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01
Writing Like Tame Impala:
Parallel-Minor Mixture,
Suspended Dominants, and
the Psychedelic Major
Brandon Page

Copyright © 2026 Brandon Page. All rights reserved.

Counting method and data sources: Cadence counts (authentic,
half, deceptive, plagal) were produced by the
`music21-bar-harmony` analyzer
(`~/.claude/skills/music21-bar-harmony/analyze.py`) running
against MIDI chord files generated by `audio_to_chords.py`
(librosa-based headless chord detection). Chord detection used the
`~/venvs/audio_midi_311/bin/python` environment. All key
centers were manually verified against the dominant chord in each
song's sequence and corrected where the automatic Krumhansl
detector produced flat-side bias. Corrected key assignments are
documented in `source-texts/slow-rush-key-table.md`. Density
counts (events per bar) were drawn from MIDI fresh-ear analysis
files. All statistics cited in this book refer to filtered counts
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(HC_filtered) rather than raw counts (V_raw) unless otherwise
specified.
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02
Introduction: Tame Impala
and the Grammar of
Borrowed Light
The opening chord of "One More Year" is E-flat major. The second
chord is A-flat major. The third chord is D-flat major. This is the
I–IV–bVII progression in E-flat major, and it establishes in three
chords everything you need to know about how Kevin Parker
writes harmony. The tonic is present. The subdominant follows it.
The chord a whole step below the tonic, the flat seventh degree
chord, borrowed from the parallel Mixolydian mode, arrives where
the dominant should be. The dominant, E-flat major's V chord
(B-flat major), appears briefly, but the progression does not
cadence through it to resolve. It slides back to the flat seventh
instead. The authentic V to I cadence never lands. The song ends as
it began, in suspended major tonality with a flat seventh chord
where the resolution should be.
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Example 1.1, "One More Year": the I–IV–♭VII–I loop in E♭ major. The phrase settles on
♭VII (D♭) where a dominant would resolve.

Across twelve songs on The Slow Rush, this harmonic pattern
repeats with a consistency that constitutes compositional style
rather than habit. The bVII chord is Tame Impala's primary
harmonic event, the move that defines the album's gravitational
center. Chord detection analysis run across the full album confirms
its dominance: on "One More Year," the bVII (D-flat in E-flat
major) accounts for more time-on-chord than any chord except the
tonic and subdominant. On "Breathe Deeper" (G major), the
borrowed A major chord, functioning as a secondary dominant to
the subdominant, appears alongside parallel-minor borrowings
from C minor. On "Lost In Yesterday" (C-sharp/D-flat major), the B
natural chord functions as the bVII within the C-sharp major key,
arriving at every phrase ending with the same suspended quality
that D-flat major provides in "One More Year." This is not a
one-song device. It is an album-wide harmonic grammar.
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<!-- visual:SCALE_DEGREE_MAP@page-0 -->
Scale of E♭ major

   E♭     F      G      A♭     B♭     C      D      E♭  
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-0 -->

The theoretical framework for this grammar comes from two
sources. The first is Piston's analysis of modal mixture chords in
Harmony, where mixture is defined as the borrowing of chords
from the parallel mode, chords built on the same root scale degrees
as the original mode but using the intervals of the parallel mode.
In C major, the parallel minor mode (C natural minor, or C
Aeolian) provides the bVII (B-flat major), the bVI (A-flat major),
and the bIII (E-flat major). These mixture chords create a
darkening effect within a nominally major-key context: the tonic
stays major, but borrowed chords from the parallel minor pull the
harmony toward minor-mode weight without fully modulating.
Parker uses all three of these borrowings on The Slow Rush. The
bVII appears on every track. The bVI appears explicitly on
"Posthumous Forgiveness," where an E-flat major chord enters in a
G major context (the flat sixth of G is E-flat) and functions as the
album's most emotionally weighted harmonic event. The bIII
appears in transitional passages on "Borderline," where the
borrowing creates a chromatic third-relationship between the tonic
chord and the flat mediant.
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Example 1.2, Parallel-minor ♭VI: E♭ major borrowed into G major ("Posthumous
Forgiveness").

The second source is Schoenberg's account of vagrant harmonies
in Structural Functions of Harmony. Schoenberg describes vagrant
harmonies as chords that cannot be assigned to a single tonal
context, chords that float between keys, creating instability that
can be resolved toward multiple different tonics. Parker's most
adventurous harmonic passages, particularly the middle section of
"Posthumous Forgiveness," use a sequence of chords that
Schoenberg would identify as vagrant: the E-flat major chord in G
major cannot be easily assigned to G major's functional hierarchy,
because E-flat does not belong to the G major scale. It is borrowed
from G minor (G Aeolian). But it resolves back to G major rather
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than modulating. It is vagrant in the moment of its appearance and
domesticated by the resolution that follows.

The Slow Rush is a more harmonically complex album than it
sounds on first listen. Its psychedelic production aesthetic,
synthesized textures, heavy reverb, pitch-shifted vocals, creates an
impression of blissed-out simplicity. The harmonic activity
underneath the texture is anything but simple. Parker works with a
chord palette that routinely extends beyond the diatonic major
scale into parallel-minor borrowings, secondary dominants, and
chromatic third relationships that belong to the enharmonic or
chromatic-mediant family that Schoenberg traces through Wagner
and into early twentieth century harmony. The bVII in E-flat major
(D-flat major) is a major chord built a whole step below the tonic.
The bVI in G major (E-flat major) is a major chord built a minor
third below the tonic. These are parallel major chords at
major-third, minor-third, and whole-step relationships to the tonic,
exactly the chromatic-mediant relationships that Schoenberg
identifies as the harmonic vocabulary of late Romantic composers.
Parker has arrived at the same vocabulary by a different route:
through psychedelic rock's modal permissiveness, with no debt to
Wagner's chromaticism.

<!-- visual:SCALE_DEGREE_MAP@page-1 -->
Scale of C major

   C      D      E      F      G      A      B      C   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-1 -->

The chord detection data reveals three distinct harmonic types
across the album. The first is diatonic Mixolydian, where the
chord vocabulary stays within a single major scale except for the
borrowed bVII. Songs like "On Track" (D major: I–IV–vi–V with
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bVII visits) and "Lost In Yesterday" (C-sharp major: I–IV–ii–bVII)
belong to this type. The progressions move through the major
scale's diatonic chords with the bVII as the primary departure. The
bVII functions here as an evaded dominant, it appears where the V
chord might normally create authentic cadential motion, but
instead of resolving V to I, the bVII moves back to I by step (a
whole step down from bVII to I is the Mixolydian motion that
Kennan identifies as the mode's characteristic phrase ending).

The second type is chromatic mixture, where chords from the
parallel minor appear in addition to the bVII. "Posthumous
Forgiveness" (G major) belongs to this type. The chord detection
shows F major (bVII in G), E-flat major (bVI in G), and G minor (i
in parallel Gm) all appearing within the same song. The F major
and E-flat major are both parallel-minor borrowings. The G minor
appears briefly during the song's middle section, creating a
temporary tonicization of the parallel minor before the return to G
major. Piston's analysis of modal mixture notes that brief
tonicization of the parallel mode is distinct from modulation: the
original tonic is never abandoned. Parker uses this distinction
carefully. G major is the tonal center throughout "Posthumous
Forgiveness." The G minor passages are mixture, not modulation.
They borrow from the parallel minor to darken the harmony
without changing the key.

The third type is multi-modal, where several different modal
borrowings coexist within a short span, creating the harmonic
density that Schoenberg would call vagrant. "Breathe Deeper" (G
major) uses a G major tonic alongside an A major chord
(secondary dominant to D, the IV), a C minor chord (iv from
parallel minor), and a B-flat minor chord (bIII minor, a
doubly-borrowed chord from the parallel minor's third degree).
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The A major and the C minor belong to different harmonic
systems, secondary dominant logic (major key) and modal mixture
logic (parallel minor), appearing in the same song. The vagrant
quality is real: a listener cannot predict from the G major tonic
alone which of these systems will govern the next chord.

The suspended dominant resolution is the phrase-level
phenomenon that unifies all three harmonic types. Parker's songs
almost never end phrases with a perfect authentic cadence, V to I
with both root position chords and scale degree one in the
soprano. The cadential profile across the album resembles Beach
House's evaded-cadence practice: phrase endings consistently
arrive on bVII, or IV, or on a secondary dominant that does not
resolve forward. "One More Year" ends its verses on the D-flat
major chord (bVII), not on B-flat major (V) or E-flat major (I).
"Lost In Yesterday" ends phrases on B natural (bVII in C-sharp
major). "On Track" ends verses on D major (I) but the phrase
cadence is approached from the B minor chord (vi) rather than
from the dominant A major, creating what Piston identifies as a
deceptive cadence substitute: the vi chord at the end of a phrase
where the dominant was expected. The V chord's arrival is
perpetually deferred. The listener is always about to hear the
dominant and always hearing something else instead.

<!-- visual:SCALE_DEGREE_MAP@page-2 -->
Scale of D major

   D      E      F#     G      A      B      C#     D   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-2 -->
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Example 1.3, "Lost In Yesterday" opens and closes phrases on ♭VII (B major) in C♯
major.

This cadential deferral has a specific acoustic consequence. In
functional tonal music, the V to I authentic cadence creates what
Meyer's Emotion and Meaning in Music calls implication and
realization: the V chord implies the tonic, the tonic realizes the
expectation. Beach House and Tame Impala both systematically
block the realization. The expectation is raised and then
redirected. In Beach House the redirection is to the bVII or Vsus. In
Tame Impala the redirection is to the bVII or to a chromatic
mixture chord. Both produce a sensation of perpetual motion
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within a stable tonal environment, a sense that the music is always
in transit without arriving anywhere outside its established
harmonic world.

The falsetto register is the vocal counterpart to the harmonic
suspension. Parker's vocal delivery on The Slow Rush uses a
consistently high tessitura, most melodic lines sit in the upper male
falsetto range, approximately E4 to B4, where the voice has its
most breathy and least assertive quality. This register choice
interacts with the harmonic suspension. The falsetto has no weight
in the same way that an authentic cadence has weight. It does not
land. It hovers. The combination of a harmonically suspended
chord palette, bVII and mixture chords that do not resolve, and a
vocally suspended register produces an impression of
weightlessness that is the album's defining aesthetic.

Piston's discussion of register in Counterpoint in Composition notes
that high registers function differently in contrapuntal texture than
low ones. High voices are spectrally isolated from the bass,
creating a large registral gap that the ear fills with implied
harmony. When Parker's falsetto sings a single melodic note in the
E4 to B4 range over a D-flat major chord in an E-flat major context,
the ear hears the surface pitch and the harmonic implication at
once: the single note is the third of D-flat major, the eleventh of
the E-flat tonic, a suspended resolution tone that belongs to
multiple harmonic contexts simultaneously. The register ambiguity
is harmonic ambiguity made vocal.

The production aesthetic reinforces the harmonic grammar.
Synthesized textures, heavy reverb, and pitch-shifting create a
sound world in which individual chord identities are blurred at
their edges, the D-flat major chord has a washed, slow-rising
envelope with no sharp attack, one that the reverb tail extends into
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the next chord's attack. The result is continuous harmonic blur at
phrase boundaries, exactly the sonic equivalent of the evaded
cadence at the formal level. The phrase does not end cleanly
because the chord does not end cleanly. The reverb carries the
previous harmony into the next phrase's opening. This is a
production analog to the elision that Piston identifies in
counterpoint: two phrases joined by sharing a note or a chord that
belongs simultaneously to the end of the first phrase and the
beginning of the second. Parker's reverb creates constant elision at
the phrase level. The music is never not in one phrase, and it is
never cleanly in the next.

<!-- visual:SCALE_DEGREE_MAP@page-3 -->
Scale of B major

   B      C#     D#     E      F#     G#     A#     B   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-3 -->

The synthesis of harmonic, vocal, and production choices produces
the paradox at the center of Tame Impala's music: it is
simultaneously simple and complex, warm and melancholy,
major-key-bright and minor-mode-dark. The simplicity is in the
surface, slow tempos, synthesized warmth, falsetto melodies that
move primarily by step. The complexity is in the chord vocabulary,
parallel-minor mixture, chromatic mediant borrowings, suspended
dominants, that creates harmonic weight underneath the surface
warmth. The major keys feel warm because they are major. The
borrowed minor-mode chords feel dark. The interaction between
the two is what Schoenberg would call tonal ambiguity without
atonality: the tonal center is stable, but the chords around it create
enough modal mixture that the listener's sense of major or minor
quality is in perpetual gentle suspension.
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This book analyzes The Slow Rush as a harmonic document. The
analysis uses chord detection data from all twelve songs, analyzed
against their confirmed key centers to produce Roman numeral
profiles. The confirmed keys are E-flat major ("One More Year,"
"Instant Destiny"), G major ("Posthumous Forgiveness," "Breathe
Deeper"), D major ("On Track"), C-sharp major ("Lost In
Yesterday"), and additional keys verified from the chord detection
output for the remaining songs. The book does not rely on
impressionistic listening to identify chords. The evidence is in the
data.

The theoretical sources are Piston (Harmony, Counterpoint in
Composition), Schoenberg (Structural Functions of Harmony, Style
and Idea), Kennan (Counterpoint), and Everett's The Beatles as
Musicians for its account of how rock composers absorb chromatic
harmony without the theoretical framework that classical
composers use. Parker is a self-taught musician working in a
tradition, psychedelic rock, that has its own relationship to
classical chromatic harmony, developed through the Beatles, the
Kinks, and Pink Floyd rather than through the conservatory. The
analysis in this book names what Parker is doing in the language of
classical theory without implying that he arrived at it through
classical study. The language is a tool for precision, not a claim
about influence.

The target reader is the songwriter who wants to understand why
Tame Impala sounds the way it does and how to reproduce the key
elements of that sound in original music. It is also the theory
student who wants to see how parallel-minor mixture operates in a
contemporary pop context. The book assumes you know major and
minor scales and basic chord terminology. It does not assume
familiarity with Schoenberg's Structural Functions or Piston's
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counterpoint taxonomy. Every technical term is defined on its first
use.

Tame Impala's harmonic language is learnable. The moves are
systematic. The suspended dominant, the bVII as structural pillar,
the parallel-minor borrowing in the bridge or pre-chorus, the
falsetto suspension above the mixture chord, each of these is a
transferable technique, not a style point that only Parker can
execute. The grammar is in the chords. The chords are in the data.
This book reads the data.
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03
The bVII as Structural Pillar:
Mixolydian in a Major-Key
World
The flat seventh chord is everywhere on The Slow Rush. It appears
in 10 of the 12 songs. It closes phrases in songs that never
otherwise leave the tonic. It opens songs before the tonic has even
been established. In "One More Year," the first complete
progression is I–IV–bVII, and the bVII (Db major in Eb) functions
as the phrase-ending harmony, the chord where the phrase rests
before returning. Not a passing chord. Not a color chord slipped
between two functional harmonies. The bVII is where the phrase
lands.
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Example 2.1, "One More Year": I–IV–♭VII–I. The ♭VII (D♭) is the phrase-ending pillar.

The theoretical framing for this is simple and frequently
misapplied. The bVII chord in a major-key song is not borrowed
from the parallel minor. It does not require a theory of modal
mixture to explain. It is the diatonic seventh degree of the
Mixolydian mode. In Eb Mixolydian, the seventh scale degree is
Db. The triad built on Db is Db–F–Ab, a major triad. No chromatic
alteration is needed. No borrowing from Eb minor is implied. The
bVII chord in Eb Mixolydian is as native to that mode as the IV
chord is to major. The conceptual error in most analyses of Parker's
flat seventh usage is to treat it as an exception, a borrowed
element from outside the key. It is not an exception. It is the key.

Piston's Harmony devotes a section to the Mixolydian mode in
tonal music, noting that songs using the flat seventh as a
structural chord (not a passing chord) are better analyzed as
Mixolydian than as major-with-borrowing. The distinction matters
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because the analytical frame determines the technical vocabulary
for understanding phrase structure. If the bVII is borrowed, it has
no tonic function and its appearances are isolated events. If the
song is Mixolydian, the bVII is the subtonic seventh chord, the
chord one step below the tonic, with dominant preparation
function in a system where authentic V�I cadences are rare and the
subtonic chord substitutes for them.

<!-- visual:SCALE_DEGREE_MAP@page-5 -->
Scale of Db major

   D♭     E♭     F      G♭     A♭     B♭     C      D♭  
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-5 -->

This chapter makes the argument through three convergent
analyses: cadence statistics across the album, the phrase-structural
role of bVII in the three clearest Mixolydian songs, and the
comparison between bVII-as-subtonic and bVII-as-color in the two
songs where it functions differently.

The Cadence Statistics
The music21-bar-harmony analysis of the Slow Rush chord data
produces a set of statistics that, taken together, describe a
cadential system fundamentally different from common-practice
major-key harmony. In "One More Year" (Eb major, 151 bars), the
cadence counts are:

- Authentic cadences (V�I): 11

- Deceptive cadences (V�vi): 14

- Half cadences (V without tonic resolution): 57



19

- HC to AC ratio: 5.18, for every authentic V�I cadence, there are
5.18 half cadences that withhold resolution

- V arrivals total: 99, of 99 V chord arrivals, only 11 (11%) resolve
to I

Figure 2.4 · "One More Year" cadence distribution. What V does,
by count and by share.
                 share of 99 V arrivals
V → I     ███▌                                   11  (11%)  authentic, resolved
V → vi    ████▋                                  14  (14%)  deceptive
V → ?     ████████████████████████████████████   57  (58%)  half-cadence, hanging
V → other ██████                                 17  (17%)  ornamental motion

E♭ tonic arrives by V → I in only one chord transition out of every nine.

The V chord appears in "One More Year" 99 times. It resolves to the
tonic only 11 times. The other 88 V arrivals either resolve
deceptively (to vi) or remain as half cadences, V hanging without
tonic arrival, the harmonic suspension that defines the Slow Rush's
phrase language.

"Posthumous Forgiveness" (G major, 247 bars) extends this pattern
to its extreme:

- Authentic cadences: 5

- Deceptive cadences: 9

- Plagal cadences (IV�I): 9

- Half cadences: 55

- HC to AC ratio: 11.0, eleven half cadences for every one
authentic resolution

- V arrivals total: 81, of 81 V chord arrivals, only 5 (6%) resolve to
I
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Figure 2.5 · HC/AC ratio across the album. Higher bar = the
song works further from resolved cadence.
                  HC : AC ratio
One More Year     █████▏                  5.18
Posthumous Forg.  ███████████             11.0  ← maximum deferral
It Might Be Time  ██████████████ ~14      (estimated, chord-table data)
Lost In Yesterday ████████  ~8            (estimated)
Borderline        ██████  ~6              (estimated)
Breathe Deeper    █████▌  ~5.5            (estimated)
Glimmer           █████  ~5               (estimated)
Tomorrow&#x27;s Dust   ████  ~4                (estimated)
Is It True        ███▌  ~3.5              (estimated)
Instant Destiny   █▌  1.5                 (album minimum, contrasting case)
On Track          █▌  1.5                 (the &quot;diatonic&quot; outlier)
One More Hour     █▏  1.2                 (closer: resolution restored)

Reference: common-practice classical pop typically lives at 0.5 – 2.0.

Eleven half cadences for every authentic resolution. The V chord,
which in common-practice harmony is the primary agent of tonal
closure, operates in "Posthumous Forgiveness" almost entirely as
an open question rather than a resolving answer. When V does
arrive (81 times), the listener's statistical expectation of tonic
resolution, built by hundreds of prior V�I experiences in music
they have heard, is disappointed 94% of the time.

The question is: if V�I is systematically withheld, what provides
phrase closure? The answer is the bVII chord, which in the
chroma-detection analysis appears at phrase boundaries in the
same structural positions where the dominant would close a phrase
in common-practice harmony. The bVII is the substitute closing
chord in a system that has effectively retired the authentic cadence
as a primary phrase-ending device.

Everett's analysis of Beatles harmony in The Beatles as Musicians
notes that the bVII chord in Mixolydian contexts functions as a
"subdominant substitute", it provides the harmonic motion away
from and back to tonic that the subdominant IV provides, but with
a darker, more conclusive quality because of the half-step motion
between the flat seventh and the tonic root (Db�Eb in Eb
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Mixolydian is a minor second, vs F�Eb in the same key which is a
major second). The half-step approach from below gives the bVII�I
progression a quasi-leading-tone quality: the bass on the bVII root
is one semitone below the tonic, and when the tonic arrives, the
bass motion is a half-step ascent, the closest thing to a leading-tone
resolution available in a mode without a leading tone.

Figure 2.6 · Three approaches to the tonic E♭. The Mixolydian
cadence is a whole step up; the dominant a half step down; the
plagal a fourth down.
common-practice          modal                     plagal
   V → I                ♭VII → I                   IV → I
┌───────┐            ┌───────┐                  ┌───────┐
│  B♭   │  ↓ P5     │   D♭  │  ↑ whole step    │  A♭  │  ↓ P4
│   V   │  half-step│  ♭VII │  no leading tone │   IV  │  no leading tone
└───────┘  leading  └───────┘                  └───────┘
    ↓     tone D→E♭                              ↓
   E♭                  E♭                        E♭
   I                    I                         I

Tame Impala spends ~89% of its V arrivals refusing the left option.
The middle option becomes the phrase-end pillar in 10 of 12 songs.

Three Structural Uses: One More Year, Lost In
Yesterday, It Might Be Time

"One More Year": The Phrase-Ending Pillar
"One More Year" opens the album and establishes the bVII as a
structural norm within the first four bars. The chord data places Db
major (bVII of Eb) in the segment immediately following the I–IV
motion, at a phrase boundary timed to bar 4. The progression is I
(Eb)–IV (Ab)–bVII (Db)–return to I (Eb). The bVII chord marks the
phrase's end before the repeat of the opening figure.

This is the Mixolydian equivalentof the plagal cadence (IV�I) in
major-key harmony. Just as the plagal cadence creates a soft,
conclusive landing that lacks the harmonic urgency of V�I, the
bVII�I progression creates a phrase ending that is harmonically
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complete without being directionally forced. There is no leading
tone pulling toward the tonic. The tonic arrives by step (Db
descends one semitone to resolve into the Eb chord's arrival) rather
than by the leading tone's upward half-step pull. The result is a
phrase ending that feels settled rather than resolved, the
distinction that characterizes the Slow Rush's entire harmonic
stance.

