♯ over a held B♭ bass.
The outro · framed by the dominant, B-flat to F7sus2, ending third-less
The close rocks the home chord against its dominant. The guitar trades a B-flat-five with an F seven suspended, the one chord against the five chord, the dominant framing the song the same way the F-area intro did at the open. The chart shows that rock as B-flat to F, the bookend the whole track sits inside. The motion stays plain and the two chords trade to the end.
The last sound is a bare B-flat-five, no third. After a song that spent its length deciding whether the third was a D or a C-sharp, major or minor, the close declines to pick either. It ends on the open power chord, the third left out, the major-or-minor question held open. The dominant frames the song and the bare home chord finishes it third-less.
Favorite moment. The close rocking B-flat against an F7sus2 dominant and ending on a bare third-less B-flat, the major-or-minor question left open.
Figure 6.3 — Outro: B♭5 rocking against F7sus2, the bare close.
Coda
Endless Summer is the record’s cleanest laboratory. It isolates the recoloring move the other songs embed in bigger structures and runs it on a single held D, then proves the inverse with one half-step. This chapter also carries two of the restart’s corrections on its face: the old claim that the voice supplies the major third fell when the chart showed the third ringing in the bass, and the old plagal B-flat-to-E-flat outro fell when the chart showed B-flat against F. The vetted read is stranger and better, a song framed by its own dominant that still refuses to name its third at the door.
Sources. The Songsterr GP MIDI (guitar, bass, full vocals) plus the bass, guitar and vocal stem MIDIs, aligned to the authority read at the v5 sheet. B♭ major, Drop C. Three sections per the authority: the recoloring D, the third flip, the dominant-framed outro. Interactive sheet: drwu-htmls.vercel.app/believeyoume-endless-v5/

Chapter 7 · Lazarus
C minor · Drop C · 4/4 · 117 BPM
Lazarus holds a third-less C5 over a bass that walks E to F-sharp to D to F, the F-sharp a tritone landing every other bar, the voice falling F-E-D-C over the unsettled chord, the refrain opening to a flat-side A-flat to E-flat to B-flat as the lyric says the best of all is when it opens up, and the outro calling the dead man up over an A-flat-major-seven glow. This is the album’s grief song, and its harmony grieves the same way its words do.
The engine · a third-less C5 over a bass walking into the tritone
Lazarus runs on one held shape and a walking floor. The guitar holds a C5, the root and fifth with no third, and never changes it. The bass walks underneath through E to F-sharp to D to F, renaming the chord on every step while the hand above stays still. The third is absent the whole time, so the song keeps its major-or-minor color open.
The F-sharp is the bite. It is the tritone against the C, the most foreign note to the key, and it lands every other bar as the bass cycles. That tritone is the dissonance the whole song circles, a recurring shadow under the held C5. The engine states the song’s tension once and rides it.
Favorite moment. A third-less C5 held still while the bass walks E to F-sharp to D to F, the tritone F-sharp landing every other bar.
Figure 7.1 — The engine: C5 held over the E, F♯, D, F bass walk.
The verse · the voice falls F, E, D, C over the unsettled chord
The verse keeps the held C5 and adds the voice. The singing falls in a slow descent, F to E to D to C, four steps down over the unsettled chord. The line moves at a quarter-note pace, each pitch dwelt on against the third-less floor underneath. The descent carries the words about the hair on your head sewing you to the bed.
The voice does the coloring the guitar refuses. Over a chord with no third, the falling line traces the minor shape of the key, the melody supplying the darkness the held C5 leaves open. The bass keeps its tritone walk beneath, so the verse stays unsettled even as the voice draws a clear line down. The descent is the song’s grief made into a melody.
Favorite moment. The voice falling F, E, D, C in a slow minor descent over a chord that names no third, the melody drawing the darkness the guitar leaves open.
Figure 7.2 — Verse: the F, E, D, C descent over the tritone walk.
