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of popular song by addressing the following questions: 1) How might formal sections be 

identified through melody, harmony, rhythm, instrumentation, and text? 2) How do these 

sections function and relate to one another and to the song as a whole? 3) How do these sections, 

and the resulting formal structures, relate to what has been described by previous theorists as 

normative? 4) What new norms and trends can be observed in popular song forms since 1990?  

Although many popular songs since 1990 do follow well-established forms, some 

songwriters and producers change and vary these forms. AAA strophic form, AABA form, 

Verse-Chorus form, Verse-Chorus with Prechorus and/or Postchorus sections, Verse-Chorus-

Bridge form, “Other, with a Chorus” and “Other, without a Chorus” forms are addressed.  

An increasing number of the songs in each of the above listed forms are based on a 

repeating harmonic progression or no harmonic progression at all. In such songs, the traditional 

method of identifying sections and section-functions through harmonic analysis is less useful as 

an analytical tool, and other musical elements (melody, rhythm, instrumentation, and text) are as 

important, if not even more so, in determining the form of songs in the sample.  
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CHAPTER 1 

INTRODUCTION 

“Pattern pleases us, rewards a mind seduced and yet exhausted by complexity. We crave 
pattern, and find it all around us…. Our buildings, our symphonies, our clothing, our 
societies—all declare patterns.”1  

 
The human brain dislikes chaos; it seeks patterns to create a sense of coherence, structure, 

and order.2 Structure is made manifest by examining the parts, and the arrangement of those 

parts, of that which is under consideration, assembled either artificially by humans or as found in 

the natural world. It is this arrangement and organization of those constituent parts that 

determines the distinctive nature or character of the whole. Thus, structure, and the quest to 

understand the whole by way of the sum of its parts, is the foundation of every area of 

knowledge from science to art.3  

In music, the structure of a composition is commonly known as its form, and the study of 

how music has been organized into differentiated and perceivable patterns has a long and well-

established history. Although musical-formal patterns exist in almost all music throughout 

history, an academic focus on the organization of Western musical compositions may be 

observed beginning with the theoretical writings of the late eighteenth and early nineteenth 

centuries.4 Since that time, music theorists have taken many different approaches to the study of 

form.5 Yet, despite their many different approaches, all have been seeking to explain the 

                                                

1 Diane Ackerman, “ESSAY - I Sing the Body’s Pattern Recognition Machine,” NYTimes.com, 
2 Bernard D. Beitman, M.D., “Brains Seek Patterns in Coincidences,” Psychiatric Annals 39, no. 5 (May 

2009): 255-64.  
3 Wendy Pullan and Harshad Bhades, ed., Structure: In Science and Art (Cambridge: Cambridge University 

Press, 2000).  
4 Scott Burnham, “Form,” in The Cambridge History of Western Music Theory, ed. Thomas Christensen 

(Cambridge: Cambridge University Press, 2002), 880.  
5 For example, one can look at the multitude of methodologies used to examine a single formal category 

such as “sonata form” as surveyed by Burnham.  
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structure of a composition by observing how it is constructed through the identification of its 

sections and the function of these sections as they relate to the whole. 

One perceives form through the repetition and contrast of any number of elements. These 

elements may include, but are not limited to, melody, harmony, rhythm, instrumentation, and 

text. The composer may repeat or vary any of these elements so long as that element remains 

recognizable as a somewhat-related version of the original. Any of these elements may serve as a 

means to impose order and create a hierarchy of form. In so doing, the composer both makes the 

work psychologically accessible to the listener and provides a model for future compositions, 

which may exhibit, and which may be organized by, similar characteristics. Over time, some 

patterns are discarded while other formal patterns emerge. Those patterns that survive then 

become models to serve as the basis for the study of form, which addresses not only the 

construction of specific compositions but also the way compositions correspond or deviate from 

the canon.  

Music theorists in the academic setting have only recently begun to examine form in 

popular music, whereas their prior focus had been on Western art music.6 During the last twenty 

years the discipline has seen the rise of studies addressing songwriters and performing artists, as 

well as the formal norms, prototypes, and exceptions in form of popular music.7 Despite 

differing methodologies and objectives, all of the scholars explain form in popular song through 

the identification of its sections and their function within, and relationship to, the whole by 

                                                

6 The reasons for this are addressed in Chapter 2. Philip Tagg compares popular, folk, and Western art 
music in “Analysing Popular Music: Theory, Method, and Practice,” Popular Music 2 (1982): 41-2. While Tagg’s 
concept of popular music may be seen as quite broad, in this dissertation the term “popular music” is used where 
other theorists have used the term “rock music.” Although “rock” can have both a broad and a narrow connotation, I 
conceive of it in the narrower sense and therefore choose to use the term “popular music.”  

7 These studies are discussed in Chapter 2.  
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addressing the very elements (melody, harmony, rhythm, instrumentation, and text) as do those 

who pursue studies of form in Western art music.  

Through an examination of songs between the years 1990 and 2009 that have been 

recognized as significant, at least in terms of their popularity based on sales and airplay,8 this 

dissertation builds upon previous research in popular song by similarly addressing the following 

topics: 1) how sections are identified by such elements as have been noted above; 2) how those 

sections function and relate to each other and to the larger work as a whole; 3) how those 

sections and the resulting formal structures compare to previous theorists’ descriptions of 

comparable sections and structures; and 4) how the forms are used across the two decades of the 

study in order to observe norms, exceptions, and developing trends. Although many popular 

songs since 1990 do follow well-established forms, some songwriters and producers change and 

vary these forms. An increasing number of these songs are based on a repeating harmonic 

progression, or no harmonic progression at all. In such songs, the traditional method of 

identifying sections and section-functions through harmonic analysis is less useful as an 

analytical tool, and we must consider other musical elements (melody, rhythm, instrumentation, 

and text) in order to define the form.  

                                                

8 The songs chosen placed in the top 20 of the Billboard Hot 100 year-end charts encompassing 1990-2009. 
Billboard is a music trade magazine founded in 1894 and publishes weekly charts of the most popular songs and 
albums.  
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CHAPTER 2 

BACKGROUND  

 This dissertation builds on the work of popular music scholars who have laid the 

foundation of, and who continue to contribute to, the current study of popular music. Although it 

would be overly cumbersome to provide a list of everyone in the field to whom I am indebted, it 

might be helpful to identify those whose work was pioneering in the field and whose research 

and publications have most informed this dissertation. 

1) John Covach is Professor of Music Theory at the University of Rochester. He 

publishes extensively on popular music as well as on the philosophy and aesthetics of music.  

2) Trevor de Clercq is Assistant Professor at Middle Tennessee State University. His 

dissertation addresses form in rock music using a prototype approach. 

3) Walter Everett is Professor of Music Theory at the University of Michigan. His 

research interests include rock music in general and the Beatles in particular.  

 4) Simon Frith is Tovey Professor at the Reid School of Music at the University of 

Edinburgh. His research focuses primarily on live music as a business and social experience.  

5) Richard Middleton is Emeritus Professor at Newcastle University. His research 

focuses on the cultural and critical theory of music.  

 6) Allan Moore is Professor of popular music at the University of Surrey. His particular 

interests lie in the areas of theory, analysis, and hermeneutics of recorded popular song.  

 7) Ken Stephenson is Lecturer in music theory at the University of Tennessee, Knoxville. 

His textbook is one of only a few to address the analysis of rock music.  

8) Jason Summach is a Lecturing Fellow at Duke University. His dissertation provides an 

examination of form in rock music between the years 1955-1989. 
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9) Philip Tagg, retired, had a distinguished career as a specialist in popular music at 

universities in Sweden, Canada, and the UK. His publications were seminal in the field of 

popular music analysis.  

 

History of Research in Popular Music 

As noted in Chapter 1, the study of popular music as a distinct academic subdiscipline is 

a relatively recent field, which came about as a response to the “birth” of rock and roll in the 

mid-1950s.9 As members of the Baby Boomer generation (born between 1946 and 1964) entered 

academia, it was quite natural that some would pursue an intellectual and analytical investigation 

of the music and culture of their formative years. Popular music studies were first carried out in 

disciplines largely outside of music, most commonly in the areas of either sociology or cultural 

studies.10 At first (and to some extent even today), popular music struggled to gain acceptance as 

a legitimate field of musical study in a field that was steeped in the Western art music tradition. 

Thanks to such pioneering scholars as Middleton and Tagg who advocated for the expansion of 

musicology to include popular music, the door to acceptance and further research was opened. 

Although both Middleton and Tagg examined the mechanics of the music itself, rather than 

merely the role of that music in society, they nonetheless followed the prevailing belief that 

                                                

9 Many scholars have used 1955 as the first year of rock and roll, but as Covach notes, there is not a clear 
distinction between rock and roll, rhythm and blues, and some country music of the time. Covach uses the date, 
however, because prior to 1955 he argues that rhythm and blues and country music were still mostly outside the 
mainstream of popular music in the United States. John Covach and Andrew Flory, What’s that Sound?: An 
Introduction to Rock and Its History, 3rd ed. (Norton, 2012), 79.  

10 Some of the earliest studies are associated with the Center for Contemporary Cultural Studies in 
Birmingham University (BCCCS) in England, where scholars focused on the relationship of popular music, group 
identity, and youth culture. See Dick Hebdige, Subculture: The Meaning of Style (London: Routledge, 1979) and 
Paul Willis, Profane Culture (London: Routledge and Kegan Paul, 1978). 
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viewed the popular music experience in sociocultural terms.11 For Middleton and Tagg, popular 

music was worthy of being studied, not “in and of itself,” but as a means to understanding the 

larger sociocultural context. Although sociologists viewed the potential contributions of such 

“music” studies as secondary to the primary contribution of social critiques of mass culture, 

Everett’s pioneering research on the Beatles was a pivotal event. Published in the mid-1980s, 

Everett argued that popular music was emerging as a legitimate field of study with a repertoire 

that could, and should, be analyzed on its own merit and not merely as a repertoire that would 

provide a supporting pillar for a study in cultural criticism.12  

Much of the research in popular music that followed could be separated into one of two 

broad camps: studies focused on the sociocultural aspects of the music (research conducted 

largely by British scholars) or studies focused on its melodic and harmonic analysis (research 

conducted mainly by American theorists). The public debate between these divided camps, 

espousing wholly different perspectives of the very nature and resultant outcomes of popular 

music scholarship, was fraught with tension. The debate raged through much of the academic 

writing in the 1990s. In 1993, Moore was one of the first musicologists to argue for studies to 

focus on the music itself rather than its sociocultural context.13 In 1995, Covach addressed the 

divide at the International Association for the Study of Popular Music (IASPM), where he stated 

that expert music analysts (i.e., theorists) had something to contribute to popular music studies 
                                                

11 Middleton provides a detailed description of blues while examining its cultural relevance in Pop Music 
and the Blues: A Study of the Relationship and Its Significance (London: Victor Gollancz Ltd, 1972). See also his 
Studying Popular Music (Philadelphia, PA: Open University Press, 1990) for a musicological approach to popular 
music. Tagg stated that popular music is regarded as a sociocultural field of study in “Analysing Popular Music.” 

12 Walter Everett, “Fantastic Remembrance in John Lennon’s ‘Strawberry Fields Forever’ and ‘Julia,’” The 
Musical Quarterly 72 no. 3 (1986): 360-93, and “Text-Painting in the Foreground and Middleground of Paul 
McCartney’s Beatle Song, ‘She’s Leaving Home’: A Musical Study of Psychological Conflict,” In Theory Only 9 
(1987): 5-21. Simon Frith, Sound Effects: Youth, Leisure, and the Politics of Rock (New York: Pantheon, 1981).  

13 Allan Moore, Rock: The Primary Text: Developing a Musicology of Rock, 2nd ed. (Aldershot, England: 
Ashgate, 2001).  
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that was beyond what was being discussed by the sociologists. Covach argued that knowing 

something about how a composition technically achieves its musical effects does not work 

against, and could actually strengthen, a sociological or political reading of the music.14 By 1999, 

Covach had come to the opinion that popular music must be considered “inherently musical, and 

only secondarily social.”15  

As musical-analytical studies of popular music have gained acceptance since Everett’s 

landmark research, many music analysts have focused on the specific features of melody, 

harmony, and rhythm.16 The increased attention to the study of form, however, has been a 

relatively recent development.17  

 

                                                

14 John Covach, “We Can Work it Out: Musical Analysis and Rock Music” in Popular Music: Style and 
Identity, ed. Will Straw, Stacey Johnson, Rebecca Sullivan, and Paul Friedlander (Montreal: The Centre for 
Research on Canadian Cultural Industries and Institutions, 1995), 69-71. 

15 John Covach, “Popular Music, Unpopular Musicology,” in Rethinking Music, ed. Nicholas Cook and 
Mark Everist (Oxford: Oxford University Press, 1999), 466. 

16 John Shepherd, et al., Popular Music Studies: A Select International Bibliography (London: Mansell, 
1997). On melody, see David Temperley, “The Melodic-Harmonic ‘Divorce’ in Rock,” Popular Music 26, no. 2 
(May 2007): 323-342. On rock harmony, tonality, and modality see Everett, “Making Sense of Rock’s Tonal 
Systems,” Music Theory Online 10, no. 4 (Dec. 2004), accessed June 22, 2015, 
http://www.mtosmt.org/issues/mto.04.10.4/mto.04.10.4.w_everett.html#Beginning; Christopher Doll, “Listening to 
Rock Harmony” (PhD diss., Columbia University, 2007); Nicole Biamonte, “Triadic Modal and Pentatonic Patterns 
in Rock Music,” Music Theory Spectrum 32 (Fall 2010): 95-110; and Trevor de Clercq and David Temperley, “A 
Corpus Analysis of Rock Harmony” Popular Music 30, no. 1 (Jan. 2011): 47-70. On groove and rhythm see 
Timothy S. Hughes, “Groove and Flow: Six Analytical Essays on the Music of Stevie Wonder” (PhD diss., 
University of Washington, 2003); Lawrence M. Zbikowski, “Modelling the Groove: Conceptual Structure and 
Popular Music,” Journal of the Royal Musical Association 129, no. 2 (2004): 272-297; and Robin Attas, “Meter as 
Process in Groove-Based Popular Music” (PhD diss., University of British Columbia, 2011).  

17 See for example, Jocelyn Neal, “Song Structure Determinants: Poetic Narrative, Phrase Structure, and 
Hypermeter in the Music of Jimmie Rodgers” (PhD diss., University of Rochester, 2002); Christopher Endrinal, 
“Form and Style in the Music of U2” (PhD diss., Florida State University, 2008); Anna Stephan-Robinson, “Form in 
Paul Simon’s Music” (PhD diss., University of Rochester, 2009); Bradley Osborn, “Beyond Verse and Chorus: 
Experimental Formal Structures in Post-Millennial Rock Music” (PhD diss., University of Washington, 2010); 
Trevor de Clercq, “Sections and Successions in Successful Songs” (PhD diss., University of Rochester, 2012); and 
Jason Summach, “Form in Top-20 Rock Music, 1955-89” (PhD diss., Yale University, 2012). 
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Research on Form in Popular Music 

To understand the context and contribution of this dissertation, a review of previous 

studies on form in popular music will be helpful. In particular, my dissertation has been informed 

by, and responds to, the previous work of Covach, Everett, and Stephenson, who have each 

published a textbook on popular music, and by the earlier work of Summach and de Clercq, who 

have written the most current dissertations to date on form in popular music. Each of the 

theorists describes how he identifies, defines, and labels song sections as well as how those 

sections are combined to create larger forms, and each describes how these sections are then 

categorized into formal structures.18  

In his essay “Form in Rock Music: A Primer” and in his textbook What’s That Sound?: 

An Introduction to Rock and Its History.19 Covach provides a survey of various forms commonly 

used in rock music over the past five decades and categorizes these forms into five basic types: 

1) Simple Verse, 2) Simple Verse-Chorus, 3) Contrasting Verse-Chorus, 4) AABA, and 5) 

Compound AABA. Covach writes that a “wide range of formal variation in rock music can be 

understood in terms of these basic schemes, and while these schemes cannot account for all rock, 

they offer a solid foundation for the formal analysis of much rock music.”20 For Covach, 

harmonic structure is the primary determinate in identifying formal sections; “simple” refers to 

sections built over the same harmonic material while “contrasting” refers to sections built over 

different harmonic material. Although Covach privileges harmony as the determinate for labeling 

the building blocks in a song form, he admits that the harmonic pattern might, at times, conflict 
                                                

18 Neal describes the features that serve to identify sections as song structure determinants, 42.  
19 “Form in Rock Music: A Primer” in Engaging Music: Essays in Musical Analysis, ed. Deborah Stein 

(New York: Oxford University Press, 2005): 65-76; What’s That Sound?: An Introduction to Rock and Its History, 
3rd ed. (New York: W.W. Norton, 2012). 

20 Form in Rock, 66.  
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with the form of the lyric. In recognition of this possible incongruity, he defaults to parameters 

other than harmony that illuminate or reinforce the harmonic and lyric form. Although Covach’s 

writing on form focuses on the earliest years of rock music, his textbook extends to include 

examples dating from the first decade of the 2000s.  

In The Foundations of Rock, Everett discusses many different aspects of music drawn 

from 6,500 songs dating from 1955 to 1969.21 In a chapter addressing form, he examines how 

phrases are constructed, how they are grouped together to form sections, how those sections 

function (verse, chorus, or bridge), and how those sections relate to one another to form complete 

songs. Primarily, he uses melodic and harmonic content to identify song sections. Although 

Everett provides descriptions of the different sections, he, unlike Covach, does not categorize 

them into larger formal types. Instead, he merely observes that most songs contain verse, chorus, 

and bridge sections may be combined in any order.  

Like Everett, Stephenson includes one chapter on form in What to Listen for in Rock. 

Stephenson states that the study of form deals primarily with “the separation and contrast by 

which portions of a piece are made to sound distinct from one another, and with the order in 

which these portions are presented or repeated.”22 He uses text, instrumentation, rhythm, and 

harmony as the primary determinants of song sections, arguing that the contrast of melodic 

material alone cannot determine the division of sections. Stephenson defines these sections as 

verse, chorus, and bridge and states that they may be used as building blocks in four large-scale 

formal types: strophic, rounded binary, verse-chorus-bridge and compound binary. Although he 

                                                

21 Walter Everett, The Foundations of Rock: From “Blue Suede Shoes” to “Suite: Judy Blue Eyes”(New 
York: Oxford University Press, 2008). 

22 Ken Stephenson, What to Listen for in Rock: A Stylistic Analysis (New Haven, CT: Yale University 
Press, 2002), 121.  
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argues that rock is fundamentally different than art music, Stephenson does use terms such as 

“rounded binary” that are commonly used in the descriptions of form in Western art music. 

Although he considers text, instrumentation, and rhythm in determining song sections, 

Stephenson defines his large-scale formal types solely by harmonic patterns. Most of 

Stephenson’s examples date prior to 1990, but his study extends to include some songs that 

appear as late as 2000.  

Summach, using a sample of 700 songs in “Form in Top-20 Rock Music, 1955-89,” 

identifies strophic, AABA, and verse-chorus as the three principal song forms.23 Summach 

observes that popular songs are modular, meaning that they are composed of “discrete separable 

sections,” or modules, that can be assembled in various orders to create larger forms.24 

Employing text and harmony as the principal determinants, Summach distinguishes between 

primary and secondary song sections and addresses the norms and variants of each formal type.  

Examining form from a cognitive perspective in “Sections and Successions in Successful 

Songs: A Prototype Approach to Form in Rock Music,” de Clercq addresses prototypical 

characteristics of popular song sections.25 For example, rather than state that a section functions 

as a verse or a chorus, he argues that the different sections have characteristics that make them 

more “verse-like,” “chorus-like,” or “bridge-like.” Unlike Covach, Stephenson, and Summach, 

however, de Clercq focuses on the succession of sections rather than on their categorization into 

formal types. This method is particularly helpful in accounting for sections that are ambiguous 

and do not readily lend themselves to classification. These ambiguous sections, which de Clercq 

                                                

23 Jason Summach, “Form in Top-20 Rock Music, 1955-89” (PhD diss., Yale University, 2012). 
24 Summach, 16.  
25 Trevor Owen de Clercq, “Sections and Successions in Successful Songs: A Prototype Approach to Form 

in Rock Music, “ (PhD diss., University of Rochester, 2012).  
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labels as “blends,” contain characteristics of more than one section. For example, a section might 

have features that make it sound both “verse-like” and “chorus-like.” Although de Clercq 

analyzes a wide range of pre-1990 repertoire in his dissertation, he includes some examples from 

as late as 2008.  

To date, a systematic corpus study of form in popular song since 1990 has yet to appear 

in print. Such a study is necessary, however, to examine the relevancy and the application of the 

work of the aforementioned theorists to post-1990 literature and to demonstrate how this music 

has, or has not, evolved during the last decade of the 20th century and the first decade of the 21st 

century. This dissertation fills this void as it builds upon their work and attempts to answer the 

questions raised in Chapter 1: 

1) How might formal sections be identified through melody, harmony, rhythm, 

instrumentation, and text? 

2) How do these sections function and relate to one another and to the song as a whole? 

3) How do these sections, and the resulting formal structures, relate to what has been 

described by previous theorists as normative? 

4) What new norms and trends can be observed in popular song forms since 1990? 

 

Justification 

There is ample want for an academic study to address form in popular songs since 1990. 

This need extends beyond a song and artist survey of a quantitatively understudied body of the 

repertoire. The first justification is that, despite often being negatively viewed by academics as 

“repetitive,” popular songs cannot be dismissed as “simple.” Admittedly, Tagg aptly notes that 

one of the inherent goals of popular music is to sell “as much as possible of as little as possible to 
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as many as possible.”26 This commoditization and commercialization of songs provides 

justification for the relative simplicity and repetitiveness of some examples. The untrained ear 

can often recognize similar and dissimilar sections of a song, and even a novice might easily 

label its sections using the most basic terminology of verse and chorus. Indeed, Covach describes 

this ability to “recognize conventional patterns and cues without necessarily being able to 

explain or articulate them” as “tacit competency.”27 Thus, being able to understand the form of a 

song without undue intellectual effort, in order to “sell as much as possible,” might be seen as 

crucial to commercial success.28 The form of these songs, however, can be understood well 

beyond the level of tacit competency, and as Mark Spicer notes, “if we examine pop-rock songs 

more closely, we can often find their composers employing techniques of considerable 

sophistication in order to create interesting and unique formal structures.”29  

The second justification for my study is to demonstrate that knowing the norms of 

popular songs and recognizing the exceptions, is the key to perceiving songs as interesting and 

unique. It is this particular skill that enables the novice to better understand, appreciate, and 

enjoy music that was before merely a commodity for the masses. Indeed, Stephenson argues that 

few theorists have attempted to define the stylistic norms of popular music because traditional 

theoretical models either cannot accommodate, or are inappropriate for dealing with, this new 

                                                

26 Tagg, “Analysing Popular Music,” 41. 
27 Summach, 1. Covach uses the term tacit competency in “We Can Work it Out.” Moore states, “We do 

learn styles through familiarity and constant exposure…It is not necessary to be able to explain a style (to be trained 
in it, perhaps as a performer) in order to have a cognitive competence in it,” in Rock: The Primary Text, 26. 

28 Stephan-Robinson, “Form in Paul Simon’s Music,” 59. Stephan-Robinson surveys several songwriting 
books that point to the importance of a clearly defined form. 

29 Mark Spicer, “(Ac)cumulative Form in Pop-Rock Music,” Twentieth-Century Music 1, no. 1 (March 
2004): 30. 
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music.30 Stephenson contends that we must begin with the identification of stylistic norms; if one 

does not know what usually occurs, one cannot know what is exceptional or interesting. 

Likewise, Everett recognizes the importance of understanding norms and argues that the “aware 

listener is constantly comparing the example at hand to norms but must be flexible enough to 

recognize the strong event that seems to transcend the usual constraints . . . an understanding of 

the norms permits the appreciation of the revolutionary statement.”31  

The rationale for addressing songs after 1990, in particular, is to observe whether 

theorists’ observations and descriptions of song sections and forms still hold true in the ever-

changing genre of popular music. Summach notes the dramatic influx of rap and dance tracks 

into the Billboard charts in 1992 and the increasing influence of these two subgenres upon the 

formal aspects of popular music.32 He argues that a separate study is warranted to determine the 

extent to which these subgenres have led to “hybridized formal conventions.”33 Although a 

separate study is still needed to specifically address form in the subgenres of rap and dance 

music, because of the nature of the sample, this dissertation does examine songs in these 

subgenres. Despite the changes and developments in popular music as a whole, however, very 

little has been written on the formal aspects of the genre since 1990.  

 

The Sample 

Summach’s study is based on a sample of 700 songs in the top 20 of the Billboard year-

end charts from 1955 to 1989; to date, there has been no systematic study of the formal structure 
                                                

30 Stephenson cites arguments against using traditional analysis by Robert Walser, Charles Keil, and Roy 
Shuker, x-xi.  

31 Everett, The Foundations of Rock, 136. 
32 Summach, 14.  
33 Summach, 14. 
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of popular songs since 1990. Following a methodology similar to Summach's, this dissertation is 

based on an examination of the top 20 songs in the Billboard Hot 100 year-end charts from 1990 

to 2009, which provides a sample of 402 songs.34 The year 1990 provides a logical starting point, 

beginning where Summach’s study concludes; the year 2009 provides a logical terminus, 

resulting in a musical snapshot of two decades. Examining only the top 20 songs of each year 

excludes many songs, of course, but such a sample is sufficient in order to make comparisons 

and to observe trends in form. 

Using Billboard charts as the sample-selection method is consistent with the methods 

used by previous theorists.35 An advantage of using chart performance to define the sample is 

that it keeps the researchers’ preferences in check. As Covach observes, “The best thing about 

chart numbers . . . is that they help us avoid the fan mentality—in a sense, they keep us 

honest.”36 Similarly, Tagg observes that, “the study of popular music has, with very few 

exceptions, . . . shown a remarkable bias toward tributaries or offshoots, while strangely ignoring 

the mainstream itself.”37 Thus, by focusing on songs that are on the top of the charts, I am 

intentionally focusing on the mainstream.  

My sample represents songs that were sold and that were played on the radio. Prior to 

1991 (significant because this present study begins in 1990), Billboard collected sales data by 

merely telephoning stores and asking how records were selling; similarly, it collected airplay 

                                                

34 Although a total of 400 songs would be expected for the top 20 songs for 20 years, in 1996 and 1997 a 
number of songs were released as double A-sided singles; this means that both songs were released and charted, and 
therefore analyzed, as part of this study. A few songs, however, charted in the top 20 in consecutive years and 
consequently were counted only once. 

35 Part of Everett’s 6,500 song sample included 2,459 songs from the Billboard Hot 100 weekly charts from 
1955 to 1969. 

36 Covach, What’s That Sound?, 6.  
37 Tagg, “Analysing Popular Music,” 63. 
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data by calling radio stations and asking how often a song was played.38 In November 1991, 

however, Billboard changed the way it compiled the Hot 100 by utilizing both Nielsen 

SoundScan and Nielsen Broadcast Data Systems. Nielsen SoundScan tracked actual sales by bar 

code scanning at the point of purchase while Nielsen Broadcast Data Systems continuously 

monitored actual radio station airplay.  

Although this new dual Nielsen system is a much more accurate method of identifying 

the most popular songs by sales and airplay, it remains a flawed approach. Originally, songs 

charted on the Billboard Hot 100 only if there was a commercially released single available for 

purchase. This meant, for example, that a song such as “Don’t Speak” by No Doubt, which was 

#1 for 16 weeks on Billboard Airplay but was not issued as a physical single available for 

purchase, did not register on the Billboard Hot 100. In December 1998, the formula was 

corrected to allow a song to chart without a commercially available single.39  

Another weakness of using the Hot 100 is that there have been many artists who have 

achieved commercial success through album sales but have not had a popular radio hit, and vice 

versa. Here we might observe the notable lack of “grunge” songs, from bands such as Nirvana, in 

the top 20 of the early 1990s. In contrast, other artists, such as Usher, have had numerous high-

charting singles and yet have had relatively low album sales.  

A third aberration in chart data is that record companies purposely manipulate sales by 

reducing single prices below their production cost in order to generate higher sales numbers and 

thus achieve higher placement on the charts. Despite these disadvantages, using chart records 

                                                

38 Fred Bronson, “Chart Beat Chat,” Billboardbiz, accessed Septemeber 30, 2013, 
http://www.billboard.com/articles/news/67227/chart-beat-chat. 

39 “Billboard Charts,” Wikipedia, accessed September 30, 2013,  
http://en.wikipedia.org/wiki/Billboard_charts.  
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still remains the most effective way of identifying a large cross section of popular music that 

enables us to gain insight into current, formal archetypes. Using chart performance also helps to 

confirm Tagg’s observation that the goal of the industry is to sell “as much as possible of as little 

as possible to as many as possible.” 

 

Analytical Methodology 

 The majority of songs examined in this dissertation were readily available on Spotify, the 

digital music service; those songs not available on Spotify were available on websites such as 

YouTube. Each song from the sample was first analyzed by identifying large sections, such as 

verse and chorus, using the text, melodic, and instrumental content as the primary determinants. 

Each song was then further analyzed in terms of harmonic content, with particular attention paid 

to the beginning and ending harmonies of each section as well as to any modulatory points of 

interest. Finally, phrases and phrase structure were taken into consideration. Ultimately, each 

song was compared to others in the sample according to form and categorized according to the 

following:  

1) order of presentation of the sections;  

2) derivation of introduction or interludes;  

3) similarity of harmonic progressions in different sections;  

4) regular or irregular hypermeter in both phrases and sections;  

5) beginning and ending chords of each section;  

7) modulation as a formal device; and  

8) types of ending techniques.  
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Appendix A provides an index of the 402 songs organized by year and chart position and 

provides the performing artist, songwriter(s), producer(s), and song form. Appendix B catalogs 

these songs alphabetically by their formal types as presented in Chapters 4 through 9. 

The musical examples are provided in three different formats, albeit each with 

advantages and disadvantages.40  

1) When discussing the harmony or the text as the determining factors of the form, I 

include the song lyric with harmony indicated by Roman numerals; rhythm is not notated, but 

barlines are indicated by vertical lines.41  

2) When discussing the melody or the bass line as the determining factors of the form, I 

include transcriptions with harmony, if applicable, labeled with Roman numerals. Transcriptions 

provide a visual representation of the music, which supply important information in 

understanding the song without having to rely on a recording.  

3) When illustrating the overall form of a song, I provide form charts. Although the 

divisions between sections are clearly delineated in these form charts, such divisions are not 

always so clear in the song because of the overlap or elision of sections, as well as because of 

possible sectional blends.  

                                                

40 Each of the three formats transforms the original recorded version of each song by providing a visual 
representation, interpretation, and/or analysis of each song’s form for the purposes of academic discussion. The 
examples include only the portion necessary for discussion and therefore are considered to fall under “fair use” 
provisions of the United States copyright law.  

41 This is the same manner in which Summach presents examples. 
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CHAPTER 3 

FORM IN POPULAR SONG 

Theories of form often address structure both from the perspective of how a single work 

does or does not conform to a category and from the perspective of how the constituent parts or 

lower-level units (such as motives) of a work determine higher-level units (such as phrases and 

sections). De Clercq describes this as a top-down versus bottom-up approach and, citing Arnold 

Whitall, explains the difference in approaches in terms of theory versus analysis: “Theory 

explains what kind of similarities we can expect to find in a body of music, while analysis 

unpacks this information within the context of a specific work.”42 The theorists’ work presented 

in the previous chapter utilizes both approaches to varying degrees with none utilizing one 

approach exclusively. By design, my approach to the sample used in the current study will 

follow this same methodology. Giving no predetermined weight to one approach over another, I 

analyze individual songs to examine how the songs are constructed, and I identify general 

categories and the way in which individual songs relate to those categories. Leaving aside 

sociocultural analysis, then, the theory of form in popular music deals with the identification of 

song sections, their constituent parts, how those parts and sections are assembled to create an 

overall form, and how an individual song relates to other similar songs in a larger general 

category. 

Yet how does one divide a song into sections and identify its constituent parts? Although 

the length and boundaries of a particular section, or module, of any given song might be open to 

                                                

42 de Clercq, 21.  
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interpretation and might be influenced by the analytical method being employed, there are many 

features within a song that do serve to clarify and define its modules.  

Covach privileges harmony as the primary factor in determining formal sections. The 

process he describes is similar to the process used in my study: determine the meter, analyze the 

chord progressions, and chart the number of measures in each section. Although harmony is 

Covach’s primary determinant in identifying sections, he acknowledges that other elements may 

also contribute to the perception of form. For example, when the harmonic progression (or even 

a single chord) is repeated throughout a song, the section must be identified through other means. 

Although lyric content is an important aspect of song form, Covach notes that it is important to 

separate it from the harmonic content because “lyrics can be repeated over different sets of chord 

progressions, and the same progression can support different lyrics.”43 He acknowledges that 

while melodic, timbral, textural, and rhythmic features might often reinforce the harmonic and 

lyric content, schemes such as a gradual buildup of layers in the instrumentation and texture may 

complement the overriding form.44  

Everett begins his determination of song sections at the level of the phrase and with 

phrases in combination. He identifies three possible combinations of phrases: periods, phrase 

groups, and the SRDC pattern, a four-phrase Statement-Restatement-Departure-Conclusion 

pattern. Everett defines periods similarly as they are defined in Western art music, consisting of 

two phrases, the first that ends with a half cadence and the second that ends with a full, or 

authentic, cadence. Like Covach, Everett acknowledges the usefulness of rhythm, harmony, 

texture, and timbre in determining sections, but he maintains that the repetition and the contrast 
                                                

43 Covach, “Form in Rock Music,” 66.  
4444 Covach, “Form in Rock Music, 66. Mark Spicer also discusses this in “(Ac)cumulative Form in Pop-

Rock Music.”  
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of melodic and harmonic content are the primary determining factors in defining sections. To 

Everett, who does not address any ambiguity either between or within sections, the process of 

identifying song sections seems to be straightforward. 

Stephenson, however, argues that popular music is very different from traditional art 

music, and that the traditional method of determining form, by key and cadence, is not helpful. 

Although key areas and cadences are often aligned with sections in art music, Stephenson 

maintains that the composers of popular song do not employ keys and cadences in the same 

manner as do their art music counterparts. For Stephenson, the contrast of melodic material alone 

cannot determine the division of sections and, consequently, he uses text, instrumentation, 

rhythm, and harmony as the primary determinants of popular song structure. He observes that, in 

many songs, these elements can work together to create an easily identified form but that a lack 

in the alignment of the elements might create ambiguity.45  

Thus, many elements can play a role in defining form. It is through the repetition, 

variation, or change of these elements, that sections and modules can be identified as unique 

components of a particular song’s form.  

 

Identification of Sections 

Sections can be identified based on the determinants discussed above (e.g., melody, 

harmony, rhythm, instrumentation, and text) without necessarily needing a label. Labeling 

sections with identifiers such as verse, chorus, bridge, etc. is a separate step in the analytical 

                                                

45 Stephenson, 122.  
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process, and these commonly accepted labels often define the function of the section. These 

labels bring inherent expectations related to the character of that section.  