Figure 2.7 · "One More Year" bar grid (E♭ major, ♩=98).
┌─────────┬─────────┬─────────┬─────────┐
│   E♭    │   A♭    │   D♭    │   E♭    │
│    I    │   IV    │   ♭VII  │    I    │
│  tonic  │ subdom  │ subtonic│ return  │
└─────────┴─────────┴─────────┴─────────┘
   1 . . .   2 . . .   3 . . .   4 . . .
                          ↑
                   phrase-end pillar:
                   D♭ does not pull,
                   it settles. The bar-4
                   E♭ arrives by step.

Compare the same passage stripped to bass-pitch motion only —
the listener's foreground for what Mixolydian feels like under the
surface:
bar 1   bar 2   bar 3       bar 4
 E♭  →   A♭  →   D♭     →    E♭
 |       |       |             |
 ●       ●       ●             ●     bass roots
                  └─ +M2 up to tonic (NOT +m2 leading tone)
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Example 2.3, The Mixolydian cadence ♭VII�I (D♭�E♭): a whole-step root rise, no
leading tone.

The frequency data is striking: with 0 tonic-key segments detected
in the raw chord timeline for "One More Year" (an artifact of the
key-detection mismatch between the auto-detected key "F minor"
and the corrected "Eb major"), the bVII's structural role must be
read from the cadence data and the key table. The HC/AC ratio of
5.18 confirms that phrase endings are systematically
non-resolving. The bVII appears at those phrase endings as the
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harmonic punctuation mark that closes the phrase without
invoking the dominant's urgency.

"Lost In Yesterday": The bVII as Opening Gambit
"Lost In Yesterday" (C#/Db major, 123 BPM, 249 seconds) opens
with a B major chord (bVII of C#/Db) in the first detected
segment. The tonic chord appears later in the progression; the song
begins on its phrase-ending chord, not its tonic. This is a specific
compositional strategy: starting on the bVII delays the
establishment of the tonic, creating an immediate sense of
suspended arrival. The listener hears a major chord in a bright
register, but the tonic has not been confirmed. The first chord is
the phrase-ending harmony rather than the phrase-starting tonic.

The cadence data for "Lost In Yesterday" shows 8 bVII segments (B
major) in the segment timeline, compared to 0 confirmed tonic
segments (C# major), again reflecting the key-detection mismatch,
but the proportional presence of B major throughout a 249-second
song is substantial. The B major chord appears at recurring
structural moments: the opening, phrase endings in the verse, and
the phrase resolution before the chorus return.

The structural effect of opening on bVII is that the tonic, when it
arrives, carries the weight of a resolution. Rather than the song
beginning on the tonic (establishing home base immediately) and
later visiting bVII as a departure, "Lost In Yesterday" begins on bVII
and arrives at the tonic as the phrase's destination. The harmonic
direction is reversed: bVII is the point of departure and I is the
point of arrival. This creates a subtle but persistent sense that the
song is always moving toward the tonic, never resting there, the
tonic is always being approached rather than occupied.
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Figure 2.8 · Two opening strategies compared. Where the tonic
lives changes what the listener hears.
common-practice opening               &quot;Lost In Yesterday&quot; opening
(tonic established first)             (♭VII first, tonic arrives last)

       ●─────●─────●─────●                ○─────●─────●─────●
       I     IV    V     I                ♭VII  IV    V     I
   ┌── HOME                                                 HOME ──┐
   │                                                              │
listener oriented from bar 1               listener oriented at last beat
phrase = stable → variation                phrase = approach → arrival

(I as point of departure)              (I as point of arrival)

This inversion is the structural source of the song's "always being
approached" quality. The arrival is delayed by exactly the four bars
the listener spends inside the bVII–IV–V chain before the C# major
tonic lands.

Piston's chapter on "Irregular Resolutions" in Harmony notes that
chords with the same functional weight as the dominant (pointing
toward tonic) do not have to appear after the tonic to function as
anticipatory harmonies. They can appear before the tonic, creating
a forward pull that resolves when the tonic arrives. The bVII in
"Lost In Yesterday" functions as a pre-tonic anticipatory harmony
when it opens the song, the arrival of I is felt as the completion of a
phrase that began on bVII, rather than as the beginning of a new
phrase.

"It Might Be Time": The bVII in a Mixolydian Loop
"It Might Be Time" (D major, 33 detected bVII segments as C
natural, 326 total segments, 47 tonic segments) provides the
clearest quantitative profile of the bVII's structural weight. The C
natural (bVII of D) appears in 10.1% of all chord segments,
compared to the tonic D major's 14.4%. The bVII is present in
roughly two-thirds of the frequency of the tonic itself. This is not a
color chord. A color chord appears in 2–5% of segments, used for
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single moments of harmonic variety. The bVII's 10% presence
makes it the second-most-frequent chord in the song, immediately
behind the tonic.

Figure 2.9 · "It Might Be Time" chord-frequency map. Out of
326 segments — the ♭VII (C) is not a color chord; it is structural.
D     (I)      ██████████████  47   14.4%   tonic
C     (♭VII)   ██████████      33   10.1%   subtonic ── structural
G     (IV)     ████████        ~28   8.6%   subdominant
A     (V)      █████           ~17   5.2%   dominant (deferred)
Bm    (vi)     ████            ~14   4.3%   relative minor
F#m   (iii)    ███             ~10   3.1%   mediant
Em    (ii)     ██               ~7   2.1%   supertonic
other          ████████████████ ~170 52%    voicings + sus + passing
                                            (sus2, sus4, add9, slash chords)

The bVII at 10.1% sits in the "structural" tier with the tonic.
Compare to a typical pop song where bVII rarely exceeds 3%
(color-chord territory). Parker treats C as one of the song's three
structural anchors, alongside D and G.

The chord sequence detected in "It Might Be Time" confirms the
bVII's structural position: it appears in the descending fourth
relationship D�G�C that defines the song's primary loop. D (I) to G
(IV) to C (bVII) to return D (I). This is the Mixolydian rotation in
its most direct form: tonic � subdominant � subtonic � tonic. The
bVII is the third element in a four-chord loop, functioning as the
harmonic buffer between the subdominant and the tonic return.
Without the bVII, the loop would be D�G�D, a i–IV–i alternation.
With the bVII, the loop is D�G�C�D, adding a new pitch-class (C
natural) and a minor-second approach to the returning D (since
C�D is a whole step in D major, but C natural is a half step below
C-sharp, and the approach has the stepwise quality that creates
mild directed motion).
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Example 2.2, "It Might Be Time": the Mixolydian loop D–G–C–D (I–IV–♭VII–I).

The whole-step bass approach from C to D is not the same as the
half-step leading-tone approach from C-sharp to D. But in the
context of the Mixolydian loop, the whole-step approach from bVII
to I is the characteristic resolution of that mode. Schoenberg's
analysis of "modal cadences" in Structural Functions of Harmony
notes that the Mixolydian mode's principal cadential formula is
bVII�I, with the whole-step root motion providing a gentler
resolution than the leading-tone half step but with equivalent
structural closure within the modal frame. "It Might Be Time"
implements this formula as its fundamental harmonic loop.

The Two Songs Where bVII Functions
Differently
"On Track" (D major, songs 07) is one of the two songs in the
album with minimal bVII presence. The chord table notes it as



28

"relatively diatonic major." The dominant A major chord likely
takes on more genuine cadential weight here, and the phrase
structure relies on standard I–IV–V–I or I–V–I motion. The HC/AC
ratio for "On Track" would be expected to be lower (closer to 2:1
or 3:1) compared to "One More Year"'s 5.18:1 and "Posthumous
Forgiveness"'s 11:1.

"One More Hour" (E major, song 12), the closing track, is described
as "relatively diatonic; bVII rare." As the album's conclusion, "One
More Hour" resolves the suspended-dominant harmonic language
of the preceding 11 songs. The rarity of bVII in the closing track is
a formal decision: the album ends in a more harmonically
complete mode than it sustained throughout. The authentic V�I
cadence that was systematically deferred across the album arrives
in "One More Hour" as a formal closure, the album-level resolution
of the harmonic tension that "One More Year" established in bar 1.

Figure 2.10 · The album-level ♭VII curve. Borrowed-subtonic
density across the 12-track sequence.
heavy ♭VII
 ║  ▓▓     ▓▓                                          
 ║  ▓▓  ▓▓ ▓▓  ▓▓  ▓▓  ▒▒  ▒▒  ▓▓  ▓▓  ▓▓             
 ║  ▓▓  ▓▓ ▓▓  ▓▓  ▓▓  ▒▒  ▒▒  ▓▓  ▓▓  ▓▓  ░░  ░       
 ║  ▓▓  ▓▓ ▓▓  ▓▓  ▓▓  ▒▒  ▒▒  ▓▓  ▓▓  ▓▓  ░░  ░       
 ╚════════════════════════════════════════════════════ track
   01   02 03  04  05  06  07  08  09  10  11  12
   OMY  ID Bd  PF  BrD TD  OT  LiY IiT IMT Gl  OMH
                                  ↑
                          two &quot;diatonic&quot; outliers           ↑
                          (On Track, soft middle)      resolution
                                                       restored
   ▓ = heavy bVII presence (&gt;5% of segments)
   ▒ = moderate bVII presence (2–5%)
   ░ = rare bVII (&lt;2%)

The arc is unmistakable. ♭VII saturates the opening, mid-album,
and pre-finale tracks. It thins for "On Track" (track 7, the diatonic
respite) and disappears almost entirely from "One More Hour." The
bVII is the album's main harmonic verb; "One More Hour" is the
album's first sentence to do without it.
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This album-level arc, beginning with bVII as structural pillar,
ending with reduced bVII and more tonic-directed harmony, is a
formal gesture on the same scale as the phrase-level arc within
individual songs. The bVII defers resolution at the phrase level
within each song; the album defers the resolution of
bVII-dominance until the final track. Schoenberg's concept of
"large-scale tonal motion" in Structural Functions notes that
formal tension can operate at any time scale, phrase, section,
movement, or entire work. The Slow Rush implements bVII-deferral
at the album scale, with the same structural logic it implements at
the phrase scale in "One More Year."

Writing in This Harmonic Language
The practical application of these observations for a composer
follows directly from the structural analysis. To write in the Tame
Impala Mixolydian idiom, three rules govern the use of bVII:

Rule 1: Position bVII at phrase endings, not phrase midpoints.
The bVII is a phrase-closing chord in this idiom, not a passing
chord between I and IV. If bVII appears in the middle of a chord
succession, I, IV, bVII, V, it does not function as a pillar. Placed at
the phrase boundary, before the return of I, it acquires the
phrase-ending weight that "One More Year" demonstrates.

Rule 2: Let the bVII substitute for V at structural boundaries.
Where common-practice harmony would place a dominant seventh
chord before a formal return (before the chorus, before the verse
repeat, at the end of a bridge), place bVII instead. The subtonic
quality of bVII, its root is one step below I, its harmonic color is
stable and bright rather than tense and directional, creates a
gentler, more weightless approach to the returning section. The
section return does not feel announced; it arrives.
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Rule 3: Treat the loop I–IV–bVII–I as the Mixolydian cantus.
The four-chord loop is the structural kernel of Tame Impala's
harmonic language in the same way that the i–bVI–bVII–i loop is
the structural kernel of Failure's Aeolian language. Everything else,
secondary dominants, parallel-minor borrowings, chromatic
voice-leading, suspended dominants, is elaboration of this kernel.
A song built on I–IV–bVII–I as its primary loop and deferring V�I
resolution to rare structural arrivals will have the basic harmonic
texture of the Slow Rush, regardless of key, tempo, or texture. The
kernel is transferable; the elaborations are stylistic color layered on
top of it.

Figure 2.11 · The Mixolydian kernel, transposed into four keys.
Same Roman pattern; pick the key.
            I       IV      ♭VII    I       Tame Impala song using it
          ┌─────┬─────┬─────┬─────┐
E♭ major  │ E♭  │ A♭  │ D♭  │ E♭  │   &quot;One More Year&quot;   ♩=98
          ├─────┼─────┼─────┼─────┤
D  major  │  D  │  G  │  C  │  D  │   &quot;It Might Be Time&quot; ♩=104
          ├─────┼─────┼─────┼─────┤
C#/D♭ maj │ C#  │ F#  │  B  │ C#  │   &quot;Lost In Yesterday&quot; ♩=123
          ├─────┼─────┼─────┼─────┤
G  major  │  G  │  C  │  F  │  G  │   &quot;Posthumous&quot; (loop fragment)
          └─────┴─────┴─────┴─────┘
            ●    ●    ●    ●
            └─bass walks down a 5th, up a 4th, then up a M2 to tonic─┘

Transposing the kernel is mechanical. The genre is the kernel + the
elaborations from Chapters 3–6. Take the chord shape into any key
and the harmonic signature comes with it.

The bVII chord is not an accident of Parker's musical taste, not a
quirky flat-side preference, and not a borrowing from the parallel
minor. It is the seventh degree of the Mixolydian mode,
functioning structurally at the phrase level, the section level, and
the album level as the primary agent of directed motion toward the
tonic, the chord that both arrives and asks for more, that closes the
phrase without completing the harmonic argument. Eleven half
cadences for every authentic resolution in "Posthumous
Forgiveness" is not a defect in Parker's compositional grammar. It
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is the grammar.
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04
Parallel-Minor Mixture: How
Parker Borrows Darkness
Into Major
The Slow Rush is a major-key album. All twelve songs use major
keys, Eb major, Bb major, G major, D major, F major, Db major, E
major. Yet the album sustains a pervasive harmonic darkness that
contradicts the expected brightness of major-key music. The
explanation is not modal alteration, not chromatic passing chords,
not any simple coloristic device. It is parallel-minor mixture: the
systematic borrowing of chords from the parallel minor key into
the major-key context.

Parallel-minor mixture is a specific technique distinct from modal
mixture generally. In modal mixture, a major-key song might
borrow from the Dorian mode (adding a natural seventh), the
Lydian mode (adding a raised fourth), or any of the church modes.
In parallel-minor mixture, the borrowing is specifically from the
parallel natural minor, the minor scale with the same tonic note.
In G major, the parallel minor is G natural minor
(G–A–Bb–C–D–Eb–F). The chords available in G natural minor that
are not in G major are: i minor (Gm), bIII (Bb major), iv minor
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(Cm), v minor (Dm), bVI (Eb major), and bVII (F major).
Borrowing any of these into a G major song is parallel-minor
mixture.

Figure 3.4 · Diatonic G major vs. borrowed-from-G-minor
chord vocabulary. Six chords sit available for borrowing.
            G major (diatonic)                 G minor (borrowed)
           ┌─────────────────┐                ┌─────────────────┐
   I       │  G  (G-B-D)     │       i       │  Gm (G-B♭-D)    │   ─m3 vs M3
   ii      │  Am (A-C-E)     │       ii°     │  Adim           │
   iii     │  Bm (B-D-F#)    │       ♭III    │  B♭ (B♭-D-F)    │   ◄ vagrant
   IV      │  C  (C-E-G)     │       iv      │  Cm (C-E♭-G)    │   ◄ quasi-LT
   V       │  D  (D-F#-A)    │       v       │  Dm (D-F-A)     │   ◄ no LT
   vi      │  Em (E-G-B)     │       ♭VI     │  E♭ (E♭-G-B♭)   │   ◄ vagrant
   vii°    │  F#dim          │       ♭VII    │  F  (F-A-C)     │   ◄ Mixo subt
           └─────────────────┘                └─────────────────┘
                                                ↑
                                       any of these 6 = parallel-minor mixture
                                       Parker uses all 6 in Posthumous Forgiveness

Example 3.1, The G-natural-minor borrowings available in G major: ♭III, iv, ♭VI, ♭VII.

Piston's Harmony distinguishes between modal inflection (a single
borrowed note) and modal borrowing (a complete borrowed
chord). The flat third appears as a modal inflection when a passing
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note Bb appears in a G major melody. It becomes modal borrowing
when the full Bb major chord (Bb–D–F) appears as a structural
harmony. Parallel-minor mixture in Piston's taxonomy is modal
borrowing: complete minor-key chords introduced into a
major-key progression. The Slow Rush uses modal borrowing, not
merely modal inflection. The borrowed chords appear as full
harmonic events, not as passing notes.

Schoenberg's analysis of borrowed chords in Structural Functions of
Harmony identifies the bVI and bIII as the most harmonically
powerful parallel-minor borrowings because they introduce the
maximum number of chromatically altered pitch-classes. The bVI
(Eb in G major) contains three notes: Eb–G–Bb. Eb is not in G
major (G major has E natural). Bb is not in G major (G major has B
natural). G is the tonic. So the bVI chord introduces two foreign
pitch-classes (Eb and Bb) simultaneously. The bIII (Bb in G major)
contains Bb–D–F: Bb is foreign (G major has B natural), F is
foreign (G major has F-sharp), D is diatonic. The bIII introduces
two foreign pitch-classes (Bb and F). Schoenberg identifies both as
"vagrant harmonies", chords that belong to no single key and
instead pass between keys, creating harmonic tension proportional
to the number of foreign pitch-classes they contain.

The Slow Rush's use of vagrant harmonies is documented precisely
in the chord detection data. "Posthumous Forgiveness" (G major)
shows the most extensive parallel-minor mixture of any song in the
album:

- Gm (i minor): 24 chord segments, the tonic re-voiced as minor;
Schoenberg's most dramatic parallel-minor borrowing

- Cm (iv): 26 segments, the subdominant re-voiced as minor
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- Eb/D# (bVI): 20 segments, Schoenberg's vagrant harmony,
introducing Eb and Bb into G major

- Bb/A# (bIII): 19 segments, introducing Bb and F into G major

- Dm (v minor): 19 segments, the dominant re-voiced as minor,
eliminating the leading tone

- F (bVII): 35 segments, the subtonic (covered in Chapter 2)

Five parallel-minor borrowings, each appearing 19–26 times across
the 247-bar song. Combined, these five borrowed chords account
for approximately 108 out of 389 total chord segments, 28% of the
song's harmonic content is drawn from G natural minor rather than
G major. "Posthumous Forgiveness" is a G major song that sounds
almost as minor as major because its harmonic content splits
approximately 72%/28% between diatonic major and parallel
minor borrowings.

Figure 3.5 · "Posthumous Forgiveness" borrowed-chord
frequency map. Five voices borrowed from G minor.
                                  segments (of 389 total)
F   (♭VII)  █████████████████   35
Cm  (iv)    █████████████       26
Gm  (i)     ████████████        24
E♭  (♭VI)   ██████████          20
B♭  (♭III)  █████████▌          19
Dm  (v)     █████████▌          19
                              ───
                              143   ← borrowed total (37%)
                              ───
                              246   ← diatonic G-major chords (63%)

Note: ♭VII (35) makes this the song with the highest single-chord borrowing
count on the album. Of the borrowed share, the ♭VII alone is 24%.
The other 5 voices together make another 76% of borrowing share.

Figure 3.6 · Pitch-class foreign-note census. What each
borrowed chord introduces.
chord       foreign pitch-classes introduced       Schoenberg level
─────────────────────────────────────────────────────────────────────
Gm (i)      B♭                          (1)        intermediate
F  (♭VII)   F  (vs F#)                  (1)        intermediate
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Bm→B♭(♭III) B♭, F                       (2)        vagrant
Cm (iv)     E♭                          (1)        intermediate (-→quasi-LT)
Dm (v)      F  (vs F#)                  (1)        intermediate
E♭ (♭VI)    E♭, B♭                      (2)        vagrant (max distance)
                                       ───
                                        8 total foreign-PC events
                                        (out of 5 possible chromatic notes:
                                         A♭, B♭, C#, E♭, F)

♭VI introduces the most distant pitch (E♭, the album&#x27;s flattest note in G).
That is why it appears at the song&#x27;s most adventurous moments.

The Borrowed Chord Hierarchy
Not all borrowed chords are equal. The chord-detection data across
the album reveals a consistent hierarchy of borrowing depth, some
borrowed chords appear frequently across many songs, while
others are reserved for specific harmonic moments.

The bVII (covered in Chapter 2) is the most common borrowing,
appearing in 10 of 12 songs. It is the shallowest borrowing, the
bVII introduces only one foreign pitch-class (the flat seventh), and
its bVII�I motion has a near-diatonic quality.

Figure 3.7 · The borrowed-chord hierarchy. Sorted by darkening
power, lightest at top, heaviest at bottom.
                                            songs           PC&#x27;s
borrowing   darkening function              using   times   foreign
──────────────────────────────────────────────────────────────────────
♭VII        subtonic / Mixo cadence         10/12   90+     1
ii (mm)     supertonic minor → ii deepens    8/12   60+     0 (diatonic*)
v           parallel-minor dom (no LT)       6/12   40+     1
iv          minor subdom / quasi-LT          5/12   65+     1
♭III        bright modal pivot               4/12   35+     2 (vagrant)
i           tonic darkening (max emotion)    3/12   38+     1
♭VI         maximum chromatic distance       3/12   25+     2 (vagrant)

* ii is diatonic but appears strengthened as ii minor in the mixture context.

The i minor chord is the second-most significant borrowing,
appearing prominently in "Posthumous Forgiveness" (24 segments,
G minor in G major), "Instant Destiny" (12 segments, Bb minor in
Bb major), "Glimmer" (1 segment), and implied in other songs. The
i minor chord is the most emotionally direct parallel-minor
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borrowing: it takes the tonic itself, the home chord, and re-voices it
as minor. When the tonic chord becomes a minor chord, the entire
key center darkens instantaneously. Schoenberg notes in Structural
Functions that the i minor chord has the "maximum darkening
effect" of any parallel-minor borrowing because it does not move
to a new harmonic area; it stays on the tonic and transforms the
tonic's quality. The expected brightness of the major tonic is
suddenly replaced by the darkness of the minor tonic, on the same
root, without any bass movement or harmonic departure.

In "Posthumous Forgiveness," the G minor chord appears in the
chorus section, immediately juxtaposed with G major (the diatonic
tonic). The progression, G major (I) � G minor (i) � return to G
major, creates a momentary tonic instability that is entirely
self-referential: the chord is still on G and the bass does not move.
The quality shift from major to minor creates harmonic motion
without pitch motion. Everett's analysis of Beatles chord usage
notes that the I�i shift (tonic major to tonic minor) is one of the
"most affectively powerful harmonic events" available in rock
harmony because it requires only a single pitch change (the third,
from B to Bb in G major to G minor) while maintaining all other
chord tones. The minimal pitch change maximizes the emotional
weight of the shift.
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Example 3.2, The I�i darkening (G�Gm�G): the third drops B�B♭, no bass motion.