The refrain · the floor opens to the flat side, acting out the lyric
The refrain leaves the C floor and opens to the flat side. The guitar lifts through A-flat to E-flat to B-flat, the flat-sixth and flat-third and flat-seventh of C minor, three borrowed chords climbing in a row. After a verse held on one shape, the harmony finally moves, and it moves upward and brighter. The floor opening is the whole gesture.
The lyric and the harmony say the same thing at once. The words are the best of all is when it opens up, and the chords open exactly there, the held tension of the engine releasing into the flat-side lift. The music acts out the line as the singer delivers it. The refrain is the song’s one stretch of release.
Favorite moment. The flat-side lift A-flat to E-flat to B-flat opening under the words the best of all is when it opens up, the harmony acting out the lyric.
Figure 7.3 — Refrain: the ♭VI, ♭III, ♭VII lift under the opening line.
The outro · dance Lazarus arise over an A-flat-major-seven glow
The outro calls the dead man up. The voice sings dance Lazarus arise over a warm A-flat-major-seven glow, the chord ringing bright as a synth pad holds it. The bass that drove the whole song through its tritone walk drops away here, leaving the chord to hang. The song lifts its title into the open air.
The glow is the answer to the engine’s tension. After a verse falling minor over a third-less floor, the close settles on a major-seven chord that rings and sustains rather than resolving by a hard cadence. The pad holds it open as the voice repeats the call. Lazarus ends by raising its own dead into a warm chord that simply glows.
Favorite moment. The voice singing dance Lazarus arise over a warm A-flat-major-seven glow as the bass drops away and a synth pad holds the chord open.
Figure 7.4 — Outro: the A♭maj7 glow under “dance Lazarus arise.”
Coda
Lazarus is the album’s clearest case of harmony as narrative. The tritone walk is the sickbed, the falling verse is the grief, the flat-side lift opens on the exact word about opening, and the ending is a resurrection voiced as a major-seven chord with no floor under it. The restart matters here too: an earlier pass guessed this song instrumental, and the vetted scores showed a full vocal, the call in the title sung out loud. The song the fraud check recovered turned out to be the most openly emotional read on the record.
Sources. The vetted model-rebuild vocal and chord scores plus the Songsterr GP MIDI (guitar and bass) and the bass and guitar stems, aligned to the authority read. C minor, Drop C. Four sections: the engine, the descent, the flat-side refrain, the A♭maj7 outro. Interactive sheet: drwu-htmls.vercel.app/believeyoume-lazarus-v5/

Chapter 8 · Not Too Much
A♭ major · 4/4 · ~85 BPM
Not Too Much opens by hiding its root behind first-inversion chords, rocks two major chords a whole step apart, slips a chromatic C-sharp through a held B-flat in the chorus while the voice climbs to its highest note, flickers major-to-minor in a bass-less bridge, and closes on a D-major triad a tritone from its A-flat home. The title is the harmonic plan: not too much resolution, anywhere, ever.
The intro · the song hides its root, first inversions with no bass
Not Too Much states its home key by hiding its root. The rhythm guitar alternates two upper-voice triads in first inversion, B-flat over D and A-flat over C, the major third of each chord set as the lowest sounding pitch. The bass guitar stays out for four bars, so that guitar third is the actual floor. In A-flat major the move reads as a two chord in first inversion easing to a one chord in first inversion.
The song holds its root back on purpose. When the bass finally enters at bar three and a half on A-flat, rooting the home chord on the downbeat of bar four, the identity commits for the first time. The four-bar delay keeps the harmonic floor floating, neither chord planted on its own root. The opening is the song refusing to land until it chooses to.
Favorite moment. Two first-inversion chords with the major third in the bass and no root for four bars, the song floating its own floor before it commits.
Figure 8.1 — Intro: B♭/D and A♭/C first inversions, no bass.
