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ABSTRACT: This article synthesizes concepts from studies of harmony in popular music to create a
new theory of pedals as multi-layered sonorities. We explore how pedal sonorities potentially have
plural identities and possibilities for perception, shedding new light on several paradoxes or
ambiguities that pedals have presented within traditional, triadic ontologies of harmony. Pedals
have been historically associated with the bass voice, strictly separate from the chords above them,
and usually understood as a harmonic prolongation of the tonic or dominant. But within popular
music, pedals may appear in any voice, may participate in every chord, and may not play a clear
prolongational role. We present a multiparameter framework for understanding pedals, and observe
two new types of pedal in popular music: the sentimental pedal and the cinematic pedal. We also show
how pop and jazz theories make it easier to conceptually integrate pedal notes with the surrounding
harmonies. Our analyses widen the picture presented by the growing literature on melodic-
harmonic divorce and harmonic-bass divorce, showing how some pedal passages can be
experienced either as a stratification of divorced layers or as an integrated harmony. Finally, our
conception of pedal is described from an enactive cognition perspective, foregrounding the potential
for listener agency and subjectivity in the perception of these multilayered harmonies.
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Introduction

[0.1] Pedal notes are often given somewhat mystical, paradoxical explanations, such as Nachum
Schoffman’s riddle-like assertion, “The pedal point both is and is not the bass of the progression”
(Schoffman 1983, 372).(1) Even straightforward textbook examples of pedals provoke analyses that
seem superficial and self-contradictory; Piston analyzes the second measure of Example 1 (from
Brahms’s piano sonata op. 5) as a G♭ harmony over an A♭ pedal, which he labels as both IV (a G♭
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major chord) and V11 (an extended A♭ major chord; Piston 1962, 266). The full diversity of pedals
in practice, especially in pop and rock music, is not adequately reflected by most existing
definitions.

[0.2] In this article, we elucidate pedals in two ways. Our first contribution is to outline a set of
multiple sonic parameters that make it easier to identify and describe different types of pedals,
drawing on a framework from recent topic theory (Frymoyer 2017) to define and distinguish these
types and their associated extramusical meanings. Our second contribution is a phenomenological
model of pedals that demystifies some of the apparent contradictions of conventional explanations.
Drawing on the Berklee school’s codification of jazz theory (Mulholland and Hojnacki 2013) and
recent investigations into “melodic-harmonic divorce” in pop and rock (Temperley 2007; Nobile
2015; de Clercq 2019), we show how it is quite natural for pedals to offer multilayered, plural
possibilities for perception. Specifically, we propose an “enactive” theory of pedal harmonies
(building on Doll 2017, Kozak 2020, Ferrandino 2022, and Hudson 2023a and 2023b), in which
listeners often have agency to hear a pedal as either divorced from the harmony around it or as a
chord tone integrated into that harmony. This contrasts with an objective perspective, in which a
pedal is multiple mutually contradicting things at once, such as bass and not-bass. It is thus often
possible to hear a pedal and its surrounding pitches in several different ways, with different tonal
and theoretical connotations; these differences might arise from listeners’ different ideas about
what counts as a chord tone, or from their choice to focus on different instruments or layers, or
from nuances of the performers’ voicing, or perhaps even from listeners’ preferences for hearing
divorce. This enactive perspective dispels some of the apparent paradoxes of pedals in textbook
theory, and adds a layer of plurality to theories of melodic-harmonic divorce.

[0.3] We begin by reviewing how pedals are often defined within common-practice and jazz
textbooks and in popular music scholarship; we then review the melodic-harmonic divorce
literature. Next, we present two motivating examples of pedals that appear to go beyond textbook
theories. We then outline a multiparameter framework that can be used to define and identify
specific types within the broad universe of pedals, including the traditional dominant pedal as well
as two new categories: the sentimental pedal and the cinematic pedal. We especially highlight upper-
voice pedals, which are often mentioned but under-theorized in the textbooks, and which are
relatively prominent in popular music. Finally, we will introduce enactivism and describe how our
understanding of pedals is enactive, showing how this perspective clarifies certain explanations
offered by the melodic-harmonic divorce literature and conventional definitions of pedals.

1. Pedals as Harmonic-Bass Divorces in Rock Music Scholarship

[1.1] In common-practice theory, pedals are often described as sustained bass notes that are usually
either the tonic or the dominant scale degree. They are often non-chord tones for at least some of
the harmonies played above them; and their function is harmonic prolongation.(2) Walter Piston,
for instance, defines pedal as follows:

The pedal effect, where a tone, usually the bass, is held through harmonies which are
foreign to it, is rhythmically static, since it tends to deprive the harmonic progressions
above of their basses and to cause them to be heard as melodic tones over a single root.
(Piston 1962, 133)(3)

One consistent difference between common-practice and jazz/pop definitions is that the latter often
omit the criterion that pedals should be non-chord tones.(4) This is perhaps because jazz and pop
theories often have a relatively expansive and flexible sense of “chord tone” compared with
common-practice textbook theories (see Doll 2013 and Stover 2018).(5) For example, Levine
illustrates his definition of pedals with the opening eight bars from Bronislau Kaper’s tune “Green
Dolphin St.,” which feature the chords E♭–E♭m7–F–E–E♭, all over a sustained E♭ in the bass
(Example 2). From the perspective of the Berklee Book of Jazz Harmony, the E♭ can be considered a
chord tone all four chords, requiring no special preparation or resolution.(6) In the most expansive
conceptions of jazz and pop harmony, virtually any note can be a chord tone, given the right
voicing and context.(7) Most authors acknowledge that a pedal does not have to be in the bass but



can be in a higher voice, using terms like “melodic pedal” (MacFarland 2012) or “inverted pedal
point” (Berkman 2013); in the common-practice context, this conception might be compared to
Heinrich Schenker’s concept of a “cover tone” [Deckton] (Schenker [1935] 1977, 107).(8) On the other
hand, it could be argued that upper-voice pedals are not “pedals” at all, since they are not in the
bass and thus interact with the surrounding harmonies in a different way. Ida Vujović contrasts the
terms “pedal” and “drone” within the larger category of “sustained notes,” suggesting that “there
are essentially two categories of sustained notes: one category [pedals] could be defined as
harmonic process, the other [drones] as sonorous element” (Vujović 2017, “Introduction”). It is
tempting to de-center the word pedal in our discussion, and instead refer to “sustained upper-
voice notes” or “sustained bass notes." However, we have elected to continue using the term
“pedal” since so many readers and musicians already understand this term intuitively, with the
caveat that we are thinking of “pedal” in a relatively broad sense, encompassing sustained notes in
any voice, regardless of their harmonic function or status as chord tones or non-chord tones.