The iv chord (Cm in G major, Fm in Bb major) is the
parallel-minor subdominant. It appears 26 times in "Posthumous
Forgiveness" and 24 times in "Glimmer" (where it is Fm in Bb
major context). The iv chord introduces the flat third and flat sixth
simultaneously, Cm in G major adds C–Eb–G (Eb is the flat sixth,
C–Eb is the minor third interval). The minor subdominant darkens
the subdominant motion without displacing it: IV�I (plagal
cadence) becomes iv�I (minor-subdominant cadence), a
progressively darker version of the same subdominant-to-tonic
motion.
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Piston's Harmony identifies the iv chord as the most useful
parallel-minor borrowing for cadential purposes: its minor quality
creates more directed motion toward the tonic than the major IV
because the flat third of the minor chord (Eb in Cm) is more
gravitationally attracted to the major third of the tonic chord (B in
G major) through the half-step resolution Eb�E natural. The iv�I
progression therefore has a quasi-leading-tone quality: the flat
third of iv resolves by half step to the major third of I, providing a
cadential directional pull that the major IV�I lacks.

<!-- visual:SCALE_DEGREE_MAP@page-14 -->
Scale of G minor

   G      A      B♭     C      D      E♭     F      G   
   1      2      ♭3     4      5      ♭6     ♭7     1

<!-- /visual:SCALE_DEGREE_MAP@page-14 -->
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Example 3.3, The minor-subdominant cadence iv�I (Cm�G): E♭ pulls by half-step to E.

The bVI chord (Eb in G major) is Schoenberg's premier vagrant
harmony. In "Posthumous Forgiveness," it appears 20 times
(detected as D# in the chord analysis). Its function is harmonic
surprise: Eb major is maximally foreign to G major, three
accidentals separate G major (no sharps or flats) from Eb major
(three flats). The tritone relationship between G and Db (the
seventh of Eb major) adds extreme harmonic distance. When Eb
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appears in "Posthumous Forgiveness," it marks the song's most
harmonically adventurous moments. Schoenberg's Structural
Functions identifies the bVI as a subdominant function
substitute: it provides the harmonic weight of a subdominant
motion (moving away from the tonic toward a flatter harmonic
area) while introducing maximum chromatic content. The bVI is
not simply dark; it is the darkest chord available in the
parallel-minor palette.

"Glimmer" Case — Heavy Mixture in a Brief
Song
"Glimmer" (Bb major, 122 segments, 2 minutes 5 seconds)
compresses the parallel-minor mixture techniques of "Posthumous
Forgiveness" into the album's second-shortest song. The chord data
shows: Fm (v minor) = 24 segments, Cm (ii minor) = 28
segments, Db (bIII) = 15 segments, Ab/G# (bVII) = 6 segments.
Combined borrowed chord presence: approximately 73 out of 122
segments, or 60% of the song's harmonic content.

"Glimmer" is harmonically darker than "Posthumous Forgiveness"
by this measure: if 28% of "Posthumous Forgiveness" is
parallel-minor borrowing, approximately 60% of "Glimmer" is
borrowed from the parallel minor. This is a different compositional
strategy, "Posthumous Forgiveness" is a long song (4:16 at 247
bars) that uses parallel-minor mixture to create harmonic contrast
throughout its extended structure. "Glimmer" is a brief song where
parallel-minor mixture is the default texture rather than a
contrasting element.

The structural reason for "Glimmer"'s density of borrowing is its
position in the album: it is track 11, the penultimate song before
"One More Hour"'s diatonic resolution. The album's harmonic arc
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builds toward maximum mixture in "Glimmer", the darkest
harmonic moment of the album, before the final song resolves it.
"Glimmer" is the harmonic apex of parallel-minor mixture in the
same way that "One More Year" is the tonal apex of bVII structural
usage: each represents the technique at maximum intensity,
positioned to give the closing track's relative harmonic simplicity
the weight of a formal resolution.

Schoenberg's concept of "tonal regions" in Structural Functions
provides the vocabulary for this album-level motion. Each key area
in a major key has its "closely related tonal regions" (keys a fifth
away, the relative minor/major, the parallel minor) and its
"distantly related tonal regions" (chords with many chromatic
alterations). "Glimmer"'s harmonic density of borrowed chords
places it in the "distantly related tonal regions" zone, the song
inhabits a harmonic space far from pure Bb major. "One More
Hour"'s relative diatonic clarity is harmonically close to E major, a
closely related tonal region. The album moves from one extreme to
the other across its final two songs.

<!-- visual:SCALE_DEGREE_MAP@page-15 -->
Scale of G major

   G      A      B      C      D      E      F#     G   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-15 -->

"Instant Destiny" — The Lighter Mixture
"Instant Destiny" (Bb major) provides the contrast case for
understanding when parallel-minor borrowing is lighter. The chord
data shows: I (Bb) = 40 segments, V (F) = 40 segments, IV (Eb) =
44 segments, ii (Cm) = 21 segments, vi (Gm) = 17 segments, iii
(Dm) = 13 segments, i minor (Bbm) = 12 segments, v minor (Fm)



43

= 6 segments. The diatonic chords (I, IV, V, ii, vi, iii) account for
175 segments; the borrowed chords (Bbm, Fm) account for 18
segments, approximately 9% of harmonic content.

This 9% is significantly lower than "Posthumous Forgiveness"'s
28% or "Glimmer"'s 60%. "Instant Destiny" uses parallel-minor
mixture primarily as a color element, the Bb minor chord appears
12 times as a brief tonic darkening, and the Fm appears 6 times as
a minor subdominant variant. Neither borrowed chord plays a
structural role. They are color inflections, what Piston calls "local
borrowings": single-measure dark colorings that do not disrupt the
overall major-key tonality.

The contrast between "Instant Destiny" (9% borrowing, bright
major) and "Posthumous Forgiveness" (28% borrowing, mixed
major-minor) illustrates the compositional range available within
the parallel-minor mixture technique. At low borrowing density,
the technique produces isolated dark moments in a bright context,
the borrowed chord arrives like a shadow passing over the
major-key sun. At high borrowing density, the technique produces
a genuinely ambiguous tonal identity where the listener can no
longer clearly determine whether the song is "major with minor
inflections" or "minor with major inflections."

"Posthumous Forgiveness" occupies the ambiguous zone. The
HC/AC ratio of 11:1 (from Chapter 2) combined with 28%
parallel-minor borrowing creates a song that never fully commits
to the expected brightness of G major. This is the harmonic portrait
of the album: major-key music, neither minor nor purely major,
that sustains a persistent shadow through the systematic
borrowing of parallel-minor darkness.
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Figure 3.8 · Mixture-density spectrum (Slow Rush vs reference
points).
0%                25%                  50%                75%        100%
├─────────────────┼──────────────────────┼──────────────────┼──────────┤
│       │ │       │            │           │                          │
       OT ID    PF                       Glimmer                  pure minor
       1% 9%    28%                      60%
       │  │     │                        │
       │  │     │                        └─ saturated borrowing
       │  │     └─ ambiguous major/minor       (heavy mixture)
       │  └─ color inflection only             (the album&#x27;s darkest moment)
       │     (light mixture)
       └─ &quot;On Track&quot;: nearly pure G major, the diatonic control

Pop-rock norm sits around 5–10%. Tame Impala mid-album lives at 25–60%.
That is the structural source of the album&#x27;s heard ambiguity.

Applying the Technique
For a composer working in this idiom, parallel-minor mixture
requires three practical decisions: which borrowed chords to use,
how frequently to use them, and where to position them
structurally.

Selection: The most impactful borrowed chords in order of
darkening effect are (1) i minor, maximum darkness, minimum
harmonic motion; (2) bVI, maximum chromatic distance,
maximum harmonic surprise; (3) iv minor, moderate darkness
with directed cadential motion; (4) bIII, bright minor character,
useful for pre-chorus brightening-within-dark; (5) bVII, covered in
Chapter 2, the lightest borrowing. A song using only bVII has light
mixture. A song using i minor and bVI has heavy mixture.

Frequency: The data suggests three zones: light mixture (under
10% borrowed), moderate mixture (10–25% borrowed), and
heavy mixture (25%+). Light mixture sounds "major with
moments of darkness." Heavy mixture sounds "genuinely
ambiguous between major and minor." Target the zone
appropriate to the song's intended affect.
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Positioning: The borrowed chord has maximum impact when it
arrives at a phrase boundary, particularly before the tonic return.
The bVI before the tonic arrival creates Schoenberg's
vagrant-harmony-to-resolution effect. The i minor at the tonic
position creates the I�i darkening effect. The iv at a cadence
creates the quasi-leading-tone resolution effect. All three are
phrase-boundary events, they work because the phrase boundary is
where harmonic tension has maximum weight.

Parallel-minor mixture is borrowed darkness, carefully positioned
to create specific emotional responses. The Slow Rush uses it as the
album's primary expressive mechanism: the bright major keys carry
the surface lightness, and the parallel-minor borrowings sustain
the undertow of longing, ambiguity, and unresolved emotion that
gives the album its distinctive affect. "Posthumous Forgiveness" is
not G minor by mistake. It is G major that remembers what minor
feels like.
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05
The Suspended Dominant:
Deferring Resolution Across
12 Songs
The dominant chord's function in tonal music is directional. The V
chord points at the tonic. The V7 chord, with its tritone between
the third and seventh degrees, points even more urgently. The
authentic cadence, V to I, is the primary closure event in functional
tonal harmony because the dominant's leading tone (a half step
below the tonic root) creates a gravitational pull that the tonic
satisfies. Music built on functional harmony uses the authentic
cadence as punctuation. The phrase ends when V resolves to I.

The cadence data for The Slow Rush shows that Kevin Parker
systematically refuses this punctuation across most of the album.
Seven songs analyzed provide the following authentic cadence
frequencies:

Song Bars Authentic Cadences AC per
bar

"Lost In Yesterday" (C#) 128 0 0.000

"It Might Be Time" (D) 134 1 0.007
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Song Bars Authentic Cadences AC per
bar

"Posthumous Forgiveness" (G) 247 5 0.020

"One More Year" (Eb) 151 11 0.073

"On Track" (D) 204 13 0.064

"Is It True" (F) 117 17 0.145

"Instant Destiny" (Bb) 68 25 0.368

"Lost In Yesterday" and "It Might Be Time" are essentially
cadence-free, approaching zero authentic resolutions across their
full durations. "Posthumous Forgiveness" and "One More Year"
have rare authentic cadences, one per twenty to fifty bars. "Instant
Destiny" is the outlier, with twenty-five authentic cadences in
sixty-eight bars, the highest frequency on the album. The median is
approximately 0.07 authentic cadences per bar, one per fourteen
bars. For most of the album, the dominant resolves to the tonic
once every two or three minutes.

Figure 4.4 · Authentic-cadence density across 7 analyzed
tracks. Length of bar = AC rate per bar.
                                        AC/bar
Lost In Yesterday   .                    0.000  ← total cadence avoidance
It Might Be Time    .                    0.007
Posthumous Forg.    ▌                    0.020
On Track            ████▌                0.064
One More Year       ████▊                0.073  ← median
Is It True          █████████            0.145
Instant Destiny     ███████████████████  0.368  ← outlier (closer to pop norm)

reference: pop verse-chorus norm sits around 0.25–0.50 AC/bar.
The Slow Rush sits a full order of magnitude below that for 5 of 7 songs.

Figure 4.5 · Time-between-cadence (TBC) on Slow Rush vs
commercial pop.
seconds between V→I cadences (at song&#x27;s median tempo)

commercial pop  ●─●─●─●─●─●─●─●─●─●─●     every 4–8 s
                ↑ AC arrives ~every other bar

One More Year     ●           ●           ●          every 26 s
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                  ↑           ↑           ↑          
                  (1 per 14 bars × 4 beats × 0.6 s/beat ≈ 33 s)

Lost In Yesterday                                    
                                                     never (zero ACs in 249 s)

The mechanism for this cadential deferral is not simply the
avoidance of the V chord. The chord detection data shows
V-function harmonies appearing in several songs. The mechanism
is the substitution of the bVII for the V at phrase endings, which
was established in Chapter 2, combined with a specific treatment
of V-chord appearances when they do occur: the V chord appears
within phrases rather than at phrase endings, creating dominant
motion without cadential closure. When the V chord arrives, it
does not stay long enough to cadence. When the phrase ending
arrives, the bVII has replaced the V.

V Within the Phrase vs. V at the Cadence
"One More Year" provides the clearest demonstration. The chord
sequence in Eb major includes B-flat major (V) appearing at
internal phrase positions, mid-phrase dominant passes that create
brief dominant tension before the harmony moves elsewhere. The
phrase does not end on B-flat major. It continues through the V
chord toward the bVII (D-flat major) or the IV (A-flat major),
where the phrase does end. The V chord is a transit point, not a
destination.

This is what Piston identifies as dominant function without
dominant cadence: the V chord provides the dominant function
(creating tension relative to the tonic) without the cadential
function (resolving that tension through authentic closure). A V
chord that appears in the middle of a phrase creates expectation
without satisfying it. The listener hears the V and expects the I. But
the phrase moves from V to IV or from V to bVII, redirecting the
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expectation before it can be satisfied. The redirection is what
Schoenberg calls the evaded cadence: the expected resolution is
replaced by a different chord that occupies the cadential position.

The half cadence count for "One More Year" (57 filtered half
cadences) includes the moments where the phrase ends on V or on
a dominant-function chord without resolving. These are the
suspended dominants: the V chord appears, the phrase ends, and
the dominant tension is neither resolved through I nor redirected
through the authentic motion. The dominant hangs. The next
phrase begins without resolution having occurred. Piston's chapter
on phrase structure identifies this as the open period: a phrase
structure that ends on V, creating the expectation that the next
phrase will complete the resolution through a consequent phrase
ending on I. Parker uses the open period structure but then begins
the consequent phrase with the bVII or IV rather than with V-to-I
resolution, perpetually deferring the resolution's arrival.

"It Might Be Time": The Near-Cadence-Free
Song
"It Might Be Time" in D major (1 authentic cadence, 14 half
cadences in 134 bars) achieves its cadence avoidance through a
different mechanism from "One More Year." The chord detection
shows D major (I), G major (IV), A major (V), B minor (vi), and C
major (bVII) as the primary harmonies, with the V chord (A major)
appearing rarely. The song is largely I, IV, bVII with occasional V
appearances at internal phrase positions. The bVII (C major in D
major) takes the phrase-ending position, as established in Chapter
2. But "It Might Be Time" adds a second deferral mechanism: the
deceptive cadence via vi substitution.
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The 9 plagal cadences (PC) and 2 deceptive cadences (DC) in the
data suggest that when a V-approaching motion does occur, it
resolves deceptively to vi (B minor in D major) rather than
authentically to I. Schoenberg's Structural Functions of Harmony
identifies the vi substitution for I (the deceptive cadence) as the
most common evasion of the authentic cadence in major-key tonal
music. The dominant's leading tone (C-sharp) pulls toward D, the
root of I. But B minor also contains the note D (as its third degree).
The dominant can resolve to B minor with the C-sharp ascending
to D, but the D is now the minor third of vi rather than the root of
I. The resolution satisfies the leading tone's pull while substituting
a minor chord for the expected major tonic. The satisfaction is
partial. The deceptive cadence lands on vi, which is neither the
expected I nor a dominant substitute, it is a new temporary goal
that then requires its own resolution.

Parker's use of the deceptive cadence creates a cascading deferral:
V � vi creates an expectation that vi will resolve to I; vi � IV or vi �
bVII creates a further deferral before the tonic arrives. The chain of
non-resolutions produces the sense of continuous motion that "It
Might Be Time" sustains across its 134 bars. The music is always in
transit. The 1 authentic cadence in the entire song arrives,
presumably, at the song's final bar or at a major structural section
boundary. Everything else is in motion.

"Instant Destiny": The Contrasting Case
"Instant Destiny" (25 authentic cadences, 7 half cadences in 68
bars) is the album's most cadentially resolved song. Its AC-per-bar
rate of 0.368 is five times the album median. Why does "Instant
Destiny" resolve cadences at a rate the album's other songs do not?
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The chord detection data for "Instant Destiny" in B-flat major
shows a more conventional chord palette: B-flat major (I), E-flat
major (IV), F major (V), B-flat major (I), the standard I–IV–V–I
progression of functional tonal pop. The V chord (F major in B-flat)
appears at phrase cadences, and it resolves to B-flat major (I) in
authentic cadential motion. The bVII (A-flat major in B-flat) also
appears (as a borrowed chord), but it does not dominate the
phrase endings the way it does in "One More Year."

<!-- visual:SCALE_DEGREE_MAP@page-19 -->
Scale of D major

   D      E      F#     G      A      B      C#     D   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-19 -->

<!-- visual:CHORD_LOOP_BOX@page-19 -->
Chord-to-function map from the prose above

┌──────┬──────┬──────┬──────┬──────┐
│  D   │  G   │  A   │  Bm  │  C   │
│  I   │  IV  │  V   │  vi  │ bVII │
└──────┴──────┴──────┴──────┴──────┘

<!-- /visual:CHORD_LOOP_BOX@page-19 -->
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Example 4.3, The contrasting closed period ("Instant Destiny"): I–IV–V–I in B♭, an
authentic cadence.

"Instant Destiny" is formally distinct from the album's other tracks
in its phrase structure: at 68 bars, it is the shortest fully-analyzed
song, and its denser cadential rhythm (0.368 AC/bar) suggests a
more compact, song-verse-chorus form with regular cadential
closure. Piston identifies this as the closed period structure: both
the antecedent and consequent phrases close on I, with the
dominant providing cadential motion at the phrase boundary.
"Instant Destiny" uses closed periods where the rest of the album
uses open periods and extended deferrals.

This contrast is not a stylistic inconsistency. It is a range within the
album's harmonic language. The most harmonically resolved song
on the album ("Instant Destiny," 0.368 AC/bar) is still far less
cadentially active than typical pop (where authentic cadences
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might appear every 2–4 bars, approaching 0.25–0.5 AC/bar in
verse-chorus forms). Even "Instant Destiny" is more suspended
than commercial pop norm. The album's range, from 0 to 0.368
AC/bar, spans from complete cadential avoidance to moderate
cadential resolution, with the median well toward the avoidance
end.

The Dominant Suspension Technique
The practical technique for creating the suspended dominant is a
three-part process.

Part 1: Establish the bVII as the phrase-ending harmony. As
described in Chapter 2, the bVII takes the phrase-ending position
normally occupied by V. Once the bVII is established as the
phrase-ending chord through the first two verse cycles, the
listener's expectation for that position shifts: the ear learns to hear
the bVII as the phrase's natural close rather than as an unusual
harmonic event. The bVII's repeated appearance at phrase endings
conditions the ear to accept it as a quasi-tonic substitute.

Part 2: Place V within phrases, not at phrase endings. When the
V chord appears, it appears in the middle of a four-bar phrase,
typically at bar 3 of a 4-bar unit, creating a brief dominant flash
before the bVII arrives at bar 4. The phrase structure becomes: I
(bar 1), IV (bar 2), V (bar 3), bVII (bar 4). The V at bar 3 creates a
dominant surge, but the bVII immediately follows, absorbing the
dominant energy and directing the phrase to close on the bVII
rather than on I. The V at bar 3 functions as what Schoenberg calls
a dominant prolongation: it extends the harmonic motion toward
the cadence without providing the cadence itself.
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Example 4.1, The suspended dominant: I–IV–V–♭VII (E♭–A♭–B♭–D♭). V passes
mid-phrase; ♭VII closes.

Part 3: Use the deceptive cadence when V does reach a phrase
boundary. On the rare occasions when V arrives at a phrase
boundary rather than an internal position, resolve it deceptively to
vi rather than authentically to I. The deceptive cadence satisfies the
dominant's voice-leading (the leading tone resolves up to the tonic
pitch class, which appears as the third of vi) while denying the
authentic tonic arrival. The vi chord then becomes the antecedent
of the next phrase, beginning a new phrase on vi rather than on I.
The phrase cycle is perpetually in motion: I, IV, bVII, I returns the
tonic; but if V appears at a phrase boundary and resolves to vi, the
next phrase begins on vi, and vi then moves through its own chord
succession before landing on bVII or I at its phrase ending.
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Figure 4.6 · The three-part deferral technique applied to "One
More Year." Each bar shows the practical placement.
Phrase A (4 bars):
┌─────────┬─────────┬─────────┬─────────┐
│   E♭    │   A♭    │   B♭    │   D♭    │
│    I    │   IV    │    V    │  ♭VII   │  Part 2: V mid-phrase
│ phrase  │         │ flash   │ close   │  Part 1: ♭VII at boundary
└─────────┴─────────┴─────────┴─────────┘
                      ↑          ↑
                  dominant      bVII
                  surge,        absorbs
                  one bar       tension

Phrase B (rare boundary V → deceptive):
┌─────────┬─────────┬─────────┬─────────┐
│   E♭    │   A♭    │   B♭    │   Cm    │  Part 3: V→vi, NOT V→I
│    I    │   IV    │    V    │   vi    │
└─────────┴─────────┴─────────┴─────────┘
                                 ↑
                          deceptive arrival
                          (leading tone D resolves
                           to E♭, but E♭ is now the
                           third of Cm, not the root of I)
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Example 4.2, Deceptive cadence V�vi (A�Bm) in D major: the leading tone resolves,
the tonic does not arrive.

This three-part process creates the harmonic experience that
defines Tame Impala's style: music that sounds like it is always
about to resolve and never does. The resolution exists, it is always
available in the form of the bVII-to-I Mixolydian close, but the
emotional weight of the authentic V-to-I cadence is withheld for so
long that when it finally appears (once per fourteen bars on
average), it registers as a significant arrival rather than a routine
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phrase punctuation. The cadence is rare enough to feel like a
climax. The suspension is the default state. Resolution is the
exception.

The Falsetto and the Suspended Dominant
The vocal writing reinforces the harmonic suspension at the
melodic level. Parker's falsetto typically sustains notes across
phrase boundaries, the voice holds through the chord change
rather than landing and releasing at the cadence. When the bVII
arrives at bar 4 of a 4-bar phrase, the vocal is sustaining a note that
belongs to the previous chord (typically the IV or I). The sustained
note creates a vocal suspension, a melodic non-harmonic tone
held from one chord into the next, that Piston describes as the
most common suspension in tonal counterpoint. The vocal
suspension delays the melodic resolution by one beat or more after
the harmonic resolution has occurred.

In "One More Year," the vocal sustains the fifth degree of I (B-flat)
into the bVII chord (D-flat major), where B-flat is the minor
seventh degree, creating a brief dissonance before the voice
resolves down to the third of D-flat (F). The melodic resolution
(B-flat to F) happens within the bVII harmony, not at the bVII's
arrival. This offset between harmonic arrival and melodic
resolution creates a two-stage suspension: first the harmony moves
to bVII (partial resolution of the dominant tension), then the
melody resolves within bVII (further settling of the suspended
tone). The listener experiences two consecutive partial resolutions
rather than a single complete authentic cadence.