The main · two major chords a whole step apart, no dominant between them
The main engine of the song rocks two major chords a whole step apart, B-flat and A-flat. The bass walks under both, B-flat then A-flat, with quick chromatic approach tones brushing through on the way. The rhythm guitar voices the B-flat side as a stacked root and fifth and octave and the A-flat side as a fuller major triad. The two chords trade with no dominant between them, a flat-side rock instead of a functional cadence.
The seam between the two chords is the interesting part. A-flat is the flat-seven of B-flat and the root of the next chord at the same time, one pitch belonging to both. The rocker turns on that shared tone, the harmony rocking a whole step with a common thread holding it together. The song keeps its motion small and its center loose, two chords doing the work of a whole progression.
Favorite moment. Two major chords a whole step apart trading with no dominant between them, A-flat the hinge that belongs to both.
Figure 8.2 — The main: the B♭ to A♭ whole-step rocker.
The chorus · a chromatic C-sharp under a held B-flat, the voice climbing to F4
The chorus holds a B-flat and slips a chromatic C-sharp through it. The rhythm guitar plants a B-flat bed, B-flat and F and B-flat, then alternates a C-sharp voicing into it, C-sharp and A-flat and C-sharp, the C-sharp the enharmonic D-flat of the song’s D-flat field. That chromatic C-sharp is the bite of the chorus, a half-step rub leaning against the held B-flat. Around it the guitar brushes a brief E-flat and C and A-flat before settling back on the B-flat.
Over the held floor the voice climbs. It walks D4 to E4 to F4 and rests on F4, the highest pitch in the song, sustained as the B-flat holds underneath. The chromatic C-sharp in the guitar and the climbing vocal pull in opposite directions, one a dark half-step against the root, the other a bright reach to the top. The chorus is a held B-flat colored by a chromatic C-sharp, the voice rising over both.
Favorite moment. A chromatic C-sharp slipping through a held B-flat, the dark half-step rub under the voice as it climbs to the song’s highest note.
Figure 8.3 — Chorus: the C♯ rub through the held B♭, the vocal climb to F4.
Verse one · the voice riding the seam, root down to the flat-seven
The verse cycles the same two major chords a whole step apart, B-flat and A-flat, with the bass walking under both. The rhythm guitar stacks the B-flat as a root and fifth and octave and gives the A-flat a fuller triad. Quick sixteenth-note approach tones brush past as the bass moves. The harmonic bed is the rocker, steady and flat-side, the same engine as the main.
The voice enters on B-flat, the root of the first chord, then slides down to A-flat, the flat-seven of B-flat. Under the A-flat chord the line descends through E-flat and G and F, all diatonic to A-flat major. The G is the major seventh, the most expensive interval in the key, and the F is the sixth, the song’s home-but-not-quite tone. The singer carries “It’s more than make believe, there’s things I can’t unsee” across that descent.
Favorite moment. The voice sliding from the B-flat root to the A-flat flat-seven, then down through the major seventh, the most expensive interval in the key.
Figure 8.4 — Verse: the vocal riding the B♭-to-A♭ seam.
The bridge · major to minor on the same root, guitar alone, bass silent
The bridge holds the song’s central flip and the band drops the bass to underline it. For eight bars the rhythm guitar alone carries the chords. It opens on C over E, a C major triad with the major third in the bass, then lifts to A-flat-add-nine and B-flat-add-nine, both bright. The floor stays guitar-only, with no low end to confirm anything.
Then the trick arrives. The rhythm guitar plays both E-natural and E-flat in the same measure, flickering between C-over-E and C-minor-over-E-flat, major to minor on the same root. The whole shimmer turns on which third the strummer picks up next. The bass refuses to enter and settle it, and the major-or-minor question stays open until the chorus reprise walks the floor back to A-flat.
Favorite moment. The rhythm guitar sounding both E-natural and E-flat in one measure, major to minor on the same root, the bass refusing to confirm either.
Figure 8.5 — Bridge: the C/E to Cm/E♭ flicker with the bass silent.