[1.2] The idea of a pedal being conceptually separate from the harmonies around it resonates with a
growing literature on “melodic-harmonic divorce” in rock music, and this literature provides the
most extensive scholarly discussions to date of pedals in popular music. A brief overview of the
history of this area will provide context for the following discussion of each source’s contributions.
Scholars first discussed divorce as a newly recognized phenomenon of stratification between
melody and harmony of rock bands, with the melodies seeming to move independently from the
chord changes. They framed divorce in rock as a departure from classical practice, where melody
was anchored in chord tones, and non-chord-tones had to follow strict rules for preparation and
resolution. Later scholars specifically identified different types of melodic-harmonic divorce (for
example: syntax or loop divorce as in de Clercq 2019), and expanded these concepts to harmonic-
bass divorce.

[1.3] The conceptual foundation for melodic-harmonic divorce is Allan F. Moore’s argument that
rock music consists of several different layers with distinct functions, first articulated in Rock, the
Primary Text (1993). Moore proposes that rock songs have a four-layer structure: melody, harmony,
bass, and rhythm, each of which corresponds to the main categories of instruments prevalent in
rock music, namely vocals, piano/guitar, bass, and drums (1993, 31–32; 2012, 20–21). Moore notes
that rock music can sometimes display a noticeable divergence between melody and harmony
layers, describing this situation as a “divorce” (1995, 189).

[1.4] Following up on Moore’s observation, David Temperley (2007) examines divorces between
melody and harmony layers, arguing that these “melodic-harmonic divorces” show how rock
music departs from “common-practice” rules. In Temperley’s analyses, a crucial indicator of
melodic-harmonic divorce is when melodic non-chord tones fail to resolve by step as they are
required to under the rules of common-practice theory, signifying a disconnection between
melodic and harmonic elements. Temperley observes how these instances tend to manifest under
specific circumstances, such as in melodies based on the pentatonic. One recurring pattern is what
Temperley calls the “loose-verse/tight-chorus” model (335), when a song’s verse exhibits melodic-
harmonic divorce, but the subsequent chorus shifts towards a more “unified” organization.

[1.5] Drew Nobile (2015) objects to Temperley’s negative characterization of melodic-harmonic
divorce as any passage that breaks classical rules, and creates a more constructive framework,
asking, “since the traditional rules of counterpoint do not apply in these situations, what processes,
if any, govern melodic and harmonic structure?” (189). To answer this question, Nobile describes
three types of melodic-harmonic divorce: hierarchy divorce, syntax divorce, and loop divorce.
Hierarchy divorce refers to a situation where the melody occupies a deeper level of structural
importance than the harmony, or vice versa. For example, the harmony layer could contain
embellishments or ornamentations, while the melody layer outlines a single prolonged harmony.
Loop divorce occurs when the harmony repeats a fixed loop, while the melody moves
independently, implying dominant or tonic functions at different times. Syntax divorce occurs
when “both melody and harmony participate in a cadence or other structural motion but in
incompatible ways” (189). For example, a melody could approach tonic by step while the harmony
outlines a plagal cadence. This taxonomy defines melodic-harmonic divorces concretely and



constructively on their own terms, creating a new theory for popular music, as opposed to
Temperley’s characterization of melodic-harmonic divorce as an exception from classical practice.

[1.6] Trevor de Clercq (2019) expands the theory of melodic-harmonic divorces considerably by
proposing that divorces can exist between all different combinations of musical layers, focusing
especially on harmonic-bass divorces. De Clercq follows Nobile’s taxonomy of three types,
explaining the traditional conception of a bass pedal as a harmonic-bass hierarchy divorce. In this
account, the sustained pedal note in the bass layer prolongs a single tonal function, while the
harmony layer above moves through other chords which can have other harmonic functions. In
addition to helping explain a broad range of phenomena within popular music, de Clercq’s
conception of the harmonic-bass divorce also helps explain pedals, providing a simple
formalization for the insight of classical theorists that a bass pedal is separate from the harmony
above it.

[1.7] Many pedals in popular music, of course, follow de Clercq’s explanation of pedals as a
hierarchy divorce between the bass and harmonic layers, and are broadly consonant with
conventional textbook conceptions of pedals. Certainly, it is quite common to have a traditional
tonic or dominant pedal in rock, pop, musical theater, and other popular styles. However, many of
the pedals we analyze below depart from this model for one or more of the following reasons: (1)
they are played by a chordal or melodic instrument, not the bass; (2) they are within the same
register as the harmonic filler layer, or are in a higher register; (3) they are chord tones—or at least,
they can be heard as chord tones, integrated with the active chord; (4) they are not always clearly
the root of a prolonged harmony. These conditions make it hard to analyze some pop music pedals
as “hierarchical harmonic-bass divorces” as de Clercq has described them (2019, 273).

[1.8] Since we observe pedals in almost every functional layer, including in the same harmony
instrument or harmonic filler layer which articulates the chords that move around the pedal, we
have found it practical to coin a general term “harmonic divorce” which encompasses melodic-
harmonic divorce, bass-harmonic divorce, and pedal tones within the harmonic filler layer. This
sense of “harmonic” refers to a more generalized sense of harmony as the set of all notes present at
a given moment, rather than specifically the harmonic filler layer; so “harmonic divorce” refers to
any divorce between any notes in the harmony, without specifying the layers between which the
divorce occurs.

[1.9] The analyses we present demonstrate the need for a multi-layered, plural, enactive ontology
of harmony for popular music, in which a single sounding harmony can be heard as belonging to
multiple meaningfully different chord identities. Similar arguments are proposed by Matthew
Ferrandino (2022), although he focuses on pitch center rather than chord identity; his conception of
“multi-centric complexes” builds on the concept of “positional listening” described by John Covach
(2020) to propose that listeners focusing on different layers or instruments within the arrangement
can perceive different pitch centers, and that these different perceptions should be treated as equal
options rather than flattened into an ideal analysis. We extend these arguments to the level of chord
identity and chord-tone inclusion. The ultimate consequence of these arguments is that such
plurality in perception might be understood as a foundational property of everyday popular music
tonality, not just an exotic special effect.