In general, the forms of popular song might appear relatively straightforward when 

compared to the forms found in Western art music. Thus, labeling a section as a verse or chorus 

might, at first, appear to be a relatively easy task. Indeed, as Jocelyn Neal observes, “The mere 

act of labeling sections of a song is little more than a rote exercise, one that is easily and 

frequently taught to undergraduate students of popular music.”46 Moore recognizes labels such as 

verse, refrain, chorus and bridge as common but does not explain what these labels mean or how 

they should be applied. Covach, Everett, Stephenson, and Summach do define these section 

labels, but Stephenson notes that labels serve merely as points of perspective around which to 

organize thoughts and that disagreements in labeling between analysts will arise. For 

Stephenson, the point is not to attach a label to a section but to compare and observe 

characteristics of like sections across songs with similar labels.47 Finally, de Clercq notes that 

published popular music writings demonstrate an inconsistency in how section labels are defined 

and how they are applied, and he cites other studies that bemoan the lack of standard 

terminology and general accepted definitions of formal sections.48  

With regard to reaching a consensus on the meaning of these section labels, de Clercq 

identifies two methods of constructing a definition: intensional and extensional. An “intensional” 

                                                

46 Jocelyn Neal, “Narrative Paradigms, Musical Signifiers, and Form as Function in Country Music,” Music 
Theory Spectrum 29 (Spring 2007): 41-72.  

47 Stephenson, 133. 
48 For example, in 2006 Paul Harris wrote that the discipline had not yet on settled definitions for what 

constituted and distinguished verses, choruses, and bridges and the variable interludes between them, Paul K. Harris, 
“U2’s Creative Process: Sketching in Sound” (PhD diss., University of North Carolina, Chapel Hill, 2006), 62; in 
2008 Christopher Endrinal confirmed that little had been written regarding general definitions of form in popular 
music, Endrinal, 61. 
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definition provides essential properties of the term itself (i.e., the means necessary to identify it). 

As an example of an intensional definition, de Clercq uses the statement, “Ice is frozen water.” 

This statement clearly identifies the quality needed to classify something as “ice.” An 

“extensional” definition provides a list of members. As an example of an extensional definition, 

de Clercq uses the statement, “The Baltic states are Estonia, Latvia, and Lithuania.” This 

statement identifies the “Baltic states” by providing a list of its members. In either case, de 

Clercq observes a strict process of inclusion or exclusion.49  

Many theorists define song sections in intensional terms, but de Clercq notes that some 

theorists assign non-essential properties to those section types. Although certain qualities may be 

important to understanding a certain section, these qualities might not be “essential” 

determinants. For example, the bridge section of a popular song is commonly observed to 

conclude with a “retransitional dominant” chord. Although this qualifier generally occurs in 

bridge sections, it is not essential to identify the section as a bridge. Instead, de Clercq offers a 

prototype-based approach that is predicated on the idea that there are no “essential” elements 

necessary to define a verse, chorus, bridge, or any other song section. Based on this approach, 

any label might be understood to encompass many attributes, and adherence to that label is not 

an all-or-nothing condition. Rather, labels are graded, with different degrees of adherence to a 

particular label. For example, a section might be considered a bridge based on its location within 

the song form, its text, and its harmony, even if the section does not end with a retransitional 

dominant. An advantage of this prototype approach is that it can account for ambiguities that are 

found within sections and between sections when compared to one another.  

                                                

49 de Clercq, 2.  
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Determination of Sections 

Before defining song sections such as verse, chorus, and bridge, a brief discussion of the 

determinants used in this particular study might be helpful. First, I determined the pulse, tempo, 

and meter of each song.50 Because I analyzed recordings rather than scores, it was not always 

clear from listening, for example, whether a song was in a quick triple meter or a slow compound 

meter (Example 3.1a) or whether the tempo indicated a fast quadruple or a slow duple meter 

(Example 3.1b). 

 

Example 3.1 Possible notation of perceived meters 

 

 
 
I further analyzed each song to identify its hypermeter. The length of a module is fairly 

standardized, with the common four-bar/16-beat unit appearing most often in popular song. This 

four-bar unit may be conceived as one hypermeasure, such that each measure can be understood 

                                                

50 De Clercq discusses problems in aurally identifying tempo and meter, 35-38.  

a 

 

 

 

b 
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as one “beat” in the hypermeasure. Figure 3.1 illustrates how four, four-beat units can 

simultaneously be perceived as one larger, four-beat unit.51  

 

Figure 3.1 Illustration of a four-bar unit as one hypermeasure 

Measures as “beats” in one hypermeasure: 1               2             3         4      | 

Beats in a four-bar unit:   1  2  3  4 | 1  2  3  4 | 1  2  3  4 | 1  2  3  4 | 

 

Harmonic progressions often reinforce this four-bar unit, with one chord per measure. The length 

of most modules is a multiple of four bars, usually 8, 12, or 16. Modules may be as short as four 

bars but are seldom longer than 16 bars.52 Knowing the length of modules often helps in 

identifying sections as well as in examining patterns within those sections.  

Second, I identified larger sections through changes in the elements discussed above (i.e., 

melody, harmony, rhythm, instrumentation, and text). Although different melodic and 

accompaniment rhythms often indicate the onset of a new section, rhythm, by itself, is rarely a 

main determinant in the identification of that section.  

In my study, the repetition of or change in text was the primary identifying feature 

indicating a sectional change. This repetition, or return, of text that is at least one line in length is 

usually congruent with an accompanying musical passage.53 As noted above, however, Covach 

observes that it is important to separate text repetition from harmonic repetition, and instances in 

                                                

51 Stephenson and Neal describe hypermeter in popular song this way.  
52 Summach, 17, maintains that modules are seldom shorter than eight bars or longer than 24 bars. 
53 Stephenson, 124. Although there is no definitive version of the lyric because it is recorded rather than 

written, one line of text is often equivalent to a textual phrase.  
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which text repetition and harmonic progressions are not congruent call for a more nuanced 

analysis. 

My study further shows that the repetition of text is most often accompanied by a 

congruent repetition of a melody and by a change in instrumentation. Stephenson argues that 

contrast of melodic material alone cannot determine the division of sections. He cites an example 

where a contrasting melodic phrase does not signify a change of section. Instead, a change in an 

additional element (e.g., harmony, rhythm, instrumentation, and/or text) is necessary to signal a 

new section. Although these indeed might be important determinants, my study shows that 

contrast in melodic material in conjunction with the beginning of a hypermeasure (four-bar unit) 

can determine a difference in song sections. I found this to be especially true in songs that are 

constructed using a single, repeating harmonic pattern. 

In most cases, the change of melodic material also coincides with a change in 

instrumentation. Instrumentation may refer to both texture (the “thickness” or density of sound) 

and timbre (the character or quality of sound). Adding or subtracting instruments or voices by 

way of either modifying the number of performers or by studio recording techniques create 

changes in texture. For example, background vocals might be added by the addition of vocalists, 

by the layering of the lead singer through overdubbing, or by the thickening of the voice through 

various recording effects. Changes in the timbre of an instrument may be manipulated through 

manual or electronic effects, such as changing a hi-hat from open to closed or changing the audio 

filters on a guitar. 

After identifying the sectional changes by way of the text, melody, and instrumentation, I 

analyzed the harmonic progression of each song. A change in the harmonic progression 

suggested the onset of a new section when other elements, such as instrumentation, remained 
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constant. In popular song, the repetition of a harmonic pattern is so common that nearly any 

change in the pattern marks a significant moment in the form.54 The harmony also suggested 

possible interpretations for the labels of sections, as is discussed in the subsequent chapters. 

Choruses, for example, tend to be described as harmonically stable (beginning and ending on 

tonic). If a section begins on a chord other than the tonic (in other words, off tonic), it is less 

likely to be heard as the beginning of a chorus.  

How the elements of melody, harmony, rhythm, instrumentation, and text are manifest in 

a song, either in repetition or contrast or in congruence or non-congruence, determines how one 

perceives the form of the work as a whole. This dissertation lays out the complex and often 

subtle ways in which these elements interact with one another and, specifically, how these 

interactions define form in popular song.  

 

Song Sections 

 The most common labels attached to song sections are verse, chorus, and bridge; the 

determination of the overall form of a song is based on how these primary sections are arranged 

and repeated. An additional label, “refrain,” is commonly used to identify an important part of a 

section but which is not, in and of itself, an independent section; because of this, it plays no role 

in determining the overall form of a song. Secondary labels attached to song sections include 

prechorus, postchorus, and motto/tattoo; although these are separate sections that are integral to 

the form, they are often dependent on the primary sections and are used to expand the form. 

Sections such as the introduction, instrumental solo, interlude or link, and outro or coda are 

                                                

54 Stephenson, 131.  
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considered auxiliary because they are not sung, and the form of the song is not dependent upon 

them.  

Verse 

 Virtually all theorists observe that the verse consists of a new text set to the same music; 

in other words, it is lyrically variant but musically invariant. Stephenson cites the Latin origins of 

verse in vertere or revertere meaning “to turn” or “to return.” He further mentions St. Augustine, 

who spoke of the verse as being a return to the beginning of a poetic metrical pattern, albeit with 

new text. Stephenson states that the term is also used to describe only the text itself of each 

statement, and that the term is synonymous with stanza.55 Covach notes that the function of the 

verse is often to tell a story or describe a situation.56 Similarly, Summach explains that the verse 

supplies the narrative or emotional context for the choruses and that it provides the bulk of the 

song’s lyric content.57 This term may be applied in both AABA and Verse-Chorus forms. In 

AABA form, the verse refers to the A section, which is the focal point of the song and is in 

contrast to the B section, or bridge. In Verse-Chorus form, the verse sets up the chorus. The 

verse usually precedes the chorus and the last verse of a song might repeat the first. 

Chorus 

 The chorus is often described in contrast to the verse, and virtually all theorists recognize 

it as a section that repeats the same lyrics to the same musical material; in other words, it is both 

lyrically and musically invariant. Although some kind of contrast is necessary to differentiate the 

verse from the chorus, the chorus might have the same harmony or melody as the verse. Covach 

states that the chorus is usually the most important section of a song. It is the most easily 
                                                

55 Stephenson, 134.  
56 Covach, What’s That Sound?, G3.  
57 Summach, 106.  
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remembered section of a song because it contains the title lyric and the most memorable musical 

material.58 He notes that although not all songs have a chorus, if one does, it is the focus of the 

song. Summach likewise notes that the chorus establishes the core message of the song, 

amplifying Covach’s observation by pointing out that the primary formal status of the chorus is 

reinforced by some combination of intensifying features. These features may include a denser or 

more active instrumental texture, prominent background vocals, and/or a melody in a higher 

register.59 Everett describes the chorus as a “larger-than-life” section that often has a thicker 

texture and that might contain more dramatic harmonies, melodic shape, or rhythms than those 

found in the verse. He also states that choruses tend to be harmonically stable, ending on tonic. 

Although the A section in AABA form is most often referred to as a verse, Stephenson labels the 

section as a chorus if that section begins with the title lyric.60  

Bridge 

The bridge occurs both in songs in AABA form and in Verse-Chorus form. In both 

forms, the bridge typically provides contrast. Covach states that although bridge sections might 

be musically interesting, they are almost never the focal point of a song.61 For Covach, the bridge 

of an AABA song “is often so subordinate that it serves only as a way to get away from the verse 

and allow it to be reintroduced as fresh.”62 Covach argues that, because of this, many listeners 

cannot easily remember the bridges of AABA songs.63 Stephenson defines the bridge as a section 

that connects two other sections and, therefore, the bridge never begins or ends a song. 

                                                

58 Covach, What’s That Sound?, G1. 
59 Summach, 106.  
60 Stephenson, 135.  
61 Covach, What’s that Sound?, G1.  
62 John Covach, “Lieber and Stoller, the Coasters, and the ‘Dramatic AABA’ Form,” in Sounding Out Pop: 

Analytical Essays in Popular Music, ed. Mark Spicer and John Covach (University of Michigan Press, 2010), 6. 
63 Covach’s exception to this is what he describes as the Dramatic AABA form discussed in the article.  
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Stephenson further observes that any new passage of music that is first heard after the second 

statement of the chorus can be called a bridge. Both he and Covach observe that the bridge is 

sometimes called the “middle 8” because of its location within a song and because it is often 

eight measures in length. Everett states that the bridge nearly always builds to an anticipatory 

dominant harmony in a “retransitional motion” that calls for the return of the tonic. If the section 

following the bridge begins on a harmony other than the tonic, then the bridge will end on the 

dominant of that chord. Everett notes that the bridge may lead to a verse, chorus, or instrumental 

section.64  

Refrain 

A refrain is a dependent section within one of the larger sections. Although lyrically 

invariant, refrains are distinguished from choruses because of their length in text (usually one 

line) and music (usually four measures). Although de Clercq cites the refrain as being the label 

that leads to the greatest disagreement among theorists, I found that the theorists surveyed for 

this study agree on the definition and characteristics of the refrain with only minor differences. 

Summach defines the refrain as “an invariant passage within a module that is otherwise lyric-

variant.”65 He goes on to say that the refrain is often where the central lyric idea, and thus part of 

the song title, occurs. Summach distinguishes between “head” and “tail” refrains that occur at the 

beginning or the end of the A section, respectively. Stephenson, again defers to its Latin 

etymological origins and defines the refrain as “a passage that breaks into the form repeatedly;”66 

                                                

64 Everett, The Foundations of Rock,148. 
65 Summach 20.  
66 Stephenson, 135. 
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he recognizes the refrain as consisting of one or two textual lines but not a complete section.67 

Like Stephenson, Covach states that the refrain is a subsection that often occurs in the last phrase 

or phrases of a verse and “functions much as a chorus does except that it is too brief to be 

considered a separate section and is otherwise clearly part of a larger section.”68 Although not 

explicitly defining the refrain, Everett observes that, when a verse contains a refrain, it is usually 

the final line of text but may instead be the first line. Although theorists propose variations in 

what does or does not constitute a refrain, in this study I use the label “refrain” to identify a 

short, musically and lyrically invariant passage in an otherwise lyric-variant section.  

Prechorus 

The prechorus is a section that, as its name implies, is placed before the chorus. Whereas 

the labels of verse, chorus, and bridge have received considerable attention in the literature, the 

prechorus has received relatively little. Covach states that the purpose of a prechorus is to “build 

up the musical movement toward the chorus”69 and adds that the section functions as a special 

kind of bridge between the verse and chorus. Everett states that the section seems to have been 

“invented” in 1964 and that it functions similarly as the Departure phrase in an SRDC phrase 

group.70 Summach acknowledges both the transitional and momentum building effects of the 

prechorus identified by changes in its groove, lyric phrasing, dynamics, register, instrumentation 

                                                

67 Note that Stephenson’s definition refers only to the text and not to the music so that any repetition or 
restatement of the text would be considered a refrain, which can occur at the beginning or end of any section, verse, 
chorus, or bridge. 

68 Covach, What’s that Sound?, G2. 
69 Covach, What’s that Sound?, G2.  
70 Everett, The Foundations of Rock, 146.  
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and timbre, and harmonic progression and rhythm, all which increase a forward momentum to 

the chorus.71  

Postchorus 

The postchorus is a section that as the name implies, comes after the chorus. It has 

received even less attention in the literature than the prechorus. Mark Spicer defines the 

postchorus as “a brief, self-contained passage that can be heard as a departure from the chorus 

and yet does not serve merely as a transition to the next verse.” 72 Covach uses the label “After 

chorus” for a section that he describes as growing out of the chorus that becomes its own 

section.73 Although de Clercq uses the term postchorus, he sees this section as functioning as a 

link and not as its own distinct section. Summach recognizes the postchorus as a distinct section 

only if it shows no transitional or introductory function. 

Motto/Tattoo 

Everett is the only theorist who addresses the motto (if sung) and the tattoo (if played 

instrumentally), which he defines as “short, one-phrase unit[s] that may reappear as if to bring 

the song back into focus, perhaps to call extra attention to the following verse.”74 Although 

Everett observes that mottos are much less common than tattoos, he argues that they exist 

independently of verses and choruses. I found that mottos are actually more common than tattoos 

in the songs of this study.  

                                                

71 Summach, 129.  
72 Mark Spicer, “(Per)form in(g) Rock: A Response,” Music Theory Online 17, no. 3 (Oct. 2011), accessed 

November 22, 2014, http://www.mtosmt.org/issues/mto.11.17.3/mto.11.17.3.spicer.html. 
73 Covach defines this section in his analysis of “Crucify” performed by Tori Amos, What’s that Sound?, 

506. 
74 Everett, The Foundations of Rock, 151.  
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Instrumental sections 

Instrumental sections, as de Clercq notes, often function in secondary or subsidiary roles 

in the general hierarchy. The instrumental sections may function as intros, outros, interludes, 

links, or solos. These sections might be based on the same musical material as other sections 

(e.g., the verse or the chorus) or might contain entirely new music. Instrumental sections that 

begin or end the song proper (i.e., the intro or the outro) are the least important from a formal 

perspective and have received relatively little attention in the literature.75 Instrumental sections 

within a song (e.g., between the chorus and the verse) have received more attention, but theorists 

differ in their labeling of these sections. For example, Covach labels short instrumental sections 

as “interludes” while de Clercq labels them as “links.” Summach distinguishes between “mid-

song intros” and “links.” He argues that an instrumental section functioning as a “mid-song 

intro” may only occur before the first module of a cycle.76 In contrast, a link functions in a 

transitional capacity by providing closure for one section while simultaneously looking forward 

to another.77 Instrumental sections might, however, provide contrast, such as with an 

instrumental solo. For example, Everett observes that “the strongest contrast can be brought to 

the verses, choruses, and bridges of a song by an instrumental passage.”78 Many theorists allow 

for such a contrasting instrumental section to be considered a bridge.  

                                                

75 Everett, The Foundations of Rock, 151.  
76 For example, in AAA form the A section and the cycle are the same; this means that an “introduction” 

can occur before any of the strophes. In AABA form, introduction material can occur only before the A sections but 
not the B section. The same is true in Verse-Chorus form, in which an introduction may occur before the verse but 
not the chorus.  

77 Summach labels links with a J for “Janus,” the Roman god of transitions whose two faces simultaneously 
look toward the past and the future.  

78 Everett, The Foundations of Rock, 150.  
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CHAPTER 4  

AAA STROPHIC FORM 

 Although Verse-Chorus form is the most commonly found form in the songs examined in 

this study, I begin the discussion with the simplest form found in popular song, AAA strophic 

form. Only three songs from the sample, all charting in the 1990s, can be considered to be in this 

form. Two of the songs are hip-hop/rap songs that include refrains that verge on choruses and 

thus may be understood as blends or hybrids of AAA Strophic form and Verse-Chorus form.  

 

Background 

I begin with a summary of other theorists’ descriptions of AAA strophic form in order to 

compare and contrast the examples from my sample. Covach labels this form as “Simple Verse” 

and defines it as a form that occurs over a repeated, underlying harmonic progression but in 

which the text changes from verse to verse.79 Although Covach does not explicitly address the 

repetition of melody in his description of Simple Verse form, in order for the form to be 

perceived, the melody must be fundamentally the same in each of the verses. In this form, the 

verses might be vocal or instrumental, and any number may occur.80  

Everett defines this “one-part form” as “containing only a single form of a section that is 

repeated for the song’s duration without contrasting material,”81 noting that folk songs often 

appear in this form.  

 Stephenson describes strophic form as “a form consisting of two or more exact (or 

essentially exact) repetitions of the same musical material.”82 He states that rock musicians and 
                                                

79 Covach, “Form in Rock Music,” 73.  
80 Covach, What’s That Sound?, 9.  
81 Everett, The Foundations of Rock, 141.  
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popular music analysts generally do not use the academic term “strophe” to refer to these 

sections of repeated music. Rather, in its simplest form, each section consists of a harmonic 

pattern of 8, 12, or 16 measures that is usually called a verse. In addition to this repeated section, 

which usually ends with a refrain, Stephenson recognizes that the form may also contain 

auxiliary sections such as introductions and codas.  

 Summach defines this form as having a single module (A). Unlike Covach and 

Stephenson, Summach calls this module a strophe rather than a verse because he argues that the 

strophe is fundamentally differently than a verse in both its lyric content and function. The verse 

sets up the chorus whereas a strophe is usually a complete lyrical idea with a refrain. Each 

strophe sets new lyrics to the same harmonic progression and melody and typically ends with a 

refrain. Summach uses number subscripts to indicate changes in lyrics for each section (A1, A2, 

A3, etc.) and a subscript “i” to indicate an instrumental strophe (Ai). I follow the same procedure 

in the analysis presented in this dissertation. 

In contrast to the present study, which contains only three songs in AAA strophic form, 

each with a tail refrain, Summach’s study of songs dating from 1955 to 1989 finds 63 strophic 

examples that contain refrains. Of these, five have head refrains, 48 have tail refrains, 13 contain 

both head and tail refrains, and 10 have no refrain at all. Thirteen songs, however, have both 

head and tail refrains.  

 

                                                                                                                                                       

82 Stephenson, 139.  
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Findings 

 Of the 402 songs examined in this dissertation, only three (0.7%) can be considered to be 

in AAA strophic form. It is clear, then, that the AAA strophic form has now become a rarity in 

popular song, with the most recent example from the sample occurring in 1997. None of these 

three songs fits the most basic A-section repeated variety, and two of the songs are hip-hop/rap 

songs that include refrains that verge on choruses. These two songs may be understood as 

hybrids of AAA Strophic form and Verse-Chorus form. 

 

Examples 

“Nothing Compares 2 U” (90-03) is the only song in the sample that is in a clear AAA 

strophic form.83 As illustrated in Example 4.1, which provides the text and form of the song, 

each A section contains a tail refrain with the title lyric italicized, and the last A section contains 

both instrumental and vocal passages. The song ends with a repeated refrain. 

 

                                                

83 Numbers in parentheses indicate the year and chart position of the song. Appendix A organizes the 402 
songs in the sample by year and chart position and provides the performing artist, songwriter(s), and producer(s).  
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Example 4.1 “Nothing Compares 2 U” (90-03) text and form 

A1 It’s been seven hours and fifteen days since you took your love away. 
 I go out ev’ry night and sleep all day since you took your love away. 
 Since you been gone I can do whatever I want; I can see whomever I choose. 
 I can eat my dinner in a fancy restaurant, but nothin’, I said nothin’ can take away these blues, 
Refrain ‘Cause nothing compares, nothing compares 2 U. 
 
A2 It’s been so lonely without you here like a bird without a song 
 Nothing can stop these lonely tears from falling. Tell me baby, where did I go wrong? 
 I could put my arms around every boy I see, but they’d only remind me of you. 
 I went to the doctor and guess what he told me, guess what he told me. 
 He said, “Girl, you better try to have fun no matter what you do.” But he’s a fool, 
Refrain ‘Cause nothing compares, nothing compares 2 U. 
 
Ai -3 Instrumental 
 All the flowers that you planted, mama, in the back yard, all died when you went away 
 I know that living with you baby was sometimes hard, but I’m willing to give it another try 
Refrain Nothing compares, nothing compares 2 U. 

Nothing compares, nothing compares 2 U. 
Nothing compares, nothing compares 2 U. 
 
 
 
. Example 4.2 provides a transcription of the first A section.  
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Example 4.2 “Nothing Compares 2 U” (90-03) transcription of A1 

 

 

The song confirms Summach’s observation that the strophe tends to be end-accented, 

with the most memorable material in the tail refrain. In addition to the repeated title lyric, a 

number of changes in the music itself serve to draw attention to the refrain. 1) The rhythm 

contains longer rhythmic durations than the previous measures; 2) the first note of “nothing” 

occurs on the highest pitch of the overall melody; 3) the lyric “nothing compares” is repeated 

with the same pitches and similar rhythm, in each occurrence concluding on the third beat of the 

measure; and 4) there is a significant change of harmony, emphasizing the subtonic and 

subdominant, before the section ends on the dominant. 

S 
 
 
 

S (repeat) 
or R 
 
 
 
R 
or D 
 
 
 
D 
 
 
 

C 
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It is important to understand why this refrain is labeled as a subsection of the verse rather 

than as an independent separate section. Most obvious is the fact that with only a single line of 

text spanning only four measures, the section is relatively too short to be considered a separate 

section. The formal pattern of the strophe itself also contributes to the refrain being perceived as 

part of the verse. The first two lines are almost identical in rhythm, melody, harmony, and text. 

The third line varies the rhythm, melody, and text, but the harmony remains the same as the first 

two lines. The fourth line begins as the third, but it contains a slightly faster rhythm in the 

melody and includes fragmentation in the melody and text. This fourth line also ends with a 

V7/vi chord instead of the tonic and ii7/^5 that appear at the end of the previous lines. This 

change of harmony at the end of the fourth line creates the expectation that something different 

will occur. Thus, it establishes the expectation of the subsequent refrain.  

“Nothing Compares 2 U” may be understood as Everett’s SRDC (Statement, 

Restatement, Departure, Conclusion) four-phrase model expanded into five phrases, with two 

possible readings of this strophe. The first interpretation would see the second phrase as a 

repetition of the first-phrase Statement and the third phrase as the Restatement based on the logic 

that Restatements are often not exact repetitions, but variants, of the initial phrase. Subsequently, 

the fourth phrase would be the Departure, as is evident by the change in harmony at the end of it 

and by the fragmented melody (a standard characteristic of the Departure phrase). The fourth 

phrase in this song, however, is melodically very similar to the third phrase, especially in terms 

of its vocal ornamentation. Because of this, one can alternatively read the first two phrases as the 

Statement and Restatement, and the third and fourth phrases as an extended Departure. In either 

interpretation, the A section is an expansion of an SRDC pattern with the refrain serving as the 

Conclusion.  
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 “Nuthin’ but a ‘G’ Thang” (93-11) provides an example of a hip-hop/rap song that can 

be understood to be in AAA strophic form but that contains a refrain that is nearly its own 

section because it exhibits chorus-like characteristics. Example 4.3 provides a form chart of 

“Nuthin’ but a ‘G’ Thang.” 

 
 
Example 4.3 “Nuthin’ but a ‘G’ Thang” (93-11) form chart 

Start Measures Section Form Comments 
0:00 4 Intro  Establishes groove, synth melody announces Verse 
0:10 10 Verse 1 A Sung 
0:35 12 Verse 2  Rapped  
0:55    String melody enters 
1:05 4 Refrain  “It’s like this…” 
1:16 12 Verse 3 A  
1:36     String melody 
1:46 4 Refrain   
1:56 4 Interlude  Functions as a type of postchorus ending the refrain 
2:06 12 Verse 4 A  
2:27    Different string melody, does not lead to refrain 
2:37 16 Verse 5   
3:17 4 Refrain   
3:27 12 Outro  Same material as interlude 

 
 

The intro establishes the groove, which is used throughout the entire song.84 Because this 

groove remains constant, the form must be determined through other musical features. The synth 

melody, shown in Example 4.4, enters as a type of announcement gesture before the first verse. 

 

                                                

84 The groove is based heavily on “I Want’a Do Something Freaky to You” performed by Leon Haywood. 
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Example 4.4 “Nuthin’ but a ‘G’ Thang” (93-11) synth melody 

 

 

The bass line, shown in Example 4.5, enters on the first verse at 0:10, reinforcing the 

vocal rap as the beginning of the section. 

 

Example 4.5 “Nuthin’ but a ‘G’ Thang” (93-11) bass line  

 

 

In the second verse, a new melody played by the strings, shown in Example 4.6, is added 

to the texture at 0:55. This melody signals a change in the form, building the anticipation and the 

sense of expectation for a new section.  

 

Example 4.6 “Nuthin’ but a ‘G’ Thang” (93-11) string melody  

 

 

This expectation is realized when the refrain, shown in Example 4.7, follows at 1:05. 
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Example 4.7 “Nuthin’ but a ‘G’ Thang” (93-11) first two measures of refrain 

 

 

Dr. Dre and Snoop Dogg simultaneously rap this refrain while being accompanied by the synth 

melody that announced the first verse. With the thicker vocal texture of both rappers, the 

repetitive nature of the lyrics and rhythm, as well as the additional synth melody, this section 

embodies many of the characteristics of a chorus. Because it is only four measures in length, 

however, and because it does not contain the core lyrical message, this refrain does not seem to 

be the focus of the song. Thus, despite being “chorus-like,” the section is better understood as a 

refrain to the first A section. In such situations, where a section exhibits characteristics of both a 

refrain and a chorus, de Clercq labels the section as a “refrain/chorus blend.”85  

The second refrain, at 1:46, is followed by a four-measure instrumental interlude. This 

interlude continues not only the synth melody from the refrain but also vocal samples in the 

background, which add thickness to the texture. Both the synth melody and vocal samples are 

removed from the texture, however, in the subsequent verse. Because of this thinning of texture 

at the beginning of the A3 section, this interlude functions like a postchorus that ends the A2 

section rather than as a link or a mid-song intro to the A3 section.86 The same musical material of 

the interlude returns after the final refrain in the outro, justifying the interpretation of the 

interlude as a type of postchorus.  

                                                

85 de Clercq, 241.  
86 Covach, however, labels this section an interlude and states that it parallels the introduction.  
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 “Can’t Nobody Hold Me Down” (97-05) provides the most complex example that falls 

into AAA strophic form in that it contains two different refrains and a contrasting, bridge-like 

section. Because the verses are relatively long and the refrains and contrasting section are 

relatively short, the song can be understood as a hybrid of AAA strophic form and Verse-

Chorus-Bridge form. Example 4.8 illustrates the overall form.  

 

Example 4.8 “Can’t Nobody Hold Me Down” (97-05) form chart 

Start Measures Section Form Comments 
0:00 4 Intro  Establishes groove 
0:12 18 Verse 1 A   
1:04 4 Refrain 1  “Don’t push us…” 
1:13 18 Verse 2 A  
2:04 4 Refrain 2  “Can’t Nobody…” sung, chorus-like 
2:15 16 Verse 3 A  
2:55 4 Refrain 1   
3:05 4 Contrasting  Bridge-like  
3:26 8+ Refrain 2  Repeat and fade 

 
 

The first refrain at 1:04 is shown in Example 4.9.  
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Example 4.9 “Can’t Nobody Hold Me Down” (97-05) refrain 187 

 

 

Although nothing changes in the instrumental track, significant changes in the vocal line draw 

attention to this refrain, which contains longer rhythmic values, repetitive syncopation, and 

somewhat pitched declamation by both rappers. As in “Nuthin’ but a ‘G’ Thang,” this four-

measure refrain does not contain the title lyric and is not long enough to be considered an 

independent chorus section.  

The second verse is the same length as the first but leads to a different refrain, shown in 

Example 4.10. 

 

Example 4.10 “Can’t Nobody Hold Me Down” (97-05) refrain 288  

 

 

                                                

87 This refrain is taken from “The Message” performed by Grandmaster Flash & The Furious Five.  
88 This refrain is based on “Break My Stride,” by Matthew Wilder 
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This refrain exhibits chorus-like characteristics with its out-of-tune singing in contrast to the 

previous rap, its location after the verse, and its title placement. Despite containing these chorus-

like characteristics, this four-measure section is, again, best labeled as a refrain.  

 A four-measure contrasting section, shown in Example 4.11, follows the third A section. 

 
 
Example 4.11 “Can’t Nobody Hold Me Down” (97-05) contrasting section 

   
 

 
 

This four-measure contrasting section at 3:05 exhibits characteristics of a bridge with its 

contrasting vocal declamation and rhythm. Refrain 2 follows this contrasting section and is 

repeated as the song fades out, thus functioning like a chorus. Although “Can’t Nobody Hold Me 

Down” can be understood in AAA strophic form because of its relatively long verses, it does 

exhibit characteristics of Verse-Chorus-Bridge form with its “chorus-like” refrains and 

contrasting section and therefore demonstrates a hybrid of the two forms.  

Both “Nuthin’ but a ‘G’ Thang” and “Can’t Nobody Hold Me Down,” with refrains that 

resemble choruses, demonstrate the “hybridized formal conventions” in hip-hop/rap songs 

mentioned in Chapter 2. 
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Chapters 4 through 9 of this dissertation include analyses and discussions of 73 of the 

402 songs in the sample, categorized by form. Rather than provide a conclusion for each 

individual chapter that can, at best, summarize only a small portion of the entire dissertation, 

while drawing no comparisons or conclusions beyond the local discussion, in Chapter 10 I 

provide a summary of the overall findings of the study.  
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CHAPTER 5 

AABA FORM 

 AABA form is similar to AAA form in that it contains a repeated strophe but differs in 

that it contains a contrasting B section, or bridge. This form is more prevalent than AAA form in 

the songs in the sample, but only 12 songs, all charting in the 1990s, can be considered to be in 

AABA form, and three of these are remakes of songs dating from 1956 to 1970. The remaining 

nine songs illustrate various expansions and extensions of AABA form through internal 

lengthening of sections and/or repetition of those sections. Some songs demonstrate similarities 

to Verse-Chorus form and others present deviations from the standard AABA model. 

Background 

I begin with a background of AABA form to provide context, and I provide a summary of 

other theorists’ descriptions of the form in order to compare and contrast the examples from my 

sample. AABA form was the norm for Tin Pan Alley songs, popular from the end of the 

nineteenth century through the early twentieth century.89 The form continued to be used in early 

rock songs in the 1950s and 60s, but as Summach has shown, its use decreased significantly in 

the 1970s and 80s.90 With each section consisting of four, eight-measure sections, the form is 

also known as 32-bar song form.91 In its most basic variety, the song begins with an eight-

measure A section, which often contains a refrain. This A section is repeated. The B section, or 

bridge, provides contrasting harmonic, melodic, and lyrical content. The final A section returns 

                                                

89 Tin Pan Alley refers to the area in New York city where music publishers and songwriters worked. Allen 
Forte provides detailed analysis of many of these songs in The American Popular Ballad of the Golden Era, 1924-
1950: A Study in Musical Design. Princeton University Press, 1995.  

90 Summach, 60, 188.  
91 Covach observes that songwriters of the 1950s and 60s modified the lengths of these sections to 12 or 

even 16 bars. 
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to conclude the form. A song might consist of a single cycle of the AABA form, or it may 

consist of more than one cycle in its entirety (known as full reprise) or in part (known as partial 

reprise).92 Everett states that this AABA structure is a large-scale version of the SRDC pattern93 

while Stephenson labels this form rounded binary, as it is commonly referred to in Western art 

music.94  

 Theorists might label the A section of a song in AABA form as either a verse or a chorus. 

Both Covach and Everett refer to the section, which may include a refrain, as a verse.95 

Stephenson, however, states that the A section might meet the definition of either a verse or a 

chorus, depending on the placement of the refrain. For Stephenson, if the section has no refrain, 

or if the refrain occurs at the end of the A section, then this section must be labeled a verse; if the 

refrain begins the A section, then it is labeled a chorus. Although Stephenson acknowledges that 

his distinction might not be widely accepted, he notes that the chorus-bridge type of AABA was 

more prominent in the 1950s and early 1960s whereas the verse-bridge type was more popular 

beginning in the late 1960s. Whether labeled as a verse or a chorus, the A section of a song in 

AABA form can be, and often is, similar to the A section found in AAA strophic form; 

Summach, therefore, does not label the section as a verse or a chorus but instead labels the 

section as a strophe.  