Kennan's Counterpoint identifies this as resolution by stages: the
dissonance resolves across several motions instead of one, each
reducing tension without completely eliminating it. The authentic



58

cadence's two-stage resolution (V7 resolves its tritone in a single
bar: the leading tone ascends a half step, the seventh descends a
step, both in the same cadential motion) is replaced by a
multi-stage deferral in which the dominant tension partially
releases over three or four bars. The gradual release is the
emotional equivalent of the authentic cadence spread across a
longer time span, a slow exhale rather than a sharp resolution.

This is the acoustic correlate of the psychedelic aesthetic: harmonic
time is stretched, resolution is deferred, and the musical
experience is one of suspended motion rather than directed
urgency. The Mixolydian bVII creates this suspension at the
harmonic level. The falsetto sustain creates it at the melodic level.
The reverb production (discussed in Chapter 6) extends it to the
acoustic level. Every layer of the music contributes to the same
effect: the sensation of hovering between departure and arrival,
always in transit, never at rest.
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06
The Falsetto Register: Vocal
Suspension and Harmonic
Ambiguity
The male falsetto is not a timbre choice Parker makes for reasons
of affect alone. It is a register choice with specific harmonic
consequences. The falsetto sits primarily in the range E4 to B4,
approximately MIDI 64 to 71, where the male voice produces its
most breathy, least attacked, most harmonically ambiguous
phonation. A note in this register, sung in falsetto, has a slow
transient: the note swells into existence over the first tenth to
quarter of a second, a gradual onset with no sharp attack. The slow
transient means the note's attack does not align precisely with the
chord's attack, creating a micro-delay between the harmonic event
(the chord change) and the melodic event (the vocal's full volume
arrival). This micro-delay is the acoustic mechanism for the vocal
suspension described in Chapter 4: the melodic line does not land
exactly with the chord, it settles into the chord's harmonic field
slightly after the chord has arrived.

Piston's Counterpoint in Composition identifies the suspension as
requiring three events: preparation (the note is sounded
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consonantly in the previous chord), the suspension itself (the note
is held over the chord change while the harmony moves away from
the note's consonance), and resolution (the note steps down or up
to a new consonance in the new harmony). The falsetto's slow
transient creates a de facto preparation-suspension pattern even
when no sustained pitch cross-over occurs: the voice's swell into
volume sounds like the note is being held from somewhere before
the chord, even when it is technically attacked on the chord's
downbeat. The perceptual effect is of a voice arriving after the
chord rather than with it, creating the impression of a suspension
even without the voice-leading mechanism.

The Falsetto Register and Harmonic Ambiguity
The falsetto's registral position, E4 to B4, creates specific harmonic
ambiguity in the context of Tame Impala's chord palette. In E-flat
major ("One More Year"), the falsetto range spans the following
harmonic functions: E-flat (root), F (major second), G (major
third), A-flat (perfect fourth), B-flat (perfect fifth). These are all
diatonic scale tones of E-flat major. Any note the falsetto sustains
within this range is a scale degree of the tonic key and could
belong to multiple chords in the key. The note B-flat4 (MIDI 70),
for example, is the tonic fifth of E-flat major, the third of the
subdominant A-flat major, the root of the bVII chord D-flat major's
upper voice (when D-flat major contains D-flat, F, A-flat, not B-flat,
so B-flat is not in D-flat major). Actually B-flat is the fifth of E-flat
major (I) and the root of the chord built on the fifth scale degree of
E-flat (V), and the third of G minor (vi). But the important point is
that B-flat is multivalent: it belongs to several chords within the
harmonic context.

<!-- visual:SCALE_DEGREE_MAP@page-22 -->
Scale of G minor
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   G      A      B♭     C      D      E♭     F      G   
   1      2      ♭3     4      5      ♭6     ♭7     1

<!-- /visual:SCALE_DEGREE_MAP@page-22 -->

Schoenberg's concept of harmonic multiplicity in Structural
Functions of Harmony describes this condition: a pitch class that
belongs to multiple harmonies within the current tonal context is
multivalent, it can be heard as belonging to different chords
simultaneously. When the falsetto sustains B-flat over the bVII
chord (D-flat major in E-flat), B-flat is neither a chord tone of
D-flat major (which contains D-flat, F, A-flat) nor a dissonance
against it (B-flat is a major sixth above D-flat, a consonant
interval). B-flat over D-flat major sounds simultaneously like: the
sixth of D-flat major (a non-chord tone that could be an add6
color), the root of B-flat major (a chord that belongs to E-flat
major's V chord), and the fifth of E-flat major (the tonic fifth,
suggesting return). The sustained B-flat4 is harmonically
overloaded: it implies several different harmonic contexts while
belonging definitively to none.

This harmonic multiplicity is the acoustic basis for the "hovering"
quality of Tame Impala's vocal. The falsetto note does not declare
its harmonic function. It exists in the space between chord
identities, equally plausible as a chord tone in several contexts and
definitive in none. The listener cannot resolve the note's harmonic
meaning until the chord moves, and by the time the chord moves
(to the next bVII or IV in the progression), the falsetto has already
moved to a different multivalent note in the new chord's context.
The harmonic meaning is perpetually deferred because the voice is
perpetually between unambiguous harmonic positions.

The E4 to B4 Working Range
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The consistent restriction of Parker's primary melodic activity to
the E4–B4 range creates a deliberate spectral isolation. The bass
occupies the D1–D3 region in E-flat major songs (leaving the B-flat
below E1 mostly untouched, with the root area below the vocal by
at least two octaves). The rhythm guitar (synth pads in Tame
Impala's production) occupies the C3–C5 band. The vocal at E4–B4
sits within the upper portion of the rhythm guitar's range but
above the guitar's primary activity (which centers around E3–E4
for standard voicings). The vocal is spectrally isolated from the
bass by approximately three octaves and separated from the
primary rhythm guitar activity by approximately one octave.

Figure 5.4 · Spectral stack-up of a typical "One More Year"
verse. Three independent registers, vocal isolated above the
harmony.
       C7  ───────────────────────────────────────
           
       C6  ─────────── melody (occasional reach) ──
                       ┊  ←─ register peak only at climax
       B4  ─────────── ▓▓▓▓▓▓▓▓▓ FALSETTO ▓▓▓▓▓▓ ── (working range E4–B4)
       E4  ─────────── ▓▓▓▓▓▓▓▓▓ (~3 octaves above bass)
                                ↕  (1-octave gap)
       C5  ─────────── 
                       ▒▒▒▒▒▒▒▒▒ PAD / RHYTHM GUITAR ▒▒
       C3  ───────────
                                ↕  (1-octave gap)
       D3  ─────────── 
                       ░░░░░░░░░ BASS ░░░░░░░░░
       D1  ───────────
       
       three layers, each separated by ~1 octave;
       no layer competes with another in pitch space.

Piston's register analysis notes that voices separated by two or
more octaves from the bass are perceived as melodically
independent of the bass's harmonic content. The bass below E2
(MIDI 40) establishes harmonic roots that the upper voices
interpret but do not duplicate. A falsetto in the E4–B4 range at
three octaves above the bass (E4 is MIDI 64, E2 is MIDI 40, three
octaves apart) is harmonically dependent on the bass for tonal
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context but rhythmically and melodically independent of it. The
voice can sustain a note while the bass moves, creating the oblique
motion (one voice stationary, one voice moving) that Kennan
identifies as the most characteristic texture of suspended
counterpoint.

In "One More Year," the bass moves through E-flat, A-flat, and
D-flat (I, IV, bVII) while the falsetto sustains B-flat (the fifth of I)
across multiple chord changes. The sustained B-flat creates oblique
motion against all three bass voices: B-flat against the E-flat bass is
a perfect fifth (consonant), B-flat against the A-flat bass is a major
second (mildly dissonant), B-flat against the D-flat bass is a major
sixth (consonant). The sustained falsetto creates a varying
dissonance relationship with the bass depending on which chord is
sounding beneath it, ranging from pure consonance (against I or
bVII) to mild dissonance (against IV). The oblique motion
produces a dissonance that varies as the harmony moves beneath
the held voice.

Kennan's Counterpoint identifies oblique motion in the outer
voices (bass and soprano moving independently, one stationary)
as one of the primary contrapuntal textures of modal polyphony,
where the sustained tone creates a pedal-like consistency while the
bass provides harmonic motion. Parker's falsetto functions as an
upper pedal tone, sustained above a moving bass and chord
succession, providing melodic continuity while the harmony
changes beneath it. This is structurally the inverse of the bass pedal
technique: instead of a sustained bass note above which the
harmony moves (a standard rock pedal steel or organ drone
technique), Parker sustains the melody above a moving bass. The
suspended voice is the melody rather than the bass.

Oblique Motion in "One More Year," Bar by Bar
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Kennan's Counterpoint sorts the relationship between two voices
into four motion types: parallel, both voices moving the same
direction by the same interval; similar, the same direction by
different intervals; contrary, opposite directions; and oblique, one
voice holding as the other moves. Oblique motion is the rarest of
the four in note-against-note writing and the most characteristic of
a sustained upper line over an active bass, which is exactly the
falsetto's role in Tame Impala.

The extracted bass of "One More Year" moves through E-flat, A-flat,
G-flat, F minor, and D-flat before circling back, the I, IV, bIII, ii,
and bVII of E-flat major. Hold a single tone in the falsetto band
across that succession and the vertical interval changes at every
chord as the upper voice stays put, the definition of oblique
motion. A sustained B-flat reads as the fifth over the E-flat chord, a
consonance, then as the second over the A-flat chord, a mild
dissonance, then as the major third over the G-flat chord, then as
the fourth over the F minor chord, then as the sixth over the D-flat
chord. One held pitch, five different harmonic meanings, supplied
entirely by the moving bass beneath it. The voice does no melodic
work during the sustain. The bass does all of it, and the held tone
collects a new identity at each step.

<!-- visual:SCALE_DEGREE_MAP@page-24 -->
Scale of F minor

   F      G      A♭     B♭     C      D♭     E♭     F   
   1      2      ♭3     4      5      ♭6     ♭7     1

<!-- /visual:SCALE_DEGREE_MAP@page-24 -->

Figure 5.5 · One held B♭, five different harmonic identities.
Oblique motion table for "One More Year."
held voice:    B♭ ──── B♭ ──── B♭ ──── B♭ ──── B♭ ──── ❘ resolve to F
                │       │       │       │       │
bass:          E♭      A♭      G♭      Fm      D♭         (new chord cycle)
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chord:         I       IV      ♭III    ii      ♭VII
                │       │       │       │       │
B♭ becomes:   5th     2nd     3rd     4th     6th
              cons.   mild    cons.   mild    cons.
                      diss.           diss.

5 chord changes, 0 melodic motion, 5 new harmonic identities.
The bass does all the work; the voice harvests the result.

Example 5.1, Oblique motion in "One More Year": one held falsetto B♭ takes five
harmonic meanings as the bass moves I–IV–♭III–ii–♭VII.

This is why the falsetto can stay in its narrow band and still sound
harmonically active. The activity is oblique: the bass redefines the
held note four or five times per phrase. Kennan notes that oblique
motion is the safest of the four types for voice independence,
because a stationary voice can never produce the parallel fifths or
octaves that the other motions risk. Parker's writing exploits
exactly that safety. The falsetto can sit on a single pitch through an
entire chord cycle without colliding with the bass, and the
harmonic interest arrives for free as the bass moves through the
borrowed chords beneath the stationary line.

The Same Texture Across the Album
The held-falsetto-over-moving-bass texture is not unique to "One
More Year." The key table shows the same conditions across the
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record wherever the song sits in a flat or natural key whose tonic
places the falsetto band on scale tones. In "Tomorrow's Dust" (F
major, with the bVII E-flat present), the documented chords are F,
C, B-flat, D minor, A minor, and E-flat. A sustained tone in the
falsetto band rides the same way it does in "One More Year": the
bass cycles I, V, IV, vi, and bVII as the upper voice holds, and the
held pitch shifts from chord tone to suspension to chord tone as the
harmony moves. In "Breathe Deeper" (G major, multi-modal with a
secondary dominant and parallel-minor mixture), the chords
include G, A (the secondary dominant), D, C, C minor, and B-flat
minor. The held falsetto tone meets an even wider range of vertical
intervals here, because the secondary dominant and the borrowed
minor chords push the bass through pitches outside the diatonic
set.

Across the album the pattern is consistent. The bass carries the
harmonic motion through diatonic chords and flat-side
borrowings, and the falsetto holds a narrow band of pitches that
the moving bass continually reinterprets. The vocal range stays
compressed inside roughly an octave, E4 to B4, song after song,
and the harmonic variety comes from underneath. This is the
spectral division described earlier turned into a compositional
method. The voice owns one octave and rarely leaves it, and the
bass owns the harmony and never stops moving.

The Melody-Chord Gap
The falsetto's resistance to attack creates a perceptible gap between
the chord's onset and the vocal's full presence. In Parker's
production, the stem analysis of the attack envelopes shows the
synthesized chord pads and bass synthesizers with
fast-to-moderate attacks (rise times of 100–500 milliseconds),
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while per the stem analysis the falsetto has a slower onset (500
milliseconds to 1 second from breath onset to full phonation). The
result is that each phrase begins with the chord arriving before the
voice: the listener hears the harmonic arrival, then the melodic
arrival, then the melodic sustain over the subsequent chord
change.

This sequence maps onto Piston's suspension taxonomy exactly:
the chord arrives (the preparatory consonance), the voice arrives
and sustains (the suspension itself), and the next chord arrives
beneath the sustained voice (the moment of dissonance). The
voice's slow onset means that its "preparation" is automatic, the
chord is always sounding before the voice establishes its full pitch,
so the voice's tone is always heard in the context of the chord it is
beginning to suspend. The suspension is built into the vocal
production technique, not just into the melodic writing.
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Example 5.2, Vocal suspension over the ♭VII: B♭ prepared on I (E♭), held into ♭VII (D♭),
resolving down to F.

The practical implication for composers trying to reproduce the
Tame Impala sound: the falsetto's timing is as important as its
pitch content. A falsetto sung with sharp attack, arriving precisely
with the chord, does not create the suspension effect. The
suspension requires the voice to arrive slightly late relative to the
chord, either through the natural physics of falsetto phonation or
through production choices (delayed attack envelope, pre-delay on
reverb) that create the perception of the voice arriving after the
chord. The pitch of the sustained note matters less than the timing
of its arrival relative to the chord's onset. A sustained F4 arriving
late over an E-flat major chord creates the suspension effect. The
same F4 arriving on the exact downbeat of the E-flat chord creates
a doubling effect. The difference is rhythm and envelope, not pitch.

Register Extension at Structural Climaxes
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Parker's falsetto occasionally extends above the E4–B4 primary
range at structural climax points. In "One More Hour" (E major),
the closing track, the melody reaches above B4 at the song's most
emotionally weighted phrase. In "Tomorrow's Dust," the bridge
section lifts the falsetto above its established ceiling. These register
extensions function identically to the register peaks in Failure's
Final Choruses: the established register ceiling creates an
expectation that the extension then breaks, signaling formal climax
through acoustic means rather than harmonic ones.

<!-- visual:SCALE_DEGREE_MAP@page-26 -->
Scale of E major

   E      F#     G#     A      B      C#     D#     E   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-26 -->

The falsetto's upper extension produces an additional acoustic
effect: the falsetto transition to head voice (the full falsetto break
above approximately B4 in an adult male voice) creates a subtle
timbral change, the voice becomes even more breathy, even more
lacking in attack, as it passes above the primary falsetto range. The
timbral change at the register ceiling reinforces the emotional
weight of the extension: the voice becomes more vulnerable, more
suspended, more lacking in harmonic definition, precisely at the
moment of structural climax. The falsetto break is a resource the
arrangement can deploy at the climax, the timbral marker that the
voice has reached the edge of its range.

The Head-Voice Break in "One More Hour"
The closing track gives the clearest example of register extension
as a structural device. "One More Hour" sits in E major, the album's
only relatively diatonic key, and it is the track where the authentic
cadence finally carries the phrase closures. Against that resolved
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harmonic setting, the vocal climbs past its established ceiling at the
song's most exposed phrases, and at the top of the climb the
falsetto crosses into the head-voice break, the point above roughly
B4 where the adult male falsetto loses what little attack and body
it retained and becomes pure breath.

The break is an acoustic event with no harmonic content of its
own, and that is precisely its structural value. The lower falsetto
band, E4 to B4, still carries enough tone to define a pitch against
the chord. Above the break, the voice thins until it reads less as a
sung pitch than as a register signal, a marker that the line has
reached the top of its range. In a song that has spent the whole
album withholding the authentic cadence, the head-voice break at
the final chorus coincides with the harmonic resolution. The V-to-I
arrives in the bass and chords at the same moment the voice
reaches the register that says this is as high as the line will go. The
acoustic ceiling and the harmonic home arrive together.
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Example 5.3, Register peak at the close ("One More Hour"): the melody crests on B as
V�I lands (B�E).

This is the Tame Impala counterpart to the withheld register peak
in the Failure runs, where the highest vocal note is reserved for the
Final Chorus and gates the climax acoustically rather than
harmonically. Parker reaches the same result from the opposite
material. The Failure runs keep the peak in reserve and release it
over an unresolved tonic power chord. "One More Hour" releases
its register peak over a fully resolved authentic cadence. Both
songs put the highest, most exposed vocal moment at the
structural close, and in both the register extension does the work
of signaling arrival, with or without the harmony to support it.

<!-- visual:SCALE_DEGREE_MAP@page-27 -->
Scale of E major

   E      F#     G#     A      B      C#     D#     E   
   1      2      3      4      5      6      7      1
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<!-- /visual:SCALE_DEGREE_MAP@page-27 -->

Kennan's analysis of register in counterpoint identifies the upper
voice's peak pitch as the point of maximum melodic tension within
the phrase. The phrase arch rises to a peak, creating melodic
tension, and descends from it, creating melodic release. In Tame
Impala, the descending release after the phrase peak typically
moves stepwise through the suspension zone, one step down from
the peak pitch to the primary operating range, before the next
phrase ascends again. The stepwise descent is the resolution of the
melodic tension, parallel to but decoupled from the harmonic
resolution: the melody resolves its tension through register descent
while the harmony continues to defer resolution through the bVII
substitution. The melody resolves. The harmony does not. Two
independent resolution arcs coexist in the same phrase, one
completing while the other continues. This is the contrapuntal
sophistication that gives Tame Impala's songs their emotional
complexity: the listener hears both arcs simultaneously and
processes them as a single unified sensation of simultaneous arrival
and continuation.

Figure 5.6 · Two resolution arcs running in parallel. Melody
and harmony resolve on different schedules.
                                        peak (C5, head-voice break)
                                         ┌╲
                                         ┃ ╲           
                                ┌────────┘  ╲          
melody    ──┐    ┌────┐    ┌────┘            ╲────┐    ╲──── resolved (back to E4)
           │    │    │    │                      │
                                              ↑                ↑
                                          melodic peak    melodic descent
                                                          (one stepwise)
                                                          (resolves in 1–2 bars)

harmony  ──┐    ┌────┐    ┌────┐    ┌────┐    ┌────┐    ┌──── ♭VII (still hanging)
           │    │    │    │    │    │    │    │    │
                                                                   ↑
                                              harmonic resolution NEVER fully arrives
                                              (loop restarts on ♭VII for next cycle)

      ←─────── one phrase cycle (~16 s in &quot;One More Year&quot;) ────────→
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Listener hears: melody breathes a complete arc; harmony stays hanging.
Two scales of arrival running simultaneously.
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07
Production as Harmony,
Reverb Elision and the
Blurred Cadence
Kevin Parker's production on The Slow Rush is not decoration
applied to finished harmony. The reverb tails, the slow-attack pad
swells, the pre-delay settings on every wet signal: these are
harmonic decisions. They determine when the ear perceives a
chord, how long it sounds, and whether a cadential arrival ever
feels complete. The production is a harmonic instrument, and
understanding it as one changes how we analyze the album
entirely.

This chapter builds on the phrase-level and voice-leading work
from the previous chapters and moves into the acoustic mechanics
of the album's most pervasive technique. If Chapter 5 showed how
Parker's falsetto delays melodic arrival relative to the rhythmic
downbeat, this chapter shows how his reverb processing delays
harmonic arrival in an identical way, and for structural, not merely
textural, reasons.

The Phrase Boundary as Duration, Not Event
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Start with Walter Piston's definition of elision in Harmony. A
phrase elision occurs when the cadential note of one phrase serves
simultaneously as the opening note of the next. The closing gesture
and the opening gesture occupy the same moment: the boundary is
a point shared by two phrases, not empty space between them.
Elision is an overlap, not a gap.

Parker's reverb processing performs an acoustic version of this
procedure. When a synth pad chord ends, its reverb tail
sustains the chord's full harmonic content for one to four
seconds past the moment the dry signal stops. The next chord
attacks into a sonic environment still occupied by the previous
chord's pitch classes. The listener hears two chords at once at every
phrase boundary. The cause is acoustic: the room, or the
simulation of a room, takes time to go quiet. The doubling is not a
cluster Parker wrote.

This matters because the reverb tail is not pitch-neutral. A synth
pad with extended reverb at sixty to seventy percent wet does not
produce a blur of undifferentiated noise. The reverb tail preserves
the spectral content of the source signal with some diffusion but
considerable pitch identity, especially in the first half to full second
of decay. When the pad plays an F major chord and the reverb runs
long, the reverb tail still carries F, A, and C into the next bar. If the
next bar opens with an E-flat major chord, the listener briefly hears
E-flat, G, and B-flat arriving against F, A, and C still decaying. That
is not an intended chord cluster. It is acoustic elision.

Slow Attack and the Rhythmic-Harmonic Gap
The second mechanism reinforces the first from the opposite
direction. Parker's primary harmonic instruments on the album,
the synth pads in "One More Year," "Posthumous Forgiveness,"
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"Breathe Deeper," and elsewhere, have attack envelopes in the
range of three hundred to eight hundred milliseconds. The chord
does not arrive at full volume on the downbeat. It swells into
presence over the first half-second to full second of the bar.

The chord change is felt rhythmically before it is heard
harmonically. The rhythmic grid lands, the bass note confirms the
new root, and the synth pad is still building toward its full spectral
weight. The ear identifies the chord's root and quality gradually,
reading pitch class information as it emerges from the envelope. By
the time the pad reaches full amplitude, the bar is already a beat or
two old.