2. Two Motivating Examples: “You Keep Me Hangin’ On” and “Wake Me
Up When September Ends”

[2.1] The intro to “You Keep Me Hangin’ On” (Example 3), composed by the Motown songwriting
team Holland–Dozier–Holland and recorded in 1967 by the Supremes, includes an E♭5 sustained
by an ostinato rhythm on an electric guitar over an organ playing the chords A♭–E♭m/G♭–
E♭m/D♭–F♭maj7 (sometimes followed by E♭). Gary Ewer, a commercial book author and online
songwriting guru, describes the sustained E♭ as an “inverted dominant pedal” (2013), but several
aspects about it are quite different from most dominant pedals or inverted pedals. First, this
sustained E♭ is in a very high register, which seems to separate it from the chords when it would



be relatively easy to consider it a chord tone. Ken Stephenson discusses the same passage and
argues that the sustained note “fits the first of these chords but not the second or third”
(Stephenson 2002, 77), but it actually fits in all three chords quite easily; in the second chord the E♭
is either a root (putting the chord in first inversion) or as an added 6th, while in the third chord it is
merely an added 7th. Second, unlike common-practice definitions of a pedal, the E♭ here can be
considered a chord tone in each chord. Third, it does not have a clear dominant-prolonging
function; the organ chord progression can instead be analyzed as a complete functional circuit in
A♭: I–v6–v –♭VI7–V.

[2.2] The introduction and verse of “Wake Me Up When September Ends” by Green Day (Example
4) includes a pedal that might (at first, on paper) seem more conventional. A G4 lasts through the
entire phrase; the first four measures feature a repeated tonic harmony over a descending bass,
then the second half of the phrase features a common plagal figure of IV–iv–I. This G might appear
to be a relatively conventional tonic pedal, prolonging a tonic function across the whole phrase.

[2.3] But “Wake Me Up When September Ends” departs from the traditional textbook definition of
the pedal in a more fundamental way: the pedal is not clearly separate from harmonies that might
be said to move against it. In the first half of the phrase, there are actually two pedal notes in the
guitar, G and D. These two pedal notes are voiced on the open G string and the third fret on the B
string, while the moving bass line is on the next string down for the first four measures. The close
pitch proximity here undermines the sense of stratification between static pedal and moving
harmony that is often mentioned in traditional definitions. (Arguably, the recurring B in the voice
is a third pedal tone, and the A that it alternates with could also be heard as implying a pedal.)
Further, it is not clear when the sustained pedal notes are chord tones and when they are not. This
is clearest in m. 3, when the G5/E could just as easily be heard as Em7 or vi7. In short, rather than a
static pedal clearly divorced from moving chords, this phrase features two sustained notes that are
threaded through the harmonies, rubbing up against the other notes and participating in harmony
or dissonance with them in a way that (as we will explain later) adds substantially to the song’s
sentimental affect.

3. A Multiparameter Framework for Describing Pedals

[3.1] In order to understand all pedals through the same comparable terms, we propose a
multiparameter framework. This framework can help dispel the apparent paradoxes of previous
discussions of pedals, but also will help us identify and describe some new phenomena. The
following parameters or characteristics can be used to distinguish among the construction,
function, and effects of various pedals we have encountered: 1) Register; 2) Instrumentation and
Functional Layer; 3) Mixing & Stereo Space; 4) Sustain & Presence; and 5) Perceived Harmonic
Function. We will examine these in detail in the following section.

Register

[3.2] The register in which a pedal appears (both absolute register, and relative register within a
given instrument or part) is one of the most prominent criteria discussed in textbook definitions of
pedal. A bass-register pedal is the most conventional, such as the pedal in the intro to Van Halen’s
“Jump” (1984), which is sustained in the bass range of a synthesizer while syncopated staccato
chords are played above it (Example 5). But a pedal can appear in any pitch-based layer, and in any
register. Green Day’s “Wake Me Up” (Example 4) features a medium-register pedal that is higher
than the moving bass notes in the guitar part, but not very much higher, and in absolute terms, it
falls in a medium register. This registral proximity makes it feel more connected to the harmonies.
A high-register pedal, as in the opening of the Supremes’ recording of “You Keep Me Hanging On”
(Example 3), can feel disconnected from other pitch-bearing elements of the arrangement, just like
a low-register pedal.

Instrumentation and Functional Layer

4

2



[3.3] Instrumentation might be the most significant parameter in distinguishing between different
kinds of pedals and their functions. Moore argues that rock music is structured in four “functional
layers”: the “functional bass layer,” the “harmonic filler layer,” the “melodic,” and the “explicit
beat layer” (Moore 2012, 20–21; building on Moore 1993). The functional bass layer is separated from
other layers not just by pitch, but also by timbre. Pedals within the bass layer are often easy to hear
as harmonic-bass divorces, since the bass often plays only the sustained pedal tone and no other
notes. For example, in the Beatles’ original recording of “Blackbird” (1968), the G pedal is crowded
in the middle of a complex guitar voicing, but Brad Mehldau’s cover (1997) has this pedal moved to
a separate upright bass part, which gives it more prominence. A pedal occurring in the bass layer is
often (but not always) doubled within the voicing of harmony-layer instruments. The harmonic filler
layer often blends into the background in popular music, and pedals within the harmonic layer are
often easy to hear integrated into the chord, especially if they are in the same instrument and
register as other notes. For example, “Why I Love You” by MAJOR. features two simultaneous
pedals in the piano part, which often are chord tones (see our discussion later of Example 12).
Occasionally a singer or solo instrumentalist will sustain a note across multiple chord changes,
making a melodic layer pedal. One example is A-ha’s “Summer Moved On” (2000), where during the
bridge section the singer sustains an F♯ across eight chords (Example 6). This sung F♯ is doubled
by harmony-layer instruments such as the piano. These three layers are often stratified by pitch
(bass is the lowest, melody is the highest), but not always, and they contribute more than just
register to the distinction between pedals—these layers often have different timbres from one
another, and a different sense of foreground or background function.

[3.4] Pedals almost always occur within the layers of bass, harmony, or melody, but it is possible to
identify pedals outside these layers, too. Heavy metal songs often feature a kind of repeated-note
pedal that some writers argue plays a rhythmic function, rather than a melodic or harmonic one,
making it arguably an explicit beat layer pedal. For example, Jose Garza claims that “the palm-muted
notes in pedal-tone riffs fill space between the open notes’ timbral accents while maintaining
momentum via continuous note onsets” (Garza 2021, 16). Usually, the “open notes’ timbral
accents” create a melody that (harmonically) is completely independent from the pedal. These riffs
are found within all metal styles; a classic example is the verse riff to Metallica’s “Fight Fire With
Fire” (Example 7).