The outro · clusters tightening, ending on D major a tritone from home
The song lives in the A-flat field through the verses and the chorus. The outro refuses to go home. The bass walks chromatically downward, A-flat to E to E-flat to D, and the rhythm guitar plays four-note clusters that tighten each bar, the E lowering to E-flat as the bass descends. The texture closes in instead of opening out.
On the final bar the rhythm guitar opens to a clean D-major triad and the song stops there. D is a tritone from A-flat, the chord most foreign to the home key, and the song will not walk back. The title gets stated in harmony at the close, not too much resolution, no plagal cadence, no return to the home chord. The song halts a tritone away from where it started.
Favorite moment. The song ending on a D-major triad, a tritone from its A-flat home, refusing the resolution the title warns against.
Figure 8.6 — Outro: the chromatic walkdown to a D-major stop.
Coda
Not Too Much is the album’s most architectural refusal. It hides its root at the door, runs on two chords with no dominant, rubs a chromatic half-step through its chorus, flickers its third with the bass silenced, and exits a tritone from home. Every section is a different way of saying the title. The restart earned its keep here too, cutting the old claim of a held F4 vocal drone; the vetted read is a climb that rests at the top while the B-flat floor does the holding.
Sources. The corrected full MIDI plus vocal, bass and guitar stem MIDIs, reusing the vetted GP-sourced chapter and the model-rebuild scores. A♭ field, about 85 BPM. The chapter carries a tuning ambiguity between Drop D and Drop C in the source cards, so the figures use chord and scale-degree maps, correct under either tuning. Interactive sheet: drwu-htmls.vercel.app/believeyoume-nottoomuch-v5/

Chapter 9 · Broken Satellites
E♭ major, lived on its own dominant · Drop C · 4/4 · 116 BPM
Broken Satellites lives on its own dominant, a B-flat surface floating over an E-flat center, the voice holding one D that recolors as the major seventh over E-flat, the root over D, and the sixth over F, a chromatic sharp-four ringing in the pre-chorus, a parallel-minor flip in the chorus, and a flat-seven outro cluster that grinds a half-step and never resolves. One sung pitch wears three hats, and the song never lets the satellite lock into orbit.
The intro · a rootless E-flat cluster hung in space, no bass
Broken Satellites hangs three notes in space and leaves out the one that would name them. The rhythm guitar sustains F and G and B-flat, the ninth and major third and fifth of E-flat, with no root anywhere. For four bars the cluster just rings, and the E-flat tonic is implied by the note that stays missing. The listener hears the open fifth of B-flat and F with the G coloring the middle.
The voicing stacks the ninth right over the third and fifth, a close cluster that creates the hovering effect the verse will exploit. When the bass enters at bar four on D, not E-flat, and the guitar shifts to a D power chord, the song plants its central trick early. That D will return as the major seventh of E-flat the moment the voice arrives. The pivot is set up ahead of the first sung word.
Favorite moment. Three notes hung in space, the ninth and third and fifth of E-flat with the root left out, the tonic named by what is missing.
Figure 9.1 — Intro: the rootless F + G + B♭ cluster, bass entering on D.
The verse · power chords with the color in the voice, one sung D doing three jobs
The verse runs on power chords with the color living entirely in the voice. Over an E-flat-five the line climbs B-flat to D to E-flat, and that D is the major seventh of E-flat, a glassy half-step under the root. The bass then drops to D and the same D becomes the root of a D power chord. The voice falls D to C to B-flat, the root and flat-seven and flat-six, into a rock-modal dark.
Then the bass moves to F and the D returns one more time, now as the sixth, a color a power chord cannot supply on its own. One pitch does three jobs across the verse, major seventh, then root, then sixth. There is no diminished chord anywhere, only E-flat-five and D-five and F-five and a voice re-reading its own D. The song’s whole idea is that single note changing meaning under a moving floor.
Favorite moment. One sung D doing three jobs, the major seventh over E-flat, the root over D, the sixth over F, the chords moving as the pitch holds.