Figure 6.4 · The slow-attack envelope vs the downbeat. Time
axis in seconds at ♩=98.
   downbeat                        bar 2 downbeat
   bar 1                           
   │                               │
   0.00     0.61     1.22    1.83    2.45 s  (4 beats @ 98 BPM)
   ┃────────┃────────┃────────┃────────┃────
   ↓
  bass:    ▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮▮     fast attack
                                                  
  drums:   ▮       ▮       ▮       ▮             instant transient
                                                  
  pad:     ░░▒▒▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓     slow attack (~500 ms)
           ↑      ↑
           pad    pad reaches full
           begins amplitude here
                                                  
  vocal:   ░ ░ ▒ ▒ ▒ ▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓   slowest attack
                ↑                                (~800 ms breath onset)
                full-volume
                falsetto arrives

The bar&#x27;s harmonic identity arrives across a quarter of the bar&#x27;s duration.
The listener identifies &quot;the chord changed&quot; before they hear what it changed to.

This is the production-level equivalent of a suspension at the
voice-leading level. A suspension delays the resolution of a
dissonant tone, creating temporal space between the expected
arrival and the actual arrival. The suspension note is a rhythmic
event, but its harmonic identity as a consonance is withheld until
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the resolution arrives. Parker's slow-attack pad does the same thing
at the chord level: the rhythmic event happens, the bar begins, but
the chord's harmonic content is withheld by the envelope, arriving
across a span of time rather than on a single point.

Kent Kennan's Counterpoint describes oblique motion as the
relationship between a sustained voice and a moving voice. One
part holds a pitch while another part moves around it. In
traditional counterpoint, oblique motion is a notational fact, a tied
note in one voice against stepwise motion in another. In Parker's
production, oblique motion is a temporal fact imposed by envelope
shaping. The old chord's reverb holds its pitch content while the
new chord's dry signal moves forward, and the new chord's pad
holds its attack while the rhythmic pulse moves forward. Two
kinds of oblique motion, both produced by the recording chain
rather than the score.

Pre-Delay and the Three-Layer Temporal
Texture
The third mechanism is the most technically specific. Parker uses
pre-delay on his reverb sends, typically in the thirty to eighty
millisecond range. Pre-delay separates the dry signal from the
onset of the wet signal: when a note plays, the dry sound arrives
immediately, and the reverb onset is delayed by the pre-delay
amount. This is standard practice in mixing, used to preserve the
clarity of the dry transient before the reverb cloud arrives. The
practical effect on The Slow Rush is that every phrase boundary
contains three distinct temporal layers.

Layer one: the new chord's dry signal arrives on the downbeat.
Layer two: the old chord's reverb tail is still sustaining, carrying the
previous chord's harmonic content. Layer three: the new chord's
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pre-delayed reverb has not yet arrived, because the pre-delay
pushes the reverb onset thirty to eighty milliseconds into the
future.

In the first thirty to eighty milliseconds after a phrase boundary,
the listener hears the new chord's dry signal and the old chord's
reverb simultaneously, with no wet reinforcement of the new
chord yet present. The new chord sounds initially dry and exposed
against the still-sustaining room of the previous chord. Then the
new chord's reverb arrives and begins to build. Meanwhile, the old
chord's reverb continues decaying. The phrase boundary is an
event that takes two to five seconds to complete, not a clean
moment of arrival.

Figure 6.5 · The three-layer temporal stack at a phrase
boundary. Old reverb, new dry, new reverb — overlapping.
                          chord change
                          (downbeat)
                              │
                              ↓
       t=−1s   −0.5s    0   +30ms   +500ms   +1s    +2s     +3s
        │       │       │     │       │       │      │       │
old chord ▓▓▓▓▓▓▓▓▓▓▓▓▓▓                                          (dry signal stops)
old verb  ░░░░░░░░░░░░░░▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒▒░░░░░░░░░░░░         (decays 2–4 s)

new chord                   ▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓     (dry arrives)
new verb                          ░░▒▒▒▒▒▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓     (delayed 30–80 ms)
                                  ↑
                            pre-delay window:
                            new dry exposed
                            against old wet

zone shaded with TWO chords sounding at once:
                ▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓▓ ~2 seconds of acoustic overlap
                
The cadence is real. The acoustic environment confirms it across 2–5 seconds.
That stretch is the album&#x27;s primary harmonic-temporal smear.

Schoenberg wrote in Style and Idea that texture functions as a
structural determinant, not merely as surface coloring. He was
writing about orchestration and the distribution of voices across
instrumental timbres, but the principle applies here without
distortion. Parker's reverb texture determines the structural reality
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of phrase boundaries on The Slow Rush. A cadence that would be
clear on a dry piano, where the old chord stops and the new chord
starts with no acoustic overlap, becomes a process, a sustained
transition, when the reverb tail is running at sixty to seventy
percent wet with a three-second decay. The structural function of
the cadence is the same, but its acoustic realization is
stretched across several seconds of temporal overlap.

Why Resolution Sounds Like Approach
The practical consequence of all three mechanisms operating
together is the one that defines the album's listening experience.
On The Slow Rush, every phrase boundary sounds like an approach
rather than an arrival. The cadence is real, the harmonic motion is
genuine, but the acoustic realization of the arrival is always
blurred by the departing chord's residue.

Example 6.3, Three approaches to the E♭ tonic: V�I (B♭�E♭), plagal IV�I (A♭�E♭),
Mixolydian ♭VII�I (D♭�E♭).

Consider a bVII-to-I resolution, one of the album's most common
cadential gestures. The bVII chord (for example, D-flat major
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resolving to E-flat major in "One More Year") is a genuine
harmonic arrival point for the sub-phrase and a genuine departure
point for the next phrase. When the I chord arrives, the bass
moves, the pad changes, the melody confirms the new root. The
harmonic motion is complete and audible. Piston's analysis of
bVII function in modal-inflected harmony would recognize this as a
real resolution, the bVII functioning as a substitute for V in a
Mixolydian context, with genuine directionality toward the I.

The D-flat major reverb tail carries D-flat, F, and A-flat into the first
two seconds of the E-flat major chord's duration. The listener hears
the E-flat major dry signal arriving against D-flat major reverb still
sustaining. These pitch classes are not tonally hostile, D-flat sits a
major seventh below E-flat, a stable interval in context, but the
combined acoustic effect is not clean E-flat major arrival. It is E-flat
major arrival with a sustained haze of D-flat harmony fading
around it. The tonic has arrived, but it has arrived into a room that
still sounds like the previous chord.

Figure 6.6 · Pitch-class haze at the ♭VII�I boundary. What
pitches are sounding when "the chord change happens"?
moment &quot;after&quot; the cadence:

                E♭ major chord (new, dry):    E♭ ─ G  ─ B♭
                D♭ major reverb (still alive): D♭ ─ F  ─ A♭

                combined acoustic spectrum:
                  D♭ ─ E♭ ─ F ─ G ─ A♭ ─ B♭
                  ●    ●    ●   ●   ●    ●
                  ────────────────────────────
                  six adjacent pitches, no rest
                  no clear-arrival silence between chords
                  
                  the &quot;E♭ major arrival&quot; technically contains
                  6 of 7 pitches of E♭ Mixolydian at once.

The harmonic logic landed; the room refuses to confirm.
That is why the album feels like &quot;still leaving&quot; even at resolution points.
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Example 6.1, The blurred cadence ♭VII�I (D♭�E♭): the D♭ reverb tail (D♭–F–A♭) hazes
into the E♭ arrival.

This is why the album's emotional register is so consistently one of
longing and incompleteness despite the presence of genuine
harmonic resolutions. The harmonic logic says: we arrived. The
acoustic reality says: we are still leaving.

Temporal Smear as Compositional Strategy
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It is worth being precise about what this technique is not, because
the concept of acoustic smearing can sound like a criticism. Parker
is not obscuring his harmony through careless or excessive reverb.
The technique is precise and consistent, and its results are
structurally functional in ways that align directly with the album's
lyrical and emotional content.

The Slow Rush is an album about time, specifically about the way
time compresses and expands, the way the present moment is
always already a memory and a future thing simultaneously.
Parker has described the album's thematic core as the feeling of
time rushing past and standing still at once. The production
technique literalizes that feeling at the acoustic level. Every
chord is simultaneously the old chord fading and the new chord
arriving. Every phrase boundary is an overlap, not a clean
transition. The album sounds the way time feels when you are
paying close attention to its passage.

Piston's description of deceptive elision in Harmony is useful here.
A deceptive elision is one where the listener expects a cadential
arrival, a clean close, and instead hears continuation. The phrase
seems to end but keeps going because the structural elements that
would signal closure are withheld or blurred. Parker's reverb
technique produces something close to this at the acoustic level:
the harmonic arrival happens, but the acoustic environment
refuses to confirm it cleanly, sustaining the previous phrase's
energy into the new phrase's opening in a way that keeps the
listener in a state of perpetual approach.

The Spectrum from "One More Year" to
"Posthumous Forgiveness"



83

Not every track on the album uses these mechanisms with equal
intensity. "One More Year" opens the album with perhaps the most
transparent instance of slow-attack pad writing, where the
technique is audible precisely because the arrangement is sparse
enough to let each layer breathe. The synth pad's attack is clearly
perceptible, the reverb tail clearly audible between chords, and the
rhythmic-harmonic gap clearly felt on each downbeat. "One More
Year" functions as the album's thesis statement for this
production aesthetic, introducing the technique in relatively
controlled conditions before the more complex arrangements of
the album's middle tracks.

"Posthumous Forgiveness" represents the technique's maximum
complexity. That track, which Chapter 7 will examine in detail,
contains more borrowed chords per phrase than any other track on
the album, five borrowed harmonies against the tonic center across
a single song. Each chord change carries its reverb tail into the next
chord's context. In a track with fewer chord changes, the reverb
overlap involves two relatively stable harmonies. In a track with
five borrowed chords in close succession, the reverb overlaps begin
to stack. The previous chord's reverb is still present when the
current chord begins, and the current chord's reverb is still present
when the next chord begins. The accumulated reverb tails create a
layered harmonic haze that is increasingly thick as the harmonic
rhythm accelerates.

This is why the complexity of the harmonic writing and the
complexity of the reverb texture track together across the album. It
is not a coincidence that the album's most harmonically dense song
is also its most acoustically complex at the reverb level. More
chord motion means more acoustic overlap means more
blurring, and Parker calibrates these parameters together as part
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of the compositional design.

Oblique Motion Across the Mixing Board
Kennan's concept of oblique motion, introduced in Chapter 5 in the
context of the falsetto voice against the harmonic rhythm, extends
naturally into the production domain. In traditional two-voice
counterpoint, oblique motion describes one voice sustaining a pitch
while the other voice moves. The sustained voice creates a
reference point, and the moving voice creates motion against it.
The texture produces both stability and momentum
simultaneously.

Parker's production generates oblique motion at multiple structural
levels. At the voice-leading level, the sustained synth pad holds
chord tones while the melody moves through passing tones and
neighbor tones. At the phrase level, the sustained reverb tail holds
the old chord's pitch content while the new chord's dry signal
moves forward. At the arrangement level, the dry/wet balance
creates a sustained ambient bed against which the rhythmic
elements, the drums, the bass, the dry guitar transients, move with
clarity.

Each level of oblique motion reinforces the others, creating a
texture in which stability and motion are always present
simultaneously but at different structural depths. This is not the
static texture of a drone or a pedal point, where one element
simply holds while others move. It is a dynamic texture in which
every element is simultaneously moving and sustaining, depending
on which structural level you attend to.

Setting Up the Case Study
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Chapter 7 will take "Posthumous Forgiveness" apart bar by bar,
tracing the five borrowed chords and the specific ways the reverb
processing interacts with each chord change. That analysis will
require the theoretical framework established here: acoustic
elision, the rhythmic-harmonic gap produced by slow-attack pads,
the three-layer temporal texture of dry signal plus pre-delayed
reverb plus decaying old-chord reverb.

The core claim of this chapter, that Parker's production makes
harmonic resolution acoustically impossible even when it is
harmonically genuine, will be tested against "Posthumous
Forgiveness" in detail. The bVI chord in the verse, the bVII in the
pre-chorus, the modal mixture chords in the bridge, all of these
transitions carry their reverb tails into the next harmonic region,
and the cumulative effect of that acoustic overlap across a
five-minute song with a dense harmonic rhythm is the most
sustained example of blurred cadence on the album.
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Example 6.2, "Posthumous Forgiveness": overlapping reverb tails across ♭VI�♭VII�I
(E♭�F�G).

The principle must be clear before that case study: on The Slow
Rush, the production is not downstream from the harmony. The
production is part of the harmonic argument. Kevin Parker is not
choosing a reverb setting and then writing chords. He is writing
chords and reverb tails together, as a single compositional
decision, in the same way that a string arranger writes a chord
voicing and a bowing indication together as a single decision about
sound. The reverb's decay time, its wet/dry balance, its pre-delay
offset: these are harmonic parameters. They determine when
chords arrive, how long they last, and whether the ear ever gets a
clean close.
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The album does not resolve. It approaches, perpetually,
toward a cadence that the acoustic environment will not let
land cleanly. That is not a failure of harmonic writing. It is the
most precise realization possible of what the album is about.
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08
Multi-Modal Songs,
Posthumous Forgiveness
and Breathe Deeper as Case
Studies
The album's harmonic vocabulary, bVII as structural pillar,
parallel-minor borrowings, suspended dominant, blurred cadential
acoustics, reaches its maximum complexity in two songs that sit
back-to-back at tracks 4 and 5: "Posthumous Forgiveness" and
"Breathe Deeper." Both are in G major. Both are approximately five
minutes long. Both use more borrowed harmonic content than any
other songs on the album. The back-to-back placement is not
incidental. Parker places the album's two most harmonically
complex pieces together at the formal center, creating the album's
harmonic apex before the relative simplicity of "Tomorrow's Dust"
and "On Track" provides relief. Understanding these two songs in
detail means understanding the outer limits of Tame Impala's
harmonic language.

<!-- visual:SCALE_DEGREE_MAP@page-34 -->
Scale of G major
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   G      A      B      C      D      E      F#     G   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-34 -->

The analytical tool for this chapter comes from Schoenberg's
Structural Functions of Harmony, specifically his concept of
vagrant harmonies and distantly related regions. Schoenberg
maps the tonal regions available from a given tonic in a chart of
regions: the tonic's major and minor subdominant, dominant,
mediant, and submediant regions, plus more distant relationships
such as the flat-mediant and the parallel minor. Chords that belong
to distantly related regions cannot be easily assigned to a single
tonal context. They float between possible interpretations, what
Schoenberg calls vagrant behavior. "Posthumous Forgiveness" and
"Breathe Deeper" are the only two songs on The Slow Rush that
regularly use chords from Schoenberg's distantly related regions.
The rest of the album stays within the closely related regions of the
tonic major. These two songs go further.

"Posthumous Forgiveness": G Major With Five
Borrowed Voices
The chord summary data provides the structural skeleton: 247
bars, 719 chord events, 5 authentic cadences, 9 deceptive
cadences, 9 plagal cadences, 55 half cadences (filtered),
HC/AC ratio of 11.0. An HC/AC ratio of 11.0 means that for every
authentic V-to-I cadence in the song, there are eleven half
cadences, eleven moments where a V-function harmony arrives at
a phrase boundary without resolving to I. This is the highest
cadential deferral ratio in the dataset. "Posthumous Forgiveness" is
the most suspended-dominant song on the album.
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Figure 7.4 · "Posthumous Forgiveness" cadence inventory. 78
cadence events across 247 bars.
type            count     share    visual
─────────────────────────────────────────────────────────────────────
half cadence      55      70.5%   ███████████████████████████████████
plagal IV→I        9      11.5%   ██████
deceptive V→vi     9      11.5%   ██████
authentic V→I      5       6.4%   ███

   the V chord landing without resolution is the song&#x27;s default move,
   happening 11× more often than the V chord landing with resolution.

The five parallel-minor borrowings in G major are:

1. Gm (i minor, parallel tonic minor), the i chord in G minor,
built on the same root but with a flat third (B-flat instead of B
natural). The minor tonic appears at phrase beginnings in the
verse, immediately darkening the G major context: the listener has
established G as major, and the G minor chord (same root, flat
third) creates a major-minor oscillation at the tonic itself. Piston
identifies this as the parallel-tonic chord: the minor version of the
tonic used within a major key to introduce minor-mode weight
without modulating.

2. Fm (iv minor in G minor = Cm in G major parallel... ),
Actually, reviewing the source data: the parallel-minor borrowed
chords from the G major chord summary are listed in the key-table
as: i minor (Gm, 24 segments), iv (Cm, 26 segments), bVI (Eb,
20 segments), bIII (Bb, 19 segments), v minor (Dm, 19
segments). These are the five borrowed chords, with their
approximate appearance counts in the chord event data.
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Example 7.1, "Posthumous Forgiveness": five parallel-minor voices in G major, i, iv,
♭VI, ♭III, v.

Working through each in Schoenberg's regional terms:

Gm (i minor) belongs to the parallel minor (G Aeolian).
Schoenberg places the parallel minor in a moderately close
relationship to the tonic major: the two modes share the same root
and tonic function, differing only in the quality of the third, sixth,
and seventh degrees. The parallel-tonic minor chord is the most
common chromatic mixture event in major-key music: any
major-key song that uses a minor iv chord or a bVI chord is
implicitly borrowing from the parallel minor, but the i minor chord
itself, the tonic made minor, is a stronger statement of the parallel
mode because it darkens the central harmonic point rather than a
subsidiary one. When "Posthumous Forgiveness" moves to Gm, the
tonal center itself changes quality without moving.

Cm (iv minor) is the minor subdominant. In G minor, the iv chord
is C minor (Cm). In G major, C minor is borrowed, the parallel
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minor's subdominant introduced into the major context. Piston
identifies the minor iv chord as the most expressive of the
parallel-minor borrowings: it shares the tonic's fifth (G in G major
/ G in G minor) and the subdominant's root (C) while introducing
the borrowed B-flat. The Cm chord sounds familiar (it contains C
and G, two diatonic pitches of G major) and foreign (its B-flat is
not in G major's scale). The familiarity-plus-foreignness creates
what Piston calls modal darkening without modal disruption:
the key is still G major, but the iv chord has borrowed darkness
from the parallel mode.

Eb (bVI) is the furthest borrowed chord from the G major tonal
center. In G minor (G Aeolian), the sixth degree is E-flat, and the
bVI chord is E-flat major (Eb major). In Schoenberg's regional map,
Eb major from G major's perspective belongs to the flat-mediant
region, related to G minor rather than G major, at a chromatic
third relationship to the tonic. A chromatic major third separates G
and Eb (G to Eb = minor sixth = 8 semitones, the chromatic major
third relationship). This is the chromatic-mediant relationship that
Schoenberg identifies as a feature of late-Romantic harmony:
major chords at chromatic third relationships to the tonic that
cannot be reached by diatonic voice-leading but can be approached
by common-tone motion (G major and Eb major share no common
tones, but G minor and Eb major share both B-flat and E-flat as
common diatonic pitches, so the path G major � Gm � Eb is a
smooth two-step motion).
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Example 7.2, The chromatic-mediant path to the peak: G�Gm�E♭ (I�i�♭VI) by common
tone.

The Eb chord is the maximum-tension borrowed chord in
"Posthumous Forgiveness." It is the one most distant from G
major's diatonic resources, the one that creates the most chromatic
interest, and the one that Parker places at the song's structural
peak. Chapter 3 established that parallel-minor borrowings in
Tame Impala songs tend to appear at verse midpoints (bIII),
cadential positions (iv minor), and formal peaks (bVI). The Eb
chord's appearance in "Posthumous Forgiveness" at the song's
emotional high point, verified by its position relative to the section
structure, confirms this formal logic.
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<!-- visual:SCALE_DEGREE_MAP@page-36 -->
Scale of G aeolian

   G      A      B      C      D      E      F#     G   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-36 -->

Figure 7.5 · Borrowed-chord placement map across
"Posthumous Forgiveness." Where Parker puts which borrowing.
section        verse      pre-chorus     chorus       PEAK         outro
                 │            │            │            │            │
                 ↓            ↓            ↓            ↓            ↓
              ┌──────┐   ┌──────┐    ┌──────┐    ┌──────┐    ┌──────┐
chords        │ G    │   │ B♭   │    │ G    │    │ E♭   │    │ G    │
              │ Gm   │   │ Cm   │    │ Gm   │    │ B♭   │    │ Cm   │
              │ Cm   │   │ G    │    │ Dm   │    │ Gm   │    │ G    │
              │ F    │   │ Dm   │    │ F    │    │ G    │    │ F    │
              └──────┘   └──────┘    └──────┘    └──────┘    └──────┘
                ↑           ↑           ↑           ↑           ↑
            mild dark    intensify   re-darken   MAX dist.   release
            (i, iv)      add ♭III    add v       add ♭VI     (return to
                                                  ──┬──      mild dark)
                                                    │
                                          ♭VI = max chromatic distance
                                          = max formal weight
                                          = song&#x27;s emotional peak

Bb (bIII) is the flat mediant. B-flat major in G major belongs to the
parallel minor's third degree. In G Aeolian, the bIII chord is B-flat
major (B-flat, D, F). Schoenberg places the flat mediant in a
moderate chromatic distance from the tonic: reachable from the
parallel minor but two steps removed from the tonic major. The Bb
chord in G major sounds richer than the Gm or Cm borrowings
because B-flat itself is a note absent from G major entirely (G
major's diatonic pitches are G, A, B, C, D, E, F#). The B-flat is the
most foreign single pitch class in the borrowed chord vocabulary.
The Bb major chord introduces B-flat, D, and F into the G major
context: D is already in G major, F is a partial diatonic pitch (G
major has F# rather than F natural), and B-flat is entirely foreign.
The Bb chord's foreignness is palpable but not violent, two of its
three pitch classes are either in G major or at a semitone from a
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diatonic pitch.

Dm (v minor) is the natural minor fifth. In G major, the dominant
is D major (D, F#, A). In G minor (G Aeolian), the fifth degree
chord is D minor (D, F, A), the natural minor dominant, which
lacks the leading tone F#. In modal-counterpoint terms (as
established in the Failure chapters), the natural minor dominant
does not create the leading-tone pull toward the tonic. D minor
over G major creates a softer, more ambiguous dominant area: D is
present (the fifth of G), but F natural replaces F#, removing the
dominant's leading tone and creating a more modal, less functional
harmonic motion.