Mixing & Stereo Space

[3.5] Another parameter that can affect perceptions of harmonic divorce is its relative position
within the three-dimensional conception of acoustic space in mixing that Ruth Dockwray and
Allan Moore call the “sound box” (Dockwray and Moore 2010), which consists of width (stereo
panning), depth (a sense of distance), and height (high vs. low pitch). A separately mixed pedal is
easier to hear as a divorced layer with its own identity or function, whether the pedal is panned
differently, or given a different sense of distance with reverb or presence. In the intro to Michael
Jackson’s “Thriller” (1983), a bass pedal (0:17–0:36) is panned somewhat to the right, while the
main synthesizer chords are centered, the acoustic guitar is panned all the way to the left, and a
higher descending-glissando synth (0:17–0:22) is panned all the way to the right (Example 8). This
makes the bass pedal’s apparent spatial location different from all the other instruments, adding a
sense of disconnection that makes the pedal feel more independent from the harmonies. But a
similarly mixed pedal, which is less distant in the sound box from other instruments, often feels like
part of the chords. Covers of “Thriller” often omit the intro passage from the original recording or
rearrange it to remove the pedal, but an alternative-metal cover by No Resolve & From Ashes to
New (2023) features an analogous bass-pedal passage (0:16–0:36), with the same harmonies but less
extreme stereo panning. This makes the bass and synth parts feel more integrated into a single
harmony layer.

Perceived Harmonic Function

[3.6] Another parameter that distinguishes different pedals is their compatibility with surrounding
harmonies and their sense of harmonic function. Like roots and chord identity, a pedal’s
connection to surrounding harmonies and sense of harmonic function are subjective effects rather



than objective structures (see Doll 2017, 9). A drone pedal is a sustained note that remains static and
continuous throughout a whole section, taking on a background role, and is not heard to
participate in any cadential progression. Details vary in different traditions. Ida Vujović (2017)
describes “folk drones” in Western classical music that consist of a tonic and a dominant pitch
sustained throughout a piece or section, and “foundational drones” in a variety of traditions,
including Hindustani classical music where a single note is sustained on a tanpura throughout a
piece. Drones are a “sonorous base” of the piece (Vujović 2017, “Foundational Drones”) but do not
necessarily represent a prolonged harmony; for example, Hindustani classical music does not
feature “chord changes” so the concept of a prolonged harmony would not be relevant. A popular
music example of a drone pedal is “Like Real People Do” (2014) by Hozier, which features a
repeating bass note G on an acoustic guitar throughout the whole song. Contrasting with a drone
pedal, a functional or cadential pedal can be heard to occupy a particular stage in a larger-scale
cadential progression. In a traditional dominant pedal such as Example 1, the sustained note is
heard to prolong dominant function through its continued presence, while the harmonies around it
may create small-scale functional progressions or may not have any clear sense of harmonic
function in themselves. The ending of the pedal often coincides with a progression to the next stage
in a cadence.(9)

[3.7] Regardless of whether it is a static drone or a stage in a functional progression, a chord tone
pedal may be heard to participate in one or more of the harmonies around it as a chord tone. In this
case, the pedal is (temporarily, at least) not perceived as a harmonic divorce, but as participating in
the function and identity of that chord. A pedal may be the root of the chord, as in conventional
definitions of tonic and dominant pedals, but it may also appear as a non-root chord tone, in both
popular and classical music.(10) Many tonic pedals (such as Example 5) feature I and IV chords, in
which the sustained pedal note is a chord tone. A more complex example is Radiohead’s
“Everything in its Right Place,” in which a C4 in the upper register of the basic organ loop
(Example 9) could be considered a chord tone of all the chords in the harmony layer (C, D♭maj7,
E♭6) but could also be considered a non-chord tone in the Dbmaj7 or Eb6 chords; either way, this C
could be perceived as a tonic pedal. On the other hand, many pedals seem to be, at one or more
points, dissonant pedals which clash with the notes in the harmonies around them. In these cases,
the perception of harmonic divorce might be especially likely or strong. For instance, in Example 5,
the tonic pedal is not a member of the V chord, but rather seems to float above it, disconnected.

4. Types of Pedals

[4.1] This multiparameter framework allows one to identify and characterize particular categories
or types of pedals. Following Ida Vujović (2017), we argue that categories of pedals are not
mutually exclusive, but can significantly overlap, while remaining distinctive and useful in
analysis:

Such a categorization is naturally always open for additions and adjustments.
Furthermore, the categories are not exclusive. They are defined here according to what
is considered to be their most active parameter. In concrete musical pieces, we shall
rarely encounter any “pure” category; in most cases a pedal/drone will have combined
properties, and the models that one can recognize in it will most probably interact
with each other, assisting or undermining each other’s working. (Vujović 2017,
“Models-introduction”)

Expanding on Vujović’s argument, we believe that not only one “most active parameter” but a
hierarchy of parameters characterize each particular type of pedal, and thus a pedal’s perceived
categorization might depend on interactions between several parameters. Johanna Frymoyer
suggests that, in addition to compiling a list of parameters that characterize a musical topic, “the
analyst must arrange these characteristics in a weighted hierarchy that asserts the relative
importance of the characteristics to the overall topical identity” (2017, 85). We have adopted
Frymoyer’s hierarchy of “essential,” “frequent,” and “stylistically particular or idiomatic”
characteristics to define each type of pedal. To illustrate, Example 10 shows a category definition
for a traditional dominant pedal, following Frymoyer’s format.



[4.2] Interfacing with Frymoyer’s theories about topics also serves an additional purpose, which is
to discuss a degree of topical signification exhibited by some types of pedal. The core traditional
categories of pedal, like tonic and dominant pedals, have no general, consistent extra-musical
reference, but the drone pedal has long had an association with folk music and pastoral settings.(11)

We suggest two new categories of pedal in popular music, the “sentimental pedal” and “cinematic
pedal,” that seem to also have relatively clear extramusical associations.

Sentimental Pedals: Upper-Voice Pedals that Create Sentimental Affect

[4.3] One new category of pedal, which we have named the “sentimental pedal,” often occurs in the
higher notes of the harmony layer, evoking a sense of earnest emotion because it creates a
fluctuating sense of dissonance and tension. The sentimental pedals we consider most
characteristic (see Example 11) are played on acoustic guitar or piano, instruments associated with
intimacy and sentimentality, in part through their frequent use in singer-songwriter styles.
Sentimental pedals’ high register evokes a sense of keening or yearning that is usually not an effect
of a bass- or middle-register pedal.