The B section of the form provides important contrast to the A section. Both Stephenson 

and Covach view this section as a bridge and observe that it is often referred to as the “middle 

                                                

92 Covach, What’s That Sound?,15.  
93 Everett, The Foundations of Rock, 141. 
94 Stephenson, 140.  
95 Covach, “Lieber and Stoller,” 5; Everett, The Foundations of Rock, 141-44. 
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eight.”96 Covach notes that the bridge of an AABA song “is often so subordinate that it serves 

only as a way to get away from the verse and allow it to be reintroduced as fresh.”97 Because of 

this, he argues that many listeners cannot easily remember the bridge material of AABA songs.98 

Everett, however, states that the contrasting section can be labeled either a bridge or a chorus, 

with the latter designation implying that the B section is not only recognizable but also an 

important focus of the song.99  

Typically, the A section establishes and prolongs tonic, and is therefore harmonically 

closed. As in Western art music, the B section is transitional; it usually begins with a chord other 

than tonic (in other words, off tonic) and ends on dominant, and is therefore harmonically open; 

this dominant necessitates a return to the tonic at the beginning of the subsequent A section. 

Summach’s survey of 192 AABA songs confirms this schema. In his study, 91% of the A 

sections examined begin on tonic and 89% end on tonic. In contrast, only 20% of the B sections 

begin on tonic and 17% end on tonic.100 Summach states that the B section is an area of change 

and instability in the song, which functions as a means to “reinvigorate interest in A and to make 

the return of A seem imperative.”101 He observes that this is most often accomplished through 

the use of harmony. Although the most common pairing of first and last chords of the B section 

in AABA songs in his study is the subdominant and dominant, Summach shows a decline of this 

                                                

96 Covach, “Form in Rock,” 69.  
97 Covach, “Lieber and Stoller,” 6.  
98 Covach’s exception to this is the Dramatic AABA of the article.  
99 Everett, The Foundations of Rock,143.  
100 Summach, Example 4.4, 189.  
101 Summach 60.  
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incidence in bridges from 1959 to 1969, with a marked shift occurring around 1964, and by 

1969, with a complete elimination of this pairing.102  

 

Findings 

Only 12 songs (3.0%) of the 402 songs in the sample used in this dissertation might be 

understood to be in AABA form. All 12 songs charted between 1990 and 1995 and three of those 

songs are remakes (“In the Still of the Nite,” “Can’t Help Falling in Love,” and “I’ll Be There,” 

released in 1956, 1961, and 1970, respectively). In the analyses that follow, I proceed from the 

clearest example of AABA form to more complex examples that demonstrate expansions, 

blends, and deviations. I compare the characteristics of the A and B sections to the descriptions 

by the aforementioned theorists illustrating, in particular, how the B section provides contrast to 

the A sections. 

 

Standard AABA  

“Vision of Love” (90-06) provides a relatively clear example of a song in standard 

AABA form. Example 5.1 shows the form with text and harmonies.  

 

                                                

102 Summach Examples 4.5 and 4.6, 189.  
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Example 5.1 “Vision of Love” (90-06) form with text and harmonies 

Intro: (no defined meter, vocal ad libs) 

A1: [C:]      |I                        |v/^1                 |IV                            |V+/vi                      V7/vi 
Treated me kind, sweet destiny, carried me through desperation, to the one that was waiting for me. 
                |I                         |v6                    |IV                    |V+/vi                 V7/vi 
                  It took so long, still I believed, somehow the one that I needed, would find me eventually. 

                 |i6          V7/V             |IV              IV/^5                            |I   I+   | I    ♭VII 
Refrain:      I had a vision of love, and it was all that you’ve given to me. 

 
A2: Prayed through the nights, felt so alone, suffered from alienation, carried the weight on my own. 
    Had to be strong, so I believed, and I now I’ve know succeeded, in finding the place I conceived.  
   |i6         V7/V             |IV              IV/^5                            |i6 
Refrain:    I had a vision of love, and it was all that you’ve given to me.  
                V7/V             |IV              IV/^5 

  I had a vision of love, and it was all that you’ve given me.  
 

B:  |♭VII       | I   vi7 | ♭VII                       |I                           vi7 
   I realized a dream,  and I visualized the love that came to be.  

|♭VII                          |I                              vi7           | ii             |IV/^5 
  Feel so alive, I’m so thankful that I’ve received the answer that heaven has sent down to me. 
 

A3 You treated me kind, sweet destiny, and I’ll be eternally grateful, holding you so close to me. 
 Prayed through the nights, so faithfully, knowing the one that I needed would find me eventually. 

Refrain:                I had a vision of love, and it was all that you’ve given to me. 
              V7/V             |IV              IV/^5 |i6 V7/V |IV             | I  I+ | ⋅/⋅ | I ♭VII| I 

 I had a vision of love, and it was all              that you turned out to be.  
 
 
 

The A section is 12 measures in length. The first two phrases use the same harmonic 

progression, albeit with a slightly different bass line, and the third phrase functions as the refrain, 

which includes the title lyric.  

In “Vision of Love,” the first A section is harmonically closed, with the melody and 

harmony coming to a cadence on the tonic in the third measure of the refrain. The second A 

section follows similarly as the first until the refrain, which is repeated. The repetition of the 
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refrain does not cadence on the tonic but instead ends on IV/^5 (a common dominant-function 

chord in popular songs) and leads to the B section.103  

The B section is eight measures in length and follows the standard model of AABA songs 

in that it begins off tonic (on ♭VII) and ends with a dominant-function chord (IV/^5); this 

dominant requires a resolution and, subsequently, a return of the A section.  

The text of the final A section is very similar to the first two A sections. This final A 

section is extended, with the refrain repeating as it did in the second A section, but instead of 

concluding on the tonic, the harmonies repeat once more on the word “all.” The forward 

harmonic motion is temporarily suspended on the subdominant as Carey adlibs an a cappella 

blues riff, producing a vocal embellishment that is analogous to a cadential six-four chord 

cadenza. The song then concludes with a four-measure prolongation of tonic. 

“Vision of Love” thus follows the AABA model in that the sections are presented only 

once with no repetitions. The A sections contain tail refrains, the first of which is harmonically 

closed; the B section begins off tonic and is harmonically open; the final A section both begins 

and ends on tonic. Additions and expansions include the introduction, the 12-measure A sections, 

and the extended refrain of the final A section. 

 

Expanded A and B sections in Standard AABA form 

 “Black or White” (92-14) is also in AABA form and, like “Vision of Love,” presents 

each section only once. Additional features that provide interest include an A section constructed 

                                                

103 Although this IV/^5 harmony may be understood as V11, I use the same labeling of the chord as Everett. 
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of a 12-bar blues progression with an SRDC phrase pattern, instrumental interludes, and an 

expanded, two-part bridge.  

Harmonically, the A section is built over a 12-bar blues progression. Although the 12-bar 

blues progression exists in many variants, Figure 5.1 shows a typical 12-bar blues progression 

with at least some of the possible variations shown in parentheses.104  

 
 
Figure 5.1 Typical 12-bar blues progression 

Measures:  1     2    3   4 5 6 7 8 9 10 11 12 

Harmony:  I         I (IV)  I   I IV IV   I  I  V IV (V)  I  I (V) 

 

Theorists typically describe the 12-bar blues not only in terms of its harmonic progression but 

also in terms of its text and phrase organization, which consists of a pattern of three phrases, 

each four measures in length in an a-a-b pattern. Although it is not a requirement that the lyric 

ask and answer a question, Covach states that this bar form may be conceived as “question-

question-answer”: the first phrase poses a question, the second phrase repeats the question, and 

the third phrase provides the answer.105 

The A section of “Black or White,” however, does not follow this 3-phrase model and 

instead consists of four textual phrases in an SRDC pattern, labeled along the right side in 

Example 5.2, which shows the form with text and harmonies.  

 

                                                

104 Figure 5.1 includes the variations de Clercq finds in theorists’ writings of the 12-bar blues, 67. Although 
not notated in the figure, chords may also contain a seventh.  

105 Covach, What’s that Sound?, 11.  
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Example 5.2 “Black or White” (92-14) form with text and harmonies 

Intro:  |I  | (8x) 
 
A1 [E]:   |I       |⋅/⋅ 
  I took my baby on a Saturday bang       S 
 |⋅/⋅        |⋅/⋅ 
  Boy, is that girl with you? Yes, we’re one and the same    R 
         |IV            |⋅/⋅  |I     |⋅/⋅ 
 Now I believe in miracles, and a miracle has happened tonight    D 
         |V     |IV       |I      |⋅/⋅ 
Refrain: But if you’re thinkin’ about my baby, it don’t matter if you’re black or white  C 
 
Interlude: |I  |⋅/⋅ 
 
A2 They print my message in the Saturday Sun   
 I had to tell them I ain’t second to none 
 And I told about equality, and it’s true, either you’re wrong or you’re right 
Refrain: But if you’re thinkin’ about my baby, it don’t matter if you’re black or white 
 
Interlude:  |I  |⋅/⋅  |I  |⋅/⋅   
 
B: (1) I am tired of this devil; I am tired of this stuff;  

I am tired of this business, so when the going gets rough 
 I ain’t scared of your brother; I ain’t scared of no sheets;  

I ain’t scared of nobody, so when the going gets mean 
 
B: (2) Protection for gangs, clubs, and nations causing grief in human relations 

It’s a turf war on a global scale. I’d rather hear both sides of the tale 
See it’s not about races, just places, faces. Where your blood comes from is where your space is 
I’ve seen the bright get duller. I’m not gonna spend my life being a color 

 
A3:  Don’t tell me you agree with me when I saw you kickin’ dirt in my eyes  D 
 But if you’re thinkin’ about my baby, it don’t matter if you’re black or white  C 
Refrain: I said if you’re thinkin’ about my baby, it don’t matter if you’re black or white 

I said if you’re thinkin’ about bein’ my brother, it don’t matter if you’re black or white 
 
 

Example 5.3 shows a transcription of the A section with the SRDC labels above each of 

the phrases.  
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Example 5.3 “ Black or White” (92-14) SRDC pattern in the A section 

 
 
 

The Statement is two measures in length, and the Restatement is almost identical in rhythm and 

melody. The Departure phrase begins as an anacrusis to the fifth measure with the arrival of the 

subdominant harmony, a common harmony for the beginning of the Departure phrase in an 

SRDC pattern.106 This Departure phrase is fragmented into two, one-measure sub-phrases by 

way of the rest that separates the two independent clauses of the text (“I believe in miracles” and 

“a miracle has happened tonight”). Fragmentation is another characteristic feature of the 

Departure phrase. The Conclusion phrase functions as the refrain, which consists of the title lyric 

emphasized with the addition of background vocals as well as the melody and harmony ending 

on the tonic. 

Two interludes are identified in Example 5.2. Both contain the same two-measure guitar 

riff that is first presented in the introduction and might be considered to be mid-song 

                                                

106 Summach, 27. 
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introductions. Summach, however, states that a mid-song intro may only occur before the first 

module of a cycle. In “Black or White,” the second interlude occurs before the B section and 

therefore this interlude, at least according to Summach, may not be interpreted as a mid-song 

intro. Because both instrumental interludes could easily be removed without significant change 

to the overall form of the song, they are simply labeled as interludes.  

The B section of “Black or White” offers an example of an expanded, two-part bridge. 

The first part of this bridge is eight measures in length and provides contrast to the A section in 

the following two ways: 

 1) There is a significant change in texture and instrumentation. The percussion groove 

changes to a strong backbeat accent. The guitar riff is eliminated, replaced by a driving 

sixteenth-note pattern in the bass and doubled in the synth. The voice is decreased dynamically, 

moved into the background of the mix, and panned to the left side, with reverb on the right, 

creating an aural sense of distance.  

2) The melody and harmony are significantly different than the A sections. In contrast to 

the A sections in E major, the first part of the B section is in E minor and the syncopated melody 

begins and ends strongly on beats 1 and 3, in short one-measure statements in dialogue with the 

backbeat. 

 The second part of the B section is likewise eight measures in length and is rapped. The 

bridge ends on the subdominant, with all the instruments coming to a rest as the lyric continues 

“I’m not gonna spend my life being a color.” David Temperley identifies this convention as the 
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“plagal stop cadence,” a device commonly found at the end of a chorus.107 Here this plagal-stop 

cadence marks the end of the B section. Rather than lead to the return of the tonic at the 

beginning of the final A section, however, the subdominant chord at the end of the B section is 

prolonged as the return of the final A section begins with the third, Departure phrase rather than 

with the initial Statement phrase.  

“Black or White” thus provides an example of AABA form with some variations. The A 

sections consist of the 12-bar blues progressions with an SRDC phrase pattern; the B section is 

an expanded, two-part bridge that begins on the minor tonic and ends on the subdominant rather 

than the retransitional dominant; and the final A section is only a partial statement of the section. 

 

“(Everything I Do) I Do it For You” 

 “(Everything I Do) I Do it For You” (91-01) provides another example of the expanded 

AABA form and is shown in Example 5.4.  

 

                                                

107 David Temperley, “The Cadential IV in Rock,” Music Theory Online 17, no. 1 (April 2011), accessed 
May 20, 2015, http://www.mtosmt.org/issues/mto.11.17.1/mto.11.17.1.temperley.html.  
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Example 5.4 “(Everything I Do) I Do it For You” (91-01) form with text 

A: Look into my eyes. You will see what you mean to me.     S 
 Search your heart, search your soul, and when you find me there you’ll search no more.  R 
 Don’t tell me it’s not worth tryin’ for. You can’t tell me it’s not worth dyin’ for.   D 
Refrain: You know it’s true. Everything I do, I do it for you.       C 
 
A: Look into your heart. You will find there’s nothing there to hide. 
 Take me as I am, take my life. I would give it all, I would sacrifice. 
 Don’t tell me it’s not worth fightin’ for. I can’t help it, there’s nothing I want more. 
Refrain: You know it’s true. Everything I do, I do it for you.  
 
B: There’s no love like your love, and no other could give more love. 
 There’s nowhere unless you’re there. All the time, all the way, yeah. 
 
 [Instrumental] Guitar solo 
 
A: Oh, you can’t tell me it’s not worth tryin’ for. I can’t help it, there’s nothing I want more.  D 
 Yeah, I would fight for you. I’d lie for you. Walk the wire for you; yeah, I’d die for you.  (insert) 
Refrain: You know it’s true. Everything I do, oh, I do it for you.     C 
 
 
 

Each A section is expanded to a length of 16 measures and consists of an SRDC phrase 

group. The B section consists of two parts, one that is sung and the other that is instrumental. 

The first sung section begins off tonic (♭VII) and ends on the expected retransitional dominant. 

Rather than return to the tonic and the A section, however, this dominant leads to an eight-

measure electric guitar solo that begins on the subdominant instead of the anticipated tonic.  

As in “Black or White,” the final A section of “(Everything I Do) I Do it For You” is 

shorter than the previous A sections because it begins with the Departure phrase. Instead of 

proceeding to the Conclusion phrase, however, an extra phrase is inserted and delays the 

expected refrain. When the refrain finally does arrive, the resolution to the tonic is further 

delayed until the final measure of the phrase. 

 “(Everything I Do) I Do it For You)” thus demonstrates the expanded AABA form with 

the internal expansion of sections, as well as the contrasting instrumental section.  
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Partial Reprises 

More often than not, any section of the AABA form is repeated, in what is known as a 

“partial reprise.” “Don’t Know Much” (90-03) offers an example of such a partial reprise, which 

extends the AABA form with an additional, final A section. Example 5.6 provides a form chart.  

 

Example 5.6 “Don’t Know Much” (90-03) form chart 

Start Measures Section Comments 
0:00 2.5 Intro Compresses refrain to 10 beats instead of 12 
0:11 9 A1 Harmonically closed, starts and ends on I 
0:45 9 A2  
1:18 9.5 B Starts on vi, modulates to ♭III 
1:53 9 A3   
2:26 9 AI four-measure instrumental + 5 measure vocal refrain 
3:00 5 Refrain Repeated with adlibs 

 
 

This final A section consists of a four-measure instrumental section that features an electric 

guitar solo, and the five-measure vocal refrain.  

“I’ll Be There” (92-16) provides another example of a partial reprise in AABA form. 

Unlike “Don’t Know Much,” which only includes an additional A section, “I’ll Be There” 

contains the addition of a partial cycle (ABA) and a coda section. Example 5.7 provides a form 

chart.  
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Example 5.7 “I’ll Be There” (92-16) form chart  

Start Measures Section Comments 
0:18 4 Intro Separate harmonic progression and melody, not from a 

core module 
0:30 8 A1 Harmonically closed, starts and ends on I with a linking 

V7 
0:53 8 A2  
1:17 8 B Starts on ♭III, ends on IV/^5 
1:40 8 A3  
2:04 8 A4  
2:27 9 B  
2:54 8 A5  
3:17 8+8 A/Coda Chord progression of A section repeated, but without the 

verse melody; “chorus-like” in the repetition of the title 
lyric, instrumentation, dynamics, and background vocals 

4:04 2 + fermata refrain  
4:17 4 Outro Similar to Intro, ends on IV 

 
 

The A3 section (at 1:40) can be understood as an elision of the first and second AABA 

cycles. It functions as both the last section of first cycle and the first section of the second cycle. 

The song contains an additional, extended A section (at 3:17), which might be understood as a 

coda. The chord progression in this coda is the same progression as that in the A section, but the 

melody from the verse has been replaced with background vocals singing the title line. With the 

repetition of the title lyric, the thicker instrumentation, the louder dynamic, and the addition of 

background vocals, this coda has chorus-like qualities. 

 Another song that extends the AABA form through repetition is “Can’t Help Falling in 

Love” (93-03), a remake of the Elvis Presley original. In the original version, the AABA form is 

extended with a partial reprise of the BA sections creating an AABABA form. In the remake, in 

addition to the partial reprise of the BA sections at the end of the song, the form contains 

additional A and B sections that appear at the beginning of the song. The form of the remake is 



 

 

 60 

illustrated in Example 5.8, with the additional sections at the beginning and ending marked with 

a double line.  

 

Example 5.8 “Can’t Help Falling in Love” (93-03) form chart 

Start Measures Section Comments 
0:00 8 A1 Harmonically closed 

Voice and synth  
0:23 5 BI Instrumental; starts on iii, ends on V 
0:37 8 A1 A section repeated 
0:59 8 A2   
1:21 5 B With text 
1:35 8 A3  
1:57 5 B Repeated 
2:11 8 A3  
2:33 4+4+4+4 etc. A/Outro Refrain repeated three times, instrumental outro and fade out 

 
 

Blends 

 “Tears in Heaven” (92-06), one of only a handful of songs that overlap between de 

Clercq’s sample and my own, provides an example that demonstrates differing analyses among 

theorists. I first present de Clercq’s analysis, which illustrates his use of blends and is largely a 

discussion of Temperley’s analysis, before providing my alternative reading.108  

Example 5.9 reproduces Temperley’s form chart of “Tears in Heaven” that appears in de 

Clercq’s dissertation.  

 

                                                

108 De Clercq highlights the similarity of blends with Caplin’s “form-functional fusion,” in which a single 
section has two different functions. 
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Example 5.9 “Tears in Heaven” (92-06) Temperley form chart 

Start Measures Section Lyrics 
0:00 4 intro (link)  ---- 
0:13 8 verse “Would you know my name….”  
0:38 6 chorus “I must be strong and carry on….” 
0:56 4 link ---- 
1:09 8 verse  “Would you hold my hand….” 
1:34 6 chorus “I’ll find my way through night and day….” 
1:53 4 link ---- 
2:05 8 bridge “Time can bring you down….” 
2:30 8 solo (verse) ---- 
2:55 6 chorus “Beyond the door there’s peace….” 
3:14 5 link ---- 
3:26 8 verse “Would you know my name….” 
3:51 6 chorus “I must be strong and carry on….” 
4:10 4 outro (link) ---- 

 
 

As de Clercq points out, Temperley does not provide a compound form for his analysis, 

and so de Clercq suggests an overall AABAA pattern.  

Example 5.10 provides a transcription of the first A section (Temperley’s verse and 

chorus). 
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Example 5.10 “Tears in Heaven” (92-06) A section 

 

 
 

The section beginning in measure 9 of Example 5.10 (what Temperley labels a chorus), 

de Clercq states, could be a prechorus/chorus blend. This “chorus” begins off tonic and is more 

chromatic than the previous eight measures. These are common characteristics of a prechorus. 

The strong cadential motion at the end of the section, with the lyric refrain “here in heaven,” is 

typical of a chorus. De Clercq points out, however, that three of the four “choruses” Temperley 

labels in “Tears in Heaven” contain different text and thus contradict virtually every definition of 

a chorus. The change in the lyric of each of these sections, de Clercq argues, negates the 

perception of the section as a chorus. In contrast, the “verses” Temperley labels actually contain 

very similar text (each line begins with “Would you” and concludes with “if I saw you in 
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heaven?”) and thus demonstrate lyric invariance that is more commonly associated with a chorus 

that a verse. 

The details raised by de Clercq’s analysis have merit, but his discussion ignores other 

features that are common characteristics of a chorus, such as a thicker vocal texture. The 

“chorus” of “Tears in Heaven” contains no thickening of the vocal texture. A typical chorus is 

also often made prominent through a melody in a higher register. Here the opposite is true, with 

the melody descending chromatically into in a lower register, which deemphasizes, rather than 

highlights, the significance of the section.  

What Temperley separates into verse and chorus sections is better described as an SRDC 

phrase group, and thus a single A section. Understood from this perspective, de Clercq’s entire 

discussion of blends is debatable. The first two phrases, which Temperley labels as the verse, are 

clearly the Statement and Restatement phrases based on their lyric, melody, and harmony. Both 

phrases begin on tonic and end on dominant. The third phrase, which Temperley labels as the 

beginning of the chorus, is clearly the Departure phrase, which provides contrast by beginning on 

the submediant and by tonicizing the supertonic. The final phrase, with its refrain and strong 

cadence, functions as the Conclusion phrase. My analysis of the form of “Tears in Heaven” is 

shown in Example 5.11. The sections agree with de Clercq’s suggested AABAA form.  
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Example 5.11 “Tears in Heaven” (92-06) form chart 

Start Measures Section Comments 
0:00 4 Intro  
0:13 18 A1 14 + four-measure interlude 
1:09 18 A2   
2:05 8 B  
2:30 8 AI  Guitar solo (S + R phrases) 
2:55 11 A3 “Beyond the door…” (D + C phrases) + 5-measure 

interlude 
3:26 18 A1  

 
 
 
 “Unbelievable” (91-06) provides an example of an AABA form that, like the hip-hop/rap 

songs in Chapter 3, contains refrain/chorus blends as well as chorus/link blends. Example 5.12 

provides a form chart. 

 

Example 5.12 “Unbelievable” (91-06) form chart 

Start Measures Section Comments Group 
0:00 6 Intro   
0:14 8 Verse  A1 
0:32 4 Refrain Tail refrain/chorus blend 
0:42 4 Interlude Chorus/link blend 
0:52 8 Verse   A2 
1:09 4 Refrain  
1:19 8 Interlude  
1:37 8 Bridge No chord B 
1:56 8 Verse  A1 
2:14 8 Refrain  
2:33 8 Interlude With plagal stop cadence and title 
2:51 8 Solo Guitar solo Coda 
3:09 8 Instru Includes background vocals 

 
 

The refrain is shown in Example 5.13. 
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Example 5.13 “Unbelievable” (91-06) refrain 

        | I                                | IV                     V      
Refrain:  The things you say, your purple prose just gives you away 
          | I                      |IV  NC (No Chord) 
  The things you say.  You’re unbelievable 

 
 
 

The refrain, which meets all of the criteria of a refrain and which appears in the correct place, 

also contains characteristics of a chorus. Here the instrumentation is thicker with the addition of 

electric guitar and piano, and the speed of text declamation, compared to the preceding text, 

slows considerably. The section ends with a subdominant chord on the downbeat of the last 

measure before the instrumental accompaniment ceases, and the title lyric continues, “You’re 

unbelievable.” This is another instance of the “plagal-stop cadence,” a device that is commonly 

used at the end of a chorus section. These features highlight the importance of the section and 

lead to a possible perception of the section as a chorus. No other musical features suggest that 

this section is the focus of the song, however, and the entire section, at only four measures in 

length, is not long enough to be considered a separate chorus. Therefore, this section is best 

understood as a refrain that exhibits chorus characteristics, and is an example of a tail 

refrain/chorus blend, after de Clercq.  

An interlude, four measures in length, follows this refrain and is shown in Example 5.14. 

 

Example 5.14 “Unbelievable” (91-06) Interlude 

Interlude  |I   ♭III      | IV   ♭III  |  
   Oh! (what the?) 
  |I   ♭III    | IV         ♭III     
        (what the f*** was that?) 
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This interlude is primarily instrumental (with the vocals shown in parentheses in the background 

of the mix) and restates the lyric from the introduction. In this sense, the section might be 

understood to function as a mid-song intro to the next A section. This interlude, however, 

contains a new chord progression and prominent guitar riff. It also exhibits greater intensity than 

the previous sections by way of its louder dynamic and thicker texture. In this sense, the 

interlude might be perceived as a separate section with chorus-like features and thus be 

understood as a chorus/link blend. This interlude is only four measures in length, but when it 

returns at the end of the second A section (at 1:19), the interlude is repeated. The eight-measure 

length of this second interlude increases the likelihood of it being perceived as an independent 

section. Thus, “Unbelievable” exhibits A sections that contain both a refrain and an interlude, 

each of which exhibit characteristics of independent sections and blends.  

“From a Distance” (91-15) contains a bridge that exhibits chorus-like characteristics and 

an instrumental interlude that exhibits bridge-like characteristics. Example 5.15 provides a form 

chart for the song.  

 

Example 5.15 “From a Distance” (91-15) form chart 

Start Measures Section Comments Group 
0:00 4 Intro   
0:15 15 Verse SRDC pattern with head refrain, elides with 

interlude 
A1 

1:07 2 Interlude  
1:14 15 Verse   A2 
1:19 1 Interlude  
2:10 4 Bridge Chorus-like  B 
2:24 6 Interlude Similar to the introduction, ends on the dominant  
2:45 20 Verse C phrase extended a measure and repeated A3 
3:53 8 +2 Bridge Repeated + Instrumental ending B 
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The bridge, shown in Example 5.16, is unique due to its brevity and the fact that it 

exhibits chorus-like qualities.  

 

Example 5.16 “From a Distance” (91-15) bridge 

 
 

The shorter text phrase “God is watching us,” repeated three times, and the title lyric on the 

harmonic cadence contribute to the chorus quality of the section. A louder dynamic level and the 

addition of background vocals in this section also contribute to the effect. Given the section’s 

placement after two statements of the A section, however, it is more likely perceived as a 

bridge—albeit one that, at only four measures in length, is very short. The fact that this bridge is 

repeated at the end of the song in a manner similar to a chorus also adds to the chorus-like 

quality of the section.  

The instrumental section that follows the bridge contains a similar melody and harmonic 

progression as the introduction. This six-measure interlude, however, compensates for both the 

brevity of the bridge as well as for its lack of retransitional dominant by ending on the dominant 

necessary for the return of A. Because of these features, this instrumental interlude can be 

understood as a blend of both bridge and instrumental functions and is therefore included in the 

B section.  
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Deviations 

Whereas the previous examples demonstrated expansions and extensions of AABA form 

through internal expansion of the sections or through repetition of the sections, the remaining 

examples in this chapter contain A and B sections that are presented in a different order than in 

the standard AABA form and therefore make the formal label problematic. 

 “In the Still of the Nite (I’ll Remember)” (93-12) provides an example in which the B 

section appears after only a single presentation of the A section. Example 5.17 illustrates the 

form.  

 

Example 5.17 “In the Still of the Nite (I’ll Remember)” (93-12) form with text and harmonies 

Intro [E:] I  | vi  | IV  | IV/^5  V|  
(Shoo doop shoo be doo) 

 
A1:           |I               |vi        |IV                          |IV/^5  V 
 In the still of the night I held you, held you tight. 
              |I                    |vi                      |IV                |IV/^5  V 
 Oh I love, love you so. Promise I’ll never let you go 
                |I                   IV6

4          |I  
Refrain: In the still of the night (In the still of the night) 
 
B:    |IV              | ./⋅          |I                 | ⋅/⋅ 

I remember that night in May when the stars were bright up above 
  |IV      |iv   |V7/V           |V7 

 I hope and I pray to keep your precious love 
  
A2: So before the light hold me again with all of your might 
Refrain: In the still of the night (In the still of the night) 
 
Intro   
 
A2: So before the light hold me again with all of your might 
Refrain: In the still of the night (In the still of the night) 
 In the still of the night 
 
Intro/Outro  fade with adlibs 
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The first A section exhibits chorus-like characteristics. It begins and ends on tonic and 

contains the title lyric at both the beginning and the conclusion of the section. The repetition of 

the title lyric at the end of the A section, shown in parentheses, prolongs the tonic and reinforces 

the sense of closure.  

Instead of a second A section, the B section follows the first A section and exhibits many 

of the characteristics typical of a bridge. It provides contrast in text, melody, and harmony; it 

begins on the subdominant; and it ends on the retransitional dominant.  

When the A section returns it is only six measures in length and consists of only two lines 

of text. At this point the song could be over and would neatly fit into an ABA form. The intro 

material, however, is restated after this return of the A section.109 The A2 section returns with an 

extended refrain. The intro material sounds once again but now serves as an outro over which 

vocal ad libs are heard as the song fades out.  

As a whole, “In the Still of the Nite,” is in ABA form, with a repetition of the last verse. 

It could, however, also be understood in ABAA form, slightly different than the typical AABA 

arrangement.  

 “Baby Baby” (91-10) presents an unusual example in that it is not in a clear AABA form 

because of the interludes that interrupt the order of sections, the key changes, and the 

arrangement of sections. The first A section is shown in Example 5.18. 

 

                                                

109 In the original version, a saxophone solo is featured in this part of the form.  
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Example 5.18 “Baby Baby” (91-10) A section 

 
 

 
The first two phrases present clear Statement and Restatement phrases. The Departure phrase 

offers contrast in rhythm, melody, harmony, and text but is only two measures in length, and no 

separate Conclusion phrase is employed. Instead, the end of the Departure phrase takes on 

characteristics of a Conclusion phrase.110 The Conclusion portion (marked in parentheses) seems 

more like a vocal ad lib than a true concluding phrase. Because it occurs over the same two-

measure chord progression of the introduction, the conclusion of the phrase might initially be 

interpreted as an elision into the next section. This is not the case, however, and the song leads to 

a second A section. 

This second A section is followed by the B section, shown in Example 5.19.  

 

                                                

110 This fusion of functions is similar to what William Caplin recognizes, in Western art music, as the 
continuation and cadential functions in sentence structure. 

S 

R 

D (C) 
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Example 5.19 “Baby Baby” (91-10) B section 

 
 
 
 
The introduction of the dominant chord provides harmonic contrast for this B section. The 

change of rhythm with each phrase beginning on or near the downbeat provides rhythmic 

contrast, and the change in melodic contour offers melodic contrast. The addition of background 

vocals thickens the texture, producing a chorus-like quality of the section. The oscillation 

between the dominant and the subdominant, however, suggests that the section might be building 

momentum to a climax, a suggestion that is thwarted when the harmony stops in the second half 

of the fourth measure. This modified version of the plagal-stop cadence thus marks the end of 

this section. Rather than lead directly to the A section, however, it returns to the introduction 

material, here transposed up a whole step from G♭ major to A♭ major. 

 This B section shows the possibility of many blends. It provides contrast as expected in 

an AABA song and in the expected location after two statements of A. It does not conclude with 

a retransitional dominant, however, but with a modified plagal-stop cadence instead. The 

background vocals and thicker texture, as well as the phrase accent on the downbeat, provide 

chorus-like characteristics of the section, but the lack of repeated title, as well as the oscillation 

in harmonies, detracts from this interpretation. At only four measures in length, the brevity of 

N.C. 
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this B section also undermines its status as an independent section. The clear contrast it provides, 

however, suggests that it must be labeled as a separate section of the song.  

 Example 5.20 provides a chart of the overall form.  

 

Example 5.20 “Baby Baby” (91-10) form chart 

Start Measures Section Key Comments 
0:00 8 Intro G♭ two-measure chord progression 
0:20 16 A1   SRD (C) overlap  
0:54 12 A2    
1:24 4 B   Overlaps into next section 
1:34 4 Intro A♭  
1:43 12 A3   
2:13 4 B   
2:23 8 Instru Solo G♭ New chord progression: I – ii6 - ♭III/^♭6 – ii/^5 
2:42 4 B   
2:52 4 Intro A♭  
3:02 8 Outro  Chord progression from instru solo 
3:21 8+ Outro repeat and fade   

 
 
 
Although “Baby Baby” can be understood in AABA form, the placement of the introduction 

material, as well as the change of keys (at 1:34) before the final A section, obfuscates this 

labeling. The form is also complicated by the repetition of the B section (at 2:13) and a return to 

the original key and an instrumental solo (at 2:23) with a new chord progression. The form is 

extended by means of a third statement of the B section, which is then followed by another key 

change and a third statement of the introduction material. The song concludes with an extended 

outro based on the harmonic progression of the instrumental solo. These features, as well as the 

blends of the B section, make it difficult to force “Baby Baby” into the standard AABA form, 

but because of the initial AABA sections, it is the closest formal label for this song.   
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CHAPTER 6 

VERSE-CHORUS 

The majority of the remaining examples in this dissertation exhibit some variation of 

Verse-Chorus form, which has become the standard form since the mid-1960s.111 Although 

Verse-Chorus form may include other sections, such as the prechorus, postchorus, and/or bridge, 

the simplest variety is the Two-part Verse-Chorus, which is the focus of this chapter. I 

demonstrate that although there is a decrease in the use of Two-part Verse-Chorus form over the 

two decades of the sample, there is an increase in the number of songs in Simple Verse-Chorus 

form, in which both the verse and the chorus contain an identical harmonic progression. Because 

of this increase of songs in Simple Verse-Chorus form, it becomes increasingly necessary to 

observe how form is defined through other musical features besides harmonic content. Theorists 

often differentiate the verse and the chorus based on the harmonic content of each section and 

argue that Verse-Chorus form proceeds from the verse to the chorus. I argue, however, that the 

increase in the number of Simple Verse-Chorus songs, in which there is no harmonic one-

directional flow from the verse to the chorus, has lead to a change in the order of the verse-

chorus cycle such that the chorus is no longer a point of arrival and therefore may be placed 

before the verse. I also observe various patterns of tonic placement at module boundaries in 

Contrasting Verse-Chorus songs, observing that choruses that begin off tonic and that contain no 

other characteristics typical of a chorus (such as a thicker vocal texture or a melody in a higher 

register) are often not perceived as choruses.  