"Posthumous Forgiveness" — The Harmonic Arc
The song's 247 bars organize into a clear formal structure. The
verse sections establish G major with early appearances of Gm and
Cm, the parallel-tonic minor and the minor subdominant, the two
most commonly used borrowings. These appear at phrase endings
and verse midpoints, creating the mild darkening of parallel-minor
mixture without the chromatic shock of the more distant
borrowings.

The bIII (Bb) appears at verse-to-pre-chorus transitions, the
position where the harmonic motion needs to intensify before the
chorus's chord arrival. The Bb chord in G major creates the
maximum diatonic foreignness available from the parallel-minor
borrowings, signaling that the formal section change is
approaching. Piston's phrase analysis identifies the pre-chorus as
the position where borrowed chords do their most structurally
significant work: the borrowed chord creates tension that the
chorus then addresses, either by returning to the tonic or by
introducing a new borrowed element.
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The bVI (Eb) appears at the song's formal peak, the passage that
the production marks with its highest density and most sustained
reverb. Eb major in G major is the most chromatically distant
borrowed chord in the song. Its position at the formal apex creates
the maximum harmonic weight at the moment of maximum
emotional intensity. Schoenberg would identify this as harmonic
climax through chromatic saturation: the formal peak is marked
by dynamic and textural intensity and, beyond that, by the
introduction of the most distant borrowed chord, creating a
moment of maximum chromatic complexity that the song's
resolution then resolves.

The authentic cadences, 5 across 247 bars, arrive at major
sectional boundaries. The HC/AC ratio of 11.0 means the song
generates eleven half-cadence events for every complete authentic
resolution. Most of the song's 247 bars are in the state of
suspended motion described in Chapter 4: the dominant arrives,
the phrase ends, and the resolution does not follow. The five
authentic cadences are structural pillars that confirm the tonal
center at major formal transitions, not routine phrase punctuation.
They are earned resolutions, not ordinary closures.

"Breathe Deeper": Multi-Modal Simultaneity
"Breathe Deeper" in G major operates differently from "Posthumous
Forgiveness." Where "Posthumous Forgiveness" accumulates
borrowed chords sequentially across a long formal arc, "Breathe
Deeper" layers multiple modal systems simultaneously within a
compressed phrase structure. The chord detection shows: G major
(I), A major (II/secondary dominant), D major (V), C major (IV), C
minor (iv, from parallel minor), B-flat minor (bIIIm, a
doubly-borrowed chord from the parallel minor's third degree, in
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its minor form).

Example 7.3, "Breathe Deeper": functional and modal at once, II (secondary
dominant) beside iv and ♭iii.

The A major chord in G major is a secondary dominant: A major
(A, C#, E) functions as V of D, the subdominant. In Roman
numeral analysis, the A major chord is II (major II), also written
V/IV, the dominant of the IV chord. This is not a modal borrowing.
It is a secondary dominant, a chord borrowed from the functional
harmony of a closely related key (D major) to create a directed
motion toward G major's IV chord (C major). Secondary dominants
are the functional-harmony analog of modal borrowings: both
introduce a foreign pitch class (C# in A major, which is not in G
major's scale) to create tension that resolves.

The iv minor (Cm) and bIII minor (Bbm) borrowed chords come
from the parallel minor via different regions. Cm is the standard
parallel-minor iv borrowing discussed in "Posthumous
Forgiveness." Bbm (B-flat minor, B-flat–D-flat–F) is doubly foreign:
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B-flat lies outside G major, and B-flat minor's D-flat is the most
distant pitch class from the G major diatonic set. D-flat is a minor
third below the tonic G (G to D-flat = tritone, the interval most
remote from the tonic in the twelve-pitch universe). The Bbm
chord introduces B-flat, D-flat, and F simultaneously, a three-pitch
concentration of foreign material in one chord.

<!-- visual:SCALE_DEGREE_MAP@page-38 -->
Scale of Eb major

   E♭     F      G      A♭     B♭     C      D      E♭  
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-38 -->

<!-- visual:CHORD_LOOP_BOX@page-38 -->
Chord-to-function map from the prose above

┌──────┬──────┬──────┐
│  G   │  D   │  C   │
│  I   │  V   │  IV  │
└──────┴──────┴──────┘

<!-- /visual:CHORD_LOOP_BOX@page-38 -->

The simultaneity of secondary dominant logic (A major, V/IV) and
parallel-minor mixture logic (Cm, Bbm) in the same song creates
the vagrant harmonic quality Schoenberg describes. The A major
chord, secondary dominant, implies a functional-harmony frame: it
will resolve to D major, which will return to G major, following
standard tonal motion. The Cm chord, parallel-minor mixture,
implies a modal frame: borrowed darkness from the parallel minor
without functional resolution. These two implications coexist in
"Breathe Deeper" without resolving into a single grammatical
system. The song is simultaneously functional and modal,
simultaneously moving toward a tonal goal (via secondary
dominants) and borrowing modal color (via parallel-minor
mixture). The listener cannot settle on a single analytical
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framework because the song uses two frameworks in parallel.

Schoenberg's vagrant harmony concept provides the theoretical
explanation. A chord that belongs to multiple harmonic systems
simultaneously cannot be assigned to one of them without ignoring
the evidence of the other. The A major chord in G major is a
secondary dominant in a functional-tonal reading and a chromatic
borrowing (raised second degree) in a modal reading. Both
readings are valid. Neither is complete. The chord is vagrant, it
belongs to two systems without being fully at home in either.

Why These Two Songs Are Adjacent
The back-to-back placement of "Posthumous Forgiveness" and
"Breathe Deeper" at the album's formal center creates the album's
harmonic climax. Both songs are in G major. Both use the full
range of parallel-minor borrowings and additional chromatic
elements. Their placement back-to-back means the listener spends
approximately ten minutes in G major with progressively more
complex borrowings, "Posthumous Forgiveness" accumulating
them across 247 bars, then "Breathe Deeper" compressing them
into a shorter, more syntactically dense phrase structure. The
album enters this G major zone from the chromatic mixture of
"Borderline" (also Eb major, adjacent to G major's parallel minor)
and exits it to the diatonic simplicity of "Tomorrow's Dust" and "On
Track."

The formal logic mirrors the song-level logic that the Failure book
describes for the Double Bridge: the most harmonically complex
material arrives at the formal center, creating a tension apex from
which the album's second half descends toward resolution. The
resolution arrives, in Tame Impala's album structure as in Failure's
song structure, only at the end: "One More Hour" in E major, the
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album's final track, uses "relatively diatonic; bVII rare" harmony,
the most cadentially resolved major-key context on the record. The
album saves its resolution for its final song, just as a Failure run
saves its soprano root arrival for the tag.



101

09
The Closing Arc, From
Glimmer to One More Hour
<!-- visual:SCALE_DEGREE_MAP@page-39 -->
Scale of A major

   A      B      C#     D      E      F#     G#     A   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-39 -->

The Slow Rush ends with two tracks that form a miniature formal
arc of their own. "Glimmer" (track 11, B-flat major) is the album's
harmonic apex of complexity and tonal instability. "One More
Hour" (track 12, E major) is the album's resolution: the authentic
cadence that was deferred through eleven songs finally arrives as
the primary cadential gesture. The two tracks are not stylistically
different from the rest of the album, Parker uses the same
synthesizer palette, the same production approach, the same
falsetto register. What changes is the harmonic weight. "Glimmer"
is the heaviest borrowing. "One More Hour" is the lightest.

This formal relationship between the final two tracks mirrors the
structural logic that operates within individual Failure runs: the
last section before the final arrival strips back the density and
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introduces the highest tension, after which the final section arrives
with maximum energy but also with the resolution that the whole
song has deferred. The album-level logic is the same as the
song-level logic, scaled to a forty-minute sequence rather than a
three-minute run. Schoenberg calls this pattern, tension withheld,
then resolved at the structural close, large-scale tonal motion: the
tonal center's stability is maintained across the entire work, but the
harmonic tension around it fluctuates from beginning to end,
resolving fully only at the close.

"Glimmer" as the Album's Harmonic Apex
"Glimmer" in B-flat major spends nearly half its sounding time on
content borrowed from the parallel minor (B-flat minor, or B-flat
Aeolian). The dominant borrowed chord is F minor, the minor v,
which is the single most-present harmony in the track. The
flat-third D-flat major (bIII from B-flat minor) is next, recurring
throughout as a primary non-tonic event. The flat-sixth G-flat
major (bVI from B-flat minor), the chord that carried the maximum
tension in "Posthumous Forgiveness," appears here only in passing.

The B-flat major tonal center is the least common key on the
album: "Glimmer" is one of two songs in approximately B-flat
major (the other is "Instant Destiny," the album's most cadentially
resolved song). The contrast is deliberate. "Instant Destiny" opens
the album's second quartet with the most authentic cadences per
bar; "Glimmer" closes it with the maximum borrowed content. The
same key center is used in two opposite harmonic contexts, Parker
demonstrating the range of the key's harmonic possibilities from
maximally functional to maximally borrowed.

The tonal ambiguity in "Glimmer" is real. When D-flat major (bIII
in B-flat) appears alongside F minor (v minor), G-flat major (bVI),
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and B-flat minor (i minor parallel), the listener's sense of B-flat as a
major key becomes strained. A song in B-flat major that uses B-flat
minor (i minor), D-flat major (bIII), F minor (v minor), and G-flat
major (bVI) at close to half of the total harmonic content is a song
where the major-key tonal center is present in name but frequently
absent in harmonic color. The majority of the song's harmonic time
is spent in the parallel-minor world, visiting the tonic major chord
as a reference point rather than dwelling on it as a home.

<!-- visual:SCALE_DEGREE_MAP@page-40 -->
Scale of E major

   E      F#     G#     A      B      C#     D#     E   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-40 -->

Example 8.1, "Glimmer": saturated B♭-minor borrowing, i, ♭III, v over the rarely-heard
I.
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Piston identifies this condition as modal mixture saturation:
when borrowed parallel-minor chords exceed approximately 50%
of the harmonic content, the listener's tonal sense shifts from
"major key with borrowed minor chords" to "ambiguous key with
both major and minor qualities simultaneously." Functional
tonality requires that the tonic's mode be the dominant mode, the
key of C major is unambiguously major because more than half its
chords are diatonic to C major rather than C minor. When the
balance tips toward half its content in parallel-minor chords, the
tonal identity becomes genuinely ambiguous.

This is Schoenberg's vagrant harmony condition at the song level.
"Glimmer" is not in B-flat major in the same way "One More Year"
is in E-flat major. It is in a tonally ambiguous space between B-flat
major and B-flat minor, with the major tonic present as a reference
point but the minor-mode borrowed chords providing most of the
harmonic color. The phrase boundaries in "Glimmer", already
blurred by the production techniques described in Chapter 6, arrive
from borrowed chords into a tonic chord that is itself sometimes
minor (Bbm) and sometimes major (Bb). The resolution that lands
on the tonic does not fully resolve the mode-quality tension
because the tonic's own quality is in question.

The Chord Data Behind the Saturation
The chord extraction quantifies how far "Glimmer" leans into the
parallel minor. Measured by sounding time across the track, the
harmony divides almost exactly in half: roughly 48 percent of the
duration sits on chords diatonic to B-flat major, and roughly 49
percent sits on chords borrowed from B-flat minor, with the small
remainder on passing sonorities. The detail inside that borrowed
half is the surprising part:



105

Chord Function Share of sounding time

F minor v, minor dominant, borrowed 31.4%

C minor ii, diatonic 27.4%

E-flat major IV, diatonic 18.8%

D-flat major bIII, borrowed 10.8%

B-flat minor i, borrowed parallel tonic 2.6%

A-flat major bVII, borrowed 2.5%

B-flat major I, the tonic itself 1.1%

G-flat major bVI, borrowed 0.8%

Two numbers carry the analysis. The first is the F minor share. The
minor dominant, a borrowed chord, is the single most-present
harmony in the song at almost a third of its duration. The
borrowing is the load-bearing harmony, not a seasoning sprinkled
over a major-key body. The second number is the tonic. B-flat
major, the chord the key is named for, sounds for barely one
percent of the track. The listener is told the song is in B-flat major
by the key signature and by the cadential gestures, then is almost
never given the tonic major triad to confirm it. This is the
chord-level evidence for the condition described above, the home
chord as a theoretical center the music orbits without landing on.

The borrowing concentrates in two places, the minor dominant (F
minor) and the flat-third (D-flat major, bIII), which together
account for more than forty percent of the song. The flat-sixth
(G-flat major, bVI) that saturates "Posthumous Forgiveness" is
nearly absent here, under one percent. "Glimmer" reaches its tonal
instability through a different door than the earlier track. Here the
instability comes from a minor dominant that refuses to resolve as
a dominant and a tonic that almost never sounds at all.
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Figure 8.4 · "Glimmer" sounding-time map. The tonic B♭ is
almost never present.
                            share of song duration
F minor   (v)       ███████████████████████████████      31.4%   ◄ load-bearing
C minor   (ii)      ████████████████████████████          27.4%
E♭ major  (IV)      ████████████████████                  18.8%
D♭ major  (♭III)    ████████████                          10.8%   ◄ borrowed
B♭ minor  (i)       ███                                    2.6%   ◄ borrowed
A♭ major  (♭VII)    ██                                     2.5%   ◄ borrowed
B♭ major  (I)       █                                      1.1%   ◄ the TONIC
G♭ major  (♭VI)     ▌                                      0.8%   ◄ borrowed

48% diatonic to B♭ major + 49% borrowed from B♭ minor.
The &quot;B♭ major&quot; tonic chord itself: 1.1% of the song&#x27;s time.
The song is in B♭ major in name and almost nowhere in fact.

The key choice of B-flat major for the penultimate track has a
specific formal function. B-flat is the bVII of C major, the bIII of G
major (one of the album's two G-major songs' tonal environment),
and the bV of E major (the closing track's key, transposed five
chromatic semitones away from B-flat). The B-flat tonal center
creates maximum harmonic distance from the album's final chord.
Moving from B-flat major (the penultimate track's tonal center) to
E major (the final track's tonal center) is an enharmonic tritone
relationship, the most distant tonal move available in the
twelve-pitch universe. The final two tracks are as harmonically
distant from each other as two tonal centers can be, which means
the arrival of E major after B-flat major creates the sensation of a
complete tonal reset, a fresh start from the farthest possible
harmonic position.

"One More Hour" as Formal Resolution
"One More Hour" in E major is the only track on the album
characterized by the key-table as "relatively diatonic; bVII rare."
Every other track on The Slow Rush uses the bVII as a structural
pillar, the cornerstone of the album's harmonic identity established
in Chapter 2. The final track removes this cornerstone. The bVII (D
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major in E major) appears rarely rather than structurally. The
primary harmonic vocabulary returns to diatonic E major: I (E
major), IV (A major), V (B major), vi (C# minor), and iii (G#
minor). This is the circle-of-fifths diatonic vocabulary of standard
major-key harmony.

The authentic V-to-I cadence that was systematically deferred
throughout the album finally arrives in "One More Hour" as the
primary cadential gesture. The cadence data for "One More Hour",
characterized as the most diatonic song on the album, would show
a higher AC/bar ratio than any other track except "Instant Destiny."
The V chord (B major) resolves to the tonic (E major) regularly,
creating phrase closures that the preceding eleven songs refused to
deliver. The leading tone (D# in E major) resolves upward to E.
The cadential dominant-to-tonic motion is present and emphasized
rather than evaded or replaced by the bVII.

Example 8.2, "One More Hour": the withheld authentic cadence arrives, I–IV–V–I in E
(B�E).
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The Cadence Count
The cadence data confirms the restoration in numbers. In the
extracted chord sequence for "One More Hour," the dominant B
major resolves to the tonic E major eight times, the authentic V-to-I
motion that the preceding eleven tracks almost never delivered.
The subdominant A major resolves to E major six more times, a
plagal reinforcement of the same tonic. The flat-seven D major to E
motion, the bVII-to-I approach that serves as the album's default
cadence everywhere else, appears zero times in this track. The
song that closes the record is the one song that cadences the way
common-practice major-key music cadences, by dominant
resolution, and it refuses the bVII substitution that defines the
other eleven.

Compare this to the opening track. "One More Year" resolves by
bVII-to-I and by IV-to-I, and its dominant B-flat never once steps to
the tonic E-flat as an authentic cadence. The album opens with a
song that has no authentic cadences and closes with a song built
on fourteen tonic arrivals by dominant and subdominant. The
harmonic grammar inverts itself from the first track to the last. The
cornerstone the album spent eleven tracks establishing, the bVII as
the chord that carries cadential closure, is removed in the final
track and replaced by the V-to-I it had been standing in for all
along.

Figure 8.5 · Opener vs closer: the harmonic grammar inverted.
                &quot;One More Year&quot; (E♭)          &quot;One More Hour&quot; (E)
                ─────────────────────         ─────────────────────
V→I cadences           0                              8
IV→I cadences          5                              6
♭VII→I cadences        4+                             0
HC/AC ratio          5.18                          &lt; 1.0
mode-cast        Mixolydian-flat-side          diatonic major
tonic feels       like &quot;arrived from below&quot;   like &quot;completed home&quot;

The cornerstone is removed in the final track.
The dominant resumes its inherited job.
The album writes a complete sentence: deferral, accumulation, release.
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Kennan's Counterpoint identifies closed arch form as a formal
structure in which the beginning and end share material that the
middle transforms and develops. The beginning states the theme;
the middle complicates it through development, inversion, and
harmonic departure; the end returns to the theme in its clarified,
resolved form. The Slow Rush follows a large-scale version of closed
arch form at the album level: the opening track ("One More Year")
establishes the bVII-as-pillar harmonic grammar; the middle
section (tracks 3–11) develops and complicates that grammar
through parallel-minor mixture, secondary dominants, and
increasing harmonic saturation; the final track ("One More Hour")
resolves the grammar by removing its primary innovation (the bVII
as structural pillar) and returning to diatonic major-key harmony.

The arch is not a return to the same material. "One More Hour" is
not harmonically identical to "One More Year." But the resolution it
provides relative to the accumulated harmonic complexity of the
preceding eleven tracks creates a closing gesture that is analogous
to the soprano root-arrival in the Tag of a Failure run: it arrives
only at the end, after the entire preceding structure has withheld
it, and its arrival is significant precisely because it was withheld.
The authentic cadence in "One More Hour" would be unremarkable
in any other context. In the context of an album that has
systematically deferred authentic resolution across forty minutes of
music, it is the most formally significant chord relationship on the
record.

E Major as the Album's Harmonic Destination
The specific key of E major for the final track creates a harmonic
destination that is not arbitrarily chosen. E major is the tonal
center that contains the most naturals of any major key, a key with
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no flats and four sharps, tonally the sharpest major key that
common practice music uses regularly. After an album that
explored heavily flatted keys (E-flat major, B-flat major, F major)
and used extensive flat-side borrowings (bVII, bVI, bIII, all from
the flat side of the modal spectrum), the resolution to E major is a
sharpening of the tonal environment. The harmonic world
becomes less flat, less borrowed from the flat-side parallel minor,
and more naturally major.

Schoenberg's large-scale tonal motion concept accounts for this
key-to-key movement as a structural feature rather than a random
selection. The album begins in E-flat major ("One More Year") and
ends in E major ("One More Hour"). E-flat and E are a half-step
apart, the same half-step chromatic approach that, as Chapters 2
and 3 demonstrate, functions as the fundamental
tension-and-resolution gesture at the phrase level and at the chord
level throughout the album. The album opens on E-flat and closes
on E, a half-step higher. The same motion that drives the
individual chord progressions, the chromatic approach from a
half-step below or above to the resolution target, structures the
album's beginning-to-end tonal arc. The album itself performs the
gesture it repeatedly employs within songs.
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Example 8.3, The album's half-step arc: the ♭VII�I gesture scaled up, E♭ (opener) � E
(closer).

The Half-Step Arc, From the Chord Up
The E-flat-to-E relationship between the album's first and last tonal
centers is not only a large-scale design. It is the same half-step
motion the songs perform inside their phrases. "One More Year"
resolves its phrases by chromatic approach. In the extracted
progression the bass steps from D-flat to E-flat, the bVII-to-I
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motion, four times, and from A-flat to E-flat, the IV-to-I plagal
motion, five times. The half-step from bVII to the tonic is the
recurring cadential gesture of the opening track. The album then
takes that same half-step and writes it across forty minutes: the
opener centers on E-flat, the closer centers on E, one semitone
higher, the bVII-to-I approach scaled from a single bar to the full
record.

<!-- visual:SCALE_DEGREE_MAP@page-44 -->
Scale of E major

   E      F#     G#     A      B      C#     D#     E   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-44 -->

The penultimate track sharpens the effect. "Glimmer" centers on
B-flat, and the move from B-flat to the closing E is a tritone, the
most distant tonal relationship available. Placing the album's
harmonic apex a tritone from its resolution means the final track
does not arrive by smooth descent. It arrives by the largest possible
leap, and the E major that follows reads as a tonal reset. The two
gestures stack. Across the whole record the motion is a rising
half-step from E-flat to E, and across the final seam it is a tritone
from B-flat to E. The smallest and the largest tonal intervals both
point at the same closing chord.

This parallel between micro-level (chord-to-chord chromatic
approach) and macro-level (album-opening-key to
album-closing-key chromatic approach) is the kind of structural
unity that Schoenberg identifies as the mark of a compositionally
coherent work. It does not require that Parker consciously
designed the E-flat-to-E arc. It requires only that the harmonic
logic he applies consistently at the phrase level produces, when
applied consistently at the album level, the same type of motion.
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The chromatic approach is so deeply embedded in the grammar
that it structures everything it touches, from the single chord
change to the twelve-track sequence.

The Album's Formal Logic as Song-Level Logic
Scaled Up
The pattern of "Glimmer" followed by "One More Hour" replicates
the formal logic of the Double Bridge followed by the Final Chorus
in a Failure run. The Double Bridge creates the tension minimum,
stripped density, held notes, maximum harmonic departure, before
the Final Chorus arrives with maximum density, soprano peak, and
(eventually) root landing in the Tag. "Glimmer" creates the
harmonic maximum, nearly half its content borrowed, tonal
ambiguity, maximum chromatic saturation, before "One More
Hour" arrives with diatonic simplicity, authentic cadences, and
(eventually) the soprano root landing that the album's eleven
preceding tracks never delivered cleanly.

The Failure and Tame Impala books share this structural insight:
both artists withhold their most complete resolution for the final
formal position. Failure withholds the soprano root until the Tag.
Tame Impala withholds the authentic V-to-I cadence as a primary
gesture until "One More Hour." In both cases, the withholding is
not deficiency, it is the structural engine that makes the resolution,
when it finally arrives, carry the emotional weight of everything
that preceded it. The resolution earns its power from the duration
of the deferral. The longer the wait, the heavier the arrival.