[4.4] Sentimental pedals’ close voicing often makes them feel like they merely participate in and
color the moving chords, rather than defining a harmonic prolongation in the bass that undermines
the identities and functions of the moving chords. This means the moving chords’ identities and
functions remain the primary, most salient harmonic information. Due to their relatively high
register, sentimental pedals often change roles in each chord, as chord tones or suspended tones or
extensions, and the fluctuation of tension this creates is central to their sentimental effect. For
example, “Why I Love You” by MAJOR. is effectively a modern update of the classic doo-wop
progression I–vi–IV–V, featuring scale degrees  and  as pedals sustained throughout the whole
progression (Example 12). Scale degree  starts out as a chord tone (the fifth of the I chord) before
becoming the seventh of the vi chord, then a suspended second of the IV chord, before finally
turning into the root of the V chord. The unresolved suspensions in m. 2 provide a contemporary
sound reminiscent of musical theater and Disney films.(12) A more famous example is the opening
of Led Zeppelin’s “Stairway to Heaven” (Example 13), in which the repeated E and C in the middle
register of the acoustic guitar part both function as sentimental pedals over a descending chromatic
lament bass line; the E and C tones each play a different role in each chord (except the fourth
chord, D/F♯, in which they are omitted). More generally, a sentimental pedal takes on different
roles within each chord, creating a fluctuating sense of stability and tension that is an essential part
of the song’s sentimental effect.

[4.5] A common construction of sentimental pedal is a double-pedal in the upper notes of the
harmony layer consisting of scale degrees  and  sustained through some ordering of the chords I,
IV, V, and vi. “Why I Love You” (Example 12) and “Wake Me Up When September Ends” (Example
4) are both examples of this construction, although the latter arguably features a full tonic triad if
the B in the voice is considered to be a pedal too. Another example of this common sentimental
double-pedal construction, but one that is not loop-based, is Sara Bareilles’s “Chasing the Sun”
(Example 14). “Chasing the Sun” features a C♯ and G♯ pedal in the right hand of the piano
throughout a verse section featuring cadential phrases using I, IV, V, and vi chords in the key of C♯
major.(13)

[4.6] Many sentimental pedals on guitar use the highest or the two highest open strings as the
pedal tones, which rings longer than a fretted string and has a more open or clear timbre, creating a
distinctive sound. This is true of many of the examples we have already mentioned, including
“California Sky,” “Photograph,” and “Crash Into Me”; additionally, Stephenson (2002, 77)
describes a similar passage in John Denver’s “The Eagle and the Hawk.” These examples are
relatively easy to compose and play, since one can easily experiment with various chord shapes on
the lower strings without having to dedicate any left-hand fingers to the open-string pedal. From
this perspective, Green Day’s “Wake Me Up” (Example 4) is less characteristic, since one of its
pedal tones (D) is fretted and neither is played on the top string.(14)
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[4.7] Sentimental pedals are also a central aspect of what Dan DiPiero has called “Big Feelings”
music (2021, 17). DiPiero defines “Big Feelings” as “a tendency or an orientation” (17) in feminist
indie rock from the post-2000s, a genre that eschews power chords (a common rock guitar voicing
with a root and 5th but not 3rd) in favor of extended chords for the purpose of “breaking outside
the bounds of rational, masculine [rock] harmony by literally adding notes on top of it [. . .] By
regularly and centrally invoking a fourth chord tone [i.e., sevenths] in its chord progressions, “Big
Feelings” produces a feminine excess in the space of rock that puts feelings first” (DiPiero 2021, 20).
(15)

[4.8] We can clarify DiPiero’s concept substantially by pointing out that many of his examples of
“Big Feelings” use sentimental pedals sustained through extended chords on electric guitars with
custom tunings and dirty or distorted tone. For example, the guitar part to Snail Mail’s “Heat
Wave” alternates between Emaj9 and F♯m7/A, and the common tone between these chords (F♯) is
voiced in the same octave and on the same open string in both chords (Example 15). This pedal is
foregrounded as the highest note of the guitar part, and its harmonic role alternates between the
ninth of Emaj9 and the root of F♯m7/A, fluctuating between a root and a dissonant extension,
creating the essential yearning of a sentimental pedal. Similarly, Land of Talk’s “This Time”
features pedals of E♭ and B♭ on the upper strings of a guitar, with shifting roles within E♭ and A♭
chords (Example 16). An analogous but more extreme example is “Need 2” by Pinegrove, which
features four closely-voiced pedal tones (G♯, B, C♯, D♯) across five strings of the guitar, with only
the lowest string changing notes (E to A) to create a sense of harmonic progression (Example 17).
These examples resemble more mainstream sentimental pedals in many parameters of their
construction, but they recontextualize this idiom on distorted guitar, overdriving the
sentimentality of this pedal type to create the overwhelming emotionality that DiPiero
characterizes as the central dynamic of “Big Feelings” music. In other words, while DiPiero
analyzes “Big Feelings” music as a fundamental breakdown of rock’s power-chord sonority, it can
also be interpreted as a less radical shift: existing sentimental pedal techniques played with
distortion instead of on acoustic or clean-tone electric guitars.

Cinematic pedals: pedals that create a cinematic sense of space, scene, or atmosphere

[4.9] Another category of pedal is the “cinematic pedal,” which creates a sense of dramatic tension
or expansive space in a way that invokes the dramatic spatial and visual language of film (Example
18). We have already mentioned an especially vivid cinematic pedal in the introduction to Michael
Jackson’s megahit “Thriller.” It features the chords C♯m9–F♯m7–F♯–A♯dim7 over a C♯ in the bass
(Example 8), and while one could describe this passage as a tonic-prolonging “opening T-pedal”
(Vujović 2017), this is a rather impoverished description, given the producer Quincy Jones’ striking
arrangement, recording, and mixing choices.