 
                                                

111 Summach shows a graph of the increasing percentage of Verse-Chorus songs over the course of his 
study from 27% in the years 1955-1964 to 42% in the years 1965-1969, 73% in the years 1970-79, and 84% in the 
years 1980-89, 231. Stephenson also recognizes the shift to Verse-Chorus form in the 1960s, 139-140. 
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Background 

 I begin with a background of Verse-Chorus form to provide a comparison to AABA form 

and to summarize other theorists’ descriptions of the form in order to compare and contrast the 

examples from my sample. 

Although some theorists use the terms “verse” and “chorus” to differentiate the sections 

of AABA form, Verse-Chorus form requires that each subsequent verse has new text set to the 

same music as the first verse (lyrically variant but melodically invariant) while the chorus repeats 

that same text to the same music (both lyrically and melodically invariant). As Covach notes, 

Verse-Chorus form contrasts with AABA form in that in the latter, the focus is on the A sections 

(or verses) while the B section (bridge) offers the contrast. In Verse-Chorus form, however, the 

focus of the song is on the chorus rather than the verses.112 Summach takes a similar position, 

stating that the text of the chorus establishes the core message of the song while the text of the 

verse provides the narrative and emotional context for the all-important chorus.113  

Summach observes that internal structures, or phrase patterns, in Verse-Chorus form are 

different than those in AAA or AABA forms. Whereas strophes in AAA or AABA typically 

consist of three- or four-part patterns, such as the SRDC pattern illustrated in the previous 

chapters, verses typically consist of two-part patterns and seldom include refrains. Summach 

observes that although choruses are typically lyrically invariant, slight changes in the lyric may 

keep the chorus “synchronized with the narrative.”114 Summach also notes that 75% of verse and 

chorus sections in his sample have a two-part structure. If the first core module of a song consists 

of two parts, it is more likely to proceed in Verse-Chorus form than in AAA or AABA form. 
                                                

112 Covach, “Form in Rock,” 71.  
113 Summach, 106.  
114 Summach 111.  
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Four-part structures, such as SRDC, ending with a harmonically closed refrain will give the 

impression that the section is a strophe rather than a verse.115 

Verse-Chorus form also typically differs from AABA form in that the sections often 

alternate between the verse and the chorus. Covach labels one presentation of both the verse and 

the chorus as a “verse-chorus pair;” Summach refers to such a presentation as a cycle; Temperley 

uses the term “verse-chorus unit” (VCU); and de Clercq refers to such presentations as 

“supersections.”116 Because the verse-chorus pair can be expanded beyond only two sections 

through the addition of a prechorus and/or a postchorus, and because these sections return at least 

once in a song, I follow Summach’s use of “cycle.” Covach, Stephenson, de Clercq, and 

Summach all agree that the order of the cycle usually proceeds from verse to chorus but 

acknowledge that this order might occasionally be reversed. Covach and Summach also note that 

two verses may precede the first chorus. When two verses occur in the first verse-chorus cycle, 

but not in the second cycle (i.e., VVC – VC), the first cycle might be interpreted as being an 

extended cycle. Conversely, the second cycle might be interpreted as being a shortened cycle.117  

Everett simply provides the different characteristics of the verse and chorus sections, 

describing the chorus as a “larger-than-life” section.118 Everett states that most songs contain a 

verse and a chorus, but he does not recognize Verse-Chorus as a formal category of popular 

song.119 Like Everett, de Clercq describes the general characteristics of both the verse and the 

chorus and does not identify Verse-Chorus as a formal type. Stephenson labels songs in Verse-

                                                

115 Summach, 117.  
116 Covach, “Form in Rock,” 72; Summach, 107; Temperley, 1.4; de Clercq, 41.  
117 Summach, 119-120. Summach found that one-third of the Verse-Chorus songs he analyzed have two 

verses before the first chorus. 
118 Everett, The Foundations of Rock, 145.  
119 Everett, The Foundations of Rock,145.  
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Chorus form as two-part strophic, with the verse-chorus cycle comprising a single strophe. 

Although opinions vary regarding the form and its specific label, because many songs in my 

sample contain two distinct sections that proceed from verse to chorus, I follow Covach and 

Summach in recognizing a two-part Verse-Chorus form. 

The most common elements addressed in the analysis of songs in Verse-Chorus form are 

harmony and melody. When the verse and chorus contain different musical patterns, Covach 

labels the form as “Contrasting Verse-Chorus,” with “contrasting” referring specifically to the 

underlying harmonic pattern and not to any other varied musical feature.120 When both the verse 

and the chorus are based on a single musical pattern, Covach labels the form as “Simple Verse-

Chorus.”121 Even if a new melody is presented over a recurring harmonic progression, Covach 

still considers the song be in Simple Verse-Chorus form. Summach uses “Simple Verse-Chorus” 

to refer to songs that have the same harmonic pattern for the verse and the chorus but supplies a 

“Super Simple Verse-Chorus” label to songs that have the same harmonic pattern and the same 

melody for both sections.122 Everett states that the chorus might exhibit more dramatic harmonies 

and melodic shape than the verse but also recognizes that, rarely, the chorus might have the same 

melody as the verse. More often, however, the verse and the chorus have the same chord 

progression but different melodies.123 Thus, Everett makes the same observations as Covach and 

Summach but stops short of providing a separate label for songs in which the verse and the 

chorus contain the same harmonic progression.  

                                                

120 Covach, What’s that Sound?, 15.  
121 Covach, What’s that Sound?, 15. 
122 Summach, 108-109.  
123 Everett, The Foundations of Rock,145. 
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In addition to the differences in lyric and harmonic content, the verse and the chorus 

often exhibit differences in other musical elements. Summach suggests that the chorus is often 

reinforced by some combination of intensifying features, such as a denser or more active 

instrumental texture, prominent background vocals, and/or a melody in a higher register.124 

When the verse and the chorus have the same harmonic structure, de Clercq likewise points to 

differences in the dynamics, texture, and instrumentation of the sections as well as differences in 

the phrase lengths, the rhythm, and the number of words in each section. He finds that the chorus 

often consists of shorter phrases with longer rhythmic durations that therefore contain fewer 

words. Like Summach, de Clercq observes that the chorus might also exhibit a melody in a 

higher register.  

Summach notes that verse and chorus sections might consist of different lyric deployment 

patterns. Verse phrases often begin in odd-numbered measures whereas chorus phrases often 

begin in even-numbered measures and end on the downbeat of odd-numbered measures.125 

Likewise, de Clercq makes a similar observation noting that phrases that are end-accented (those 

that end on the downbeat of the hypermeasure) and lead toward, rather than away from, a 

hypermetric strong beat (odd-numbered measures) sound more goal-directed than phrases that 

start on or after a hypermetric strong beat.126  

Everett, Summach, and de Clercq all examine the harmonic relationships of verse and 

chorus sections to explain why the chorus often completes the verse-chorus cycle. Both Everett 

and de Clercq observe that choruses tend to be more stable, ending on tonic harmony that results 

                                                

124 Summach,106.  
125 Summach, 107.  
126 de Clercq, 46.  
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in tonal closure.127 In songs that contain a single harmonic progression for both the verse and the 

chorus, de Clercq observes other features of the chorus, such as melodic motion that is more 

cadential than the verse, to explain the order of sections proceeding from verse to chorus.  

Like Everett and de Clercq, Summach argues that the chorus is the final core module and 

the culmination of the formal cycle and that every other module merely “promotes or provides 

context” for the chorus.128 Only in rare cases is the chorus presented before the verse, he 

maintains, and when this occurs, the chorus still remains the culmination of the form. Thus, “the 

teleology of the form is one-way, from [the verse] to [the chorus], regardless of which module is 

heard first.”129 Summach supports his hypothesis by describing the harmonic characteristics of 

the verse and the chorus (discussed below in “Tonic Placement in the Verse and the Chorus”) 

that suggest this one-directional flow.130 He also argues that the chorus is the culmination of the 

form due to what he refers to as “chorusification,” in which other sections (such as the verse or 

prechorus) are removed as the song progresses and ultimately leave the chorus as the last 

remaining section to conclude the song.131 

 

Findings 

Of the 402 songs in the current study, 383 (95.3%) have a chorus and are consequentially 

categorized as in Verse-Chorus form. These songs in Verse-Chorus form may contain 

prechoruses, postchoruses, and/or bridges. Figure 6.1 shows the percentage of all varieties of 

songs in Verse-Chorus form that appear in each of the two decades of this study. 
                                                

127 de Clercq describes this as the cadential quality of the chorus, 42.  
128 Summach, 106.  
129 Summach, 121.  
130 Summach, 122.  
131 Summach, 122.  
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Figure 6.1 Percentage of songs in any variety of Verse-Chorus form 

          
 
    1990-99            2000-09 

 
 

Figure 6.1 illustrates the continued increase in the popularity of songs in Verse-Chorus form that 

began in the 1960s.132 In the first decade of my sample, 184 songs (90.2%) are in some variation 

of Verse-Chorus form. In the second decade, all 200 songs contain a chorus and are in some 

variation Verse-Chorus form. 

Of the combined 383 songs, 82 (21.4%) are in Two-part Verse-Chorus form without any 

additional sections (e.g., prechorus, postchorus, or bridge).133 Figure 6.2 shows the percentage of 

these songs in Two-part Verse-Chorus form according to decade. 

 
 

                                                

132 See fn 1 of this chapter.  
133 “Smooth” appears in both decades (99-19 and 00-02). 
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Figure 6.2 Percentage of songs in Two-part Verse-Chorus form by decade 

 

1990-99                2000-09 

 

In the first decade of my sample (1990-99), 46 songs (25.0%) of the 184 songs in Verse-Chorus 

form are in Two-part Verse-Chorus form. In the second decade (2000-09), that number decreases 

to 36 songs (18.0%) of the 200 songs in Verse-Chorus form. Although the total number of songs 

in Verse-Chorus form increases during the two decades of this study, as Figure 6.2 indicates, the 

Two-part Verse-Chorus variety actually decreases.  

Simple and Contrasting Two-part Verse-Chorus form 

In his study, Summach observes that one-fourth of the songs in Verse-Chorus form 

contain the same harmonic progression in both sections and thus may be labeled as “Simple 

Verse-Chorus.” In my sample, however, 49 songs (58.3%) of the 84 songs in Two-part Verse-

Chorus form may be labeled Simple Verse-Chorus. Figure 6.3 shows the percentages of songs in 

both Simple and Contrasting Two-part Verse-Chorus form in each decade of this study; Figure 

6.4 shows the incidence of both types by year. 
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Figure 6.3 Percentage of songs in Simple and Contrasting Two-part Verse-Chorus form by 
decade 

 
 

 

      

 

 

 

 
           1990-99                2000-09 

 
 
 
Figure 6.4 Incidence of songs in Simple and Contrasting Two-part Verse-Chorus form by year 
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From these figures, it is clear that the number and percentage of songs in Simple Verse-Chorus 

form increases while the number and percentage of songs in Contrasting Verse-Chorus form 

decreases. This increase of songs in Simple Verse-Chorus form can also be seen when 

prechoruses, postchoruses, and bridges are included (discussed in the next two chapters). This 

trend can largely be attributed to the presence of hip-hop/rap songs in the survey; several 

examples of which are analyzed and discussed below. Because of this increase of songs in 

Simple Verse-Chorus form, it becomes increasingly necessary to observe how form is defined 

through other musical features besides harmonic content.  

Tonic Placement in the Verse and the Chorus 

As stated above, Summach argues that there is harmonic one-directional flow from the 

verse to the chorus and supports this by examining each of the beginning and ending harmonies, 

or module boundaries, of the 257 songs in Verse-Chorus form in his sample dating from 1965 to 

1989. I also examine the beginning and ending harmonies of the verses and choruses of songs in 

the current study in Two-part Verse-Chorus form and summarize Summach’s method and results 

here in order to compare and contrast the results of my investigation.  

Summach labels each boundary with either a “T,” for beginning or ending on tonic, or an 

“o,” for beginning or ending on a chord other than tonic (in other words, off tonic). For example, 

a verse beginning on tonic and ending off tonic is coded “To” while a chorus beginning and 

ending on tonic is coded “TT.” Summach finds that of the 16 possible combinations, the ToTT 

combination is the most frequent pattern, appearing in 54 songs in his study. Summach’s 

findings therefore support Everett’s argument that choruses tend to be more stable and 

harmonically closed than verses. The second most frequent combination in Summach’s study, 

however, is ToTo, appearing in 49 songs. This suggests that, in Summach’s study, harmonically 
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open choruses are almost as frequent as harmonically closed choruses. The third most common 

pattern in Summach’s study is TTTT, appearing in 45 songs. The fourth most common pattern is 

TToT, appearing in 24 songs. In these songs, Summach states that the harmonic closure is 

displaced to the end of the chorus and that the off-tonic chorus is “less decisively dramatic.”134 

Figure 6.5 reproduces Summach’s chart of the eight most frequent patterns of tonic placement in 

his study. 

 

Figure 6.5 Tonic placement at module boundaries in Summach’s study135 

 

 
 

                                                

134 Summach, 116.  
135 Reproduced from Summach’s Example 5.19, 239.  
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Following Summach’s methodology, I examined tonic placement at the beginning and 

ending harmonies (module boundaries) of the verses and choruses in songs in Two-part Verse-

Chorus form. Figure 6.6 shows the number of songs in each category.  

 

Figure 6.6 Tonic placement at module boundaries of songs in Two-part Verse-Chorus form  

 

 

In this figure, “No Chord” indicates the number of songs in which there is no vertical sonority at 

the beginning or end of the verse or chorus sections. Many of these songs are built on a repeating 

melodic or bass motive that might imply a harmony but in which no vertical sonority is actually 

sounded.  

Figure 6.7 separates each category from Figure 6.5 into Simple and Contrasting Verse-

Chorus forms. Simple Verse-Chorus form, consisting of the same harmonic pattern for both 
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sections, limits the possibilities to only four patterns (TTTT, ToTo, oToT, and oooo), plus the 

“No Chord” category.  

 

Figure 6.7 Tonic placement at module boundaries Two-part Verse-Chorus, Simple and 
Contrasting forms 

 

 

Figure 6.8 shows tonic placement at module boundaries of songs in Simple Verse-Chorus form 

while Figure 6.9 shows the same in songs in Contrasting Verse-Chorus form. 
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Figure 6.8 Tonic placement at module boundaries in songs in Simple Two-part Verse-Chorus 
form 

 

Figure 6.9 Tonic placement at module boundaries in songs in Contrasting Two-part Verse-
Chorus form 
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The most common pattern of tonic placement in my sample is ToTo, accounting for 34 

songs of the 84 songs in Two-part Verse-Chorus form. This ToTo pattern is the most prevalent 

both in Simple Verse-Chorus form (26 songs) and Contrasting Verse-Chorus form (8 songs). In 

Summach’s study, ToTo is the second most common pattern. My finding demonstrates an 

increase in harmonically open verses and choruses during the years of my sample.  

The second most common pattern in my sample is “No Chord,” accounting for nine 

songs. This category, which is not listed in the eight most frequent patterns in Summach’s study, 

consists of only Simple Verse-Chorus songs, and all fall in the hip-hop/rap genre.  

The third most common category, also not listed in Summach’s study, is oooo. Both 

sections begin and end off tonic, again demonstrating an increase in harmonically open verses 

and choruses. Only two songs in Contrasting Verse-Chorus form and six songs in Simple Verse-

Chorus form fall into this category.  

The fourth most common pattern is TTTT, comprising seven songs in Simple Verse-

Chorus form; in Summach’s study this is the third most common pattern. My finding 

demonstrates a decrease in harmonically closed verses and choruses, which conversely results in 

an increase in harmonically open verses and choruses. Figure 6.7 shows that the four most 

common patterns (ToTo, No Chord, oooo, and TTTT) occur most often due to the significant 

number of songs in Simple Verse-Chorus form in each of the categories.  

The patterns of ooTT and Tooo, while fifth and sixth most common of all songs in Two-

part Verse-Chorus form (Figure 6.5), are the second and third most common patterns that appear 

in songs in Contrasting Verse-Chorus form (Figure 6.8). In Summach’s study (Figure 6.6), these 

patterns are sixth and fifth most common, respectively. This increase in the use of the ooTT 

pattern, in particular, supports Everett’s statement that, at least in songs in Contrasting Verse-
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Chorus form, the chorus might be perceived as harmonically stable and therefore provides 

closure to the verse-chorus cycle.  

The ToTT pattern, the ninth most common pattern in my study (Figure 6.5), is actually 

the most common pattern in Summach’s study (Figure 6.6). Thus, from 1965 to 2009, there is a 

significant decrease in the harmonically open verse and harmonically closed chorus pairing 

songs in the top 20 of the Billboard year-end charts. Although the ooTo pattern is not listed in 

the eight most frequent patterns in Summach’s study, in my sample, it occurs equally as often as 

the ToTT pattern.  

 Of the songs in Two-part Verse-Chorus form in my study, only 22 of the 84 (26.2%) have 

choruses that end on the tonic harmony (TTTT, ooTT, oToT, ToTT, TToT categories). Only 12 

songs (14.3%) have choruses that contain more tonic placement at the beginning or ending when 

compared to the verses (i.e., ooTT, ooTo, and ToTT patterns). Considering both of these 

categories together (i.e., choruses that end on tonic plus those that contain more tonic placement 

than the verse), the total reaches 25 songs (29.8%). Although Everett’s statement that choruses 

tend to end on the tonic and that tonal closure is associated more with the chorus (and the end of 

the verse-chorus cycle) may have been true for the songs in his study, my findings demonstrate 

that his observation does not hold true for the songs in this study.  

Of the songs in Contrasting Verse-Chorus form in my study, 14 of the 35 (40.0%) have 

choruses that end on the tonic, and only 12 songs (34.3%) have choruses that contain more tonic 

placement at the beginning or ending when compared to the verses. Considering both of these 

categories together, the total reaches 17 songs (48.6%). My findings demonstrate that the 

majority of choruses in songs in Contrasting Verse-Chorus form in this study do not end on the 
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tonic and tonal closure is not associated more with the chorus. Consequently, harmonically 

closed choruses are no longer characteristic for the songs in my sample.  

 

Simple Verse-Chorus and Chorus-first Songs 

As noted above, Summach uses tonic placement at module boundaries to support his 

argument that there is a harmonic one-directional flow from the verse to the chorus and that the 

chorus is the culmination of the verse-chorus cycle, even in those rare cases in which the chorus 

is presented before the verse. In the majority of songs in my study, however, this one-directional 

flow is no longer seen with such frequency. Of the 84 songs in Two-part Verse-Chorus form in 

my study, 22 (26.2%) have the chorus placed before the verse; in other words, this chorus-first 

arrangement is no longer an anomaly. Nearly all of these chorus-first songs (21 of 22) are in 

Simple Verse-Chorus form. In the Simple Verse-Chorus examples that follow, presented from 

the most common to least common categories based on tonic placement as illustrated in Figure 

6.8, I demonstrate that the argument for one-directional flow from the verse to the chorus does 

not stand in these chorus-first songs. In addition, I discuss the musical characteristics of the 

chorus, other than harmony, that distinguish it from the verse. 

ToTo 

 The most common category of songs in Simple Verse-Chorus form is the ToTo category. 

Of the 49 songs in Simple Verse-Chorus form, 21 (42.9%) begin with the chorus. Of these, six 

charted in 1990-99 and 15 charted in 2000-2009, showing an increase in the usage of chorus-first 

songs over the two decades of this study. Eleven of these 21 chorus-first songs fall into the ToTo 

category. These 11 songs represent 42.3% of the 26 songs in the ToTo category (Figure 6.8). The 
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most common beginning and ending harmonies of both sections of these chorus-first ToTo songs 

are tonic and dominant, with five songs exhibiting this combination.  

“I Wanna Love You” (07-08) offers an example of a song in this category. Example 6.1 

provides a chart of its form.  

 

Example 6.1 “I Wanna Love You” (07-08) form chart 

Start Measures Section Comments 
0:00 4 Intro Establishes chord progression; vocal ad libs 
0:11 8 Chorus Sung 
0:31 12 Verse 1 Rapped  
0:59 8 Chorus   
1:19 12 Verse 2 Sung 
1:47 8 Chorus  
2:07 16 Verse 3 Rapped 
2:45 8 Chorus  
3:04 8 Chorus Repeated 
3:23 16 Outro Instrumental, fades out 

 
 

The song is built on a four-measure, four-chord progression (i – v – iv – v) in A minor with the 

choruses sung and the verses alternating between being rapped and sung. The fact that both the 

verse and the chorus are built on an identical progression makes these sections equal in harmonic 

pull. Neither the verse nor the chorus has more harmonic pull toward the tonic than the other 

section, and this allows the chorus to precede the verse. The form, then, of this example is a 

simple alternation between choruses and verses that concludes with an instrumental groove that 

fades out.  

The next most common beginning and ending harmonies of the verse and chorus are 

tonic and subdominant, with three of the 11 chorus-first ToTo songs exhibiting this combination. 



 

 

 91 

Of these, “Gold Digger” (05-06), Example 6.2, provides an example of a song that ends with a 

shortened verse and partial chorus.  

 

Example 6.2 “Gold Digger” (05-06) form chart 

Start Measures Section Comments 
0:00 unmetered Intro Based on Ray Charles’s “I Got a Woman” 
0:14 1 Drums Pick-up measure 
0:17 8 Chorus “Now I ain’t sayin’ she a gold digger”  

rapped over “She gives me money” 
0:38 16 Verse 1 “Cutie the bomb met her at a beauty salon…”  
1:19 8 Chorus   
1:40 16 Verse 2   
2:22 8 Chorus  
2:43 12 Verse 3 No melody, just synth-saxophone riff 
3:14 4 End of 

Chorus 
“Get down, girl, go ‘head get down” 

 
 

The entire song is based on an alternation between two measures of I♭7 and two measures of 

IV♭7. This simple alternation of chords does not establish a one-directional flow but, instead, 

establishes a loop, which allows either section, the verse or the chorus, to logically precede or 

follow the other. Until the beginning of the third verse, the melody beginning with the lyric “She 

gives me money” is heard.136 The repetition of the rapped lyrics “Now I ain’t sayin’ she a gold 

digger” marks the beginning of the chorus. The song concludes with a third verse, which 

provides contrast by way of a change in the instrumentation; the previously sung melody is 

replaced with a saxophone riff. The melody returns after eight measures, and the end of the verse 

repeats the last four measures of the chorus. The effect, however, is that the song concludes with 

a verse, rather than with the chorus, because the final four measures do not include the lyric that 
                                                

136 This melody is based on Ray Charles’s “I Got a Woman.” 
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marks the beginning of the chorus. In addition, the previous verses establish an expected 

sectional length of 16 measures, causing the appearance of the chorus after only 12 measures to 

seem unexpected.  

  “How We Do” (05-19), shown in Example 6.3, is a rare example of a song in which the 

chorus does not conclude the song. 

 

Example 6.3 “How We Do” (05-19) form chart 

Start Measures Section 
0:00 2 Claps 
0:05 8 Intro  
0:24 8 Chorus 
0:44 16 Verse 1 
1:23 16 Verse 2 
2:02 8 Chorus 
2:22 24 Verse 3 
3:21 8+ Instrumental Outro  

 
 

The song is based on a two-measure groove that alternates between the tonic and the 

subdominant. The chorus is presented immediately after the introduction and occurs only twice. 

Instead of concluding with a chorus, the song ends with the third verse followed by an 

instrumental outro. 

No Chord 

The second most common category of songs in Simple Verse-Chorus form is the “No 

Chord” category. “No Chord” songs may have either the verse or the chorus in the initial 

position because when there is no vertical sonority, there is no justification for one-directional 

flow based on harmony. Of the nine “No Chord” songs, four have the chorus placed before the 
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verse. These songs might, however, contain melodic or bass lines that follow the tonic-placement 

patterns discussed above.  

For example, “Temperature” (06-02) contains a synth bass line that begins on tonic and 

ends off tonic (Example 6.4) and that forms the loop on which the entire song is based. 

 

Example 6.4 “Temperature” (06-02) bass line 

 
 
 

Because the entire song is based on this loop, other musical features distinguish the 

chorus from the verse. One feature is the thicker texture of the chorus. An additional higher 

synth, shown in Example 6.5, enters at the chorus. This added melody implies a minor tonic triad 

but does not sound a complete triad until an arpeggiation at the end of the loop. This arpeggiation 

of the tonic triad, however, occurs over ^2 in the bass.  

 

Example 6.5 “Temperature” (06-02) synth in chorus 

 
 
 

Other features that distinguish the chorus from the verse are differences in melody, rhythm, and 

phrasing. Example 6.6 provides a transcription of the chorus, and Example 6.7 provides a 

transcription of the first four measures of the first verse.  
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Example 6.6 “Temperature” (06-02) chorus  

 
 
 
 
Example 6.7 “Temperature” (06-02) first four measures of first verse 

 

 

In the chorus, the majority of the melody centers on ^1, and the rhythm consists primarily 

of eighth notes. Phrases begin with anacrusis rhythmic figures, often on the upbeat of beat 3 on 

^5 (e.g., “I got the right …”), and end by descending to ^7 on beat 3 of the even-numbered 

measures (e.g., “you from the storm”). In the verse, the melody almost exclusively centers on ^1, 

and the rhythm becomes faster through the use of sixteenth notes and triplets. Phrases begin on 

beat two (e.g., “Make I see the gal…”) or the anacrusis to beat 2 (e.g., “From you don’t…”) of 
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the odd-numbered measures and end on the upbeat of beat 4 of the even-numbered measures 

(e.g., “performer” and “up on ya”).  

In summary, the chorus contains longer rhythmic durations, and therefore fewer words, 

than the verse. The phrases of the chorus are more end-accented, with anacrusis rhythmic 

gestures that end on strong beats, than the phrases of the verse. These features are in agreement 

with Summach’s and de Clercq’s observations of the differences between choruses and verses. 

When there is no harmonic progression to distinguish choruses and verses, these other musical 

features must be considered.  

Example 6.8 shows that the form of “Temperature” alternates between the chorus and 

verses, and like “I Wanna Love You” and “How We Do,” begins with a chorus and ends with an 

instrumental outro. 

 
 
Example 6.8 “Temperature” (06-02) form chart 

Start Measures Section 
0:00 8 Intro 
0:16 8 Chorus 
0:31 8 Verse 1 
0:46 8 Chorus 
1:02 8 Verse 2 
1:17 8 Chorus 
1:32 8 Verse 3 
1:48 8 Chorus 
2:03 8 Verse 4 
2:18 8 Chorus 
2:34 8 Verse 5 
2:49 8 Chorus 
3:05 16 Instrumental Outro 

 
 
 



 

 

 96 

 “Freek-a-Leek” (04-14) demonstrates Summach’s concept of “chorusification.” The 

chorus consists of two parts and is identified by a melody that is sung, shown in Example 6.9, 

and by the title lyric and a list of female names that are rapped.  

 

Example 6.9 “Freek-a-Leek” (04-14) chorus melody 

 
 
 
 

There are three combinations of these two parts in the choruses of “Freek-a-Leek.” 

Chorus a consists of the melody only; chorus b consists of both the melody and the rap; and 

chorus c consists of the rap only. The first half of the song alternates between choruses and 

verses, whereas the second half eliminates the verses and instead contains four statements of the 

chorus, an interlude, and an outro, as shown in Example 6.10.  

 

Example 6.10 “Freek-a-Leek” (04-14) form chart 

Start Measures Section Comments 
0:00 8 Intro Spoken 
0:18 8 Chorus a Melody only 
0:37 16 Verse 1  Rapped 
1:13 8 Chorus b Melody with rapped female names 
1:32 16 Verse 2  
2:08 8 Chorus b Melody with rap 
2:27 8 Chorus a Melody only 
2:45 4 Interlude   Spoken 
2:54 8 Chorus c Rap only with different names 
3:12 8 Chorus b Melody with rap 
3:31 8 Outro Spoken, fade-out 
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Unlike “Freek-a-Leek” or “Temperature,” “This is Why I’m Hot” (07-16) is entirely 

rapped and does not contain a melody or the slower rhythms and different phrasing that often 

distinguish the chorus from the verse. Other features must therefore be identified in order to 

differentiate the chorus in this song.  

Example 6.11 provides a transcription of the chorus and the first two phrases of the verse. 

 

Example 6.11 “This is Why I’m Hot” (07-16) chorus and beginning of verse 1 

 

 



 

 

 98 

The rhythm and phrasing of the chorus and the verse are very similar to one another. Both begin 

with an anacrusis rhythmic figure, both have longer note values on beats 1 and 3, and both 

contain phrases that end on beat 3 of each measure. As a result, rhythm and phrasing cannot be 

used to differentiate the sections.  

Although the rhythm and phrasing are similar between the chorus and verse sections, the 

text is significantly different. The chorus repeats the title lyric presenting the core message of the 

song while the verse presents the narrative context. In “This is Why I’m Hot,” then, the lyric 

itself is enough to distinguish the chorus from the verse.  

Other musical features not shown in the transcription also help to identify the chorus. The 

vocal texture of the chorus is thicker than that in the verse. The rap of the verse consists of a 

single vocal in the center of the mix while the vocals of the chorus are rapped at different pitches 

and are slightly panned to each side in the mix. There is also an echo of “hot” and “not” adding 

to the sense of space and thicker texture of the chorus.  

TTTT 

The third most common category of Simple Verse-Chorus songs is that in which both the 

verse and the chorus begin and end on tonic (TTTT). Three of the songs in this category have no 

chord progression and are simply based on the tonic chord. As in the “No Chord” songs, these 

examples are based on a riff, but they also contain a vertically sounding tonic triad. Again, with 

no harmonic progression, there is no directional flow from the verse to the chorus and either 

section could begin or end the verse-chorus cycle.  

“Low” (08-01) provides an example of a chorus-first song in the TTTT category in which 

the chorus can be identified through changes in the melody, phrasing, rhythm, text, and recording 

techniques. The song is constructed over a melodic riff, shown in Example 6.12. 
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Example 6.12 “Low” (08-01) melodic riff 

 

 

The first half of the chorus is shown in Example 6.13. 

 

Example 6.13 “Low” (08-01) first half of the chorus 

 
 
 
 
The chorus is sung with background vocals echoing the lead vocal in a type of alternating call-

and-response format. The melody of the chorus remains almost exclusively on ^1 until the fifth 

measure, when it begins on ^3 and arpeggiates the tonic triad. The melody, emphasizing the title 

lyric, then descends in the final two measures to ^1 an octave lower.  

Example 6.14 illustrates the beginning of the verse.  
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Example 6.14 “Low” (08-01) beginning of the verse 

 
 
 
 
Here in the verse, the sixteenth-note rhythm is faster and enables more text to be sung compared 

to the eighth- and quarter-note rhythm of the chorus. The phrasing shifts to position the melody 

of the verse to begin after the downbeat, rather than as an anacrusis to the downbeat, as seen in 

the chorus. Hovering around ^5, the melody of the verse is in a lower vocal range than that of the 

chorus. 

Recording techniques also emphasize the difference between the verse and the chorus in 

“Low.” The chorus vocals are doubled and panned to each side while the verse is in the center of 

the mix with only an occasional doubling on the right side. The entire song, after the intro, 

alternates between the verse and the chorus, as shown in Example 6.15. 
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Example 6.15 “Low” (08-01) form chart 

Start Measures Section 
0:00 8 Intro 
0:17 16 Chorus 
0:47 16 Verse 1 
1:16 16 Chorus 
1:46 16 Verse 2 
2:16 16 Chorus 
2:46 16 Verse 3 
3:16 16 Chorus 

 
 
 

 oooo 

The fourth most common category of songs in Simple Verse-Chorus form is oooo, in 

which both the verse and chorus begin and end off tonic. “Slow Jamz” (04-16) presents yet 

another example in which the chorus precedes the verse but, as in “How We Do,” the chorus 

does not appear as the final section of the song.137 “Slow Jamz” is constructed over a four-

measure chord progression (vi7 – iii6 – IV7 – ii7 – ii7/^5). The form, which begins with the 

chorus after the intro and ends with a verse and alternates between sections, is shown in Example 

6.16.  

 

                                                

137 There are actually two different versions of this song, a 5:16 version released on Kanye West’s The 
College Dropout and a 3:32 version released on Twista’s Kamikaze. It is the shorter version that is shown here.  
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Example 6.16 “Slow Jamz” (04-16) form chart 

Start Measures Section Comments 
0:00  Intro/sample  
0:08 8 Chorus  
0:34 12 Verse 1  Kanye rap/sung 
1:14 8 Chorus  
1:40 16 Verse 2  Twista rap 
2:33 8 Chorus  
2:59 16 Verse 3  Twista rap with fade out 

 
 
 
Although the practice of ending a song with the verse remains uncommon in popular song, 

“Slow Jamz” demonstrates that the chorus is not always the culmination and final section of a 

song. 

ooTT 

Of the songs that begin with the chorus, only “Breathe Again” (94-07) is in Contrasting 

Verse-Chorus form and falls into the ooTT category. Example 6.17 shows the text and harmonies 

of the first chorus and verse.  

 

Example 6.17 “Breathe Again” (94-07) first chorus and verse 

Chorus: [C]:       | I                          | ⋅/⋅ 
If I never feel you in my arms again 

           |ii           | ⋅/⋅ 
If I never feel your tender kiss again 

            |iii                  | ⋅/⋅ 
If I never hear “I love you” now and then 

                     | IV    | ⋅/⋅ 
Will I never make love to you once again? 
         | iii7             | vi 
Please understand if love ends,  
           | ii 
Then I promise you, I promise you that  
| ii7/^5             | IV 
  That I shall never breathe again (Breathe again, Breathe again) 
| iv              | I        | ⋅/⋅ 
  That I shall never breathe again (Breathe again) 
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Example 6.17 continued.  
 
            | IVadd9                  ii7                    | iii7                     vi7 
Verse 1: (1) And I can’t stop thinking about, about the way things used to be 
            | IVadd9                  ii7                     | iii7                         vi7 
  And I can’t stop thinking about, about the love that you made to me 
            | IVadd9                   ii7                             | iii7                      vi7 
  And I can’t get you out of my head, How in the world would I begin 

        | ii                      IV/^5                 | Iadd9 
                              IV 

To let you walk right out my life and blow my heart away 
 

            | IVadd9               ii7                    | iii7             vi7 
 (2) And I can’t stop caring about, about the apple of my eye 
            | IVadd9               ii7                          | iii7               vi7 
  And I can’t stop doing without, without the center of my life 
            | IVadd9                   ii7                    | iii7                     vi7 
  And I can’t get you out of my head, and I know I can’t pretend 
            ♭VIImaj7                  | IVmaj7/^5 
  That I won’t die if you decide you won’t see me again 

 

Despite beginning with the chorus, this song does exhibit a one-directional flow toward tonic, 

from the harmonically unstable verse to the harmonically stable chorus. This chorus-first 

arrangement is unexpected because all other songs in Contrasting Verse-Chorus form in the 

sample begin with the verse rather than the chorus.138 The chorus begins and ends on tonic, 

creating a closed, stable section. The verse consists of two parts, each eight measures in length. 