Figure 9.2 — Verse: the one D re-read as maj7, root, and 6.
The bridge · six to five to one, the only real cadence in the song
The bridge holds the only real cadence in the song. The rhythm guitar walks C-five to B-flat-five to E-flat-five, which in E-flat major stands as the six chord to the five chord to the one. It is the one place the harmony resolves by function instead of rocking between power-chord roots. The voice rides the major third over the six chord and the fourth over the five chord into the landing.
Everything else in the song avoids this kind of arrival. The verses trade roots with no dominant and the chorus stacks the tonic without moving. The bridge gives the listener the cadence the rest of the song withholds, a single clean five to one. Then it hands back to the power-chord world and the resolution does not come again.
Favorite moment. The one real cadence in the song, a six to five to one walk that arrives by function where the rest of the song only rocks.
Figure 9.3 — Bridge: C5, B♭5, E♭5, the vi-V-I walk.
The pre-chorus · the tritone A on top, then a fast ladder down
The pre-chorus opens on the boldest dissonance on the record. The rhythm guitar holds an E-flat power chord with an A-natural on top, the sharp-four, the tritone of E-flat. That A is the most foreign tone to E-flat major, and the band lets it ring for four full bars under the line about not waking someone. The chord refuses to soften the rub.
Then the harmony walks a fast ladder down. The guitar steps G-five to A-flat-five, holds C-five for two bars as the brightest moment, then drops B-flat-five to A-five and sustains the A. Six chords move in six bars, the longest stretch of real chord motion in the song. The ladder settles on an E-flat-major-nine with no third, where the chorus begins and the held vocal D returns.
Favorite moment. An E-flat power chord with the tritone A ringing on top for four bars, the most foreign tone in the key left to hang under the lyric.
Figure 9.4 — Pre-chorus: the E♭5 with the ♯4 on top, into the ladder.
The chorus · the held D turns from major seventh into the root of D minor
The chorus carries the verse’s idea forward, D as one pitch with many chord functions. The rhythm guitar holds an E-flat and B-flat and F and D voicing, the root and fifth and ninth and major seventh, an E-flat-major-nine with no third. The voice arrives on D4, the major seventh, the same note it sang in the verse. The chord names everything except the third, leaving the voice to color it.
Then the guitar drops to a clean D-minor triad, D and A and F, and the same held D becomes the root. The vocal adds an upper neighbor, D to E-flat to D over the major-nine, then walks A to B-flat to C as the D-minor bars close. The whole trick fits in one sentence, the chord changes, the voice holds, and the meaning of the held note changes with the chord. The singer carries “the human eye closes in the light” across the shift.
Favorite moment. The held D turning from the major seventh of E-flat into the root of D minor, the voice still as the chord redefines it underneath.
Figure 9.5 — Chorus: E♭maj9 dropping to Dm under the held D.
The outro · a cluster held seven bars over a half-step grind, never resolving
The outro hangs the song on a cluster that never resolves. The rhythm guitar holds C and D and E-flat and G sustained for seven bars, a dense stack the song treats as a suspended flat-seven rather than a home. After living its whole length on the B-flat surface above an E-flat center, the close declines to land the tonic and lets the cluster ring unresolved. The intro hung three of these tones with no root, and the outro adds the rest and still refuses to cadence.
Underneath the stack the bass plays a half-step ostinato, E-flat to E and back, the chromatic neighbor grinding against the bottom and keeping the chord from settling. The lead guitar adds a single D late, then silence, so the song’s central pitch, the major seventh the chorus built on, is the last note heard. The satellite never quite locks into orbit, the ending suspended rather than resolved.
Favorite moment. A dense seven-bar cluster the song hangs on without resolving, the bass grinding a half-step against the bottom and the close declining to land its tonic.
Figure 9.6 — Outro: the C + D + E♭ + G cluster over the E♭-to-E grind.