[4.10] While a sentimental pedal relies on the pedal being voiced within the harmony layer, a
cinematic pedal relies on separation from the harmony layer by extreme differences in register and
spatial mixing. The pedal in “Thriller” functions in an analogous way to the visual device of a
horizon line or spacious backdrop, creating a sense of enormous space that makes the objects
within it seem isolated or distant. When we listen to music, we tend to experience it metaphorically
in terms of physical motion through space—and since the pedal is sustained over time, we might
experience the pedal as an embodiment of expansive space through which the other sounds move
(Cox 2016, 132–33). In “Thriller,” the stereo mixing adds to this ominous sense of space; the synth
chords and drum kit are centered in the mix and are mostly dry (Walther-Hansen 2020, 97), as they
would be in a normal rock arrangement (see Dockwray and Moore 2010). The other details (the
wolf howl, the footsteps, and the door creaking and slamming shut) are wet with reverb and
panned to the left and right, creating an impression of a large space that is mostly empty. The bass
pedal, however, is panned hard to the right, creating an unsettling feeling of physical imbalance
that adds a spatial dimension to the ominous acoustic and harmonic setting. This cinematic effect is
limited to the intro; in the rest of the song, the bass is centered more conventionally in the stereo
mix (although wolf howls continue to sweep between left and right channels).



[4.11] The most vivid cinematic pedals utilize a multilayered atmospheric production that
transports listeners to an imagined space, sometimes with details so specific and evocative that one
almost feels one can see it or touch it—just like in a transporting cinematic scene. “Thriller,” for
example, opens with an unnervingly long creak of a door opening, followed by hard-soled
footsteps that ring ominously as they move through the door. The door swings shut with a
thunderclap. Fading in gradually, the sound of wind through the trees and a wolf howling at the
moon place us in an outdoor nightscape and create a feeling of exposure or vulnerability. It is at
this moment (0:16) when the harmonies and pedal begin, which serve as one more sonic layer
reinforcing this ominous setting and amplifying its spooky tension. This sonic scene invokes
thriller and horror film’s conventional trope of the quiet before the scare, a moment whose
apparent peacefulness is heard as a foreshadowing of future frights.

[4.12] Pedals such as these build on the cinematic qualities of film music as described by Frank
Lehman (2018). Lehman describes “pitch plateaus” (19) as a typical special effect in the Classic
Hollywood Era style, citing Ben Winters (2007, 28), who describes “plateau notes” that are
sustained to prolong a moment or atmosphere quietly in the background of the scene without
distracting from dialogue or diegetic sounds. Lehman also mentions “pedal complexes” as one of
many “musical habits that irresistibly call to mind Hollywood’s Golden Age,” resulting from
“composers’ appetite for sonorous intensification” (2018, 21).

[4.13] These sustained pitches in film or popular music can carry powerful cinematic effects
through what Lehman (2018, 18–19) calls “referentiality,” one of three tendencies or practices by
which he defines the sound of cinema. Briefly, referentiality can be understood as the assumption
that all cinematic music is not merely music, but is conjuring or transporting us to an extramusical
world: film music is almost always understood to be evoking various emotions, atmospheres,
narratives, actions, or spaces (real or imaginary), rather than merely “filling time”. Popular music,
too, can be heard as “cinematic” in this way; a pedal can be heard as a prolonged feeling or
atmosphere, or more literally as an aural depiction of space.

[4.14] Smokey Robinson’s “Quiet Storm” (Example 19) shows how a cinematic pedal effect can be
achieved without any chord changes. The song begins with a synth playing a single E that
gradually fades in, accompanied by a gentle sound of a breeze, creating a sense of large space in a
similar way to “Thriller.” In the subsequent intro, this synth organ E5 continues while the electric
bass regularly articulates an A pedal. These parts continue in the verse, which adds an electric
piano part playing Amaj9. The entire intro and verse, then, has essentially no chord changes, just
accumulating layers of Amaj9 over an A bass pedal. The chorus features the same A pedal,
underlying shifts between Amaj7 and Dmaj7 in the harmony layer. The harmonic stasis of “Quiet
Storm” is probably inherited from funk, which developed the novelty of having entire song
sections on a single chord into a consistent practice (Ripani 2006, 116). In this song, the extreme
registral differences between the bass, electric piano, and synth organ parts maintain a cinematic
reference—one that frames the album by initiating the opening of “Quiet Storm” and concluding
the final track “Coincidentally.” This cinematic pedal thus sonically locates the entire album in a
peaceful, contemplative fantasy space. This atmosphere is so evocative that it inspired an
eponymous “Quiet Storm” radio format of easy-listening R&B.

[4.15] But a song does not need to have foley sound effects or cinematic production in order for one
to feel that part of a pedal’s role is to create a sense of large physical space or atmosphere. U2’s
song “I Still Haven’t Found What I’m Looking For” has a two-note guitar pedal figure echoing
throughout most of the song to create a sense of expansive physical space. This pedal can be heard
as a cinematic pedal, although “cinematicness” is to some degree a subjective effect that depends
on one’s mode of attention and frame of mind. “Sanctuary” by the musical theater composer Jason
Robert Brown (as arranged for the Coming From Inside the House live album produced during the
COVID lockdown) likewise creates a cinematic pedal, this time with a single violin that plays a
repeating rhythm on its open G string, panned toward the right (Example 20). Other strings,
playing sul ponticello trills, are panned to the left, and the bass is centered and extremely low. The
violin pedal is thus separated from all other parts by register, timbre, and spatial mixing—creating
a cinematic sense of tension and space that is resolved in the chorus.



[4.16] Harmonic alienation from the other layers only adds to the sense of separation and space that
creates the effect of a cinematic pedal. One unique example is Radiohead’s “How to Disappear
Completely,” which has an intro featuring a faint cluster of pedals in sustained strings playing the
unsettling pitch collection [D, A, B, E, B♭] that evokes a Dsus sound but with an eerie high B♭ that
strains against this hearing (Example 21). Even if there were some way to interpret the high B♭ as
some kind of chord tone, it would be an unlikely hearing, given the note’s background function
and registral distance from the main harmony instruments. Instead, the entire cluster-pedal lurks
unsettlingly in the background of the whole intro, and slowly fades out while the rest of the band
begins the song with relatively conventional harmonies.

[4.17] Finally, the cinematic pedal is not mutually exclusive with other pedal categories: “孤勇者”
(“Lonely Warrior”) by 陳奕迅 (Eason Chan) was produced in 2021 for the TV series Arcane: League
of Legends and was one of the top singles of 2022 in China. The opening uses a cinematic and a
sentimental pedal in back-to-back fashion; first, a cinematic pedal created by sustained F♯ and C♯
in a barely audible high synth pad lies over two moving synthesizer parts, and then when Chan
begins singing, the piano part creates a sentimental pedal effect through its repeated octaves of D♯
(Example 22). Likewise, “名字“ (“Name”) by 李荣浩 (Ronghao Li) has sentimental and cinematic
pedals occurring at the same time in the song’s chorus (0:51–1:39). A high lead synth making a slow
glissando up to a high B♭ creates a sense of cinematic space through extreme registral and timbral
separation from other instruments, while the piano creates a common sentimental pedal texture by
repeating an E♭ through various closely voiced chords (Example 23).