The first part of the verse begins on the subdominant and ends with a tonicization of the 

subdominant accompanying the lyric “To let you walk right out my life…” The second part of 

the verse begins as the first but ends with the dominant-function IVmaj7/^5. This dominant 

harmony requires a resolution to the tonic, which occurs at the beginning of the following 

chorus. The configuration of the harmonically open verse plus the harmonically closed chorus 

                                                

138 “Breathe Again” is an example of the rare case Summach mentions of a song that contains one-
directional flow but begins with a chorus.  
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supports the perception of a one-directional flow from the verse to the chorus even when the 

chorus is placed before the verse. 

From these examples and discussion, it is clear that songs in which the chorus is placed 

before the verse have become more common over the two decades of the study. Although not 

representing a majority of the songs in this study, these chorus-first songs no longer represent a 

rare case. The majority of these examples employ no harmonic one-directional flow from the 

verse to the chorus and therefore make it possible for either section to begin the song. Many of 

the examples are from the hip-hop/rap genre and demonstrate the influence of this particular 

music on popular song form in general. 

 

Songs in Super Simple Verse-Chorus Form 

Two of the songs in the TTTT category can be considered to be in what Summach calls 

Super Simple Verse-Chorus form. In these, not only is the chord progression the same in the 

verse as in the chorus, but the melody is also the same, or very similar, in each section. 

“Achy Breaky Heart” (92-15) provides a clear example of Super Simple Verse-Chorus 

form. Example 6.18 provides a transcription of the first eight measures of the first verse and 

Example 6.19 provides a transcription of the chorus.  
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Example 6.18 “Achy Breaky Heart” (92-15) beginning of the verse 

 

 
 
 
Example 6.19 “Achy Breaky Heart” (92-15) chorus 

 

 

Both the verse and the chorus have the same harmonic progression and nearly identical 

melodies. Unlike the verse, however, the chorus has quarter notes on the downbeats of the first, 

third, and seventh measures. Another slight difference between these sections is the intonation of 

^3. In the verses ^3 is sung closer in pitch to C♮ while in the choruses it is sung closer to C♯. 

Although the instrumentation is the same for both sections, background vocal harmonies appear 

in the chorus. This one feature is sufficient to identify the chorus on its initial presentation.  
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 “Give Me One Reason” (96-06) provides another example of Super Simple Verse-

Chorus form, but in this song the chorus is not as easily identified. Example 6.20 illustrates the 

first two sections. 

 

Example 6.20 “Give Me One Reason” (96-06) first two sections 
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Although the melody is in F♯ minor pentatonic, the chords fit diatonically into the key of 

F♯ major. The chord progression is based on the 12-bar blues, but the harmonic pattern differs 

slightly than in the traditional form.139 In “Give Me One Reason,” the downbeat of each measure 

adheres to the standard 12-bar blues pattern and includes the possible subdominant in the second 

measure. In the second and sixth measures, however, the dominant is inserted between the 

subdominant and tonic chords. 

The text fits the standard a-a-b phrase construction of the12-bar blues, and after the first 

12-measure cycle, the chord progression repeats with a similar melody but different text, which 

suggests a possible AAA strophic form. In fact, the 12-bar blues cycle continues throughout the 

entire song. Although the melodies of the first and second cycle are not exact, the phrases begin 

and end similarly. It is only when the text of the first section is restated later in the song that this 

section is recognized as the chorus. The form is shown in Example 6.21. 

 

                                                

139 See Chapter 5, p. 52 of this dissertation for an illustration of the standard 12-bar blues harmonic pattern. 
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Example 6.21 “Give Me One Reason” (96-06) text and form 

Intro  12-bar blues 
 
Chorus:  Give me one reason to stay here, and I’ll turn my back around 

Give me one reason to stay here, and I’ll turn my back around  
Said I don’t wanna leave you lonely, You gotta make me change my mind. 

 
Verse 1:  Baby I got your number, Oh and I know that you got mine 

You know that I called you, I called too many times 
You can call me baby, You can call me anytime. You got to call me 

 
Chorus:  Give me one reason to stay here, and I’ll turn my back around 

Give me one reason to stay here, and I’ll turn my back around  
Said I don’t wanna leave you lonely, You gotta make me change my mind. 

 
Verse 2:  I don’t want no one to squeeze me, that might take away my life 

I don’t want no one to squeeze me, that might take away my life 
I just want someone to hold me, oh and rock me through the night 

 
Instrumental – guitar solo 
 
Verse 3:  This youthful heart can love you, yes and give you what you need 

I said this youthful heart can love you, oh and give you what you need 
But I’m too old to go chasin’ you around waistin’ my precious energy 

 
Chorus:  Give me one reason to stay here, yes and I’ll turn my back around 

Give me one reason to stay here, oh and I’ll turn my back around  
Said I don’t wanna leave you lonely, You gotta make me change my mind. 

 
Verse 4:  Baby just give me one reason, Oh give me just one reason why  

Baby just give me one reason, Oh give me just one reason why I should stay 
Said I told you that I loved you and there ain’t no more to say 

 
 

Although the repeated text suggests that the first section is the chorus, few other musical 

elements reinforce this suggestion. For example, the instrumentation, which typically becomes 

thicker in the chorus, becomes denser and more active (most notably with the addition of 

percussion) at the beginning of the first verse 1; it is not until the second chorus that additional 

instruments and background vocals are added to contribute to a thicker texture. In addressing 

how the 12-bar blues can be used as the basis for both a verse and a chorus, de Clercq notes that 

there are often other musical elements (such as melodic register, rhythm, hypermetric phrasing, 

and instrumental and/or vocal texture) that help to define and distinguish the verse and the 
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chorus. Such elements are mostly lacking in “Give Me One Reason.” Given that the melodies of 

both the verse and the chorus are similar in rhythm, range, and hypermetric phrasing, it is only 

the repeated title lyric and the background vocals in the second chorus that lead to the 

identification of this section as a chorus, confirming the form of this song as Verse-Chorus. 

 

Songs in Contrasting Verse-Chorus Form 

The remaining 35 songs in Two-part Verse-Chorus form in the sample used for this study 

contain different harmonic patterns for the verse and the chorus. In the following examples that 

fall into the three most common categories of songs in Verse-Chorus form based on tonic 

placement as illustrated in Figure 6.9 on page 85 above, I observe the degree to which the 

features of the songs correspond to, or deviate from, the observations of the theorists discussed at 

the beginning of this chapter. I also observe that choruses are often not perceived as such when 

they begin off tonic and when they contain no other characteristics typical of a chorus (such as a 

thicker vocal texture or a melody in a higher register). 

ToTo 

The most common pattern of tonic placement in songs in Contrasting Verse-Chorus form 

is ToTo. The distinction between the verse and the chorus, however, is not always as simple as 

described by many theorists. That is, not all songs in Contrasting Verse-Chorus form consist of a 

verse that has one harmonic progression and a chorus that has a different harmonic progression. 

Instead, the verse might have a harmonic progression that differs only slightly from that of the 

chorus, or each presentation of the verse might even contain a completely different harmonic 

progression. The following three examples, all of which fall into the ToTo category, demonstrate 

these characteristics.  
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 “Kryptonite” (00-15) exhibits verse and chorus sections that are harmonically similar. 

Example 6.22 provides a form chart of the song.  

 

Example 6.22 “Kryptonite” (00-15) form chart 

Start Measures Section Comments 
0:00 8 Intro i – ♭VI – ♭VII established 
0:20 8 Verse 1  
0:39 4 Interlude  
0:49 8 Verse 2  
1:08 8 Chorus Alternates with i – iv – v 
1:28 4 Interlude   
1:37 8 Verse 3 Alternates with i – ♭VI/^3 – ♭VII/^5 
1:57 8 Chorus   
2:16 8 Instrumental Guitar solo 
2:35 4 Interlude i – i/^♭7 – i/^♭6 
2:45 8 Chorus “non-chorus” with different melody, dynamically 

softer and texturally thinner 
3:05 8 Chorus  
3:24 8 Outro  

 
 
 
The song is based mainly on the progression i – ♭VI – ♭VII. This progression is established in 

the intro and continues through the first verse, interlude, second verse, and first phrase of the 

chorus. In the second phrase of the chorus (1:13), however, the progression alternates with i – iv 

– v. The third verse alternates the initial progression with one that contains the same harmonies 

but a different bass line (i – ♭VI/^3 – ♭VII/^5). The harmonic pattern changes once more to  i – 

i/^♭7 – i/^♭6 in the instrumental interlude (2:35).  

“Kryptonite” also features a “non-chorus” chorus. This section, at 2:45, has the lyric of 

the chorus but is set to a different melody. This new melody is in a lower register, is sung at a 

softer dynamic level, and is vocally and texturally much thinner than the previous choruses. 
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Although a change in instrumentation to provide contrast is not unusual in songs, particularly 

after 2000, a change in the melody of the chorus defies the traditional definition that a chorus is 

both lyrically and musically invariant.140 In this sense, the section might be considered a 

bridge/chorus blend because the contrasting instrumentation and melody provide the contrast 

characteristic of a bridge while the text is characteristic of the chorus.  

 “Crazy” (06-07) provides an example that defies the expectation that verses consist of the 

same music with different words or are musically invariant but lyrically variant. Instead, the song 

provides an example of both “Simple” and “Contrasting” verse and chorus sections. The first 

verse, shown in Example 6.23, is based on the progression i – ♭III7 – ♭VI(9-8) – V(4-3).  

 

Example 6.23 “Crazy” (06-07) first verse 

 
 
 

When the next section begins, shown in Example 6.24, this harmonic progression is repeated.  

 

                                                

140 This sudden change to a thinner texture and softer dynamic is often called a “break” or “breakdown” and 
is discussed in Chapter 10 in relation to electronic dance music. 
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Example 6.24 “Crazy” (06-07) chorus  

 
 
 
 
The change in the vocal range and phrasing, as well as the thicker instrumentation, provides 

justification for labeling this section as the chorus. Although the vocal texture does not change in 

this chorus, the melody is in a higher register and reaches ^1 on the title lyric, therefore making 

this chorus stand out as being more significant than the verse.  

 On an initial hearing, the second verse, shown in Example 6.25, might be interpreted as a 

bridge because it contains a different harmonic progression and melody than the previous verse 

and chorus sections.  

 
 
Example 6.25 “Crazy” (06-07) second verse  
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When the same progression and similar melody return after the second chorus with different text, 

however, the section is understood as a verse, based on its placement in the form and on the fact 

that verses typically are musically invariant and lyrically variant. Thus, the first verse-chorus 

cycle is “Simple” and the next two verse-chorus cycles are “Contrasting.” Although verses 

sometimes have different melodies set over the same harmonic progression, rarely do they 

contain both different melodies and harmonies as demonstrated in “Crazy.” Example 6.26 

provides a form chart of song. 

 
 
Example 6.26 “Crazy” (06-07) form chart 

Start Measures Section Comments 
0:00 16 Verse 1 i – ♭III7 – ♭VI(9-8) – V(4-3) 
0:39 8 Chorus  
0:56 16 Verse 2 I – ♭VI(9-8) – ♭III7– V(4-3) 
1:30 8 Chorus  
1:48 16 Verse 3 Same chords as Verse 2 
2:22 8 Chorus   
2:39 8 Outro Based on Verse 2 chords with vocal ad lib 

 
 

 Like “Crazy,” “All That She Wants” (94-09) also consists of verses that contain different 

chord progressions. Example 6.27 provides the text and harmonies of the verses and the chorus.  
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Example 6.27 “All That She Wants” (94-09) text and harmonies of the verses and the chorus 

Verse 1: [c♯]:     | I                            | ♭VII                IV 
  When she woke up late in the morning light and the day had just begun 
         | I        | V 
  She opened up her eyes and thought,  “Oh, what a morning.” 
              | I       |IV                       iv 
  It’s not a day for work. It’s a day for catching tan. 
         |I                    V              |IV 
  Just lying on the beach and having fun. She’s going to get you 
 
  |i                  |♭VII            iv 
Chorus:  All that she wants is another baby. She’s gone tomorrow, boy 
  |i      ||♭VII      iv 
  All that she wants is another baby,  yeah. {2x} 
 
    |i               | ♭VII                iv 
Verse 2:  So if you are in sight and the day is right, she’s the hunter you’re the fox. 
        |i             |V 
  The gentle voice that talks to you won’t talk forever. 
              |i          |iv 
  It is a night for passion, but the morning means goodbye. 
       |i                       v                      |iv 
  Beware of what is flashing in her eyes. She’s going to get you. 
 
 

The first verse is in the major mode, and the second verse has the same chords but is in 

the minor mode. One of the harmonic means of creating a sense of arrival at the chorus is for the 

chorus to be in the major mode while the preceding verse is in the parallel minor mode.141 In 

“All That She Wants,” however, only the first verse is in the major mode whereas the chorus is 

in the parallel minor mode. Perhaps, the explanation for this might be found in the text. The song 

speaks of a woman looking for one-night stands. Although most of the song warns of this woman 

and is in the minor mode, the first verse describes her and her fun-filled view of life and is in the 

major mode.  

Each of the three examples discussed above demonstrate that the distinction between the 

verse and the chorus is not always clear-cut. As illustrated here, not all songs in Contrasting 

                                                

141 de Clercq, 53. 
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Verse-Chorus form consist of a verse that has one harmonic progression and a chorus that has a 

different harmonic progression.   

ooTT 

 The second most common pattern of tonic placement in songs in Contrasting Verse-

Chorus form is ooTT. “Breathe” (00-01) provides an example in this category, which exhibits 

one-directional flow from the harmonically unstable and open verse to the harmonically stable 

and closed chorus. Example 6.28 illustrates the text and harmonies of the first two verses and the 

chorus.  

 

Example 6.28 “Breathe” (00-01) first two verses and the chorus  

Verse 1: [G:] |ii7                       I6                 |IV      I6    | ii7                  I6                    |IV 
     I can feel the magic floating in the air.     Being with you gets me that way. 
  |ii7                     I6                   |IV             I6                 |ii7           I6                 |IV 
     I watch the sunlight dance across your face and I’ve   never been this swept away. 
 
Verse 2:  |ii7                                I6                  |IV          I6     | ii7                             I6                        |IV 
     All my thoughts just seem to settle on the breeze     when I’m lying wrapped up in your arms. 
   |ii7                                 I6                        |IV            I6                 |ii7                   |V4-3 
     The whole world just fades away. The only thing I hear is the beating of your heart.  
 
Chorus:         |I                ii7          |IV      V 
  ‘Cause I can feel you breathe. It’s washing over me. Suddenly I’m melting into you. 
            |I                              ii7                  |IV        V 
  There’s nothing left to prove. Baby, all we need is just to be. 
                |I                           ii7       |IV                       I6                       |ii7       
  Caught up in the touch, slow and steady rush. Baby, isn’t that the way that love’s supposed to be. 
  |V4-3     |IV       I6     |ii7   Vsus7|  I         
           I can feel you breathe.                  Just   breathe 
 

 
 The verse is built over a recurring harmonic progression (ii7 – I6 – IV). The ii7 and IV 

chords each have a pre-dominant function and occur at the beginning of each measure; the tonic 

chord in first inversion passes between them. The verse prolongs this pre-dominant function until 

the end of the second verse with the arrival of the dominant on the word “heart.” The dominant 
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chord requires a resolution to the tonic, which arrives at the beginning of the chorus. Thus, in 

terms of harmony, the chorus provides a strong sense of arrival.  

 In addition to the melody of the chorus, which descends from ^3 to ^1, the phrasing of 

the chorus also contributes to the sense of arrival. The verse phrases begin after the hypermetric 

strong beats (odd-numbered measures) and conclude on the hypermetric weak beats (even-

numbered measures). In contrast, the chorus phrases begin with anacrusis gestures (indicated by 

the text before the barlines) that begin before, but arrive on, the hypermetric strong beats.  

 Thus, “Breathe” illustrates a harmonic one-directional flow from the verse to the chorus 

with a strong sense of arrival on the chorus by way of its melody, harmony, and phrasing. 

“Breathe,” therefore, demonstrates many of the musical characteristics of the Verse-Chorus form 

as described by other theorists. These characteristics, however, are no longer the norm for the 

songs in Verse-Chorus form in this study, as demonstrated by the previous examples in this 

chapter.  

Tooo 

The third most common pattern of tonic placement in songs in Contrasting Verse-Chorus 

form is Tooo. In these songs, the chorus begins and ends off tonic and does not have a strong 

sense of arrival. In such songs, the chorus can be more difficult to identify if there are no other 

musical features to distinguish it from the verse.  

 “My Heart Will Go On” (98-13) provides an example in this category. Example 6.29 

illustrates the text and the harmonies of the first verse and chorus.  
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Example 6.29 “My Heart Will Go On” (98-13) first verse and chorus 

Verse 1: [E:] I                    V                   |IV          V6
4 - 53    |I                   V                  |IV 

  Every night in my dreams I see you I feel you, that is how I know you go on.      (S)  a 
  I                    V                   |IV          V6

4 - 53    |I                           V                  |IV 
  Far across the distance and spaces between us, you have come to show you go on.     (R)  a 
  |vi      V           |IV             V        |vi                 V                   |IV     V 
Chorus:  Near, far, wherever you are, I believe that the heart does go on.       (D)  b 
  |vi      V            |IV             V                     |vi                 iii                  |IV               V        | vi 
  Once more you open the door, and you’re here in my heart and my heart will go on and on.  (C)  b 
 
 

The first two phrases of the verse are built over the same harmony and have the same 

melody; they can therefore be understood as the Statement and Restatement phrases of an SRDC 

pattern. The beginning of the chorus can then be labeled the Departure phrase because of its 

change in harmony, beginning on the submediant. There is no significant change in the 

instrumentation or vocal texture on this phrase, and only the longer note values in the melody 

suggests that this phrase is actually the beginning of the chorus. Although the second phrase of 

the chorus exhibits cadential motion in the melody, the phrase is too similar to the previous 

Departure phrase to be considered the Conclusion phrase of an SRDC pattern. Therefore, 

although characteristics of an SRDC pattern are present in the verse and chorus, the selection 

illustrated in Example 6.29 is best understood as consisting of a two-part verse (a-a) and a two-

part chorus (b-b).  

The chorus in “My Heart Will Go On” is an example of what de Clercq describes as a 

prechorus/chorus blend.142 The change in harmony at the beginning of the chorus, the 

fragmentation of the text, and the change in rhythm of the melody are all characteristics common 

to a prechorus (discussed in the next chapter). The title lyric, however, occurring with the 

melodic cadence in the second phrase, provides a sense of closure that is characteristic of a 
                                                

142 de Clercq, 259. 
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chorus. “My Heart Will Go On” demonstrates that it can be difficult to identify the chorus if it 

begins off tonic and if there are no other musical features, such as a thicker instrumental or vocal 

texture, to distinguish it from the verse. 

SRDC Verse-Chorus patterns 

Even when other musical features associated with the beginning of a chorus are present, 

the lack of the tonic harmony alone can make the section difficult to identify. The chorus of 

“Candle in the Wind 1997”143 (97-01b), for example, begins on the dominant. Example 6.30 

illustrates the text and harmonies of the first verse and chorus.  

 

Example 6.30 “Candle in the Wind 1997” (97-01b) first verse and chorus 

Verse 1: [E:] |I             |IV  
Goodbye, England’s rose. May you ever grow in our hearts 

              |I6               |IV 
You were the grace that placed itself where lives were torn apart.  S 

          |I           |IV 
You called out to our country and you whispered to those in pain 

       |I6     |IV 
Now you belong to heaven and the stars spell out your name   R 

 
Chorus:              |V    |I                       IV 
  And it seems to me you lived your life like a candle in the wind, 
            |I          |V 
  Never fading with the sunset when the rain set in.    D 
     |IV      |vi  
  And your footsteps will always fall here along England’s greenest hills 
                |V            IV                       |IV I6 V4

3 I 
  Your candle’s burned out long before your legend ever will.   C 
 
 

As in “My Heart Will Go On,” the verse of “Candle in the Wind 1997” consists of two phrases 

based on the same harmonic progression that are labeled as Statement and Restatement phrases. 

Because the chorus begins on the dominant, the first phrase of the chorus is labeled as the 
                                                

143 This song was re-recorded as a tribute to Diana, Princess of Wales, and contains a rewritten lyric to the 
original 1973 version. 
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Departure phrase. Unlike in “My Heart Will Go On,” in which both phrases of the chorus are the 

same and thus the SRDC label is not applicable, the phrases in the chorus of “Candle in the 

Wind” are different. The second phrase of the chorus has strong cadential motion and the entire 

selection shown in Example 6.30 could be understood as a large SRDC pattern rather than as a 

verse-chorus cycle. In the original version of the song, the chorus contains background vocals 

that thicken the texture and make the chorus distinct from the verse; in the 1997 version, 

however, no other musical elements are present to identify the chorus on its initial presentation. 

The section is only understood as the chorus when it is restated after the second verse. Thus, 

“Candle in the Wind 1997” shows that, when the chorus begins off tonic as part of a larger 

SRDC pattern and when there are no other musical features that help to identify the chorus, the 

section is not easily perceived as such.  

“Lately” (93-15) does not contain typical characteristics of a song in Verse-Chorus form 

but instead exhibits characteristics of a strophe in an overall SRDC pattern in terms of its 

harmonic, melodic, and lyric content. Example 6.31 illustrates the verses and the chorus.  
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Example 6.31 “Lately” (93-15) verses and chorus 

Verse 1: [D♭] |I         |vi7       |ii7                                        |V      (S) 
  Lately I’ve had the strangest feeling with no vivid reason here to find 
        |ii                               |⋅/⋅              V7          |I 
  But yet the thought of losing you’s been hanging around my mind 
  |I    |vi7        |ii7      V 
  Far more frequently you’re wearing perfume and with you say no special place to go    (R) 
         |ii    |⋅/⋅             V7      |I                  |V7/IV  
  But when I ask will you be coming back soon, you don’t know, never know 
 
Chorus:  |IV     |iv           (D) 
  I’m a man of many wishes,  hope my premonition misses. 
  |iii7   |Vsus7/ii               V7/ii 
  But what I really feel, my eyes won’t let me hide 
        |ii7 iii7  |iv7  V7 |I       | Vsus7/ii               V7/ii 
  ‘Cause they always  start to   cry.           (C) 
        | ii7  iii7    |iv7    V7   |I              
  ‘Cause this time could mean goodbye.               Repeated 
 
Verse 2:  |I            |vi7     |ii7                                    |V 
  Lately I’ve been staring in the mirror very slowly picking me apart 
        |ii                                              |⋅/⋅          V7          |I 
  I’m trying to tell myself I have no reason with your heart. 
  |I                    |vi7          |ii7                                                         |V 
  Just the other night while you were sleeping I vaguely heard you whisper someone’s name 
         |ii               |⋅/⋅         V7           |I                          |V7/IV 
  But when I ask you of the thoughts you’re keeping you just say that nothing’s changed.  
 
Chorus  {2x} 
 
 

Harmonically, the verse-chorus cycle of “Lately” forms a large scale SRDC pattern. Each 

verse consists of two periods, which are the Statement and Restatement. The verses are 

harmonically closed and therefore do not create harmonic motion toward the chorus. The chorus 

begins on the subdominant chord, which is characteristic of the Departure in SRDC groups. The 

first half of the chorus can be viewed as prolonging the pre-dominant. The Conclusion phrase 

contains parallel seventh chords (ii7 – iii7 – iv7 – V7) that cadence on the word “cry” and 
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provide a strong sense of arrival on the tonic. This Conclusion phrase is repeated to reaffirm the 

tonic.  

Melodically, “Lately” does not have a clearly defined chorus. The melody of the chorus 

begins in the same range as the second phrase of the verse. The melody is fragmented (another 

characteristic of Departure phrases) and only reaches the highest note in the song (^♭ 3) in the 

Conclusion phrase before it descends to the cadence on “to cry.” Here in the Conclusion phrase, 

the rhythm dramatically slows. The melody and rhythm reinforce the large-scale SRDC pattern, 

making the chorus more difficult to distinguish from the verse.  

Lyrically, “Lately” does not exhibit typical features of Verse-Chorus form in its title 

placement. The title lyric is placed at the beginning of each verse rather than at the beginning or 

end of the chorus. Although the title lyric is paired with tonic harmony, there is no sense of a 

harmonic “arrival” on this title lyric. Its placement at the beginning of the verse more closely 

resembles a head refrain in AABA form than what would normally be seen in Verse-Chorus 

form.  

Harmonically, melodically, and lyrically, then, “Lately” exhibits characteristics of a 

strophe in an overall SRDC pattern. The length and lyric invariance of the chorus section, as well 

as the fact that the chorus is repeated in its entirety at the end of the song, however, more 

correctly lead to labeling the song’s form as Verse-Chorus.  

As shown in the previous three songs, choruses that begin off tonic and that are part of a 

larger SRDC pattern demonstrate few characteristics of prototypical choruses. When there are no 

other musical or lyrical features to identify the chorus, the designation of this section becomes 

difficult.  
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CHAPTER 7 

PRECHORUS AND POSTCHORUS  

 One method of expanding and adding contrast to the Two-part Verse-Chorus song is to 

add a section between the verse and the chorus, which is most commonly identified as a 

prechorus, or a section after the chorus, sometimes identified as a postchorus.144 These two 

sections (especially the postchorus) have received relatively little attention in the scholarly 

literature. In contrast to Summach’s study, which shows a general increase of prechoruses 

beginning in the 1960s through 1989, I find that over the two decades of the sample used in this 

study that there is actually a decrease in the use of prechoruses and an increase in the occurrence 

of postchoruses. I demonstrate that, as in Verse-Chorus form, there is a trend toward prechoruses 

built on the same harmonic content as the verse and the chorus. Based on harmonic content, I 

divide the prechoruses into four categories and argue that other musical factors such as melody, 

rhythm, phrasing, and texture can provide contrast and build momentum to the chorus 

(characteristics typically associated with the prechorus section) when the harmonies do not. In 

addition, I list six characteristics that aid in the identification of a postchorus and analyze songs 

that demonstrate these characteristics.  

 

Prechorus Background 

As with much of the terminology used in the analysis of popular music to date, a review 

of the literature shows that the term “prechorus” has yet to acquire a standardized definition. 

According to different authors, this section may also be called a climb, lift, setup, build, pre-

                                                

144 Everett documents the prechorus as originating in 1964. The Foundations of Rock, 146.  
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hook, bridge, transitional bridge, or verse extension.145 Despite the attention given to the 

prechorus in songwriting books, the prechorus has received relatively little attention from 

theorists, and some, such as Stephenson, completely ignore this important formal section. Those 

who do discuss the prechorus (Covach, Everett, Summach, and de Clercq) usually agree that it is 

a section that comes between the verse and the chorus but disagree on the characteristics and 

functions of the section.  

Covach states that the purpose of the often lyrically invariant prechorus is to “build up 

the musical movement toward the chorus, and in that way is a special kind of bridge.”146 The 

build up of the “musical movement” explains the use of the term “build.” 

Everett likewise observes that the prechorus often connects the verse and chorus, as an 

“often harmonically probing” passage that occurs after a two-phrase verse that then leads to a 

chorus.147 For Everett, the prechorus functions like the Departure phrase in a large-scale SRDC 

pattern, and the section is useful as a means to connect the verse and the chorus when those 

sections are “extremely different in some aspect.”148  

De Clercq offers an explanation as to why some theorists have, to date, not addressed the 

prechorus as an independent section. First, he finds that it is uncommon to find this designation 

in published analyses published prior to 2012, the date of his own work on the topic.149 Second, 

because of its relatively short length, de Clercq suggests that a prechorus might simply be 
                                                

145 John Braheny, The Craft and Business of Songwriting (Cincinnatti: Writer’s Digest Books, 1988) 69; Jai 
Josephs, Writing Music for Hit Songs (Cincinnatti: Writer’s Digest Books, 1989) 9; Sheila Davis, The Craft of Lyric 
Writing (Cincinnatti: Writer’s Digest Books, 1985) 55; Pat Pattinson Songwriting: Essential Guide to Lyric Form 
and Structure: Tools and Techniques for Writing Better Lyrics (Boston: Berklee Press, 2000) 61.  

146 Covach, What’s that Sound, G2. It is worth noting that this prechorus entry is an addition, which is not 
included in the previous editions of the book. 

147 Everett, The Foundations of Rock, 146.  
148 Everett, The Foundations of Rock, 147.  
149 Indeed, de Clercq finds only 10% of songs in his survey that had been analyzed in Verse-Chorus form 

had been analyzed as also containing a prechorus, 91. 
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perceived to function like a refrain in that it occurs within a larger section instead of being its 

own independent section.150  

Yet, for de Clercq, the prototypical prechorus is an independent section that presents 

harmonically unstable material between harmonically stable verses and choruses. The prechorus 

might extend a pre-dominant to dominant progression and thus has characteristics similar to that 

of a bridge.151 The prechorus need not, however, exhibit a single particular function. It may, for 

example, serve as a transition between the verse and the chorus, or it may simply provide 

contrast. Although the harmonic material of the prechorus might not be transitional, de Clercq 

notes that other aspects, such as instrumentation and melody, may display transitional 

characteristics. For example, the instrumentation in the prechorus might serve to move from a 

thinner-texture verse to a thicker-texture chorus; the melody in the prechorus might move from a 

lower register in the verse to a higher register in the chorus; or, the rhythm and phrasing in the 

prechorus might serve to mitigate the effect of abrupt changes between the verse and the chorus. 

The prechorus, however, might simply provide contrast to the verse and therefore might create a 

stronger impact and sense of arrival by the chorus.  

Likewise, Summach discusses the transitional and momentum-building effects of the 

prechorus and notes that the section might change in groove, lyric phrasing, dynamics, register, 

instrumentation and timbre, harmonic progression, and/or rhythm. Any of these features, he 

argues, can potentially increase the forward momentum to the chorus.152 For Summach, the 

prechorus section changes the Verse-Chorus song from a two-module form to a three-module 

form. He observes, like Everett, that when the SRDC phrase group is expanded, the Statement 
                                                

150 de Clercq, 91.  
151 de Clercq, 91.  
152 Summach, 129.  
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and Restatement resemble a verse, the Departure resembles a prechorus, and the Conclusion 

resembles a chorus.  

Like Everett, Summach finds the origins of the prechorus in the early 1960s, developing 

from both Verse-Chorus form and SRDC strophes. He observes the general increase in the use of 

the prechorus in songs in his sample, suggesting that the prechorus enhances the focus on the 

chorus.153 He also notes the decline in the use of the prechorus in the early 1970s that coincided 

with the emergence of funk and of Verse-Chorus ballads by singer-songwriters. Summach argues 

that the harmonic stasis characteristic of many funk songs is incompatible with a momentum-

building prechorus, as is the “more relaxed” style of the singer-songwriter ballads.154  

Summach also examines “incomplete” verse-prechorus-chorus cycles (i.e., verse-

prechorus, prechorus-chorus, and verse-chorus cycles) and makes the following observations:  

1) Verse-prechorus cycles are perceived as being complete and the prechorus sounds like 

a refrain; when the chorus enters after the second prechorus, however, it is only 

retrospectively understood to be a prechorus.  

2) Prechorus-chorus cycles occur late in the song as part of chorusification; if the cycle 

occurs after a bridge, the prechorus sustains the momentum toward the chorus.  

3) The verse-chorus cycle, with the prechorus removed is very uncommon; the prechorus 

may only be dropped when each section shares the same harmonic progression.155  

 

Postchorus Background 

Another method of expanding the Verse-Chorus song is through the use of a postchorus. 
                                                

153 Summach, 134.  
154 Summach, 134.  
155 Summach, 136-8. 
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The postchorus has received even less attention in the scholarly literature than the prechorus. 

In his analysis of “Crucify,” Covach labels the vocal section that follows the chorus as 

the “After-chorus.”156 He describes this section as one growing out of the chorus and becoming 

its own distinct entity but provides no further observations regarding what makes this postchorus 

a distinct and identifiable section.  

Although de Clercq uses the term postchorus, he views this section merely as a link rather 

than as a separate section. Whether the link functions as a postchorus or a pre-verse depends on 

its harmonic and melodic content. For example, in his analysis of “My Happy Ending,” de 

Clercq notes that the link repeats the refrain of the chorus, and thus could be understood as 

postchorus, but he also observes that the link occurs over the harmonic progression of the verse, 

and thus could be understood as a pre-verse.157 In any case, de Clercq does not recognize an 

independent postchorus section.  

Mark Spicer discusses the postchorus in Lady Gaga’s “Bad Romance,” calling the section 

a “rather unusual structural feature, one that could be described as a postchorus.”158 He defines 

the postchorus as “a brief, self-contained passage that can be heard as a departure from the 

chorus and yet does not serve merely as a transition to the next verse,”159 and points to two songs 

from 1970 (Jackson 5’s “ABC” and Stephen Still’s “Love the One You’re With) as early 

examples that include such a section. Spicer states that the label of postchorus may be used for 

new material (be it vocal or instrumental) after the chorus. Even if the section consists of just a 

couple lines of text, Spicer maintains that if it sounds like a self-contained section, the label of 
                                                

156 Covach, What’s that Sound?, 506.  
157 de Clercq, 109.  
158 Mark Spicer, “(Per)form in(g) Rock,” Music Theory Online 17, no. 3 (Oct. 2011), accessed May 24, 

2015, http://www.mtosmt.org/issues/mto.11.17.3/mto.11.17.3.spicer.html, (8).  
159 Spicer, “(Per)form in(g) Rock,” (9).  
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postchorus may be used. 

Summach posits three possible interpretations for such a section coming after the chorus, 

each determined by how the section functions in relation to material that immediately precedes 

and follows it.  

1) If the section follows a fully-closed chorus and reestablishes the verse progression, 

Summach labels it a mid-song introduction.  

2) If the section provides closure to the chorus and at the same time introduces the verse, 

it is a link. 

3) If, however, the section provides no transitional or introductory function and its 

function is “limited to closing the cycle that precedes it,” it is a postchorus.  

As with Spicer, Summach recognizes both vocal and instrumental postchoruses and likewise 

recognizes that the postchorus occurs relatively infrequently, finding only seven of the 700 songs 

in his study that include the section. 

 

Findings 

Of the 383 songs in the present study that contain a chorus, 150 contain a prechorus, a 

postchorus, or both. Figure 7.1 illustrates the percentage of songs in each category.  
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Figure 7.1 Percentage of songs containing a prechorus and/or postchorus  

 
 
 
 
In my sample, 124 songs (82.7%) contain a prechorus, 17 songs (11.3%) contain a postchorus, 

and nine songs (6.0%) exhibit both a prechorus and postchorus.  

Figure 7.2 shows the breakdown of these songs by decade.  