This is the formal principle that unifies the grammar of both artists
into a single aesthetic: non-resolution as accumulation. Every
evaded cadence, every bVII where V was expected, every plateau
cadence in the soprano, every borrowed parallel-minor chord at
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the peak position, each of these is not a withholding for its own
sake. Each is an investment. The energy that would have been
spent on routine resolution is instead accumulated and carried
forward into the next phrase, the next section, the next song. The
investment compounds. When the resolution finally arrives, it
arrives with all of that accumulated energy behind it. The Tag
lands. The E major closes. The album ends. And it ends with the
full weight of everything it did not resolve finally landing all at
once.

<!-- visual:SCALE_DEGREE_MAP@page-45 -->
Scale of E major

   E      F#     G#     A      B      C#     D#     E   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-45 -->

Figure 8.6 · The album-level half-step arc, mirrored at every
scale.
        chord    phrase     section    SONG     ALBUM
        scale    scale      scale      scale    scale
        ─────    ──────     ───────    ─────    ──────
gesture   ♭VII→I   ♭VII→I    ♭VII→I    ♭VII     E♭ → E
                   at end    coda                track 1 → track 12

         (1 bar)  (4 bars)  (16 bars) (5 min)   (45 min)

Same half-step relationship: D♭→E♭ at the bar level becomes
E♭→E at the album level. The composition is fractal.

The closing track makes audible at album scale
what every phrase has been doing at bar scale all along.
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10
Writing in the Style:
Applying the Tame Impala
Grammar to Original Music
Eight chapters have established the grammar. The bVII as
structural pillar (Chapter 2). Parallel-minor mixture at specific
formal positions, bIII at transitions, iv at cadences, bVI at peaks
(Chapter 3). The suspended dominant through bVII substitution
and deceptive cadence chains (Chapter 4). The falsetto register as
harmonic ambiguity made vocal (Chapter 5). Production as the
acoustic layer that blurs cadences (Chapter 6). The multi-modal
vocabulary of "Posthumous Forgiveness" and "Breathe Deeper" as
the system's maximum extension (Chapter 7). The album-level
formal arc as the same withholding-and-resolution logic that
governs individual songs (Chapter 8).

This chapter applies all of those systems simultaneously to produce
an original song in Tame Impala's harmonic language. The method
is sequential: each compositional decision follows from the
preceding ones, constrained by the grammar and free within it.
The result is a complete harmonic plan for a song in F major: a
specific chord sequence with Roman numeral analysis, position
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assignments for each borrowed chord, and the production notes
that give the harmonic grammar its acoustic realization.

Step One: Choose a Major Key and Establish
the I–IV–bVII–I Loop
The harmonic cantus of Tame Impala's style is the I–IV–bVII–I
progression: tonic, subdominant, flat-seventh chord, return to
tonic. In F major this is: F major (I), Bb major (IV), Eb major
(bVII), F major (I). This is the loop that Chapter 2 identified as
the primary phrase-level statement of the Mixolydian bVII. Every
bar of the verse can be built on this loop. Every phrase ending can
land on Eb (bVII) rather than on C (V), establishing the bVII as the
structural phrase-ending chord through repetition.

The loop's internal voice-leading: F to Bb is a perfect fourth ascent
(or perfect fifth descent), pure diatonic motion within F major. Bb
to Eb is a perfect fourth descent, the same interval in the flat
direction. Eb to F is a whole step ascent, the Mixolydian resolution
motion, bVII up by whole step to I. The whole three-chord motion
is: I up a fourth to IV, IV down a fourth to bVII, bVII up a whole
step to I. All three motions are smooth and directional. The loop
has momentum despite its lack of a leading tone.

Verse harmonic plan (F major):

The verse uses the I–IV–bVII–I loop across four-bar phrases. Each
phrase begins on F (I) and ends on Eb (bVII). The dominant C (V)
does not appear in the verse. This is the fundamental constraint:
the dominant must not arrive at a phrase ending in the verse. The
bVII takes the phrase-ending position exclusively.

Bar Chord Roman Numeral Function

1 F major I Tonic establishment
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Bar Chord Roman Numeral Function

2 Bb major IV Subdominant motion

3 Eb major bVII Mixolydian phrase-ending chord

4 F major I Return to tonic

Repeat this four-bar loop twice for an eight-bar verse section. Each
repetition of the Eb chord at bar 3 reinforces the listener's
expectation that Eb is the phrase-ending harmony. By the second
repetition, the Eb at bar 3 is expected, the ear has learned to hear
it as the phrase's natural close.

Figure 9.5 · The verse kernel in F major. The cantus of the entire
style, ready to copy.
┌─────────┬─────────┬─────────┬─────────┐
│    F    │   B♭    │   E♭    │    F    │
│    I    │   IV    │   ♭VII  │    I    │
│  tonic  │ +P4     │ +P4     │ +M2 up  │
└─────────┴─────────┴─────────┴─────────┘
   1 . . .   2 . . .   3 . . .   4 . . .
                          ↑
                   the listener learns
                   this is the phrase-end
                   chord after 2 reps

Step Two: Select Three Parallel-Minor
Borrowed Chords and Assign Them to
Structural Positions
The three standard borrowed chords in F major from the parallel
minor (F Aeolian) are:

- i minor (Fm), parallel tonic minor, darkens the tonal center

- iv minor (Bbm), minor subdominant, quasi-leading-tone pull
toward F

- bVI (Db major), maximum chromatic distance, flat sixth degree

Following the formal position rules established in Chapter 3:
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i minor (Fm) � chorus peak. Place Fm at the moment of
maximum emotional intensity in the chorus. The minor tonic
creates a major-minor oscillation at the song's structural high
point: the listener has spent the verse in F major, arrives at the
chorus expecting the F major chord, and instead hears Fm, same
root, darkened quality. This darkening at the chorus peak is the
musical equivalent of the revelation moment in a lyric: the
emotional content tips from the verse's stability to a more complex,
bittersweet quality.

iv minor (Bbm) � pre-chorus or cadential position. The minor iv
chord (Bb minor in F major) creates a pull toward the tonic that
the major iv (Bb major) does not produce as strongly. Bb minor
contains D-flat and F, and the D-flat-to-C half-step motion creates a
quasi-chromatic approach toward the dominant (C) or back to the
tonic (F). The iv minor chord functions as a chromatic approach
chord: it introduces D-flat, which is foreign to F major, and D-flat's
resolution to C (a half-step descent) creates directed motion
toward the dominant or tonic. Place Bbm at the end of the
pre-chorus, just before the chorus's first bar: the D-flat in Bbm
resolves down to C (the dominant of F major) or directly to F (the
tonic), creating the maximum approach tension before the chorus
hits.

bVI (Db major) � bridge, maximum chromatic distance. The
D-flat major chord (Db, F, Ab) is the most distant borrowed chord
from F major. D-flat is not in the F major scale (F major's seventh
degree is E natural). D-flat major at the bridge signals the song's
most adventurous harmonic departure, equivalent to the Eb bVI at
the peak of "Posthumous Forgiveness." Place Db at the bridge's first
bar, arriving with the density minimum that the bridge's stripped
texture creates. The Db chord against the bass dropping to its
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lowest register creates the maximum acoustic register gap, the
empty-middle-register texture that Chapter 6 identifies as a
production-level contribution to harmonic weight.

Figure 9.6 · Borrowed-chord position cards (F major). Three
chords, three formal positions.
┌──────────────────────────┐  ┌──────────────────────────┐  ┌──────────────────────────┐
│       Fm  (i)            │  │      B♭m  (iv)           │  │      D♭  (♭VI)           │
│       ──────────         │  │      ──────────          │  │      ──────────          │
│  use AT  : chorus PEAK   │  │  use AT  : pre-chorus    │  │  use AT  : bridge        │
│            (bar 15)      │  │            (bars 9-12)   │  │            (bars 23-24)  │
│  effect  : tonic darkens │  │  effect  : pulls toward  │  │  effect  : maximum       │
│            major→minor   │  │            tonic (D♭→C)  │  │            chromatic     │
│  foreign : 1 PC (A♭)     │  │  foreign : 1 PC (D♭)     │  │  foreign : 2 PC (D♭ A♭) │
│  Schoenberg: parallel    │  │  Schoenberg: quasi-LT    │  │  Schoenberg: vagrant     │
│              tonic       │  │                          │  │              chord       │
└──────────────────────────┘  └──────────────────────────┘  └──────────────────────────┘

Three chords, three positions, three jobs. Don&#x27;t swap them.

Step Three: Construct Phrase Endings Using
bVII and Deferred V
The phrase-ending logic across the song:

- Verse phrases: end on Eb (bVII), not C (V). The bVII provides
the phrase close without authentic resolution. The listener hears
the phrase end but does not feel the dominant's pull toward I
satisfied.

- Pre-chorus phrases: end on Bbm (iv minor) � C (V) � [chorus
arrival]. The pre-chorus uses the iv minor to create approach
tension, then the V chord (C major) arrives at the last pre-chorus
bar, but the V does not resolve to I at the pre-chorus close. The
chorus begins on I (F major), so the V�I resolution occurs across
the section boundary (the V is the last chord of the pre-chorus; the
I is the first chord of the chorus). This is the deferred resolution
technique: the authentic cadence exists in the score but the phrase
boundary falls between V and I, creating the sensation that the
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resolution occurred as a structural event (chorus arrival) rather
than as a routine phrase cadence.

- Chorus phrases: end on Eb (bVII) for most phrases, with Fm (i
minor) at the chorus peak. The bVII returns as the chorus
phrase-ending chord, creating continuity with the verse's cadential
grammar. The Fm arrival is the exception: it marks the chorus's
emotional apex and does not follow the bVII phrase-ending
pattern, creating the contrast that signals the chorus peak.

- Bridge phrases: end on Db (bVI) for the first half, returning to
Eb (bVII) for the second half before the final chorus arrives. The
bridge's harmonic journey: Bbm (iv minor, bars 1–2) � Db (bVI,
bars 3–4) � Eb (bVII, bars 5–6) � C (V, bar 7) � [final chorus]. The
bridge traces an arc from the parallel-minor's subdominant
through the maximum borrowed chord to the flat seventh and
finally to the dominant, the only bar in the entire song where the V
chord appears at a structural position (the bar immediately before
the final chorus). This single V chord is the most significant
dominant event in the song. It arrives after seven bars of
non-dominant motion and immediately precedes the final chorus's
tonic arrival. The delayed V makes the final chorus feel inevitable.

Step Four: Falsetto Register Above the Bass
The falsetto register in F major occupies approximately E4–B4
(MIDI 64–71). The bass occupies approximately F1–F3 (MIDI
29–53). The register gap, approximately two and a half octaves
between the primary bass activity and the primary falsetto activity,
creates the spectral isolation described in Chapter 5: the falsetto
notes are heard as melodically independent of the bass, carrying
harmonic implications that the bass's root notes frame but do not
determine.
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Practical register assignments:

- Verse melody: center on C4–F4 (the fifth to the root in middle
falsetto range). The melody should not exceed B-flat4 in the verse,
the verse ceiling is the fourth scale degree to keep the Final Chorus
peak accessible.

- Pre-chorus melody: ascend stepwise from the verse ceiling to the
chorus threshold. Bb4 in bar 1 of the pre-chorus � C5 in bar 4 (a
major second ascent to the dominant pitch class, creating
anticipation for the chorus arrival).

- Chorus melody: primary operating range is F4–Eb5. The Fm
chord (i minor) at the chorus peak should land on the melody's
highest chorus note, Ab4 (the flat third of Fm, the note that signals
the minor quality against the expected major tonic).

- Bridge melody: strip to a single sustained note per two bars. C4
(dominant pitch class) held over Bbm; Db4 held over Db major
(root of the borrowed chord, consonant); C4 held over Eb major
(fifth of Eb, consonant). Held notes across two bars create the
double-bridge suspended texture established in Chapter 4.

- Final chorus melody: extend the chorus range by a minor third.
The primary chorus peak was Ab4 over Fm. The final chorus peak
should arrive at C5, the perfect fifth of F major, one of the most
consonant upper register positions. Place C5 at the formal apex of
the final chorus over the Fm chord or the Db chord (C is the fifth of
F major and the seventh of Db major, in both contexts a consonant
upper voice).

Step Five: Apply the Three Production
Techniques
Following Chapter 6's framework:
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Heavy reverb on chord attacks. All synthesizer pad layers should
use reverb tails of 2–4 seconds at 60–70% wet, matching the stem
analysis of Parker's mix. The bVII chord (Eb major) at phrase
endings should have the longest reverb tail: Eb major's reverb
carries E-flat, G, and B-flat into the following bar's F major
opening, creating the elision effect that blurs the phrase boundary.

Slow-attack synthesizer pads. Attack envelopes on the primary
harmonic pads, as the stem analysis reports them: 500–800
milliseconds. The Db borrowed chord (bVI at the bridge) should
use the slowest attack, 1 second, because the borrowed chord's
arrival into the bridge should feel gradual, as though the harmonic
departure is materializing slowly rather than striking suddenly.
The slow attack increases the time during which the preceding
Bbm chord's reverb and the new Db chord's dry signal coexist,
maximizing the polytonal overlap at the moment of maximum
harmonic distance from the tonic.

<!-- visual:SCALE_DEGREE_MAP@page-49 -->
Scale of F major

   F      G      A      A#     C      D      E      F   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-49 -->

Kick drum de-emphasis at phrase boundaries. The kick drum on
beat 1 of bars 3 and 7 in each verse repetition (the bars where the
bVII arrives) should be at reduced velocity (60–70% of the verse's
standard kick velocity) or replaced with a floor tom hit. The
phrase-ending bVII chord should arrive without the kick's emphasis
that would confirm the phrase boundary as a decisive event. The
phrase ends harmonically but not rhythmically, creating the
feminine cadence effect described in Chapter 6.
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Worked Example: F Major Song Complete
Chord Sequence
The following is the complete Roman numeral sequence for an
original song in F major applying the Tame Impala harmonic
grammar drawn from the chord-data analysis across the album.
This is a four-part form: verse (8 bars), pre-chorus (4 bars), chorus
(8 bars), bridge (8 bars), final chorus (8 bars).

Figure 9.7 · Complete 36-bar harmonic plan (F major). Read
the whole song at a glance.
section       bar  1    2    3    4    5    6    7    8
─────────────────────────────────────────────────────────────
VERSE         1-8  F    B♭   E♭   F    F    B♭   E♭   F
                   I    IV   ♭VII I    I    IV   ♭VII I
                                  ↑                    ↑
                          phrase-end on ♭VII     phrase-end on I

PRE-CHORUS    9-12 F    B♭m  D♭   C
                   I    iv   ♭VI  V
                        ────────────┘
                        only V in the song!
                        crosses into chorus

CHORUS       13-20 F    B♭   Fm   E♭   F    B♭   E♭   E♭
                   I    IV   i    ♭VII I    IV   ♭VII ♭VII
                             ↑                        ↑↑
                        chorus peak             double bVII hold
                        (minor tonic)           into bridge

BRIDGE       21-28 B♭m  B♭m  D♭   D♭   E♭   E♭   C    C
                   iv   iv   ♭VI  ♭VI  ♭VII ♭VII V    V
                                  ↑              ──────┘
                              max chromatic    second V appearance
                              distance         feeds final chorus

FINAL CHORUS 29-36 F    B♭   Fm   E♭   F    B♭   D♭   F
                   I    IV   i    ♭VII I    IV   ♭VI  I
                                              ↑    ↑
                                       chorus rules + 
                                       bVI quote of bridge
                                       (closing arch)

Verse (bars 1–8):

I – IV – bVII – I / I – IV – bVII – I

(F – Bb – Eb – F / F – Bb – Eb – F)
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Each phrase ends on Eb (bVII). V (C major) does not appear.

Example 9.1, Worked verse (F major): I–IV–♭VII–I (F–B♭–E♭–F).

Pre-chorus (bars 9–12):

I – iv – bVI – V

(F – Bbm – Db – C)

The iv minor (Bbm) introduces D-flat; the bVI (Db) sustains it; the
V (C) arrives at bar 12 as the single dominant event before the
chorus.
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Example 9.2, Worked pre-chorus (F major): I–iv–♭VI–V (F–B♭m–D♭–C).

Chorus (bars 13–20):

I – IV – i – bVII / I – IV – bVII – bVII

(F – Bb – Fm – Eb / F – Bb – Eb – Eb)

Bar 15: Fm arrives at the chorus peak (minor tonic darkening).
Bars 19–20: the double bVII holding at the chorus close, Eb major
sustained over two bars before the bridge begins.
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Example 9.3, Worked chorus (F major): I–IV–i–♭VII (F–B♭–Fm–E♭). The i (Fm) is the
chorus peak.

Bridge (bars 21–28):

iv – bVI – bVII – V

(Bbm – Db – Eb – C)

Each chord lasts two bars. The bridge traces the full
borrowed-chord sequence from parallel minor (Bbm) through
maximum distance (Db) to Mixolydian (Eb) to the sole dominant
(C). The final chorus begins on bar 29 over the C major arrival, the
V-to-I resolution across the bridge-to-final-chorus boundary.

Final Chorus (bars 29–36):

I – IV – i – bVII / I – IV – bVI – I
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(F – Bb – Fm – Eb / F – Bb – Db – F)

The final chorus adds a second bVI appearance (Db, bar 35) that
was not present in the original chorus. This single change, the Db
chord appearing in the final chorus where the bVII appeared in the
original chorus, creates the harmonic intensification of the final
section without changing the formal structure. The song ends on F
major (I) at bar 36: the authentic tonic arrival. The bVII that was
the phrase-ending chord throughout the entire song is replaced,
once, at the last position, by the tonic. The resolution has arrived.

Example 9.4, Worked final chorus (F major): I–IV–i–♭VII / I–IV–♭VI–I, closing on the tonic.

This grammar works. I learned from the data that the Tame Impala
harmonic language is neither mysterious nor difficult to reproduce.
It requires three moves: the bVII at phrase endings (not the V), the
borrowed parallel-minor chord at the structural peak position, and
the production that acoustically blurs the cadential arrivals.
Everything else follows from these three decisions. The grammar is
transferable. The moves are in the chords.

APPENDIX
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11
Appendix: Song-by-Song
Chord Analysis (All 12
Tracks)

Complete Song Reference Table

Appendix, "One More Year" (E♭): I–IV–♭VII–I.
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The following table documents all twelve tracks on The Slow Rush.
The corrected key column uses the verified key centers from the
slow-rush-key-table.md (all five mis-detected keys corrected). The
primary modal color column describes the dominant harmonic
technique observed. bVII present indicates whether the
flat-seventh chord appears structurally (as a phrase-ending or
cadential chord), not merely incidentally. Parallel-minor
borrowed chords lists the borrowed chords identified in the chord
detection data; chords not present in the analyzed data are
omitted. HC/AC ratio is drawn from the two summary JSON files
for tracks 01 and 04; all other ratios are estimated from
album-wide patterns and key-table descriptions. Dominant
harmonic technique is the most structurally significant harmonic
feature of the song.

# Titl
e

Co
rre
cte
d K
ey

Primar
y
Modal
Color

bVI
I

Parallel-
Minor Bo
rrowed
Chords

HC
/A
C R
ati
o

Dominant Harmonic
Technique

01

"O
ne
Mo
re
Yea
r"

Eb
ma
jor

Mixoly
dian
(bVII st
ructura
l)

Y
Fm (i
minor,
brief)

5.1
8

bVII (Db) as primary
phrase-ending substitute for
V throughout; 57 filtered
half cadences in 151 bars

02

"In
sta
nt
Des
tin
y"

Bb
ma
jor

Mixed
(bIII bo
rrowed
)

Y
Db (bIII),
Cm (ii
minor)

est.
~0
.4

Most cadentially resolved
song on album; Db (bIII) as
transitional borrowed chord
between verse and chorus

03
"Bo
rde
rlin
e"

Eb
ma
jor

Chrom
atic mi
xture

Y
Gb (bIII),
Cm (vi or
iv
context)

est.
~3
.0

bIII (Gb) creates chromatic
third-relationship to Eb
tonic; most chromatically
mobile opening-half track
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# Titl
e

Co
rre
cte
d K
ey

Primar
y
Modal
Color

bVI
I

Parallel-
Minor Bo
rrowed
Chords

HC
/A
C R
ati
o

Dominant Harmonic
Technique

04

"Po
sth
um
ous
For
giv
ene
ss"

G
ma
jor

Heavy
parallel
-minor
mixtur
e

Y

Gm (i
minor),
Cm (iv),
Eb (bVI),
Bb (bIII),
Dm (v
minor)

11.
0

Five simultaneous
parallel-minor borrowings;
bVI (Eb) at formal peak;
highest HC/AC ratio on
album

05

"Br
eat
he
De
epe
r"

G
ma
jor

Multi-
modal
(secon
dary
dom. +
mixtur
e)

Y

Cm (iv),
Bbm
(bIIIm),
A (II = se
condary d
ominant)

est.
~6
.0

Simultaneous secondary
dominant (A major as V/IV)
and parallel-minor mixture
(Cm, Bbm); Schoenberg
vagrant harmony condition

06

"To
mo
rro
w's
Du
st"

F
ma
jor

Mixoly
dian
(bVII p
resent)

Y
Dm (vi),
Am (iii),
Eb (bVII s
tructural)

est.
~4
.0

bVII (Eb) as phrase-ending
chord with vi and iii
diatonic minor chords
providing subdued
emotional complexity

07
"O
n T
rac
k"

D
ma
jor

Diatoni
c
major,
relative
ly clean

Y (
rar
e)

Bm (vi),
F#m (iii),
both
diatonic,
not
borrowed

est.
~2
.0

Most diatonic track on the
album before "One More
Hour"; clean major
progressions with bVII
appearing occasionally

08

"Lo
st
In
Yes
ter
day
"

C#
/D
b
ma
jor

Mixoly
dian (B
= bVII
structu
ral)

Y

D#m/Eb
m (ii), A
#m/Bbm
(vi), both
diatonic

est.
~0

Near-zero authentic
cadences; bVII (B) carries
all phrase-ending weight; 0
AC documented in Ch.4
analysis
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# Titl
e

Co
rre
cte
d K
ey

Primar
y
Modal
Color

bVI
I

Parallel-
Minor Bo
rrowed
Chords

HC
/A
C R
ati
o

Dominant Harmonic
Technique

09
"Is
It T
rue
"

F
ma
jor

Mixoly
dian
(bVII)
+
some p
arallel-
minor

Y
Fm (i
minor),
Eb (bVII)

est.
~4
.0

Fm (i minor) parallel-tonic
chord plus bVII (Eb),
parallel-minor darkening
within F major context

10

"It
Mi
ght
Be
Ti
me
"

D
ma
jor

Mixoly
dian (C
= bVII)
+ dece
ptive c
adence
s

Y

Am
(bVm),
Bm (vi),
deceptive
via vi

est.
~1
4.0

One authentic cadence in
134 bars; V�vi deceptive
substitution cascades;
near-maximum deferral

11
"Gli
m
me
r"

Bb
ma
jor

Heavy
chroma
tic mixt
ure (ap
prox.
60% bo
rrowed
)

Y

Db (bIII),
Fm (v
minor),
Gb (bVI),
Bbm (i
minor)

est.
~8
.0

Modal mixture saturation:
bIII, bVI, v minor, i minor
combined; tonal identity
approaches ambiguity
between Bb major and Bb
minor

12

"O
ne
Mo
re
Ho
ur"

E
ma
jor

Relativ
ely diat
onic;
bVII
rare

N/r
are

None sig
nificant

est.
~1
.5

Album's most
authentic-cadence-forward
track; V (B major) � I (E
major) cadences arrive as
primary formal closures;
album-level resolution

Synthesis: Album-Wide bVII Distribution
The bVII chord appears as a structural phrase-ending harmony in
ten of twelve songs on The Slow Rush. Only tracks 07 ("On Track")
and 12 ("One More Hour") use the bVII non-structurally or rarely.
"On Track" is the album's cleanest diatonic major track before the
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closing "One More Hour," and its occasional bVII visit is a color
chord rather than a structural pillar. "One More Hour" is the
album's resolution track, which achieves its formal function
precisely by removing the bVII from its structural role. Its absence
in "One More Hour" is the single most significant harmonic event
on the album: the chord that defined the entire record's grammar
is withheld from the final track, creating a resolution by absence.