Coda
Broken Satellites is the album’s recoloring device pushed to its furthest orbit. The intro names the key by absence, the verse re-reads one D three ways, the bridge spends the song’s only cadence, the pre-chorus hangs the tritone in the open, and the ending grinds a half-step under a stack that will not land. The restart cut the overstated “three jobs at once” framing down to what the chart shows and killed the phantom diminished chord; what survived is stranger, a song that keeps its brightest pitch, the major seventh, as the last sound in the air.
Sources. The corrected audio-truth MIDI plus vocal, bass and guitar stem MIDIs, reusing the vetted GP-sourced chapter and the model-rebuild scores. Drop C, E♭ center, 116 BPM, aligned to the ixi-v5 authority: the song lives on its own dominant, and the outro read was corrected from “most-resolved tonic” to the authority’s non-resolving cluster. Interactive sheet: drwu-htmls.vercel.app/believeyoume-brokensat-v5/

Chapter 10 · Jackie
A♭ major / Lydian · Drop C · 4/4 · 144 BPM
Jackie closes the album in A-flat major and Lydian, the intro hiding the root behind an F and G that ring the sixth and seventh of an A-flat never played, the voice spelling an A-flat-major-seven through the verse, the dominant opening in the chorus, a Lydian brightening in the bridge, and an A-flat-to-C-minor vamp that will not end under a high lead cluster. The record that spent nine songs hiding thirds ends by hiding the root itself.
The intro · a rootless A-flat, home hidden behind its sixth and seventh
Jackie opens by hiding its home. The guitar rings an F and a G together, the sixth and the major seventh of A-flat, while the A-flat root itself never plays. The two upper tones outline the chord through what rings above it, the foundation left out. The song states its center by pointing at the notes around it.
The raw chart heard the low pitches and called these C chords, and the vetted reading is a rootless A-flat. The F and G are extensions of the home key, not the body of a C chord. The intro is the song withholding its root on purpose, the same hidden-home idea the whole closer turns on. The A-flat is present as an absence.
Favorite moment. An F and G ringing the sixth and seventh of an A-flat that never plays, the home chord present only as the notes around it.
Figure 10.1 — Intro: F + G, the M6 and M7 of a rootless A♭.
The verse · the voice spells an A-flat-major-seven from the top
The verse hands the chord to the voice. Over an A-flat floor the singing walks the tones of an A-flat-major-seven, C the major third, B-flat the ninth, G the major seventh, F the sixth, E-flat the fifth. The line spells the full extended chord from the top, the guitar holding the floor and the voice tracing the color. The words are why did you make a mess.
The major seventh is the most stressed of those tones, the expensive G that gives the verse its tender, suspended feel. The harmony barely moves, the section resting on one A-flat while the voice traces its upper structure. Jackie builds its verse from a held home and a melody that decorates it. The feeling lives entirely in the line above the floor.
Favorite moment. The voice spelling an A-flat-major-seven from the top, C and B-flat and G and F and E-flat, the major seventh the tenderest tone.
Figure 10.2 — Verse: the vocal spelling A♭maj7 over the held floor.
The chorus · the dominant E-flat opens, the voice rocking E-flat and F
The chorus opens onto the dominant. The guitar moves to an E-flat with an added fourth, the five chord of A-flat, and holds it while the bass walks underneath. The chord keeps the A-flat tone on top, so the dominant carries a trace of the home it points back toward. The harmony opens out rather than resolving.
The voice rocks two tones across the open chord, E-flat and F, a small back and forth over the held dominant. The words are left alone, the line plain against the opening harmony. The chorus widens the song without landing it anywhere, the dominant suspended rather than pulled home. It opens a door and stands in it.
Favorite moment. The dominant E-flat opening with the A-flat tone kept on top, the voice rocking E-flat and F across the suspended chord.
Figure 10.3 — Chorus: E♭(add4), the V of A♭, under the rocking vocal.