 

Figure 7.2 Percentage of songs containing a prechorus and/or postchorus by decade 

 

            1990-99       2000-09 
 

Prechorus and postchorus 
6.0%

Postchorus 
11.3%

Prechorus 
82.7%

Prechorus and postchorus 
6.4%

Postchorus 
5.1%

Prechorus 
88.5%

Prechorus and postchorus 
5.6%

Postchorus 
18.1%

Prechorus 
76.4%



 

 

 129 

 
 
In the first decade of my sample (1990-99), 78 songs utilize a prechorus and/or postchorus. Of 

these, 69 songs (88.5%) contain a prechorus, four songs (5.1%), contain a postchorus, and five 

songs (6.4%) contain both a prechorus and a postchorus. In the second decade of my sample 

(2000-09), 72 songs utilize a prechorus and/or postchorus. Of these, 55 songs (76.4%) contain a 

prechorus, 13 songs (18.1%) contain a postchorus, and four songs (5.6%) contain both a 

prechorus and a postchorus. Although the number of songs with a prechorus and/or postchorus 

declines slightly in the second decade, as shown in these figures, the percentage of songs with 

prechoruses declines while the percentage of songs with postchoruses increases. The figures 

show a significant increase in the percentage of songs containing a postchorus, up from the 1% 

Summach finds in his sample.  

 Many of the songs in my sample containing a prechorus and/or postchorus are in Verse-

Chorus-Bridge form (VCB). Figure 7.3 illustrates the percentage of each by formal type.  
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Figure 7.3 Percentage of songs containing a prechorus and/or postchorus by formal type 

 
 

 
Of the 150 songs that contain a prechorus, a postchorus, or both, 76 songs (50.7%) are in VCB + 

prechorus form; 48 songs (32.0%) are in Verse-Chorus + Prechorus form; 11 songs (7.3%) are in 

Verse-Chorus + Postchorus form; six songs (4.0%) are in VCB + postchorus form; five songs 

(3.3%) are in Verse-Chorus + Prechorus & postchorus form; and four songs (2.7%) are in VCB + 

Prechorus & postchorus form.  

Figure 7.4 shows the breakdown of these songs by decade. 
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Figure 7.4 Percentage of songs containing a prechorus and/or postchorus by formal type and by 
decade. 

 
             

1990-99         2000-09 
 
 
 
In the first decade of my sample (1990-99), 35 songs are in Verse-Chorus + Prechorus form 

(44.9%); 34 songs (43.6%) are in in VCB + Prechorus form; four songs (5.1%) are in Verse-

Chorus + Postchorus form; four songs (5.1%) are in Verse-Chorus + Prechorus & postchorus 

form; and only one song (1.3%) is in VCB + Prechorus & postchorus form. Postchorus. No 

songs are in VCB + Postchorus form. In the second decade of my sample (2000-09), 42 songs 

(58.3%) are in VCB + Prechorus form; 13 songs (18.1%) are in Verse-Chorus + Prechorus form; 

seven songs (9.7%) are in Verse-Chorus + Postchorus form; six songs (8.3%) are in VCB + 

Postchorus form; three songs (4.2%) are in VCB + Prechorus & postchorus form; and only one 

song (1.4%) is in Verse-Chorus + Prechorus & postchorus form. Figure 7.4 shows the increase in 

the second decade of formally more complex songs, those with more than one additional section 

added to the Two-part Verse-Chorus form. Although the total percentage of songs with a 
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prechorus decreases (shown in Figure7.2), the percentage of songs in VCB + Prechorus form 

increases significantly as does the number of songs in Verse-Chorus-Bridge + Postchorus form 

(from zero to six). Despite this increase of songs in more complex forms, songs in Verse-Chorus 

+ Postchorus form are found in greater number than those in Verse-Chorus-Bridge + Postchorus 

form. 

 Figure 7.5 shows the incidence of these types in each year of the study.  

 

Figure 7.5 Incidence of songs with a prechorus and/or postchorus by formal type  

 

 

The figure above illustrates the trends for each specific type of song containing a prechorus 

and/or postchorus. Songs in Verse-Chorus + Prechorus form (red) decline in 2000 and have not, 

to date, regained in popularity. The increase of songs in Verse-Chorus-Bridge + Prechorus form 

In
ci

de
nc

e 
pe

r A
nn

ua
l T

op
-2

0

0

2

4

6

8

10

12

14

16

18

20

Year

1990 91 92 93 94 95 96 97 98 99 2000 01 02 03 04 05 06 07 08 09

11

1

1

1
1

1

1

1
1

5

7

5
22

2

4

5

3

7

7

2

3

5

3

1

2
3

5

3

1

1

1

11

1

12
1

2

211

3
2

1111
2

3

6
5

3
4

1

4444

+ Prechorus + Postchorus
+ Prechorus & postchorus VCB + Prechorus
VCB + Postchorus VCB + Prechorus & postchorus



 

 

 133 

(purple) in the second decade can be attributed to a significant number of these songs found in 

the years 2000 and 2008. Songs in Verse-Chorus-Bridge + Postchorus form (green) begin 

appearing in 2001, and although these songs do not overtake songs in Verse-Chorus + Prechorus 

form in popularity, songs in Verse-Chorus-Bridge + Postchorus form in some years exist in 

numbers equal to, or even greater than, the number of songs in Verse-Chorus + Prechorus form.  

 In summary, Figures 7.1-7.5 illustrate general trends of songs containing a prechorus 

and/or a postchorus from 1990 to 2009. From these figures, we see a decrease in the incidence of 

songs with a prechorus, and an increase in songs with a postchorus, as well as an increase in 

more complex forms.  

 

Prechorus Characteristics and Categories 

The songs containing a prechorus song can fall into one of four categories based on 

harmonic content:  

1) All-Contrasting Prechorus, in which each section contains a different harmonic 

progression;  

2) Contrasting Prechorus, in which the verse and the chorus are based on a single 

harmonic progression while the prechorus contains a different harmonic progression;  

3) Simple Prechorus, in which the prechorus contains the same harmonic progression as 

the verse but not the chorus; or  

4) All-Simple Prechorus, in which each section is based on a single harmonic 

progression. 

The incidence of each of these four categories found in my sample is illustrated in Figure 

7.6. 



 

 

 134 

 

Figure 7.6 Incidence of the four prechorus categories in songs containing a prechorus 

 A. Verse-
Chorus + 
Prechorus  

B. Verse-Chorus 
+ Prechorus & 
postchorus 

C. VCB + 
Prechorus  

D. VCB + Prechorus 
& postchorus  

1. All-
Contrasting 
Prechorus 

23 3 33 1 

2. Contrasting 
Prechorus 

10 0 10 1 

3. Simple 
Prechorus 

1 1 4 1 

4. All-Simple 
Prechorus 

14 1 29 1 

 
 

Figure 7.7 compares the four prechorus categories by decade.  

 

Figure 7.7 Percentage of prechorus categories by decade.  
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As illustrated above, there is a decrease in the number of All-Contrasting and Contrasting 

Prechoruses and an increase in the number of All-Simple and Simple Prechoruses during the two 

decades of the study. 

1) Of the 74 songs with prechoruses in the first decade of my sample (1990-99), 53 

(71.6%) contain a prechorus that contrasts harmonically with the verse and/or chorus. Of 

these, 35 fall into the All-Contrasting Prechorus category (47.3%) and 18 fall into the 

Contrasting Prechorus category (24.3%). In contrast, 21 songs (29.4%) contain a 

prechorus that is harmonically the same as the verse and/or chorus. Of these, two fall into 

the Simple Prechorus category (2.7%) and 19 fall into the All-Simple Prechorus category 

(25.7%).  

2) Of the 59 songs with prechoruses in the second decade of my sample (2000-09), 28 

(47.5%) contain a prechorus that contrasts harmonically with the verse and/or chorus. Of 

these, 25 fall into the All-Contrasting Prechorus category (42.4%) and three fall into the 

Contrasting Prechorus category (5.1%). In contrast, 31 songs (52.5%) contain a prechorus 

that is harmonically the same as the verse and/or chorus. Of these, five fall into the 

Simple Prechorus category (8.5%) and 26 fall into the All-Simple Prechorus category 

(44.0%).  

These findings are in alignment with those discussed in Chapter 6 in that not only is there 

an increase of songs in Simple Verse-Chorus form (Figure 6.3) but there is also an increase of 

songs containing simple prechoruses (Simple Prechorus and All-Simple Prechorus categories).  

Figure 7.8 shows the incidence of prechorus songs in the All-Contrasting Prechorus and 

Contrasting Prechorus categories for each year of the study, showing the decrease in the 

incidence of these categories beginning in 2001. 
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Figure 7.8 Incidence of prechorus songs in the All-Contrasting Prechorus and Contrasting 
Prechorus categories 

 
 
 
 

Figure 7.9 shows the incidence of prechorus songs in the Simple Prechorus and All-

Simple categories for each year of the study.  
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Figure 7.9 Incidence of prechorus songs in the Simple Prechorus and All-Simple Prechorus 
categories 

 
 
 

Unlike the increase of songs in Simple Verse-Chorus form that can be attributed to the hip-

hop/rap songs in that form, the increase of songs in the Simple Prechorus and All-Simple 

Prechorus categories can be attributed to a variety of popular styles and genres.  

 Although Summach and de Clercq note that the prechorus provides contrast, builds 

momentum, and serves as a transition from the verse to the chorus, both authors focus on the 

harmonic content of the prechorus as the point of interest in the section. Because the majority of 

songs in my study written after 2000 do not feature harmonic contrast in the prechorus, it is 

necessary to observe what other musical features are present that contribute to the identification 

of the prechorus as a separate section. In the analyses that follow, I provide examples and 
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discussion of songs in each of the four prechorus categories (All-Contrasting Prechorus, 

Contrasting Prechorus, Simple Prechorus, and All-Simple Prechorus).  

All-Contrasting Prechorus 

 Of the 133 songs in this study that contain a prechorus, 60 (45.1%) fall into the All-

Contrasting Prechorus category. Examining the beginning and ending harmonies of the 

prechoruses in this category, we find similarities to those harmonies often described in bridge 

sections. Of the 60 songs in the All-Contrasting Prechorus category, 15 of the prechoruses begin 

on the subdominant, 15 begin on the submediant, and nine begin on the supertonic. Over half of 

the prechorus sections end on a dominant or dominant-function chord (39), and most (29) resolve 

to tonic at the beginning of the chorus. Thus, these most common beginning and ending 

harmonies of the All-Contrasting Prechorus indicate that the section is similar to a bridge. The 

prechorus provides harmonic contrast and acts as a transition (similar to a bridge moving from 

the subdominant to the dominant) between the verse and the chorus. Although the most common 

ending harmony of the verse in these songs is a dominant-function chord that could easily 

resolve to tonic at the beginning of the chorus (without the addition of the prechorus between the 

sections), the prechorus builds the tension and momentum that is ultimately resolved with the 

arrival of the chorus. As de Clercq states, the most common situation is for the prechorus to be 

harmonically unstable between a stable verse and chorus.160 Nevertheless, only about half (29) of 

the sixty songs in the All-Contrasting category fit this description.  

                                                

160 de Clercq, 94.  
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“With You” (08-09) provides an example of a song in which a harmonically unstable 

prechorus is inserted between a harmonically stable verse and chorus. Example 7.1 illustrates the 

first phrase of the first verse, which begins on the tonic and ends on the dominant.  

 

Example 7.1 “With You” (09-09) first phrase of first verse 

 
 
 

The prechorus begins after eight measures of the verse, shown in Example 7.2. 

 

Example 7.2 “With You” (09-09) prechorus  
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The prechorus differs from the verse in terms of its harmony, melody, and instrumentation. The 

section begins on the subdominant, contains no presentations of the tonic chord, and the 

harmonic rhythm increases to two chords per measure. The melody of the prechorus is more 

fragmented than in the verse and begins after the beat instead of on the beat as in the beginning 

of the verse. After rising to the highest note in the song thus far, in the penultimate measure of 

the prechorus the melody descends an octave to end on ^2 coinciding with the dominant chord. A 

prominent cello line also enters in the prechorus section, creating a thicker instrumental texture 

that connects the thinner texture of the verse to the thicker texture of the subsequent chorus.  

In “With You,” the verse and the prechorus could be perceived as the SRD portions of a 

larger SRDC pattern, with the verse containing the Statement and Restatement and the prechorus 

functioning as the Departure. Momentum-building features of this section include the absence of 

a tonic chord (its delay builds momentum toward its expected arrival), the fragmentation of the 

melody, and a melodic ascent to the highest note. 

Example 7.3 illustrates the first phrase of the chorus.  

 

Example 7.3 “With You” (09-09) first phrase of chorus 
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Compared to the prechorus, the chorus is relatively stable. With its melodic arrival on ^1 

coinciding with the tonic harmony, the chorus could be perceived as the Conclusion of the large 

SRDC pattern, and thus complete the SRD pattern described above.  

 Typically, the prechorus section is lyrically invariant. “It’s All Coming Back to Me Now” 

(96-18), however, provides one of only a few examples in which the lyric changes with the 

restatement of the prechorus musical material. Example 7.4 provides the text and harmonies of 

the first verse, the first prechorus, and the beginning of the chorus.  

 

Example 7.4 “It’s All Coming Back to Me Now” (96-18) text and harmonies of verse 1, 
prechorus 1, and beginning of the chorus  

 
Verse 1: [C:]      | I                                            | IV 
  There were nights when the wind was so cold  

             | ii                   iii              |vi              ii   |IV          | V4-3 
that my body froze in bed if I just listened to it right outside the window. 
     | I      | IV 
There were days when the sun was so cruel 
     | ii                     iii                   |vi                              ii              |IV      | V4-3 
That all the tears turned to dust and I just knew my eyes were drying up forever 
 

Prechorus 1:        |iii              vi                 |IV        V             I  
   I finished crying in the instant that you left 
            |iii                           vi                    |IV    V4-3 
  And I can’t remember where or when or how 
            |iii                           vi                   | IV    V    | IV     | V4-3 
  And I banished every memory you and I had ever made 
 
Chorus 1:                  | I                                                  | V6         
 A But when you touch me like this and when you hold me like that 
          |vi7             ii7                |IV              V7 
  I just have to admit that it’s all coming back to me 
             | I                                         | V6         
  When I touch you like this, when I hold you like that 
            |vi7             ii7                |IV              V7 
  It’s so hard to believe but it’s all coming back to be 
 
 
 
The prechorus provides both contrast and momentum-building features in its phrasing, its 

melody, and its harmony. Unlike the two, six-measure phrases of the verse, the prechorus 
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contains two phrases that are two measures in length and a third phrase that is four measures in 

length. The melody of the prechorus is in a slightly higher range than the verse and ascends to 

the highest note in the song on the last word of the section (“made”). Harmonically, the 

prechorus begins on the mediant and ends on the dominant. The only tonic chord in the entire 

prechorus section occurs at the end of the first phrase on the lyric “left.” Although these features 

provide contrast and build momentum to the chorus, the dynamics, range, and instrumentation 

drop dramatically at the beginning of the chorus and thus do not lead to an expected larger-than-

life chorus section.  

After the second verse, a different lyric appears in the second prechorus, shown in 

Example 7.5. 

 

Example 7.5 “It’s All Coming Back to Me Now” (96-18) prechorus 2 

Prechorus 2: [C:] |iii              vi                 |IV        V             I 
 But you were history with the slamming of the door 

            |iii                      vi                          |IV    V4-3 
  And I made myself so strong again somehow 
            |iii                  vi              | IV       V              | IV     | V4-3 
  And I never wasted any of my time on you since then 
 
 
 
Although it could be argued that this change in lyric means that the prechorus in this song is 

actually part of the preceding verse, the musical changes in the prechorus described above, as 

well as its length at seven measures, indicate that the section is independent of the verse.  

Contrasting Prechorus 

 Of the 133 songs in this study that contain a prechorus in this study, 21 (15.8%) fall into 

the Contrasting Prechorus category, in which the verse and the chorus are built on a single 

harmonic progression while the prechorus is built on a contrasting harmonic progression. As 
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with the prechoruses in the All-Contrasting category, the prechoruses in the Contrasting 

Prechorus category share a similar transitional role and harmonies to bridge sections. Of the 21 

songs in the Contrasting Prechorus category, six contain prechoruses that begin on the 

subdominant—the most frequent beginning harmony of the section—and 12 contain prechoruses 

that end on the dominant or dominant function—the most frequent ending harmony of the 

section. These prechoruses that begin off tonic provide harmonic contrast to the verse, and by 

concluding on either a dominant or a dominant-function chord, they build momentum and create 

a harmonic drive to the chorus.  

 “End of the Road” (92-01) provides an example of a song in this category. Example 7.6 

illustrates the first verse-prechorus-chorus cycle. 
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Example 7.6 “End of the Road” (92-01) first verse-prechorus-chorus cycle 

Verse 1: [E♭:] |I                      4 - 3  |V/^6                                vi                      
    We belong together  and you know that I’m right 
  |IV                  iii7                                    |ii7                             IVmaj7/^5 
    Why do you play with my heart? Why do you play with my mind? 
  |I                         4 - 3  |V/^6                  vi                      
    Said we’d be forever,  said it’d never die 
  |IV                       iii7                                     |ii7                   IVmaj7/^5 
    How could you love me and leave me and never say goodbye? 
 
Prechorus:               |vi       /^♯5 
  When I can’t sleep at night without holding you tight 
          |I6

4               viiø7/V 
  Girl, each time I try I just break down and cry 
  |IVmaj7                          iii7 
  Pain in my head oh I’d rather be dead 
  |ii7                               IVmaj7/^5 
  Spinning around and around 
 
Chorus:               |I                   4 - 3        | V/^6           vi         |IV             
  Although we’ve come to the end of the road, still I can’t let go 
             iii7                    |ii7              IVmaj7/^5 
  It’s unnatural, you belong to me, I belong to you 
  |I                   4 - 3        | V/^6           vi         |IV             
  Come to the end of the road, still I can’t let go 
             iii7                    |ii7              IVmaj7/^5 
  It’s unnatural, you belong to me, I belong to you 
 
 

Whereas the verse and the chorus have an identical chord progression, beginning on the tonic 

and ending on a dominant-function IVmaj7/^5, the four-measure prechorus provides contrast 

with its harmonic progression that contains a chromatically descending bass line that begins on 

the submediant. This prechorus section ends with the IVmaj7/^5 chord and is harmonically 

unstable, with the only appearance of the tonic voiced as a passing six-four chord. In addition to 

providing contrast, the prechorus also functions as a transition between the verse and chorus by 

way of the shift in its melodic phrasing. The phrases of the verse begin after the downbeat; the 

phrases of the prechorus begin slightly before the downbeat; and the phrases of the chorus begin 

before the downbeat and are end-accented. 
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 “Angel of Mine” (99-03) provides a second example in the Contrasting Prechorus 

category. It exhibits a blend of Verse-Chorus form and AABA form, as well as incomplete verse-

prechorus-chorus cycles and an unusual placement of the prechorus section following, rather 

than preceding, the chorus. Example 7.7 illustrates the first verse-prechorus-chorus cycle.  

 

Example 7.7 “Angel of Mine” (99-03) first verse-prechorus-chorus cycle 

Verse 1: [D♭:] |IV                    |V          vi7 
(A)   When I first say you I already knew   
  |IV                   |V            vi7 
   There was something inside of you 
  |IV                                     |V       vi7 
  Something I thought that I would never find 
  V6  I   I6 |IVmaj9 
Refrain  Angel of  mine 
 
Verse 2:  I look at you looking at me 
(A)  Now I know why they say the best things are free 
  Gonna love you boy you are so fine 
Refrain  Angel of mine 
 
Prechorus: ii7                                                     |V+7/vi 
(B)  How you changed my world you’ll never know 
  IV          |♭VII 

I’m different now, you helped me grow 
 
Chorus:          |IV                    |V               vi7 
(A’)  You came into my life sent from above 
  |IV                       |V                vi7 
  When I lost all hope you showed me love 
  |IV                                    |V           vi7 
   I’m checkin’ for you boy you’re right on time 
  V6  I   I6 |IVmaj9 
Refrain  Angel of  mine 

 

 
The first verse-prechorus-chorus cycle of “Angel of Mine” exhibits a blend of verses and 

strophes that suggests an AABA form. The song begins with two statements of the verse, each 

with the same tail refrain and title lyric. When the prechorus enters, it sounds as if this section 

might be the B section. It is only when the chorus enters with a melody in a higher vocal register, 
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phrases that begin on the downbeat (as opposed to the verse phrases that begin after the 

downbeat), and a thicker texture (by way of background vocals and synth strings) that the 

previous sections are retrospectively understood as two verses with refrains followed by a 

prechorus.  

The verse and chorus sections in “Angel of Mine” do not follow the standard harmonic 

conventions associated with those sections. The tonic harmony, which occurs only in a weak 

metric position between the V6 and IVmaj9 chords in the refrains, is nearly absent in the verse 

and the chorus, leading to an overall effect of harmonic instability in these sections. The vi7, at 

the end of each of the first three phrases of both the verse and the chorus, functions as a tonic 

replacement and thus mitigates the harmonic instability to some degree.  

Although it does not build momentum, the prechorus in “Angel of Mine” does provide 

contrast. This is accomplished through the introduction of new harmonies (ii7, V+7/vi, and ♭VII) 

as well as through a slower harmonic rhythm.  

 The overall form of “Angel of Mine,” illustrated in Example 7.8, is also unique in its 

order of sections.  
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Example 7.8 “Angel of Mine” (99-03) form chart 

Start Measures Section Verse-prechorus-chorus cycles 
0:00 8 Intro   
0:22 8 Verse 1 (A) 1  
0:43 8 Verse 2 (A) 
1:04 4 Prechorus (B) 
1:15 8 Chorus (A’) 
1:36 8 Verse 3 2 
1:58 4 Prechorus 
2:08 8 Chorus 
2:30 8 Bridge  
2:51 8 Verse 3 
3:12 8 Chorus 
3:33 4 Prechorus (4) 
3:44 8 Verse 

 
 

The first verse-prechorus-chorus cycle is expanded by way of an additional verse. The second 

cycle is complete and consists of one statement of each section. The third cycle is an example of 

an incomplete cycle, from which the prechorus has been removed. This is unusual and, according 

to Summach (as noted above), can only occur when all three sections, verse-prechorus-chorus, 

share the same harmonic progression. In this song, however, the prechorus is contrasting and yet 

has still been removed from the cycle. Although the term “prechorus” suggests that the section 

precedes the chorus, the prechorus here actually follows the chorus and precedes the verse in the 

fourth cycle. This final cycle might instead be interpreted as a retrograde in that the cycle is 

presented in reverse: chorus-prechorus-verse instead of verse-prechorus-chorus.  

Simple Prechorus 

Of the 133 songs in this study that contain a prechorus, six (4.5%) fall into the Simple 

Prechorus category, in which the prechorus contains the same harmonic progression as the verse 

but not the chorus. Because the prechorus contains the same harmonies as the verse, it cannot 



 

 

 148 

provide harmonic contrast or harmonic instability between the verse and chorus sections and thus 

cannot build harmonic momentum toward the chorus. Instead, other features, such as melody, 

rhythm, phrasing, and instrumentation, must provide the contrast and build the momentum in 

order to identify the prechorus as an independent section and not simply another verse or an 

extension thereof.  

 “Take a Bow “ (08-12) provides an example of the Simple Prechorus. Example 7.9 

provides a transcription of the first verse and prechorus. 

 

Example 7.9 “Take a Bow” (08-12) first verse and prechorus 

 
 
 
 
The verse is based on a two-measure, four-chord progression that occurs three times with the last 

phrase ending on the subtonic. Although the prechorus uses the same harmonic pattern as the 

verse and the instrumentation does not change, there is significant melodic contrast in the 
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prechorus that serves to identify it as a separate section. In this prechorus, the phrases begin on 

the beat and are in a higher register than in the verse, and the last pitch of the prechorus 

(“caught”) is higher than any of the previous phrase endings. When the prechorus returns after 

the second verse, it is lyrically invariant, which aids in the identification of the prechorus as a 

separate section.  

  “All Star” (99-17) presents an example in which the prechorus is difficult to identify. 

Example 7.10 shows the beginning of the first verse, which is based on a two-measure, four-

chord progression with a rhythm of mainly eighth notes.  

 

Example 7.10 “All Star” (99-17) beginning of verse 1 

 
 
 
 

After eight measures, there is a significant change in the melody and instrumentation, and 

Example 7.11 illustrates this next section, a possible candidate for the label of prechorus.  
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Example 7.11 “All Star” (99-17) prechorus candidate 

 
 
 
 
With the addition of sixteenth notes, the rhythm is faster, and the phrasing of the text changes 

from the two-measure phrases of the verse to the shorter one-measure phrases in the section 

above. This faster rhythm, coupled with the fragmentation of the phrases, builds momentum. 

There is also a significant change in the instrumentation of this section: the drums enter, the 

electric bass is louder and panned to the left, and the electric guitar is fuller and panned to the 

right. These aural clues suggest a different section, one that demonstrates transitional elements 

characteristic of a prechorus. Other musical features (such as the length of this section, the many 

words providing a narrative, the melody that centers on ^1 at the beginning and end of the 

section, and the same harmonic progressions as the previous verse), however, suggest that this 



 

 

 151 

section is yet another verse (albeit with a different melody) rather than a prechorus. The section 

is followed by the chorus, however, and could therefore be understood as a prechorus.  

After the chorus, this same section sounds again, but this time with different words and 

with a slightly different melody. This suggests that the section might, indeed, be a verse rather 

than a prechorus. The section leads back to the chorus, however, so it might also be understood 

as part of an incomplete prechorus-chorus cycle.  

On the third cycle, the melody of the first verse returns with a different lyric and is 

followed by the same prechorus candidate illustrated in Example 7.11. Despite its verse-like 

characteristics, the fact that this section precedes the chorus with each cycle gives reason for 

labeling it as a prechorus. Example 7.12 provides a form chart for the song. 

 

Example 7.12 “All Star” (99-17) form chart 

Start Measures Section Verse-prechorus-chorus cycles 
0:00 8 Verse 1 1 
0:20 8 Prechorus 1 or Verse 2 
0:38 8 Chorus 
0:57 8 Prechorus 2 or Verse 3 2 
1:15 8 Chorus  
1:34 8 Instrumental  
1:52 7 Chorus 
2:08 8 Verse 4 (like Verse 1) 3 
2:27 8 Prechorus 1 or Verse 2 
2:45 10 Chorus 

 
 
 

All-Simple Prechorus 

 Of the 133 songs in this study that contain a prechorus, the remaining 46 songs (34.6%) 

fall into the All-Simple Prechorus category, in which each section is based on a single harmonic 

progression. In these songs, the harmonic progression cannot provide the contrast or build the 
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momentum between the verse and chorus sections. Other features, then, such as melody, 

phrasing, and instrumentation and texture, must identify the prechorus. As noted above, 

Summach maintains that harmonic stasis is incompatible with a momentum-building prechorus 

and uses this to explain the lack of prechoruses in many funk songs in the 1970s. Yet, the 

harmonically static All-Simple Prechorus is the second-most common category of prechorus in 

my sample.  

 “Hit ‘Em Up Style (Oops!)” (01-11) provides an example of a prechorus built over the 

same harmonic progression as the verse and the chorus and demonstrates changes in the melody, 

rhythm, and phrasing in the prechorus that identify it as an independent section. Example 7.13 

illustrates the beginning of the verse. 

 

Example 7.13 “Hit ‘Em Up Style (Oops!)” (01-11) beginning of the verse 

 
 
 
 
The solo vocal line is in the center of the mix with the melody of the verse emphasizing the roots 

of the chords in the lower part of the register, and with the phrasing beginning before the 

downbeat.  

Example 7.14 shows the prechorus. 
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Example 7.14 “Hit ‘Em Up Style (Oops!)” (01-11) prechorus 

 
 
 

In the prechorus, the background vocals enter on “oops” and contribute to a thicker vocal texture. 

Although the melody still emphasizes the roots of the chords, the vocal line ascends to ^4 on the 

subdominant. In this prechorus section, the phrases begin after the downbeat in two-measure 

units consisting of a quarter-note triplet rhythm that provides contrast to the rhythm in the verse. 

The thicker vocal texture, higher melody, and shorter phrase units all provide contrast to the 

verse and build momentum to the chorus. The addition of background vocals in the prechorus 

can also be seen as a transition from a thinner texture in the verse to a thicker texture in the 

chorus, in which the lead vocal is doubled and harmonized with background vocals.  

 Example 7.15 illustrates the chorus.  

 

Example 7.15 “Hit ‘Em Up Style (Oops!)” (01-11) chorus 
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In terms of the melody, rhythm, and phrasing, the chorus is much closer to the verse than the 

prechorus, and it is only by way of the thicker vocal texture and its repeated lyric that this section 

is identified as a chorus.  

Although there might not be a harmonic drive from the prechorus to the chorus in songs 

in the All-Simple Prechorus category, the prechorus still serves in a transitional, contrasting, 

and/or momentum-building role. Harmonic stasis, therefore, cannot be assumed to be the 

exclusive criteria by which the label of prechorus is negated.  

 

Postchorus Characteristics and Examples 

 Of the 383 songs in this study that contain a chorus, 26 songs (6.8%) include a postchorus 

section. This postchorus may be constructed using the same harmonic content as a previous 

section (or sections) and be labeled as a Simple postchorus, or it may consist of new harmonic 

material and be labeled as a Contrasting postchorus. Of these 26 songs, 20 contain a Simple 

postchorus and 6 contain a Contrasting postchorus.  

In order to be perceived as a separate section, the postchorus must be a departure from, 

and not a continuation of, the chorus. In addition, the postchorus must not serve as an 

introduction or transitional link that leads back to the verse. The Simple postchorus must 

therefore be identified by means other than its harmonic content. The following characteristics 

assist in identifying both Simple and Contrasting postchoruses.  

1) The section occurs after more than one presentation of the chorus and, as in the 

identification of other sections, is at least four measures in length.  
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2) The section contains different melodic and/or harmonic content from both the 

preceding chorus and subsequent verse. 

3) The section provides melodic and/or harmonic closure.  

4) The section repeats the title lyric. 

5) The section features vocal or text fragmentation. 

6) The section contrasts in texture from the preceding chorus and/or the subsequent verse.  

While not all of these characteristics may be evident in all postchoruses, more than one of 

these features is often present.  

 “Bring Me to Life” (03-10) offers an example of a postchorus that can be identified by 

using the criteria above. Although the postchorus does not occur after the first chorus, it does 

appear after the second and final choruses of the song. Example 7.16 provides the text and 

harmonies of the chorus and postchorus.  

  

Example 7.16 “Bring Me to Life” (03-10) chorus and postchorus 

Chorus:  [Em:] |i                                              
  (Wake me up) Wake me up inside  
  |III                                    
  (I can’t wake up)Wake me up inside  
  |♭VII                                  |i      
  (Save me) Call my name and save me from the dark 
  |i           
  (Wake me up) Bid my blood to run 
  |III                 
  (I can’t wake up) Before I come undone 
  |♭VII      |i                   |i (♭VI) 
  (Save me) Save me from the nothing I’ve become 
 
Postchorus:           |♭VII   |i 

Bring me to life  
        |i 

  (I’ve been living a lie, there’s nothing inside) 
  |♭VI       |♭VII  |i 
      Bring me to life  
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The first chorus is harmonically closed, and therefore is not followed by a postchorus. The 

second chorus, however, ends on the submediant (shown in parentheses in the example above) 

and leads to the postchorus. This postchorus is eight measures in length and contains two 

presentations of the title lyric coinciding with the harmonic progression (♭VI – ♭VII – i), which 

contrasts with the preceding chorus. The change in the vocal rhythm also contrasts with the 

chorus and serves to identify this section as a distinct postchorus section. Example 7.17 provides 

a form chart of “Bring Me to Life.” 

 

Example 7.17 “Bring Me to Life” (03-10) form chart 

Start Measures Section 
0:00 4 Intro 
0:11 8 Verse 1 
0:31 8.5 Verse 2 
0:53 9 Chorus 
1:15 9 Verse 3 
1:38 8 Chorus 
1:58 8 Postchorus 
2:18 8 Bridge – part 1 
2:38 8 Bridge – part 2, rap 
2:59 8 Chorus 
3:19 8 Postchorus 
3:39 6+ Outro, fade 

 
 
 

“Rump Shaker” (93-09) includes a section, shown in Example 7.18, that occurs after the 

chorus and that might be perceived as either a postchorus or a pre-verse section. 
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Example 7.18 “Rump Shaker” (93-09) postchorus/pre-verse lyric 

Check baby, check baby, one two three four 
Check baby, check baby, one two three 
Check baby, check baby, one two 
Check baby, check baby, one 
 
 

Based on the change in the lyric and the instrumentation of this section (the sax riff heard in the 

chorus is now fragmented), this postchorus/pre-verse section is distinct from the preceding 

chorus. Because this section follows the chorus, it might be perceived as a postchorus. The lyric, 

however, which implies a preparatory microphone check, suggests a pre-verse function for this 

section. It is not until this section is repeated and occurs exclusively after the chorus that it is 

understood as a postchorus. Example 7.19 provides a form chart for the song.  

 

Example 7.19 “Rump Shaker” (93-09) form chart 

Start Measures Section Comments 
0:00 4 Intro Sax riff, percussion lead-in 
0:11 8 Chorus “All I wanna do is zooma, zoom, zoom…” 
0:30 4 Pre-verse or postchorus “Check baby, check baby, one two three four” 
0:39 12 Verse 1  
1:07 8 Chorus   
1:26 4 Pre-verse or postchorus   
1:35 12 Verse 2  
2:03 8 Chorus   
2:22 16 Verse 3 Four measures longer than previous verses, 

making up for missing postchorus 
2:59 8 Chorus  
3:18 8 Postchorus Twice as long as previous postchoruses 
3:36 8 Chorus  
3:55 8 Postchorus  
4:14 8 Chorus  
4:33 16 Outro  
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 “Umbrella” (07-02) contains a section utilizing the same chord progression for the 

postchorus as the following verse that should not be considered merely as a link, as de Clercq 

might label the section. This is because the lyric and melodic material of the postchorus clearly 

provide closure to the chorus and do not serve to introduce the verse. This particular postchorus 

exhibits all six of the characteristics described above.  

Example 7.20 shows the end of the chorus, the entire postchorus, and the beginning of the 

second verse.  

 

Example 7.20 “Umbrella” (07-02) end of the chorus, entire postchorus, beginning of verse 2 
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The chorus of “Umbrella” consists of a melody that descends from ^4 to ^2 over the 

chord progression IV – I – V – vi in D♭ major. Instead of descending to ^1, however, on the last 

syllable of “umbrella,” the melody resolves to ^6, thus leaving the chorus unresolved 

melodically.  

The postchorus is eight measures in length and has its own melodic content, which 

features vocal and text fragmentations of the repeated title lyric, and which provides closure to 

the preceding chorus by concluding on ^1. Both the vocal and instrumental texture of the 

postchorus thin, reinforcing the perception of this postchorus as a separate section. Despite 

having the same chord progression as the verse, the postchorus in “Umbrella” is a separate 

section that is a departure from the chorus but that does not serve as a transition to the verse.  