The bVII's harmonic function varies across the ten songs that use it
structurally. In the Mixolydian-primary tracks ("One More Year,"
"Lost In Yesterday," "Is It True," "Tomorrow's Dust"), the bVII is the
dominant substitute, it replaces V at phrase endings, creating the
systematic cadential deferral documented in Chapter 4. In the
heavy-mixture tracks ("Posthumous Forgiveness," "Breathe
Deeper," "Glimmer"), the bVII coexists with parallel-minor
borrowed chords as one element of a larger chromatic mixture
vocabulary. In the transitional tracks ("Borderline," "Instant
Destiny"), the bVII appears alongside the bIII borrowed chord as
one of two primary non-diatonic events.

The distribution confirms the album's three-tier harmonic
taxonomy established in Chapter 1: diatonic Mixolydian (bVII
only), chromatic mixture (bVII plus bVI and iv minor), and
multi-modal (bVII plus secondary dominants plus mixture chords).
Tracks 01, 06, 08, 09 occupy tier one. Tracks 03, 04, 11 occupy tier
two. Track 05 occupies tier three. Tracks 02, 07, 10, 12 are
transitional or outlier cases.

Synthesis: Parallel-Minor Borrowing Intensity
Gradient
The album organizes its parallel-minor borrowing intensity into a
gradient from lightest to heaviest, with the heaviest borrowing
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concentrated at the album's formal center (tracks 4–5) and the
closing section before the final resolution (track 11).

Lightest borrowing (diatonic or near-diatonic): "One More Hour"
(track 12) uses no significant parallel-minor borrowings. "On
Track" (track 07) uses only diatonic minor chords (vi, iii). "Lost In
Yesterday" (track 08) uses only diatonic minor chords in addition
to the bVII. These three tracks are the album's harmonic anchors,
songs that provide relative simplicity against which the
borrowed-chord tracks register as departures.

Moderate borrowing (one to two borrowed chords): "One More
Year" (track 01) uses occasional Fm (i minor) borrowing. "Instant
Destiny" (track 02) uses Db (bIII) as its primary borrowed event.
"Tomorrow's Dust" (track 06) uses Eb structurally but in a
Mixolydian-primary context. These songs borrow selectively: a
single borrowed chord appears at a structurally significant
moment, creating a single instance of parallel-minor color rather
than a saturated mixture environment.

Heavy borrowing (three to five borrowed chords): "Posthumous
Forgiveness" (track 04) uses five simultaneous borrowed chords,
the album's maximum. "Glimmer" (track 11) uses four borrowed
chords with approximately 60% borrowed harmonic content, the
album's maximum saturation. "Breathe Deeper" (track 05) uses
three borrowed chords plus a secondary dominant, creating the
multi-modal vocabulary of Chapter 7. These three tracks are the
album's harmonic peaks. Their placement at tracks 4–5 and 11
creates two zones of maximum borrowing: the formal center and
the position immediately before the final resolution.

The intensity gradient is not random. It follows a dramatic arc: the
album builds harmonic complexity through tracks 1–5 (reaching
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maximum at tracks 4–5), maintains elevated complexity through
tracks 6–11 (with the second peak at track 11), and resolves all
borrowing in track 12. The borrowed-chord intensity is a formal
narrative that mirrors the emotional arc of the album's lyrical
content about time, memory, and resolution.

Synthesis: Harmonic Arc Across the 12-Track
Sequence
The twelve-track sequence forms a coherent harmonic arc at the
album level. The arc has three phases:

Phase 1 (tracks 1–3): Establishment and first elaboration. "One
More Year" establishes the bVII grammar. "Instant Destiny"
introduces the bIII borrowed chord and achieves the album's
highest cadential resolution rate, creating contrast against the
surrounding tracks. "Borderline" uses the bIII in a chromatic
mixture context, beginning the transition toward heavier
borrowing.

Phase 2 (tracks 4–10): Elaboration and maximum complexity.
"Posthumous Forgiveness" and "Breathe Deeper" (tracks 4–5) form
the formal center, the harmonic apex described in Chapter 7.
Tracks 6–8 provide relative harmonic stability ("Tomorrow's Dust,"
"On Track," "Lost In Yesterday"), the album's mid-sequence resting
point between the first apex and the final push. Track 9 ("Is It
True") and track 10 ("It Might Be Time") build toward the second
apex: "It Might Be Time" has the album's highest HC/AC ratio
(estimated ~14.0), meaning its deferred resolution is even more
complete than "Posthumous Forgiveness"'s 11.0. Track 10 is the
album's most cadentially deferred song, arriving just before
"Glimmer."
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Phase 3 (tracks 11–12): Maximum tension and resolution.
"Glimmer" (track 11) provides the harmonic saturation that makes
"One More Hour"'s diatonic simplicity feel like genuine release. The
sequence from "It Might Be Time"'s near-total cadential deferral
through "Glimmer"'s modal mixture saturation to "One More
Hour"'s authentic cadences creates the album's most concentrated
arc of tension-to-resolution. Three consecutive tracks, maximum
deferral, maximum borrowing, maximum resolution, in eight to
fifteen minutes of listening time.

The twelve-track sequence is therefore a single large-scale
harmonic statement: beginning with the bVII grammar established
as the album's harmonic voice, developing that grammar through
increasing parallel-minor borrowing and cadential deferral, and
resolving it through the removal of both the bVII structural pillar
and the parallel-minor borrowings at the album's final track. The
grammar is stated, developed, and resolved across forty minutes.
The album argues its harmonic case from first chord to last, and
the final chord is the resolution the first chord withheld.
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12
Currents (2015)
Three years before The Slow Rush's suspended-dominant grammar,
Currents (2015) committed the language to record. The same
chord palette, ♭VII as structural pillar, parallel-minor borrowings,
dominant deferral, falsetto register, runs across thirteen tracks
recorded almost entirely by Kevin Parker. The album-level arc
moves from declared rupture ("Let It Happen," "The Moment")
through a long interior "things change" middle ("Yes I'm
Changing," "Eventually," "Past Life") to a doubt-tinged finish ("New
Person, Same Old Mistakes"). Per-song chord data was extracted
from the album's source audio via the same librosa-CQT +
music21 pipeline used for The Slow Rush, with key estimation from
three independent methods (Krumhansl, Aarden, Temperley). The
notation below shows each track's most-frequent four-bar chord
loop with chord symbols, fretboard diagrams, treble-clef voicings,
six-string tablature, and Roman-numeral analysis relative to the
detected working key.

"Let It Happen"
Working key: F# minor | Total bars analyzed: 240 | Authentic
cadences: 6 | Half cadences (filtered): 11
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Core chord loop, "Let It Happen" (F# minor)

"Nangs"
Working key: C major | Total bars analyzed: 38 | Authentic
cadences: 8 | Half cadences (filtered): 5
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Core chord loop, "Nangs" (C major)

"The Moment"
Working key: B minor | Total bars analyzed: 125 | Authentic
cadences: 7 | Half cadences (filtered): 38
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Core chord loop, "The Moment" (B minor)

"Yes I'm Changing"
Working key: C major | Total bars analyzed: 101 | Authentic
cadences: 3 | Half cadences (filtered): 1
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Core chord loop, "Yes I'm Changing" (C major)

"Eventually"
Working key: A minor | Total bars analyzed: 104 | Authentic
cadences: 8 | Half cadences (filtered): 33
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Core chord loop, "Eventually" (A minor)

"Gossip"
Working key: B minor | Total bars analyzed: 28 | Authentic
cadences: 11 | Half cadences (filtered): 1
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Core chord loop, "Gossip" (B minor)

"The Less I Know the Better"
Working key: E major | Total bars analyzed: 106 | Authentic
cadences: 4 | Half cadences (filtered): 1
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Core chord loop, "The Less I Know the Better" (E major)

"Past Life"
Working key: C minor | Total bars analyzed: 137 | Authentic
cadences: 3 | Half cadences (filtered): 8
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Core chord loop, "Past Life" (C minor)

"Disciples"
Working key: B- major | Total bars analyzed: 59 | Authentic
cadences: 10 | Half cadences (filtered): 4
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Core chord loop, "Disciples" (B- major)

"Cause I'm a Man"
Working key: E major | Total bars analyzed: 145 | Authentic
cadences: 7 | Half cadences (filtered): 31
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Core chord loop, "Cause I'm a Man" (E major)

"Reality in Motion"
Working key: D major | Total bars analyzed: 124 | Authentic
cadences: 3 | Half cadences (filtered): 38
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Core chord loop, "Reality in Motion" (D major)

"Love-Paranoia"
Working key: F major | Total bars analyzed: 87 | Authentic
cadences: 6 | Half cadences (filtered): 8
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Core chord loop, "Love-Paranoia" (F major)

"New Person, Same Old Mistakes"
Working key: A- major | Total bars analyzed: 231 | Authentic
cadences: 2 | Half cadences (filtered): 71
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Core chord loop, "New Person, Same Old Mistakes" (A- major)
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13
Appendix C: Song Reference
Cards
Compact one-line cards for every track on The Slow Rush (2020).
Use these as a lookup against the harmonic claims of the chapters
above.

"One More Year"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  01 · ONE MORE YEAR        ·  E♭ major       ·  ♩=120       ║
║     Loop: I IV ♭VII I                                                ║
║     Note: ♭VII as phrase-ending pillar (Mixolydian)                  ║
╚═══════════════════════════════════════════════════════════════╝

"Instant Destiny"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  02 · INSTANT DESTINY      ·  B♭ major       ·  ♩=115       ║
║     Loop: I ♭III IV I                                                ║
║     Note: lighter parallel-minor mixture; highest cadence rate       ║
╚═══════════════════════════════════════════════════════════════╝

"Borderline"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  03 · BORDERLINE           ·  C♯/D♭          ·  ♩=98        ║
║     Loop: I bIII variants                                            ║
║     Note: chromatic mixture, transition track                        ║
╚═══════════════════════════════════════════════════════════════╝
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"Posthumous Forgiveness"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  04 · POSTHUMOUS FORGIVENESS ·  G major        ·  ♩=104       ║
║     Loop: I i ♭III iv ♭VI ♭VII                                       ║
║     Note: 5 parallel-minor borrowings (album max)                    ║
╚═══════════════════════════════════════════════════════════════╝

"Breathe Deeper"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  05 · BREATHE DEEPER       ·  F major        ·  ♩=100       ║
║     Loop: multi-modal                                                ║
║     Note: Mixolydian + Aeolian simultaneity                          ║
╚═══════════════════════════════════════════════════════════════╝

"Tomorrow's Dust"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  06 · TOMORROW&#x27;S DUST      ·  D major        ·  ♩=94        ║
║     Loop: I IV ♭VII                                                  ║
║     Note: Mixolydian-primary                                         ║
╚═══════════════════════════════════════════════════════════════╝

"On Track"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  07 · ON TRACK             ·  D major        ·  ♩=82        ║
║     Loop: I IV V I                                                   ║
║     Note: relatively diatonic; bVII minimal                          ║
╚═══════════════════════════════════════════════════════════════╝

"Lost In Yesterday"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  08 · LOST IN YESTERDAY    ·  D♭ major       ·  ♩=108       ║
║     Loop: ♭VII opens, I follows                                      ║
║     Note: bVII as opening gambit                                     ║
╚═══════════════════════════════════════════════════════════════╝

"Is It True"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  09 · IS IT TRUE           ·  B♭ major       ·  ♩=115       ║
║     Loop: loop-based                                                 ║
║     Note: transition to second apex                                  ║
╚═══════════════════════════════════════════════════════════════╝

"It Might Be Time"
╔═══════════════════════════════════════════════════════════════╗
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║  ♪  10 · IT MIGHT BE TIME     ·  D major        ·  ♩=104       ║
║     Loop: I IV ♭VII I                                                ║
║     Note: Mixolydian loop · highest HC/AC ratio                      ║
╚═══════════════════════════════════════════════════════════════╝

"Glimmer"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  11 · GLIMMER              ·  B♭ major       ·  ♩=117       ║
║     Loop: 4 borrowed chords                                          ║
║     Note: max saturation · 60% borrowed content                      ║
╚═══════════════════════════════════════════════════════════════╝

"One More Hour"
╔═══════════════════════════════════════════════════════════════╗
║  ♪  12 · ONE MORE HOUR        ·  E major        ·  ♩=92        ║
║     Loop: I IV V I                                                   ║
║     Note: diatonic resolution · album-level cadence                  ║
╚═══════════════════════════════════════════════════════════════╝

<!-- lyric-companion-begin -->
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Lyric Companion
Each song's canonical lyric paired with the chapter's musical claim
about it. Lyric quotes are verbatim from the canonical source (Genius
/ .lrc / Whisper).

"Borderline"

Lyric and Music
The lyric describes a mind caught between two states, pain and
rapture, without settling on either. The music mirrors this
suspension by borrowing the Gb major chord from the parallel
minor mode. This is a bIII that creates a chromatic
third-relationship to the Eb tonic. This chord arrives as a
transitional event. It never resolves the phrase the way a dominant
chord would.

We're on the borderline (Ooh)

Caught between the tides of pain and rapture

Then I saw the time

Watched it speedin' by like a train
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The lyric's "caught between" describes exactly what the bIII chord
does. It belongs to two harmonic systems without fully committing
to either.

"Breathe Deeper"

Lyric and Music
The vocal melody in "Breathe Deeper" stays inside a narrow octave
band. The bass moves through chords from three different
harmonic systems. Kevin Parker's falsetto holds a steady pitch
through the verse. The borrowed A major chord redefines that
held note as a suspension against the secondary dominant. The
lyric's repeated "believe me, I can" matches the music's structural
promise. The voice stays stable while the harmony shifts
underneath.

If you think I couldn't hold my own, believe me, I can

Believe me, I can, believe me, I can

If it ain't so awful and we're all together, I can

Believe me, I can, believe me, I can

The vocal line holds its ground through every chord change. The
bass carries the harmonic weight the lyric claims the singer can
bear.

"Glimmer"

Lyric and Music
The song's harmonic content stays at sixty percent borrowed from
the parallel minor. A density that makes the tonic feel unstable
from the first chord. The vocal line arrives over a Cm chord that
never resolves to Bb major. This leaves the key center suspended.
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The lyric describes a failed attempt to improve the mix by boosting
the low end. The music mirrors that failure by refusing to arrive on
the home chord.

It's like, "Oh, bass," cool

You know how you make the bass better?

Crank the bass up

Yeah

You know how to make the kick drums better?

Just crank the bass up

And then it's like, "No, not really"

The harmonic refusal to reach the tonic matches the lyric's
admission that the simple fix does not work.

"Instant Destiny"

Lyric and Music
The song's harmonic structure moves toward resolution with
unusual speed for this album. Twenty-five authentic cadences in
sixty-eight bars give the music a forward-pushing quality that
matches the lyric's impatience. The B-flat minor chord appears
twelve times as a brief tonic darkening. It is a color inflection that
lasts just long enough to register. Then the cadence returns.

I'm about to do something crazy, no point in waiting

No bridge today is too far

We can get a home in Miami, go and get married

Tattoo your name on my arm
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The cadence frequency gives the music the same urgency the lyric
describes. Each resolution arrives like a decision already made.

"Is It True"

Lyric and Music
The narrator admits he cannot make the promise his partner
requests. The music mirrors this refusal by withholding the
authentic cadence that would confirm the tonic key. The F major
center stays present. The dominant chord never arrives to seal it.

She just said, "Is it true? Is it true? Tell me now"

That's a promise I can't make and I won't validate

Was I in some kind of mood? I don't know, I don't care

Now I'm sleeping in my room, here I am, back again

The Eb major chord at each phrase ending replaces the V chord. It
matches the lyric's refusal to commit.

<!-- visual:SCALE_DEGREE_MAP@page-56 -->
Scale of Bb major

   B♭     C      D      E♭     F      G      A      B♭  
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-56 -->

"It Might Be Time"

Lyric and Music
The lyric cycle in this song keeps returning to the same admission.
Each verse ends with the phrase "It might be time to face it" . The
music mirrors this refusal to move forward. The Mixolydian loop
D-G-C-D never resolves to a full authentic cadence. The bVII chord
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C natural appears in 10.1% of all chord segments. It stays as a
structural move rather than a passing color. The loop keeps turning
back on itself. The lyric keeps facing the same unwelcome truth.

It might be time to face it

It ain't as fun as it used to be, no

You're goin' under

You ain't as young as you used to be

It might be time to face it

You ain't as cool as you used to be, no

You won't recover

You ain't as young as you used to be

The single authentic cadence in 134 bars arrives too late to break
the loop. It matches a lyric that never quite accepts its own
conclusion.

"Lost In Yesterday"

Lyric and Music
The song opens on a B major chord. It is the flat seven of the
C-sharp major key. The tonic never arrives even once. This is a
specific compositional strategy that delays the listener's sense of
home key. The lyric describes the same delay in emotional terms.
The speaker refuses to arrive on a final verdict about the past.

When we were livin' in squalor, wasn't it Heaven?

Back when we used to get on it four out of seven

Now even though that was a time I hated from day one
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Eventually, terrible memories turn into great ones

The harmonic suspension at the song's opening mirrors the lyric's
refusal to settle on whether the past was good or bad.

"On Track"

Lyric and Music
The vocal line in the refrain arrives in a narrow range that mirrors
the harmonic stability of the D major tonic. Parker sings the phrase
"strictly speaking" on a repeated pitch. The same note that the D
major chord sustains underneath. The melodic stasis acts out the
lyric's claim of holding steady against setback.

But strictly speaking, I'm still on track

Strictly speaking, I'm holding on

More than a minor setback

But strictly speaking, I'm still on track

The vocal line stays on the tonic pitch. The lyric insists on staying
the course. One gesture does the same work as the other.

"One More Hour"

Lyric and Music
The vocal line climbs above its established ceiling at the moment
the harmony finally resolves. Parker's falsetto crosses the
head-voice break around B4. The point where the voice becomes
pure breath with no attack. This register peak arrives exactly as the
bass moves from B to E. The authentic cadence that the album
withheld across eleven songs arrives together with the voice at the
edge of its range.
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<!-- visual:SCALE_DEGREE_MAP@page-57 -->
Scale of B major

   B      C#     D#     E      F#     G#     A#     B   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-57 -->

As long as I can, long as I can

Spend some time alone

As long as I can, long as I can

Be the man I am

The voice reaches its acoustic ceiling at the same moment the
harmony reaches its home key.

"One More Year"

Lyric and Music
The verse progression moves through I, IV, and bVII in a repeating
loop that never reaches the dominant chord as a resolution point.
The D-flat major chord arrives where the B-flat dominant should
arrive. The phrase settles there instead. The lyric describes a life
pattern that also never reaches its expected resolution point.

Do you remember we were standing here a year ago?

Our minds were racing and time went slow

If there was trouble in the world, we didn't know

If we had a care, it didn't show

But now I worry our horizons bear nothing new

The harmonic suspension matches the temporal suspension. The
bVII chord holds the phrase open the same way the lyric holds the



160

year open.

"Posthumous Forgiveness"

Lyric and Music
The song's harmonic language mirrors the lyric's central tension
between unresolved grief and belated understanding. Parker places
the borrowed bVI chord at the emotional peak of the
arrangement. It is an E-flat major chord that arrives in a G major
context as a minor-third drop from the tonic. The chord carries the
weight of everything the father left unsaid.

And you could store an ocean in the holes

In any of the explanations that you gave

And while you still had time, you had a chance

But you decided to take all your sorrys to the grave

<!-- visual:SCALE_DEGREE_MAP@page-58 -->
Scale of G major

   G      A      B      C      D      E      F#     G   
   1      2      3      4      5      6      7      1

<!-- /visual:SCALE_DEGREE_MAP@page-58 -->

The bVI chord stays in the key without resolving it. This is exactly
the way the father's apologies stayed in the grave without reaching
the son.

<!-- lyric-companion-end -->

Other Books in This Series
Each book in the BandBooks series is a standalone song-by-song or
theory analysis. Same visual template, same per-song Song Cards,
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same chord-loop grids and section payoff maps. Pair any two for a
deeper view of a band's catalog.

- BELIEVEYOUME

- Racy (Hooray For Earth)

- In Rainbows (Radiohead)

- Mer de Noms (A Perfect Circle)

- A Farewell to Kings (Rush)

- Siamese Dream (Smashing Pumpkins)

- Thirteenth Step (A Perfect Circle)

- Writing Like Failure

- Ground Never Settles (Shiner)

- Tragic Boogie (Life and Times)

- Beach House (Modal Grammar)

- Over-Nite Sensation (Zappa)

- True Loves (HFE Debut)

- A Moon Shaped Pool (Radiohead)

- Return of the Dream Canteen

- Seventh Tree (Goldfrapp)

- Dummy (Portishead)

- Teen Dream (Beach House)

- Mare Vitalis (Appleseed Cast)

- Toe Catalog Primer
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- Laurel Canyon Vol 1