5. Conclusion: Enactive harmony, and rethinking the opposition of classical
and popular

[5.1] In addition to mapping out some pedal idioms in popular music, our analyses highlight
broader consequences for the theory of harmony that can be understood in terms of enactivism.
Enactivism is a cognitive science paradigm that draws on phenomenology, positing that cognition
can be understood as the enaction of familiar patterns by a perceiving subject. Mariusz Kozak
(2020) argues that musical structure, and even musical time itself, is something subjective (or
intersubjective) that a listener enacts through active recognition and construal, rather than an
objective structure that a listener discovers or passively receives through their senses. In a review
of Kozak’s book (Hudson 2023b), we argue that a broader set of music theory and music cognition
scholars take an “enactive” stance, in that their work describes musical structure as something
subjectively construed or enacted, but without citing phenomenologists (such as Maurice Merleau-
Ponty) or enactivists (such as Varela, Rosch, and Thompson 1991).

[5.2] Our analyses in this article are enactive in the sense that they show how pedal passages can
afford different hearings, and that these differences are not merely different ways to label the same
sounding harmony but also different ways to enact an understanding of harmony in the first place.
A pedal can often be heard as a harmonic divorce but also as part of the harmony, depending on
the listener. Some listeners hearing a pedal (or a musician playing it) might think of the passage in
terms of integrated harmonies that include the pedal, while some other listeners might understand
the same passage as a harmonic divorce in which the pedal is separated as a distinct, independent
layer. Further, we have argued above that the way a pedal interacts with and participates in the
harmony above or around it (rather than being strictly independent) is often crucial to its
expressive effects. This resonates with Doll’s broader arguments that many aspects of harmony in
popular music, including chord identity, root, and function, are subjective “effects” rather than
“objects” (2017, 9). It also resonates with Matthew Ferrandino’s discussion of “multi-centric
complexes” cited earlier, which advocates for equal status between different possible hearings, as
opposed to flattening subjectivity into a mono-centric “ideal” hearing, which privileges one pitch
center as the “objective” tonic and demotes other potential perceived pitch centers to mere
dissonances or divorces (2022, 29–30). When these perspectives are cast in enactive cognition terms,
one can say that “divorcedness” is not an objective property of a multi-layered harmony or
particular layers within it (such as a pedal tone), but a subjective effect that listeners enact.



[5.3] Divorcedness is not only an effect heard in passages with obviously divergent functional
layers; it is also a way of understanding harmony that can be subjectively enacted in a much wider
range of cases—including, as explored in this article, almost any note that is sustained through
chord changes, regardless of whether or not it can be counted as a non-chord tone. This conclusion
resembles one made by de Clercq in his analysis of “White Hardware” by the Nashville-based
songwriter and author Chas Williams:

In the second measure, we see a tonic chord with  in the bass (“1 over 6”). We might
wonder: Why [. . .] notate this chord as a tonic triad with  in the bass rather than as a
minor-seventh chord with a root of  (i.e., a 6m7 chord)? When posed this question,
Williams replied, “I want the guitar players to think more in terms of hanging on a 1
chord while the bass does the movement.” The use of the word “think” in his reply is
telling [. . . this example reveals that] the idea that bass lines and an upper harmonic
layer can be independent entities was an important conceptual factor in the writing
and performance of the song (de Clercq 2019, 276).

In short, de Clercq argues that some harmonic-bass divorces can be heard with integrated hearings,
and that some integrated chords can also be heard as harmonic-bass divorces. The plural or layered
hearings, traditionally associated with pedals, apply more broadly than just to clear examples of
bass-harmonic divorce, but includes middle- and upper-voice pedals which, as we’ve shown in this
article, may not always be clear instances of harmonic divorce.

[5.4] This enactive, plural perception of pedals in popular music also demystifies some of the more
paradoxical aspects of traditional accounts of pedals. Analysts have long described a paradox of
motion and stasis in pedals. Common-practice theories suggest that a bass pedal can create this
effect only if it is independent from the moving harmonies above it. But pedals in pop music, and
especially sentimental pedals, show how this paradox of stasis and motion can be created without
requiring a clear sense that the pedal is independent from the chords around it. The perception of
simultaneous stasis and motion—including all pedals and harmonic divorces—is produced by the
impression that one note is a continuous, unmoving object while other notes move around it, not
by special harmonic or tonal circumstances. Apparent paradoxes such as Schoffman’s statement
that “the pedal point both is and is not the bass of the progression” (1983, 372) are no paradox at
all, but simply the basic nature of our enactive perception of any multilayered harmony that allows
listeners to prioritize one or the other layer in their attention.

[5.5] There is thus some resonance between popular-music-oriented theories of harmonic divorce
and classically oriented theories of pedals, even though harmonic divorce was originally framed as
a popular-music departure from common-practice rules (Temperley 2007). In fact, de Clercq argues
that “a traditional bass pedal might not be considered a divorce if we take the term ‘divorce’ to
mean only those cases that diverge from common-practice pitch organization” (de Clercq 2019,
273). Nobile (2015) worked to define melodic-harmonic divorce in terms other than popular
deviation from classical rules, and the popular music practice of harmonic divorce clearly overlaps
with the classical practice of pedals. In short, harmonic divorce is not exclusive to popular music,
and both the theory of harmonic divorce and the enactive approach we propose can add new
layers of flexibility and explanatory power to the insights of classical explanations of pedals as
well.