The bridge · A-flat Lydian, the sharp-four brightening, the voice reaching high
The bridge brightens the floor into Lydian. The lead guitar brushes a D natural over the A-flat, the sharp-four, the one tone that turns plain A-flat major into A-flat Lydian. That raised fourth makes the harmony airier and stranger than the verse, a lift rather than a darkening. The brightening is the section’s whole move.
The voice reaches up to meet it, climbing to a high C and B and G over the Lydian floor. The words are if I knew what to say, the line stretching into the upper register the verse stayed below. The bridge is the song opening upward for a few bars, the sharp-four and the high vocal lifting together. Then the floor settles back down toward the close.
Favorite moment. The lead brushing a D-natural sharp-four to turn the floor Lydian, the voice reaching high C and B and G to meet the brightening.
Figure 10.4 — Bridge: the D♮ ♯4 over the A♭ floor, the vocal reach.
The outro · an A-flat to C-minor vamp that will not end
The album ends on a vamp that will not close. The harmony rocks an A-flat against a C minor, the home and its relative shadow, trading back and forth without ever cadencing. Over the vamp a high lead cluster drones, a C and C-sharp and D held close together, a tight chromatic band ringing on top. The figure repeats past where a song would normally stop.
That high C cluster is the sound the raw chart mistook for the key. It works as a drone hung over an A-flat-centered vamp at the very end, never the center of the song. The two chords keep trading and the cluster keeps ringing as the track fades. Jackie closes the record on a vamp that resolves nothing and simply runs out.
Favorite moment. An A-flat to C-minor vamp trading without resolving, a tight C-C-sharp-D lead cluster droning over it as the record fades.
Figure 10.5 — Outro: the A♭ to Cm vamp under the C, C♯, D drone.
Coda
Jackie is the thesis of the record played one level deeper. Nine songs hid the third and let a voice or a bass finally spell it; the closer hides the root, spells its home chord only from above, and exits on a vamp that never cadences. The restart’s last two corrections live here: the phantom “A♭ floor” claim was cut, and the song itself was re-keyed to A♭ after the raw chart mis-read its rootless voicings as C. The album ends the way it worked, by making you hear a center nobody plays. Believe you me, the missing note was the point.
Sources. The vetted model-rebuild vocal and chord scores plus the Songsterr GP MIDI and the bass and guitar stems, aligned to the authority read. A♭ major and Lydian, Drop C, 144 BPM. Five sections per the authority; the C cluster is only the outro lead drone. Interactive sheet: drwu-htmls.vercel.app/believeyoume-jackie-v5/

Bibliography and sources
Primary transcription sources. Songsterr Guitar Pro exports for each song (Drop C, C-G-C-F-A-D guitar and C-G-C-F bass, except My Mirror Hates Me in Standard E-A-D-G-B-E), with their MIDI captures. Audio-truth models where they exist (The Alligator, Broken Satellites), five-track and audio-verified via Moises.
Stem evidence. Demucs vocal, bass and guitar stems per song, transcribed to MIDI. Bass pitch-class counts ground the chord roots, vocal MIDI aligned to the word timings grounds every sung pitch, and detected chord timelines ground the harmony.
Vetted score layer. The model-rebuild vocal and chord scores and the v5 analysis sheets at drwu-htmls.vercel.app/believeyoume-ixi-v5, the graded fact base this edition reuses without re-derivation. The v5 restart of June 2026 caught and corrected six laundered claims plus two mis-keys (The Alligator to G major, Jackie to A♭), and those corrections are noted in the chapters that carry them.
Method. The close-reading model follows the vocal-note-versus-chord-stack analysis practiced by ixi (@iximusic), applied per section with Roman numerals and letter names together and every harmonic observation tied to a feeling.
Lyric use. Quoted lyric fragments stay at the single-word and short-phrase level the analysis requires. Full lyric reproduction needs a license and is out of scope for this edition.
Interactive edition. drwu-htmls.vercel.app/believeyoume-book-v6 renders every figure as live engraved notation. The ten per-song interactive sheets live under their own routes, linked from each chapter.
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