  “Escapade” (90-15) provides a final example of a song that contains both a prechorus 

and a postchorus. Its form is unique, however, because it contains only a single verse and 

because the order of sections is atypical. The verse is shown in Example 7.21. 

 



 

 

 160 

Example 7.21 “Escapade” (90-15) verse 

 

 

Here the four phrases of the verse form an SRDC phrase group. The nature of the lyric telling a 

story, as well as the sparse texture, helps to identify this section as the verse. 

The section that follows, shown in Example 7.22, is the prechorus.  

 

Example 7.22 “Escapade” (90-15) prechorus 
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As with the majority of other contrasting prechoruses, the section begins on the subdominant and 

ends on the dominant, building momentum to the chorus. Compared to the verse, this prechorus 

is much more harmonically active and the melody is in a higher vocal register. This prechorus 

leads to the chorus, shown in Example 7.23. 

 

Example 7.23 “Escapade” (90-15) chorus 

 

 

In contrast to many of the choruses discussed above, the phrases of this particular chorus begin 

after the downbeat and end on beat two of the even-numbered measures. Although the vocal 

range is lower than the previous verse and prechorus sections, it is the background vocals, 

harmonizing the melody, that make the chorus identifiable as such. The chorus concludes with 

the melody descending to ^1 on the last syllable of the title lyric coinciding with the tonic 

harmony.  

 The subsequent section is best understood as a postchorus. It enters after the chorus, 

repeats the title lyric, and contains unique melodic and harmonic content. Although the texture is 
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thinner than in the chorus, the background vocals in the postchorus continue to harmonize the 

title lyric.  

 

Example 7.24 “Escapade” (90-15) postchorus 

 
 
 
 
Most of the sections of “Escapade,” including the prechorus and postchorus sections, meet the 

standard expectations of those sections, and the first cycle proceeds as expected: verse-

prechorus-chorus-postchorus. The remainder of the song, however, does not proceed as 

expected. Example 7.25 provides a form chart of “Escapade.” 
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Example 7.25 “Escapade” (90-15) form chart 

Start Measures Section Verse-prechorus-chorus-
postchorus cycles 

0:00 8 Intro (prechorus based)  
0:17 8+8 Intro (verse based)  
0:50 16 Verse 1 
1:23 8 Prechorus 1 
1:40 8 Chorus 
1:57 8 Postchorus 
2:13 8 Prechorus 2 2  
2:30 8 Chorus 
2:47 8 Chorus repeated 
3:03 8 Interlude 
3:20 8 Postchorus 
3:37 8 Prechorus 1 varied 3 
3:53 8 Chorus 
4:10 8 Chorus repeated 
4:27 8 Chorus and postchorus 

concurrently 
 

 
Rather than return to the verse, the postchorus at 1:57 leads to the prechorus section at 2:13, 

which begins the second incomplete cycle. This prechorus contains a lyric different from that 

used in the previous prechorus. Despite meeting the criteria of a prechorus, the different lyric in 

this section make it seem more like a verse than a prechorus. As expected, this prechorus leads to 

the chorus, but instead of continuing to the postchorus, the chorus repeats. The instrumental 

interlude at 3:03 once again delays the arrival of the postchorus until 3:20. This postchorus leads 

to the prechorus at 3:37, which begins the third cycle. Here, however, the section contains the 

words of the first prechorus but has a different melody than the first prechorus and includes 

background vocals. The song concludes with three presentations of the chorus, the last of which 

occurs concurrently with the postchorus. “Escapade” thus provides an example of a song 
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containing both prechorus and postchorus sections that exhibit typical characteristics but that are 

arranged in an atypical order.  
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CHAPTER 8 

VERSE-CHORUS-BRIDGE  

The most common way to expand the Verse-Chorus song and to provide contrast in it is 

to include a bridge. The function of the bridge in a Verse-Chorus song is similar to the function 

of the bridge in an AABA song in that it provides contrast and often prepares the return of the 

final verse or chorus. I argue that a broader definition of the bridge in terms of its function and 

location, and a more encompassing label for the form, is necessary, however, to address the 

songs in my sample. Although the majority of these songs contain bridges after the second verse-

chorus cycle, and could therefore be considered to be in Compound AABA form, other songs 

contain bridges in more than one location in the form or in places other than after the second 

verse-chorus cycle. In addition, the harmonic characteristics of bridges change across the two 

decades of the study, such that there is a decrease in bridges containing a contrasting harmonic 

progression and an increase in bridges built on an identical harmonic progression as the verse 

and the chorus. This increase in the latter further supports my finding that there is an increase in 

“Simple” songs in the second decade of this study across all Verse-Chorus forms. In particular, 

this finding demands that the contrast provided in the bridge (which is almost universally 

identified by popular music theorists in terms of its contrasting harmonic content) must be 

identified by means other than observing its harmonic content.  

 

Background 

I begin with a background of the form that summarizes other theorists’ conceptions and 

descriptions in order to situate my argument in favor of a more encompassing label of the form, 

as well as of a broader definition of the bridge section.  
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As with much of the labeling of sections and forms in popular song, theorists disagree on 

the specific label for the form, as well as the criteria necessary to fit that label. Covach uses the 

label Compound AABA to identify songs in which two verse-chorus cycles are followed by a 

bridge that leads to a final verse-chorus cycle. Stephenson describes the form as a hybrid 

between Verse-Chorus form and rounded binary form (the term he uses for AABA form) and, 

like Covach, considers each verse-chorus cycle to be a compound A section. Stephenson 

identifies the bridge by its location within the form of the song defining it as “any passage of 

music heard first only after the second statement of the chorus.”161 Despite noting the similarities 

between Verse-Chorus form and AABA form, Stephenson labels the form as Verse-Chorus-

Bridge, which allows for other patterns of succession in which the bridge does not immediately 

follow the second verse-chorus cycle.162  

Like Stephenson, Summach describes the form as a hybrid of both AABA form and 

Verse-Chorus form and labels it Verse-Chorus with Bridge, or VCB. He argues, however, that, 

although the location and function of the bridge is often similar in both AABA and Verse-Chorus 

songs, the verse-chorus cycle is not a compound A section (or bifurcated strophe) but is instead 

comprised of two independent sections.163  

 In my study, the majority of the songs that contain a bridge could be understood to be in 

Compound AABA form. I, however, label the form as Verse-Chorus-Bridge to account for those 

songs that contain a bridge in a location other than after the second verse-chorus cycle (Non-

compound AABA songs). In addition, as discussed in the examples below, the bridge is often on 

                                                

161 Stephenson, 137.  
162 Stephenson, 140-41. 
163 Summach, 124-25. 
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a hierarchical level equivalent to the verse or the chorus in the form but not on a level equivalent 

to a compound A section.  

Regardless of the position of the bridge in the form, theorists observe that the bridge 

provides additional contrast to the verse and chorus sections. This contrast can be accomplished 

by various means including a change in the key, melody, harmony, texture, lyric, or by including 

an instrumental section that might feature a solo or textless vocals.164 In fact, the avoidance of 

tonic harmony is a primary method of providing contrast: “the more a bridge section can avoid 

tonic harmony, the more strongly it may contrast from verse and/or chorus sections that 

essentially prolong tonic.”165  

The bridge often ends on a dominant chord and prepares the return of the final verse or 

chorus. Stephenson states that ending on a dominant gives the section the “sense of being a 

bridge” and notes that it most often leads to a return of the chorus rather than to another verse.166 

Everett observes that the bridge might instead lead to an instrumental passage, but whether it 

leads to a vocal or an instrumental section, the bridge “nearly always” builds to an anticipatory 

dominant in a “retransitional motion” which calls for the return of the tonic in the following 

section.167 In songs in which the subsequent section begins on a chord other than the tonic, 

Everett observes that the bridge will often end on the dominant of the initial chord of that section 

(i.e., a secondary dominant). He argues that a bridge ending on the tonic “may sound particularly 

weak” in terms of how it propels the music forward harmonically into the next section .168  

                                                

164 Everett, The Foundations of Rock, 147; Endrinal, 75; Summach, 127; Stephenson, 138; de Clercq, 84. 
165 de Clercq, 80. 
166 Stephenson, 138.  
167 Everett, The Foundations of Rock, 147. Everett recognizes over 250 songs in his sample that end on the 

dominant. 
168 Everett, The Foundations of Rock, 148.  
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Christopher Endrinal, however, proposes the term “interverse” instead of bridge because 

he argues that the bridge must have a transitional function ending on a dominant and that the 

bridges in popular song do not. The prefix “inter-” describes the section as occurring between 

two other sections and the suffix “-verse” indicates that the section has text. Endrinal states that 

the interverse is distinguished by “stark changes in texture, instrumentation, timbre, harmony, 

melody, lyrics, or any combination thereof.”169 He goes on to say that the interverse “tends to 

provide a formal break in the song as well as to build tension that is eventually resolved in the 

subsequent material. That is, it serves as a kind of push toward the end of the song.”170 Because 

Endrinal’s descriptions of the interverse are almost identical to others’ descriptions of the bridge, 

I choose to use the more common label of bridge.  

The section does not, however, need to end on a dominant in order to be identified as a 

bridge. Although a greater percentage of bridges in this study end on a dominant than do verses 

and choruses, the most common ending harmony for verses, prechoruses, and choruses in the 

sample is the dominant; therefore, ending on a dominant is not a characteristic exclusive to the 

bridge. 

A commonly accepted definition of the bridge remains elusive, then, because the label 

has been applied to many different musical situations. For the purpose of my study, the bridge of 

a song in Verse-Chorus-Bridge form is defined as a section that contrasts, in any way, with the 

verse and the chorus, recognizing that the quantitative “amount” of contrast necessary to define 

the bridge is not always clear. If the bridge section is instrumental, it must contain either a 

melody or a harmonic progression that is clearly different from the verse and the chorus. If the 
                                                

169 Christopher Endrinal, “Form and Style in the Music of U2,” Ph.D. dissertation, Florida State University, 
2008, 75.  

170 Endrinal, 75.  
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bridge has the same harmonic progression as the verse and/or chorus but occurs after the second 

verse-chorus cycle (where a bridge is expected), it must have some other contrasting feature in 

order to distinguish it from the verse and the chorus.  

The bridge typically occurs only once in a song but occasionally occurs more than once. 

If occurring only once, the bridge must be an internal section between two other sections, but the 

relative placement of the bridge within the sequence of sections is inconsequential. If occurring 

more than once, at least one of the presentations of the bridge must be as an internal section. 

Therefore, a song may begin or end with a bridge only if that bridge also occurs internally 

between two sections at some other place in the sequence of the song.  

 

Findings 

Of the 383 Verse-Chorus songs in the current study, 231 (60.3%) contain a bridge and 

fall into Verse-Chorus-Bridge form, the most common form in the study. These 231 songs in 

Verse-Chorus-Bridge form are shown in Figure 8.1, separated by decade.  
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Figure 8.1 Percentage of songs in Verse-Chorus form that are in Verse-Chorus-Bridge form 

  

         1990-99               2000-09 

 

Figure 8.1 illustrates the increase in the number of Verse-Chorus-Bridge songs in the 

second decade of the study. In the first decade of my sample (1990-1999), 93 songs (50.5%) of 

the 184 songs in Verse-Chorus form are in Verse-Chorus-Bridge form. In the second decade of 

my sample (2000-09), 138 songs (69.3%) of the 199 songs in Verse-Chorus form are in Verse-

Chorus-Bridge form. In his sample of songs from 1955 to 1989, Summach notes that 

approximately one-third of the Verse-Chorus songs include a bridge; my study shows a 

continued growing preference for songs in Verse-Chorus-Bridge form.171  

 Because many of the songs in Verse-Chorus-Bridge form also contain a prechorus and/or 

a postchorus, Figure 8.2 separates these songs by formal type.  

 

                                                

171 Summach, 123.  

No Bridge 
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Bridge 
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No Bridge 
30.7%

Bridge 
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Figure 8.2. Percentage of Verse-Chorus-Bridge songs with a prechorus and/or postchorus 

 
 
 
 
Of the 231 songs in Verse-Chorus-Bridge form (VCB), 145 (62.8%) contain a bridge as the only 

additional section in the form. The remaining examples include 76 songs (32.9%) in VCB + 

Prechorus form, 6 songs (2.6%) in VCB + Postchorus form, and 4 songs (1.7%) in VCB + 

Prechorus & postchorus form.  

Figure 8.3 separates these songs by decade.  
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Figure 8.3 Percentage of Verse-Chorus-Bridge songs with a prechorus and/or postchorus by 
decade 

 

  1990-99              2000-09 

 

In the first decade of my sample (1990-99), 58 songs (62.4%) are in Verse-Chorus-Bridge form; 

34 songs (36.8%) are in VCB + Prechorus form; and only one song is in VCB + Prechorus & 

postchorus form. No songs are in VCB + Postchorus form. In the second decade of my sample 

(2000-09), 87 songs (63.0%) are in Verse-Chorus-Bridge form; 42 songs (30.4%) are in VCB + 

Prechorus form; six songs (4.3%) are in VCB + Postchorus form; and three songs (2.2%) are in 

VCB + Prechorus and postchorus form.  

Figure 8.4 illustrates the incidence of these types in each year of the study.  
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Figure 8.4 Incidence of Verse-Chorus-Bridge songs by formal type  

 

 

Figure 8.4 shows the overall increase in all types of Verse-Chorus-Bridge songs in the 

second decade of the study, as well as the appearance of songs in VCB + Postchorus form.  

As stated above, the bridge, as an internal section, may lead to another statement of the 

verse or chorus or to an instrumental section. Figure 8.5 shows the location of the bridge in songs 

in Verse-Chorus-Bridge form.  
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Figure 8.5 Location of the bridge in songs in Verse-Chorus-Bridge form 

 

 
  

 
Of the 231 songs in Verse-Chorus Bridge form, 174 (75.3%) have a bridge directly 

following the second verse-chorus cycle; 22 (9.5%) have a bridge following an instrumental 

section after the second verse-chorus cycle; and six (2.6%) have a bridge after the second cycle 

but following a verse or prechorus instead of a chorus. Thus, of the 231 Verse-Chorus-Bridge 

songs, 202 songs (87.4%) may be categorized (following Covach) as being in Compound AABA 

form. Of these, 121 (59.9%) have a bridge leading to a chorus, 40 (19.8%) have a bridge leading 

to another verse, 34 (16.8%) have a bridge leading to an instrumental section, and the remaining 

seven (3.5%) have a bridge leading to a prechorus. Thus, the most common location of a bridge 

in these examples is after the second verse-chorus cycle and in a position that leads to a chorus.  

The remaining 29 songs (12.6%) have a bridge in a position other than after the second 

verse-chorus cycle and are therefore labeled in Non-compound AABA form. Twelve of these 

songs have a bridge after the third verse-chorus cycle, while the other 17 songs have a bridge in 
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some other location in the formal sequence of sections, most commonly following the first verse-

chorus cycle.  

Harmonically, a song in Verse-Chorus-Bridge (VCB) form can fall into one of three 

categories: 

1) Contrasting VCB, in which each of the three sections contains a different harmonic 

progression; 

2) Simple Except Bridge VCB, in which the verse and the chorus contain the same 

harmonic progression while the bridge contains a different harmonic progression; or 

3) Simple VCB, in which each of the three sections contains a single harmonic 

progression.  

 Of the 231 songs in Verse-Chorus-Bridge form in this study, 123 songs (53.2%) fall into 

the Contrasting VCB category, 74 songs (32.0%) fall into the Simple VCB category, and 34 

songs (14.7%) fall into the Simple Except Bridge VCB category. Figure 8.6 separates these types 

by decade.  
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Figure 8.6 Percentage of bridge categories by decade 

 

  1990-99          2000-09 

 

In the first decade of my sample (1990-99), 93 songs are in Verse-Chorus-Bridge form. 

Of these, 60 songs (64.5%) fall into the Contrasting VCB category, 14 (15.1%) fall into the 

Simple Except Bridge VCB category, and 19 (20.4%) fall into the Simple VCB category. In the 

second decade of my study (2000-09), 138 songs are in Verse-Chorus-Bridge form. Of these, 63 

songs (45.7%) fall into the Contrasting VCB category, 20 (14.5%) fall into the Simple Except 

Bridge VCB category, and 55 (39.9%) fall into the Simple VCB category. Despite the decrease 

in the percentage, the number of songs in the Contrasting VCB category is almost equal in both 

decades of the study (60 in the first decade and 63 in the second decade). The percentage of 

songs in the Simple Except Bridge VCB category only decreases slightly (15.1% in the first 

decade and 14.5% in the second decade). In contrast, there is a stark increase in the number of 

songs in the Simple VCB category (14 in the first decade and 55 in the second decade).  

Figure 8.7 shows the incidence of songs in Verse-Chorus-Bridge form that fall into the 

Contrasting VCB and the Simple Except Bridge VCB categories in each year of the study.  
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Figure 8.7 Incidence of songs in Contrasting and Simple Except Bridge Verse-Chorus-Bridge 
categories 

 

 

Figure 8.8 shows the incidence of songs in Verse-Chorus-Bridge form that fall into the 

Simple VCB category. 
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Figure 8.8 Incidence of songs in the Simple Verse-Chorus-Bridge category  

 

 

The increase of songs in the Simple VCB category further supports my finding that there is an 

increase in “Simple” songs in the second decade of this study across all Verse-Chorus forms. In 

particular, the increase of Simple Verse-Chorus-Bridge songs demands that the contrast provided 

in the bridge (which is almost universally identified by popular music theorists in terms of its 

contrasting harmonic content) must be identified by means other than observing its harmonic 

content.  

 In the analyses that follow, I examine the bridges of songs in each of the categories, 

discussing the function and the location of the bridge within the overall form of each song. 
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Contrasting VCB 

 Of the 123 Contrasting Verse-Chorus-Bridge songs in this study, the most common initial 

harmony in the bridge is the tonic (26 songs), followed by the subdominant (25 songs), and the 

submediant (19 songs). The most common ending harmony is the dominant (68 songs), which 

includes any dominant-function substitute (e.g., ii7/^5 or IV/^5) as well as any secondary 

dominant (e.g., V/vi). The second most common ending harmony is the subdominant (19 songs). 

Of those songs that end on the dominant, the most common initial harmony is the subdominant 

(16 songs). Although Summach shows a decrease in bridges beginning on the subdominant and 

ending on the dominant, in my sample, the most common pairing of initial and concluding 

harmonies of bridges in Contrasting Verse-Chorus-Bridge form is the subdominant and the 

dominant.  

 “Hey There Delilah” (07-07) provides an example of a song in Contrasting Verse-

Chorus-Bridge form that exhibits the most common characteristics of the bridge in terms of both 

its location within the form and its harmonic content. The bridge, shown in Example 8.1, arrives 

after the second verse-chorus cycle.  
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Example 8.1 Bridge of “Hey There Delilah” (07-07) 

Bridge: [D:]     |IV                                |V 
A thousand miles seems pretty far, but they’ve got planes and trains and cars. 
     |I                            |vi 

  I’d walk to you if I had no other way. 
       |IV                                 |V 
  Our friends will all make fun of us and we’ll just laugh along because 

     |I                                           |vi 
  We know that none of them have felt this way. 
       |IV                                 |V 
  Delilah, I can promise you that by the time we get through 
        |vi             | ⋅/⋅ 
  The world will never, ever be the same 
            |V      | ⋅/⋅  
  And you’re to blame 
 
 

This 14-measure bridge begins on the subdominant and ends on the dominant and leads to a 

following verse. Example 8.2 provides a form chart of the song.  

 

Example 8.2 “Hey There Delilah” (07-07) form chart 

Start Measures Section  Comments 
0:00 4 Intro  I - iii 
0:10 16 Verse 1 A “Hey there, Delilah. What’s it like in New York 

City?” 
0:46 9 Chorus “Oh, it’s what you do to me” 
1:08 16 Verse 2 A “Hey there, Delilah. I know times are getting hard.” 
1:44 8 Chorus  
2:02 14 Bridge B   
2:34 13 Verse 3 A “Hey there, Delilah. You be good and don’t you 

miss me.”  
3:04 8 Chorus    
3:22 8 “Chorus”  Chorus melody on “Oh” without words 

 
 

The form of “Hey There Delilah” is an example of Compound AABA form that includes 

a complete verse-chorus cycle after the bridge. Each verse begins with the same title lyric, “Hey 

there, Delilah,” similar to a head refrain in a strophe in AABA form. The chorus does not contain 
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the title lyric but does repeat the same lyric (“Oh, it’s what you do to me”) with each statement 

and is therefore similar to a tail refrain in AABA form. The chorus is still recognized as a 

separate section, however, because of its length of nine measures, its lyric invariance, and its 

melody in a higher register. Because of these features, the form of the song demonstrates a 

hybrid of AABA form and Verse-Chorus form.  

In only six songs in this study does the bridge lead to the prechorus. Summach states that 

the momentum of the bridge, which otherwise would have dissipated if it returned to the verse, 

can be sustained through the prechorus.172 “Doesn’t Really Matter” (00-18) provides an example 

of such a song in one of the most complex forms found in this study (VCB + Prechorus & 

postchorus); it is one of the few songs that contains a different harmonic progression for the 

prechorus, postchorus, and bridge sections.  

After an eight-measure verse, the prechorus enters, shown in Example 8.3.  

 

Example 8.3 “Doesn’t Really Matter” (00-18) prechorus 

 
 
 

                                                

172 Summach, 137.  
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This four-measure prechorus begins on the submediant and ends on the dominant. In addition to 

the syncopated rhythm of the section, the parallel seventh chords of the last measure build 

momentum toward the subsequent chorus.  

The bridge is shown in Example 8.4.  

 

Example 8.4 “Doesn’t Really Matter” (00-18) bridge 

 
 
 

The bridge begins on the subdominant seventh chord and ends on the submediant seventh chord. 

Compared to the prechorus, the harmonic rhythm is slower with only one chord per measure. 

Furthermore, the groove changes in this bridge so the pulse is felt at the half note rather than at 

the quarter note as in the previous sections. Both of these features contribute to a relaxing of 

momentum and provide contrast rather than a building of momentum. Therefore, the prechorus, 

which follows, is necessary to fulfill the function of momentum building and to connect the 

bridge to the chorus.  

The overall form of the song is shown in Example 8.5. 
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Example 8.5 “Doesn’t Really Matter” (00-18) form chart 

Start Measures Section  Comments 
:00 8 Intro  Meter not clearly established 
:20 8 Verse 1 A 

 
Alternates between ii7 and I7 

:40 4 Prechorus Descending chromatic bass line 
:49 8 Chorus  
1:09 5.5 Postchorus “You’re so kind” 
1:22 8 Verse 2 A 

 
  

1:41 4 Prechorus  
1:51 8 Chorus   Fades out 
2:10 8 Chorus repeated  
2:30 5.5  Postchorus  
2:43 8 Bridge B  
3:02 6.75 Prechorus A Key change up a half step 
3:19 8 Chorus  
3:38 8 Chorus repeated  
3:57 8 “Oh” Key change up a half step, Over chorus chords 
4:16 8 Chorus + “Oh”  
4:36 8 Chorus acapella 

 
 

 Because of the location of the bridge, the overall form of “Doesn’t Really Matter” might 

be perceived as Compound AABA form, but the length of the eight-measure section is grossly 

unequal to the lengthy compound A sections consisting of verse, prechorus, chorus, and 

postchorus sections. Thus, the bridge is better understood to be on a hierarchical level equivalent 

to the chorus or verse rather than understood as a B section in a Compound AABA form.  

 

Simple Except Bridge VCB 

Of the 34 songs in the present study that fall into the Simple Except Bridge VCB 

category, the most common initial harmony is the subdominant (8 songs) and the submediant (8 

songs). The most common ending harmony is the dominant or dominant-function substitute (21 
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songs). The most common pairing of initial and concluding harmonies of songs in the Simple 

Except Bridge VCB category is the submediant and the dominant.  

These initial and concluding harmonies of the bridge of songs in this category are 

different from those harmonies in the verse and chorus sections. The most common harmony for 

both beginning and ending both the verse and the chorus in these songs is the tonic (18 and 13 

songs, respectively). Therefore, harmonic contrast, by means of beginning and ending 

harmonies, is a main feature for the bridge of songs in the Simple Except Bridge VCB category. 

 “Where My Girls At” (99-11) provides an example in the Simple Except Bridge VCB 

category. The verse and chorus are built over the same harmonic progression that begins and 

ends on the tonic (i – iv – V7 – i). The eight-measure bridge, which occurs after the second 

verse-chorus cycle, provides harmonic contrast by means of its beginning and ending harmonies. 

The bridge begins on the subdominant seventh chord and ends on the dominant seventh chord, as 

shown in Example 8.6. 

 

Example 8.6 “Where My Girls At?” (99-11) bridge 

Bridge: [Fm:]  |iv7      |V7 
 You must learn the rules. 
             |i   |V7 
Don't come close to anything that belongs to me. 
|♭VI     |V7 
    He is mine,  
  |i            |V7 
My property, so you must leave. 

 
 
 
This bridge leads to the return of the chorus that repeats and fades. Example 8.7 provides a form 

chart of the song. 
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Example 8.7 “Where My Girls At?” (99-11) form chart 

Start Measures Section  Comments 
0:00 8 Intro  Establishes chord progression i – iv – V7 – i 
0:21 8 Verse 1 A  
0:42 8 Chorus  
1:03 8 Verse 2 A  
1:24 8 Chorus  
1:45 8 Bridge B  Begins on iv7 ends on V7 
2:05 8 Chorus A  
2:26 8 Chorus   Fades out 

 
 
 
In this song, the bridge leads to the return of the chorus rather than the verse. Because the chorus 

is the focus of this song, the bridge can be seen as a substitute for the verse and as an alternative 

means of setting up the chorus. In this sense, the form of “Where My Girls At?” is more similar 

to Verse-Chorus form with a contrasting section than to AABA form.  

Instrumental Bridges 

 Only two songs in this study contain instrumental bridges, and both fall into the Simple 

Except Bridge VCB category.  

“Viva la Vida” (08-13) provides an example of the instrumental bridge, with a form chart 

of the song provided in Example 8.8. 
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Example 8.8 “Viva La Vida” (08-13) form chart with contrasting instrumental bridge 

Start Measures Section Comments 
0:00 8 Intro Establishes IV – Vsus7 – I – vi progression 
0:14 8 Verse 1  
0:28 8 Interlude  
0:42 16 Verse 2  
1:10 16 Chorus  
1:37 8 Interlude  
1:51 16 Verse 3  
2:19 16 Chorus  
2:47 8 Instrumental 

bridge  
Contrasting – alternates between IV and vi, ends 
on Vsus 

3:01 8 “Oh” verse/bridge 
blend 

Contrasting melody, but over verse-chorus chords 

3:15 16 Chorus  
3:43 8+ Acapella outro and 

fade  
 

 
 

The introduction of “Viva La Vida” establishes the harmonic progression (IV – Vsus7 – I – vi) 

that is used throughout all sections besides the instrumental bridge. The instrumental bridge 

occurs after the second chorus at 2:47 and contains harmonies alternating between the 

subdominant and the submediant before concluding on the dominant. Here at the end of the 

bridge, is the only occurrence of a dominant harmony at the end of a section. Instead of returning 

to a verse or the chorus, however, the instrumental bridge leads to a section at 3:01 that is built 

using the original chord progression but with a different melody sung on the syllable “oh.” The 

contrasting melody and textless vocal provide a sense that this section is part of the bridge, but 

the return of the opening chord progression suggests that it is a possible verse. Thus, this section 

after the bridge exhibits characteristics of a verse/bridge blend.173  

                                                

173 Other examples of bridge blends are discussed in the “Bridge Blends” section of this chapter.  
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 “The Middle” (02-14) also includes a contrasting instrumental bridge. As in “Viva La 

Vida,” the introduction establishes the chord progression (I – V – IV – I) that is used throughout 

the song except in the instrumental bridge. The instrumental bridge features a guitar solo that is 

based on the progression V – I – V – I – IV – I – V and is the only section of the song that ends 

on the dominant. Example 8.9 provides a form chart of the song.  

 

Example 8.9 “The Middle” (02-14) form chart with contrasting instrumental bridge 

Start Measures Section Comments 
0:00 8 Intro  Establishes I – V – IV – I progression 
0:12 16 Verse 1  
0:36 8 Interlude  
0:48 16 Verse 2  
1:11 16 Chorus  
1:35 16 Instrumental 

bridge 
Features a guitar solo over a V – I – V – I – IV – I – V 
progression 

1:59 16 Verse 3  
2:22 16 Chorus  

 
 

The instrumental sections in “Viva La Vida” and “The Middle” are placed after the 

second chorus, a place in which one typically expects a bridge. By providing contrast and ending 

with a retransitional dominant, these instrumental sections function as bridges.  

 

Simple Bridge VCB 

 The remaining 74 songs in Verse-Chorus-Bridge form in the present study fall into the 

Simple Bridge VCB category. In these songs, other features beyond the harmonic content must 

provide contrast in the bridge. The most common initial harmony of each section (verse, chorus, 

and bridge) is the tonic (42 songs) followed in frequency by the subdominant (14 songs). The 
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most common ending harmony is the dominant (22 songs), followed in frequency by the tonic 

(15 songs), and then the subdominant and the submediant (8 songs each). The most common 

pairing of initial and concluding harmonies of the songs in this Simple Bridge VCB category is 

the tonic and the dominant. In all of these songs, the bridge section functions as a means to 

provide contrast and a break from the repetition of the verse and chorus sections. Although the 

underlying progression is the same for all sections in these songs, contrast is achieved in the 

bridge by way of the melody, rhythm, text, and/or instrumentation and texture.  

 “I Know You Want Me (Calle Ocho)” (09-17) provides an example of a song that falls 

into the Simple Bridge VCB category. The form of the song, however, is far from simple, with 

its two different choruses and recurring motto, as shown in Example 8.10. The song also contains 

a bridge that is not on the same hierarchical level as the compound A sections. 

 



 

 

 189 

Example 8.10 “I Know You Want Me (Calle Ocho)” (09-17) form chart 

Start Measures Section  Comments 
0:00 8 Intro  Spoken intro, over guitar but without bass 
0:15 2 Motto A  
0:19 8 Chorus 1  
0:34 2 Motto With guitar 
0:38 8 Chorus 2  
0:53 2 Motto   
0:57 8 Verse 1 Rapped 
1:12 8 Chorus 1   
1:27 2 Motto   
1:31 8 Chorus 2   
1:46 2 Motto A  
1:50 8 Verse 2 Rapped 
2:05 8 Chorus 1   
2:20 2 Motto  
2:24 8 Chorus 2  
2:39 2 Motto B  
2:43 8 Bridge  
2:58 8 Chorus 1 A  
3:13 2 Motto  
3:17 8 Chorus 2  
3:32 2 Motto  
3:36 6+ Outro Instrumental and fade out 
 
 
 
An analysis of the preceding sections provides context for the contrast provided in the bridge. 

The entire song is based on a D minor chord, and the main loop, which provides the basis for 

much of the song, is shown in Example 8.11. 

 

Example 8.11 “I Know You Want Me (Calle Ocho)” (09-17) loop 
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Example 8.12 shows the motto that provides some contrast and that introduces all sections 

except for chorus 1 after the verses and after the bridge. 

 

Example 8.12 “I Know You Want Me (Calle Ocho)” (09-17) motto 

 
 
 

The song includes two different choruses; the first is shown in Example 8.13.  

 

Example 8.13 “I Know You Want Me (Calle Ocho)” (09-17) Chorus 1 

 

 

This phrase occurs twice before the motto announces the second chorus, which is shown in 

Example 8.14. 
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Example 8.14 “I Know You Want Me (Calle Ocho)” (09-17) Chorus 2 

 

 
 

The fact that the motto announces this second chorus and that the first four measures of this 

second chorus are similar in rhythm to the first chorus make this a separate chorus and not a 

postchorus. The verses are rapped, and after the second complete cycle, the bridge enters, shown 

in Example 8.15. 

 

Example 8.15 “I Know You Want Me (Calle Ocho)” (09-17) bridge 

 
 
 
 
Despite containing no significant changes in texture or melodic range, several other musical 

features provide contrast in this bridge section that separates it from the previous sections. In 

contrast to the syncopated rhythm of the chorus, the rhythm of the bridge contains straight eighth 

notes with a two-beat melodic motive that is repeated to form a two-measure phrase. Rather than 
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begin with an anacrusis rhythmic figure as in the first chorus, the phrases in the bridge begin on 

the downbeat of odd-numbered measures and end on beat three of even-numbered measures 

reinforcing the rhyme (“play,” “stay,” etc.). The text and the rhythm in this bridge contribute to 

longer, two-measure phrases compared to the shorter, one-measure phrases of both the first 

chorus and the beginning of the second chorus, which are both are punctuated with rests. These 

features provide contrast and contribute to the identification of the bridge as a separate section 

despite it containing the same underlying loop as the verses and choruses. 

 Although the form of “I Know You Want Me (Calle Ocho)” might be understood as 

Compound AABA (with the bridge following the second verse-chorus cycle), as in “Doesn’t 

Really Matter,” the eight-measure bridge is not on the same hierarchical level as the compound 

A section (consisting of verse, chorus 1, motto, and chorus 2). Consequently, the form is best 

conceived of as Verse-Chorus-Bridge, which each section equal in terms of hierarchical levels.  

 

Compound B sections 

 Having addressed the three categories of bridges based on harmonic material, in the next 

sections I focus on other possibilities of the bridge. When a song in Compound AABA form 

contains a Compound B section (i.e., a multi-part bridge), that song is more easily understood to 

be in Compound AABA form because both the A and B sections are on the same hierarchical 

level.  

“I Love Your Smile,” (92-11) provides an example of a Simple Except Bridge VCB song 

that contains a Compound B section. The verses and choruses are built over an identical four-

measure harmonic progression (I7 – iii7 – vi7 – ii7 – V), and the bridge, shown in Example 8.16, 

enters after the second verse-chorus cycle and provides harmonic contrast.  
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Example 8.16 “I Love Your Smile” (92-11) bridge 

Bridge [E♭:]  vi7 |ii7 
   Time came and showed me your direction 
             |V     |V7/vi 
  Now I know I’ll never ever go back, taught me that 
  vi7    |ii7 
   I can be a better girl.  
     |V    | ./. 
  With your love you give, you rock my world. 
 
 

The eight-measure bridge begins on the submediant seventh chord, ends on the dominant, and 

avoids the tonic throughout—all typical features of a bridge. This bridge is but one part of the 

Compound B section that also contains a 12-measure rap, which features changes in the 

instrumentation and chromatic contrapuntal melodies in the strings, a saxophone solo played 

over the chorus chords, and a restatement of the bridge. Although the instrumental solo occurs 

over the chorus chords, it can be considered as part of the Compound B section because of the 

contrasting saxophone solo and because the bridge begins and ends this B section, forming a 

frame around it. Example 8.17 provides a form chart of the song.  
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Example 8.17 “I Love Your Smile” (92-11) form chart 

Start Measures Section  Comments 
0:00 4 Chorus  Acapella 
0:11 2 Instrumental/groove   
0:16 8 Chorus   
0:36 8 Verse 1 A  
0:57 8 Chorus  
1:17 8 Verse 2 A  
1:37 8 Chorus  
1:58 8 Bridge B  
2:18 12 Rap  
2:49 8 Instrumental solo Saxophone over chorus chords 
3:10 8 Bridge  
3:30 8 Chorus A  
3:51 8 Chorus repeated  

 
 

“Don’t Phunk with My Heart” (05-13) provides another example of a Compound B 

section, but one that consists of two different bridges. Because the chorus is placed before the 

verse in this song, the first bridge, shown in Example 8.18, enters after the verse rather than after 

the chorus. 