[5.6] Finally, there is also growing evidence that the plural hearings of many pedals reflect a
broader propensity towards hearing hybrid chords (Mulholland and Hojnacki 2013, 218) or plural
perceptual possibilities within popular music tonality. Nobile (2020) describes “double-tonic
complexes” that reflect a combination of two relative tonalities (such as C major and A minor) with
a potential for individual chords to function in both tonalities simultaneously, as well as a potential
for hybrid tonic sonorities (such as Am7, a union of the C major and A minor tonics). A specific
manifestation of the double-tonic complex in popular music that has received quite a bit of
scholarly attention is the “axis progression”—for example, Am–F–C–G, which can be heard in two
keys, A minor or C major (Murphy 2014; Richards 2017). Various familiar pentatonic progressions
can be heard to orient around more than one tonic (Capuzzo 2009, 161; Biamonte 2010, 98); for
example, the “double-plagal” progression B♭–F–C can be heard as ♭VII–IV–I in C major or IV–I–V
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in F. Another idiom that affords multiple hearings is a type of hybrid chord that combines scale
degree  in the bass with the notes of a IV chord as upper structure, a spelling of V11 that has been
called “the soul dominant” (Spicer 2017, [3]) or “IV/sol” (Hudson 2023a), and which can often be
heard as both a IV and a V chord (see Doll 2017, 64). We have previously described “reverse
extensions” (Hudson 2023) in Drake’s R&B/hip-hop style: chords that add new bass notes one or
more thirds below a previously-heard sonority, which afford multiple possible heard roots and
identities. Doll (2017, 215–61) devotes an entire chapter to ambiguous effects, including centric
ambiguity (a larger category that includes the axis progression and other double-tonic complexes),
scalar ambiguity (in which it is not clear which melody notes are in the scale and which are
chromatic), and ambiguous two-chord loops (in which either chord could be heard as the tonic).
From an enactive perspective, each of these popular-music idioms features a multi-layered sonority
onto which listeners can enact one of several plausible heard roots or chord identities. In popular
music, plural harmonic identity increasingly seems to be a broad phenomenon, and as we've
argued, an enactive perspective enables one to clear away confusing language of double-natures or
apparent paradoxes, framing such passages simply as sets of notes that afford multiple different
enacted hearings of harmonic identity.
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Footnotes

1. Another example is Timothy Cutler’s statement in an analysis of the “Prelude” from Bach’s Solo
Violin Partita No. 3 (BWV 1006): “Although the pedal is situated in a middle voice, it functions as
the bass” (2010, 11). While such statements are certainly meaningful to those who are intimately
familiar with the nature of pedals, at face value, they often appear counterintuitive or
contradictory.
Return to text

2. “Common practice” theory is, of course, an enormously reductive conception which we hope
readers will indulge us in, in exchange for keeping this article from getting any longer to read.
There are of course much more diverse ways of using pedals and common-tone constructions.
Return to text

3. Our review of classical perspectives on pedal tones is greatly assisted by Ida Vujović’s 2017
dissertation. Piston later reinforces this definition, arguing that “A good pedal will be at some
moment foreign to the harmony with which it sounds” (1962, 264). Definitions with similar
ingredients are given by other authorities, including Heinrich Schenker (1954, 313–314) and
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William E. Caplin (1998, 25), although their precise wording and mixture of those ingredients
varies.
Return to text

4. For example, David Berkman defines a pedal as “when changing harmony occurs as an upper
structure over a held note in the bass” (Berkman 2013, 161), and Mark Levine similarly states that
“pedal point . . . means playing a series of chords over the same bass note” (Levine 1995, 344), but
neither mentions that a pedal must be a non-chord tone.
Return to text

5. It’s worth noting that some theories of classical music also define “chord” in a more inclusive
way than common-practice textbooks; see de Clercq’s response to Doll (de Clercq 2013), which
discusses the writings of C.P.E. Bach. And of course these chords are in classical practice, too, not
only in theory. One of our editors, Cecilia Oinas, points out that many late-nineteenth-century
composers (including Grieg, Rachmaninoff, and Sibelius) use these kinds of extended chords quite
frequently.
Return to text

6. The Berklee Book of Jazz Harmony (Mulholland and Hojnacki 2013) is designed to address a wide
stylistic range that includes modern jazz and pop. Jazz theories whose scope focuses on older jazz
styles (such as Strunk 1979) often adhere more strictly to traditional conceptions of chord
membership and harmonic function. In Example 2, E♭ combined with an F chord makes a
dominant-seventh-quality F7, and in jazz theory (unlike classical theory) the seventh is considered
a basic part of the chord. Similarly, E♭ (heard as D♯) can count as the seventh of the E chord. In
addition to the seventh, jazz theories furnish several other ways to hear a note as a chord tone in
situations where classical theory would define it as a non-chord tone: suspended fourths and
seconds, added-sixth chords, and elaborate theories of “tensions” (Mulholland and Hojnacki 2013)
—upper extensions of a chord including diatonic or chromatic ninths, elevenths, and thirteenths.
Return to text

7. For example, Mark Levine (1995, Figure 5–3) shows how a C bass note can be used under any
major triad.
Return to text

8. We are grateful to our editor Cecilia Oinas for suggesting the connection to Schenker’s “cover
tone” [Deckton].
Return to text

9. Example 1 is slightly more complex; the A♭ dominant pedal lasts many more measures than our
score example, and it eventually descends a couple of half-steps before resolving to an enormous
tonic cadence twenty measures after the dominant pedal began.
Return to text

10. One example of a chord tone pedal in classical music is mm. 31–36 of the Prelude to Bach’s
Cello Suite in G major, which features an upper-voice pedal on the A open string that functions as
the fifth of a prolonged dominant harmony.
Return to text

11. For example, Raymond Monelle observes that “the most pervasive signifier of the pastoral topic
is the drone bass” (2006, 208).
Return to text

12. Thanks to Richard Desinord for suggesting this insight.
Return to text

13. Admittedly, “Chasing the Sun” is somewhat less characteristic of the sentimental pedal than
other examples, since the differences in register between the pedals and the changing bass line, as
well as the differences in instrumentation between these pedals and the vocal melody, make a



stronger case for a hearing of harmonic divorce.
Return to text

14. Another sentimental pedal that is also less characteristic because the sustained pedal is in a
midrange inner voice is Coldplay’s “Fix You.”
Return to text

15. DiPiero’s attempts to theorize the characteristic musical parameters of “Big Feelings” are vague
and terminologically incorrect: he mentions “chord extensions, most often the seventh scale
degree,” but he likely means the seventh of the chord, not the seventh of the scale; and though he
mentions “a fourth chord tone” and seems to mean adding a seventh to the chord, his examples
include ninths and higher extensions (i.e., more than four notes). Furthermore, this musical
definition is rather unspecific, as there are many other areas of rock music (depending, of course,
on what one considers to be included in “rock”) where sevenths are common, including jazz
fusion, prog rock, soft rock, soul, and neo-soul.
Return to text
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