 

Example 8.18 “Don’t Phunk with My Heart” (05-13) bridge 1174 

 

 

                                                

174 The bridge melody is taken from Asha Bhosle’s “Aye Naujawan Hai Sab Kuchch Yahan.” 
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Because the range of the melody is similar to the chorus, it is the text, rhythm, melody, and 

phrasing that identify bridge 1 as a separate section. After a two-measure break in the groove, the 

second bridge enters, shown in Example 8.19. 

 

Example 8.19 “Don’t Phunk with My Heart” (05-13) bridge 2 

 

 

Here in bridge 2, the phrasing changes to consist of a two-measure melodic motive, which occurs 

three times. After these six measures, a one-measure melodic motive featuring fragmented text 

(“that, tha that, tha that, that, that girl”) is stated six times to complete this second bridge. The 

groove also changes in bridge 2, thereby creating contrast through a change in instrumentation. 

Bridge 2 is presented once more after the last choruses. Example 8.20 provides a form chart for 

the entire song.  
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Example 8.20 “Don’t Phunk with My Heart” (05-13) form chart 

Start Measures Section  Comments 
0:00 rubato intro  Sample from “Yer Mera Dil Pyar Ka Diwana” 
0:15 2 Title motto   
0:18 8 Groove   
0:33 2 Title motto A 

 

 

Before chorus 
0:37 8 Chorus  
0:51 8 Verse 1a  Rapped 
1:06 2 Title motto  
1:10 8 Verse 1b  Rapped 
1:24 2 Break  
1:28 8 Chorus A  
1:43 2 Title motto After chorus 
1:46 8 Verse 2a  
2:01 2 Title motto  
2:05 8 Verse 2b  
2:19 2 Break  
2:23 8 Bridge 1 B  
2:38 2 Break  
2:41 12 Bridge 2   
3:04 4 Title motto twice A  
3:11 8 Chorus  
3:25 8 Chorus repeated  
3:40 8 Bridge 2 B With different instrumentation 
3:55 2 Instru/outro   

 
 

The form of “Don’t Phunk with My Heart” is more complex than many of the examples 

discussed above. It is comparable to “I Know You Want Me (Calle Ocho)” in that it consists of 

smaller sections, such as the two-measure mottos and breaks in the groove, that, with the eight-

measure verses, choruses, and bridges, comprise larger, compound A and B sections.  

 

Multiple Occurrences of the Bridge  

The bridge of a Verse-Chorus-Bridge song usually occurs once, namely after the second 

chorus, but may occur multiple times, as in “Don’t Phunk with My Heart.” When it does occur 
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more than once, the bridge is usually stated again as a ending section, as in “Don’t Phunk with 

My Heart,” or as a means to break up repeating choruses. “U Don’t’ Have to Call” (02-16) 

provides an example of the latter; the form chart is shown in Example 8.21. 

 

Example 8.21 “U Don’t Have to Call” (02-16) form chart 

Start Measures Section  Comments 
0:00 4 Drum  Talk intro 
0:07 8 Instrumental/groove   
0:27 8 Verse 1 A 

 
 

0:46 8 Prechorus  
1:05 8 Chorus  
1:24 8 Verse 2 A   
1:44 8 Prechorus  
2:03 8 Chorus  Fades out 
2:22 8 Bridge B  
2:42 4 Interlude Bridge overlaps into interlude 
2:51 12 Chorus  A Half of the chorus repeats 
3:20 8 Bridge B  
3:39 8 Chorus A  
3:58 8 Chorus repeated  Fades out 

 
 

 “All for You” (01-03) provides another example of a song containing multiple 

occurrences of a single bridge. Although it is not unusual for a verse or a chorus (or sometimes 

even a prechorus) to begin a song, it is rare for the bridge to do so. “All for You,” however, 

actually begins with the bridge, which is shown in Example 8.22.  
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Example 8.22 “All for You” (01-03) bridge 

  
 
 
 
This section is only understood as a bridge, however, when it occurs again, after the second 

verse-chorus cycle, providing contrast to the preceding sections. As in other Simple Bridge VCB 

songs, this bridge provides contrast through the melody, rhythm, and phrasing.  

The bridge occurs one final time at 3:57, concurrently with the chorus. Example 8.23 

provides a form chart illustrating the multiple occurrences of the bridge in this song.  
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Example 8.23 “All For You” (01-03) form chart 

Start Measures Section  Comments 
0:00 8 Bridge B First four measures a cappella 
0:17 8 Intro groove  Establishes vi7 – V – vi7 – ii7 – V – vi7 
0:34 8 Chorus   
0:51 8 Verse 1 A  
1:08 8 Prechorus  
1:25 8 Chorus  
1:42 8 Postchorus  
1:59 8 Verse 2 A  
2:16 8 Prechorus  
2:33 8 Chorus  
2:49 8 Postchorus  
3:06 8 Interlude   
3:23 8 Bridge B  
3:40 8 Chorus A  
3:57 8 Bridge + chorus B/A Both sections concurrently 
4:14 16+ Postchorus Ad libs with postchorus lyrics and fade 

 
 

Non-compound AABA Songs 

 The songs examined in the preceding examples all contain at least one statement of the 

bridge after the second verse-chorus cycle, and therefore can be understood to be in Compound 

AABA form. As stated above, however, 29 songs in my sample (12.6%) do not contain a bridge 

after the second verse-chorus cycle and are considered Non-compound AABA songs. 

Particularly in some hip-hop songs, the bridge occurs, instead, after the first verse-chorus cycle 

and leads to the second verse.  

“In Da Club” (03-01) provides an example of this placement of the bridge. Example 8.24 

provides a transcription of the bridge.  
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Example 8.24 “In Da Club” (03-01) bridge 

 

 

This section contrasts with the rest of the song in terms of pitch, rhythm, and instrumentation.  

Although the majority of the song is rapped with the vocal pitch almost exclusively on G♯3 (^5) 

and with a rhythm primarily in sixteenth notes, the bridge provides contrast with a melody that 

descends to C♯3 (^1) and with a rhythm primarily in eighth notes. The instrumentation of the 

bridge also provides contrast with the addition of a contrapuntal ascending melody played by a 

synth horn. These features separate this bridge section from the preceding chorus and the 

subsequent verse.  

Because of its location after the first chorus, this bridge on first hearing might sound like 

a postchorus. This section is better understood as a bridge rather than a postchorus, however, 

because it provides contrast and because it only occurs once in the song and does not meet the 

other criteria of a postchorus. It is worth noting, however, that the four measures of this bridge 

seem to be “stolen” from the subsequent second verse, which is only 12 measures instead of 16, 

as in the first verse. Example 8.25 provides a form chart of the song illustrating the location of 

the bridge before the second verse.  
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Example 8.25 “In Da Club” (03-01) form chart 

Start Measures Section Comments 
0:00 2 Intro Establishes eight-beat groove, “Go…” 
0:05 4 Intro rap “Go shawty, it’s your birthday…” 
0:16 8 Chorus  “You can find me in the club…” 
0:38 16 Verse 1 “When I pull up front…” 
1:20 8 Chorus  
1:42 4 Bridge  
1:52 12 Verse 2 “And you should love it…” 
2:24 8 Chorus  
2:46 8+ Instrumental outro Fades out 

 
 

Other songs that have the bridge before the second verse include “Disco Inferno” (05-11), “I 

Need a Girl (Part 2)” (02-18), and “Let Me Blow Ya Mind” (01-7).  

 

Bridge Blends 

 Some sections might not be considered bridges because they do not exhibit the 

characteristic features (such as contrast in harmony, melody, text, and/or rhythm) of a bridge. 

These sections might best be conceived of as blends, using de Clercq’s terminology and labeling. 

The most common blends in the present study are verse/bridge and instrumental/bridge blends.  

 “Un-break My Heart” (97-04) provides an example of a verse/bridge blend. In order to 

discuss the characteristics of the verse/bridge blend, I provide a transcription of the first verse in 

Example 8.26.  
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Example 8.26 “Un-break My Heart” (97-04) verse 1 

 

  

After a contrasting instrumental section featuring a guitar solo that follows the second 

verse-chorus cycle, the verse/bridge blend, shown in Example 8.27, is presented.  

 

Example 8.27 “Un-break My Heart” (97-04) verse/bridge 
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This section contains many features also found in the verse including an identical harmonic 

progression, a very similar rhythm, and the same lyric as the first and last lines of the verse. 

Although these features are similar to the verse, the placement of this section after the 

instrumental solo and the contrasting melody sung with more intensity in a higher register exhibit 

bridge-like characteristics. Thus, the section is ambiguous and is best understood as a 

verse/bridge blend. Other songs with verse/bridge blends include “Hold On” (90-01), and 

“…Baby One More Time” (99-05).  

 Instrumental/bridge blends contain features of both instrumental and bridge sections. 

These features may occur concurrently within the same section, or the features of one section 

may overlap into the features of the other. In all cases, however, the vocal presents some sort of 

contrasting material; in many songs, however, the section exhibiting a blend contains textless 

vocals. These instrumental/bridge blends often occur in Simple Bridge VCB songs.  

“Unpretty” (99-20) falls into the Simple VCB category and provides an example of an 

instrumental/bridge blend. The entire song is built on a repeating four-measure progression that 

begins on tonic and ends on dominant. After the second verse-chorus cycle, the instrumental 

section features a guitar solo. The guitar solo continues to play but a new vocal line, shown in 

Example 8.28, enters. 

 

Example 8.28 “Unpretty” (99-20) instrumental/ bridge blend 
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The overlap of the guitar solo with the contrasting vocal melody creates the instrumental/bridge 

blend. Because this section contains textless vocals, it does not exhibit the contrasting lyric 

content of a typical bridge and therefore might be difficult to conceive of, and to label, the 

section as a bridge. The contrasting melody and the placement of this section in the form, 

however, contribute to the perception of it as a bridge. Therefore, the section is best labeled an 

instrumental/bridge blend. Example 8.29 provides a form chart of the song.  

 

Example 8.29 “Unpretty” (99-20) form chart 

Start Measures Section  Comments 
0:00 1 Drums   
0:02 8 Intro  Establishes chord progression 
0:24 8 Verse 1 A  
0:46 8 Prechorus  
1:08 8 Chorus  
1:29 4 Link   
1:40 8 Verse 2 A  
2:02 8 Prechorus  
2:23 16 Chorus 2x   
3:06 8 Instrumental B Guitar solo 
3:28 8 Instrumental/Bridge blend Contrasting textless vocals on “oh” 
3:50 8 Chorus A  
4:11 8 Chorus Fades out 

 
 

Other songs with instrumental/bridge blends include “Freak Me” (93-05), “I Wanna Sex 

You Up” (91-02), and “I Like the Way (The Kissing Game)” (91-08).  
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CHAPTER 9 

OTHER FORMS 

 Ten songs (2.5%) in the sample used for this dissertation cannot easily be classified as 

belonging to one of the previous form groupings. Based on the presence of a chorus, these ten 

songs naturally divide into two groups: “Other, with a Chorus” and “Other, without a Chorus.” 

The songs with a chorus either have sections that can be understood as being similar to verses, 

bridges, prechoruses, etc., but that do not fit the standard definitions or the expected 

characteristics of these sections, or have additional sections that cannot be easily labeled and that 

interrupt a typical form such as Verse-Chorus. The songs without a chorus might have repeated 

musical content, but this repeated material does not function as a chorus. All of the songs in the 

“Other, with a Chorus” category can be classified as dance songs; two of the songs charted in the 

early 1990s while the rest charted in the last six years of the sample. The songs in the “Other, 

without a Chorus” category are all from the 1990s.  

 

Other, with a Chorus 

“Baby Boy” (03-12) provides an example of a song that contains a repeated chorus and 

additional sections that might be considered verses but are not easily labeled as such because 

each is musically distinct. The entire song is built over an eight-measure loop that alternates 

between tonic and submediant harmonies over a tonic pedal. This alternation may also be 

considered a ^5 to ^6 motion over tonic, and it continues until the last measure of the loop when 

the submediant is in root position. Example 9.1 provides a transcription of the chorus. 
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Example 9.1 “Baby Boy” (03-12) chorus 

 

 

 The first section after the chorus, shown in Example 9.2, sounds like a verse and is 

labeled verse 1.  

 

Example 9.2 “Baby Boy” (03-12) verse 1 

 

 

Verse 1 is followed by a different verse that sounds as if it is rapped, but the pitch of the rap is 

centered on B♭3. This rap/sung verse contains a rhythm almost exclusively in sixteenth notes and 
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leads to a return of the chorus. The next section, shown in Example 9.3, also sounds like a 

possible verse, and is labeled as such, but is very different from verse 1 in terms of the melody, 

rhythm, and amount of text. 

 

Example 9.3 “Baby Boy” (03-12) verse 2 

 

 

Despite these differences, the second to last measure of verse 2, with the quarter notes on G and 

A♭ (“Feels like”), is the only part of the melody that resembles verse 1. The background vocals 

and the underlying instrumentation are the same in both verses, until the last measure in verse 2, 

when the harmonies cease and no chord is sounded. Instead of proceeding to the rap/sung verse, 

verse 2 returns to the chorus.  
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After the chorus there is a new section, shown in Example 9.4, that sounds like a 

postchorus. This “postchorus” label might be assigned because the section contains text and 

melody that is similar to that of the chorus. 

 

Example 9.4 “Baby Boy” (03-12) “postchorus” 

 

 

This “postchorus” section is immediately repeated but does not appear again in the song and 

therefore does not meet the criteria for a true, postchorus label.  

A different rap/sung verse enters after the “postchorus.” Whereas the first rap/sung verse 

contains a rhythm almost exclusively in sixteenth notes and a melody centered on the pitch B♭3, 

this second rap/sung verse contains a rhythm with more eighth notes and a melody that 

emphasizes C4 and G3.  

There is yet another different section after the final chorus that functions as an outro.175 

Example 9.5 provides a form chart of “Baby Boy” and includes the possible labels for the 

sections.  

 

                                                

175 This outro is taken from “Hot Stepper” performed by Ini Kamoze.  



 

 

 209 

Example 9.5 “Baby Boy” (03-12) form chart 

Start Measures Section Comments 
0:00 8 Intro Establishes progression, with rap intro 
0:22 8 Chorus  
0:43 8 Verse 1 “Ah, oh …”  
1:04 8 Rap/sung verse 1 Sixteenth note rhythm centered on B♭ 
1:25 8 Chorus  
1:46 8 Verse 2  “Picture us dancin’ …” 
2:07 8 Chorus  
2:28 8 Postchorus “Baby boy, you stay on my mind…” 
2:49 8 Rap/sung verse 2 “Drop top girl…” 
3:10 8 Chorus  
3:31 8 Outro Sample of “Hot Stepper” 
3:52 8 Instrumental  Fade out 

 
 

Although the form chart shows section labels, each section (besides the chorus) has a distinct 

melody and lyric. These different sections prevent the song from easily being categorized into 

one of the formal groupings discussed in the previous chapters. 

 “Hips Don’t Lie” (06-05) is another example of a song that contains a chorus and that can 

even be understood to contain both verses and prechoruses. What makes this song unique, 

however, is that it contains a number of sections that interrupt the form in unusual places. 

Examples 9.6 and 9.7 provide transcriptions of the prechorus and the chorus respectively.  

 



 

 

 210 

Example 9.6 “Hips Don’t Lie” (06-05) prechorus 

 

 
 
 
Example 9.7 “Hips Don’t Lie” (06-05) chorus 

 

 
 

 The first cycle is incomplete and consists of only the prechorus and the chorus. The 

second cycle is complete and consists of the verse, the prechorus, and the chorus.  
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 The third cycle of “Hips Don’t Lie,” however, contains multiple different sections that 

interrupt the standard verse-prechorus-chorus cycle. Example 9.8 provides a form chart of “Hips 

Don’t Lie” illustrating the various vocal breaks and instrumental interludes in the third cycle.  

 

Example 9.8 “Hips Don’t Lie” (06-05) form chart 

Start Measures Section Cycles/ 
Larger sections 

Comments 

0:00 4 Intro  Spoken with trumpet melody 
0:10 8 Prechorus 1 Sounds like possible verse on first listen 
0:29 4 Chorus  
0:39 8 Verse 1 2 Over tonic 
0:58 8 Prechorus  
1:17 8 Chorus  
1:36 8 Verse 2 3  
1:55 4 Break “Baila en la calle de noche…” 
2:05 8 Prechorus With trumpet melody 
2:24 2 Break  (Bridge) “Señorita, feel the conga…” 
2:29 3 Interlude Trumpet solo 
2:36 2 Break “Mira en Barranquilla…” 
2:41 2 Interlude Instrumental groove 
2:46 8 Rap  
3:05 8 Chorus   
3:24 4 Outro Trumpet melody 

 
 

After verse 2 (at 1:55), there is a four-measure insertion, or vocal break, before the 

prechorus. The prechorus then enters, but instead of returning to the chorus, the prechorus leads 

to a series of additional vocal breaks and instrumental interludes. The first of these vocal breaks 

(at 2:24) begins with the lyric “Señorita, feel the conga…” A three-measure interlude (at 2:29) 

featuring a trumpet solo follows and leads to a second vocal break (at 2:36) with the lyric “Mira 

en Barranquilla, se baila así.” The instrumental groove continues (at 2:41) for two measures. The 
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chorus still does not return, and an eight-measure rap (2:46) follows instead. Finally, the chorus, 

which was expected after the prechorus, arrives after this rap.  

These short vocal breaks and instrumental interludes, as well as the eight-measure rap, 

between the prechorus and chorus in the third cycle might be considered one larger, multi-part 

bridge. The prechorus, however, is expected to lead to a chorus. Also, the bridge is expected 

after the second verse-chorus cycle as a means of providing contrast, not as a means of 

interruption as these shorter sections function in this song. Therefore, it is difficult to perceive all 

these parts as comprising a multi-part bridge.  

The verse, prechorus, and chorus sections of “Hips Don’t Lie” follow standard 

expectations for those sections (at least in the second cycle), but the multiple sections that 

interrupt the form in the third cycle prevent this song from being included in the formal 

categories discussed in the previous chapters.  

 

Other, without a Chorus 

All of the “Other, without a Chorus” songs in this study contain some element that 

repeats; none, however, has a chorus and none fit into AAA or AABA form. “Again” (94-12), 

shown in Example 9.9, provides an example of such a form.  

 



 

 

 213 

Example 9.9 “Again” (94-12) form with text and harmonies 

Intro: [ C:] I  V | vi  IV | I V vi IV | I  ii7/^5 
 
A1 a    |I  V     |vi                             IV 

  I heard from a friend today, and she said you were in town     
            |I        V       vi  IV             |I      ii7/^5 
Suddenly the memories came back to me in my mind      
 |I                          V7/vi             |vi                           V7/V 

 b How can I be strong? I’ve asked myself, time and time I’ve said    
   |ii       iii       IV            IV/^5        | IV  iii  ii  I 

That I’ll never fall in love with you again       
 

       |V                      ♭VII          | IV  V     
B1 c A wounded heart you gave, my soul you took away 

             |♭VII                        IV      | IV6
4  I 

Good intentions, you had many, I know you did 
c           |V               ♭VII        | IV  V 

I come from a place that hurts, and God knows how I cried 
          |♭VII                 IV    | ii  iii  IV  IV/^5 
And I never want to return, never fall again  
 

A2 a  
Making love to you oh it felt so good and ooh so right 

b How can I be strong? I’ve asked myself, time and time I’ve said 
That I’ll never fall in love with you again 

 
B2 c  So here we are alone again, didn’t think it’d come to this 

And to know it all began with a just a little kiss 
c I’ve come too close to happiness to have it swept away 

Don’t think I can take the pain, never fall again  
A3 a 

Kinda late in the game and my heart is in your hands 
b Don’t you stand there and then tell me you love me then leave again 

‘Cause I’m falling in love with you again 
 

Coda a Hold me, hold me 
Don’t ever let me go 

a Say it just one time, say you love me 
God knows I do love you again.  

 
 
 
The introduction establishes a four-measure harmonic progression, marked with the letter “a” to 

the left of the text of A1. This progression accompanies the first two lines of text of each A 

section. A different melody and a different four-measure harmonic progression accompany the 

next two lines of text, marked with the letter “b.” The change in harmony and melody 
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accompanying the lyric “never fall in love with you again” and the closing harmonic gesture (IV 

– iii – ii – I) suggest that this “b” section is a possible refrain to the overall A section. 

One might expect another A section to follow the first, as in AAA or AABA form. 

Instead, a contrasting B section appears. This B section contains a new melody and a new, four-

measure harmonic progression (marked “c”) that occurs twice. This B section contains its own 

refrain, “never fall again,” and is harmonically open, ending on IV/^5.   

The vocal phrase at the end of the B section overlaps into the beginning of a two-measure 

instrumental passage, which contains the same melodic material as the intro. This instrumental 

passage is not a separate interlude, or link, but is actually the first phrase of the “a” section 

without the lyric. This instrumental passage accounts for the missing lines of text in the A2 and 

A3 sections.  

Although the A and B sections alternate in a manner similar to many verses and choruses 

in Verse-Chorus form, the B sections in “Again” do not exhibit the qualities one would expect 

from a chorus (e.g., repeated text or thicker texture). The best interpretation of the form then is 

ABABA, which might be understood as a hybrid of AABA and Verse-Chorus forms. The form is 

similar to AABA form in that the A section is harmonically closed with a refrain and in that the 

B section is contrasting and harmonically open. The form differs from AABA form, however, in 

the ordering of the A and B sections. The form is similar to Verse-Chorus form in that it 

alternates sections, but the form differs from Verse-Chorus form in that there is no clear chorus.  

“November Rain” (92-17) provides an example of a more complex, extended form that 

does not contain a chorus. Example 9.10 provides the form with text and harmonies. 
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Example 9.10 “November Rain” (92-17) form with text and harmonies 

Intro [B:]   
0:00  NC   | I  | vi6

4  | ii  | I  
  IV  | vi  | I    | ./. 

0:48  IV  | I6  | vi  | I   | ./.  | ./. 

  IV7 | vi7  | I  | ./. (2x) 
 
A1  
1:13       a:            IV7                      |vi7           | I        | ./. 
    When I look into your eyes I can see a love restrained 
               IV7                |vi7                                      | I        | ./. 
    But darlin’ when I hold you, don’t you know I feel the same?  
1:38       b: vi           |V                | I          | ./. 
     Nothin’ lasts forever and we both know hearts can change.  
  vi                       |V    | I          | ./. 
     And it’s hard to hold a candle in the cold November rain.  
 
A2      
2:02 a:  IV7                                             |vi7                                 | I        | ./. 
     We’ve been through this such a long, long time, just tryin’ to kill the pain.  
              |IV7                                                         |vi7                                            | I                   | ./. 

        But lovers always come and lovers always go and no one’s really sure who’s lettin’ it go today walking away 
              |IV7                                                              |vi7                                                 | I             | ./. 

         If we could take the time to lay it on the line, I could rest my head just knowin’ that you were mine, all mine 
2:40 b: vi            |V           | I          | ./. 
     So if you want to love me, then darlin’ don’t refrain. 
  vi             |V             | I          | ./. 
     Or I’ll just end up walkin’ in the cold November rain.  
 
B1 
3:05       |IV                  |V                |IV             |V 
     Do you need some time on your own? Do you need some time all alone? 
                  |IV                  |V                                             |IV              |V 
     Ooh, everybody needs some time on their own. Ooh, don’t you know you need some time all alone? 
 
C   
3:29  iii            IV                       |I       |iii               IV      |ii 
    I know it’s hard to keep an open heart   when even friends seem out to harm you. 
  iii       IV                       |I      |iii              IV         |V              | ./. 
    But if you could heal a broken heart,    wouldn’t time be out to charm you? Oh.  
 
Ai  
3:56  Guitar solo  16 mm 
B2 
4:45      Sometimes I need some time on my own. Sometimes I need some time all alone.  
      Ooh, everybody needs some time on their own. Ooh, don’t you know you need some time all alone.  
 
Ai - 3 
5:12 a: Guitar solo 8 mm 
5:36 a:  And when your fears subside and shadows still remain 
   I know that you can love me when there’s no one left to blame 
6:01 b’:   So never mind the darkness, we still can find a way.       
   Nothing lasts forever, even cold November rain.  
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Example 9.10 continued 
 
D (Codetta) 
6:18 Interlude I  V6  | vi  V  | IV    | V    | I  V6  | vi  V  | IV    | V    | I    | ./.  
 
E (Tempo change faster) 
6:48 [Bm:]  Instrumental  8 mm i     | VI  VII   :|| 
 
F (Coda, terminally climactic) 
7:09  Guitar solo  i   V  |  IV  III  | VI  VII | i     | ./.  :|| 
  i   V             |IV       | III 
    Don’t you think that you need somebody? Do you think that you need someone? 
  VI            VII                | i      | ./.   
    Everybody needs somebody. You’re not the only one. You’re not the only one.  (3x) 
  i   V             |IV       | III 
    Don’t you think that you need somebody? Do you think that you need someone? 
  VI            VII                | i      
    Everybody needs somebody.  
 
 
 
After the introduction that is over a minute long, the vocal enters with what initially sounds like a 

verse (marked “a”). After eight measures, the chord progression changes to start on the 

submediant and the section sounds like a possible prechorus (marked “b”). The section ends, 

however, with the title lyric and cadence suggesting an end refrain of a two-part strophe (marked 

A1) rather than a verse and prechorus. This interpretation is confirmed by the A2 section, which 

concludes using the same end refrain as the A1 section.  

After the A2 section, the B section enters, with a contrasting melody, harmonic 

progression, and text, which all contribute to the bridge-like characteristic of the section. Instead 

of returning to the A section (as in AABA form), the B section proceeds to the C section, which 

contains an additional new melody, harmonic progression, and text. An instrumental section 

featuring a guitar solo and constructed of the same harmonic progression as the A section 

(labeled Ai) follows. This instrumental section leads to the B2 section, which contains slightly 

different text than the B1 section. The final A section consists of an eight-measure guitar solo 
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(Ai) that leads to the A3 vocal section. At this point in the song, the form is very similar to 

AABA form with a partial reprise and an added C section.  

The song continues, however, with a contrasting instrumental interlude (D) that could be 

interpreted as a codetta. Rather than concluding, however, the song continues with a faster tempo 

and change of mode from B major to B minor. The eight-measure instrumental section  (E) leads 

to a coda (F), which is over two minutes in length. This coda features a guitar solo before the 

vocal re-enters after 10 measures. This coda section can be understood as terminally climatic in 

that it presents new material at the climax of the song.176 Thus, the overall form of the entire 

song consists of two large sections based on the tempo and mode: the first with a modified 

AABA form (AABCABAD) and the second with two parts (EF); or, as one large song with the 

form AABCABADEF.  

 “Stay” (94-12), shown in Example 9.11, provides a final example of a song without a 

chorus.  

 

                                                

176 Brad Osborn’s dissertation “Beyond Verse and Chorus: Experimental Formal Structures in Post-
Millennial Rock Music” (PhD diss., University of Washington, 2010), defines and examines terminally climactic 
forms.  
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Example 9.11 “Stay” (94-06) form with text and harmonies 

Intro [D♭:]  
a:  I2    | vi7    | ii7  I6  | IV2 
0:00 
 
0:12  I2  |vi7         | ii7  I6  | IV2 
    You say  I only hear what I want to. 
  I2         |vi7        | ii7  I6  | IV2 
    And you say   I talk so all the time.      So? 
 
b: 
0:36  ii7                     I      |ii7              I           
   And I thought what I felt was simple, and I thought that I don’t belong.  
  ii7             I   |ii7         I           
   And now that I am leaving, now I know that I did something wrong 
Refrain:                |IV             | iv       | ii7             I    | ./. 
0:48  ‘Cause I missed you. Yeah, I missed you.   
  
a’:   
0:59  I2         |vi7  
    And you say  I only hear what I want to.  
  ii7            |I6             |I/^4    I 

I don’t listen hard, I don’t pay attention to the distance that you’re running or to anyone, anywhere. 
ii7                     I6            |I/^4    | ./. 
I don’t understand if you really care. I’m only hearing negative. No, no, no, bad.  

 
b’: 
1:20   ii7               I             |ii7              I 

        So I turned the radio on, I turned the radio up, and this woman was singing my song.  
ii7             I                          |ii7           I 
Lovers in love, and the others run away. Lover is crying ‘cause the other won’t stay. 
ii7                   I                                      |ii7                            I 

    Some of us hover when we weep for the other who was dying since the day they were born.   
   ii7                 I                         |ii7           I 

       Well, this is not that. I think that I’m throwing, but I’m thrown.  
 
c:   
1:44     |ii  
        And I thought I’d live forever, but now I’m not so sure.  
                         |I6                  |ii7                I6            |I/^4 
        You try to tell me that I’m clever, but that won’t take me anyhow, or anywhere with you.  
 
b:   
1:56  ii7    I  |ii7          I 
    And you said that I was naïve, and I thought that I was strong. 
  ii7               I             |ii7                   I 
    I thought, “Hey, I can leave. I can leave.”  But now I know that I was wrong 
Refrain:   |IV             |iv      | ii7             I    | ./. 
2:09  ‘Cause I missed you. Yeah, I missed you.  
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Example 9.11 continued 
c:  
2:20              |ii 
  You said,  “You caught me ‘cause you want me and one day I’ll let you go.”  
      |I6       |ii7    I6     |I/^4 
  You try to give a way a keeper, or keep me ‘cause you know you’re just so scared to lose.  
 
a: 
2:32                       |I2    |vi7         | ii7  I6  | IV2 
  And you say,           “Stay.” 
  I2  |vi7         | ii7  I6  | IV2 
    You say  I only hear what I want to. 
 
 
 
Except for the refrain and the final phrase of the song, there is very little repetition of the lyric or 

the melody. This gives the effect that the song is through-composed, perhaps reflecting in the 

music the nature of the protagonist, who talks “all the time.” Upon closer analysis, however, the 

harmonic progressions indicate that the song is constructed of three different, repeating sections. 

Because these harmonic sections do not coincide with the same melody in each presentation, 

they are marked with lowercase, rather than uppercase, letters. Slight changes in the harmonic 

progressions or the length of those progressions are marked a’ and b’. Although the lyric and 

melody obfuscate the perception of these repeating sections, the harmonic progressions point to a 

form of aba’b’cbca.  
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CHAPTER 10 

CONCLUSION 

The analytical study of popular music is a relatively recent subdiscipline in academia that 

developed from, and in reaction to, sociocultural popular music studies conducted beginning in 

the 1970s. Subsequent research and publications laid the foundation for analytical studies of the 

genre, giving particular attention to this music’s melody, harmony, and rhythm. It is only since 

2002, however, that have theorists have begun to address the topic of form in popular music. 

Textbooks written by John Covach, Walter Everett, and Ken Stephenson illustrate differing 

terminology and definitions, as well as contrasting conceptions of forms and the criteria that 

define those forms. Studies since those publications examine form by addressing the music of 

particular songwriters and artists or by focusing on the norms and prototypes of a repertoire 

largely dating prior to 1990. Thus, a systematic corpus study of form in popular song since 1990 

is necessary. Using a sample of 402 songs that ranked in the top 20 of the Billboard year-end 

charts for each year from 1990 to 2009, I examine the relevancy of prior theorists’ work to post-

1990 literature and demonstrate how this music has, and has not, evolved during the two decades 

of the sample by addressing the following questions: 

1) How might formal sections be identified through melody, harmony, rhythm, 

instrumentation, and text? 

2) How do these sections function and relate to one another and to the song as a whole? 

3) How do these sections, and the resulting formal structures, relate to what has been 

described by previous theorists as normative? 

4) What new norms and trends can be observed in popular song forms since 1990? 
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In Chapter 4 I discuss AAA Strophic form and observe that only three songs from the 

sample, all charting in the 1990s, can be considered to be in this form. This shows the continued 

decreased use of AAA form in songs since 1955, as demonstrated in Summach’s dissertation. 

Two of these songs are hip-hop/rap songs, which include refrains that verge on choruses and 

therefore may be understood as blends, or hybrids, of AAA Strophic form and Verse-Chorus 

form.  

In Chapter 5 I discuss AABA form and show that the form has virtually disappeared in 

current popular song. Only 12 songs in this study can be considered to be in this form, all 

charting in the 1990s, and three of these songs are remakes of earlier songs dating from 1956 to 

1970. The remaining nine songs illustrate various expansions and extensions of AABA form 

through internal lengthening of the sections or through the repetition of those sections. Some of 

the 12 songs demonstrate similarities to Verse-Chorus form while others present deviations from 

the standard AABA model.  

In Chapter 6 I examine Verse-Chorus form and show that, although there is a decrease in 

the use of Two-part Verse-Chorus form over the two decades of the study, there is an increase in 

the number of songs in Simple Verse-Chorus form, in which both sections are built on a single 

underlying harmonic progression. Because there is no harmonic one-directional flow from the 

verse to the chorus in these songs, the chorus does not serve as a point of arrival and therefore 

may precede the verse. Consequently, there is an increase in the number of songs in Simple 

Verse-Chorus form in which the order of the verse and chorus sections is reversed, such that the 

song proceeds from chorus to verse instead of verse to chorus. I provide numerous examples to 

illustrate this observation and examine how changes in melody, phrasing, rhythm, and 

instrumentation contribute to the identification of the chorus when the harmonic progression 
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remains the same throughout a song. I also examine Contrasting Verse-Chorus songs that follow 

the standard order of sections, from verse to chorus, and observe various patterns of tonic 

placement at module boundaries in these songs. I show that choruses that begin off tonic and that 

contain no other characteristics typical of a chorus (such as a thicker vocal texture or a melody in 

a higher register) are often not perceived as choruses. These choruses are often the DC portion of 

a large SRDC pattern (after Everett and Summach) and are only retrospectively recognized as 

choruses by the strong cadential motion in both the melody and the harmony at the end of the 

chorus section and by the restatement of the lyrically invariant chorus section at some point later 

in the song. 

In Chapter 7 I discuss the prechorus and the postchorus as additional sections that expand 

the form of the Verse-Chorus song. During the two decades of the sample, there is an increase in 

the occurrence of postchoruses and a decrease in prechoruses. This is in contrast to Summach’s 

study, which shows a general increase of prechoruses beginning in the 1960s through 1989. I 

show that, as in Verse-Chorus form, a trend has developed toward prechoruses built on the same 

harmonic content as the verse and/or the chorus. Based on harmonic content, I divide the 

prechoruses into four categories (All-Contrasting Prechorus, Contrasting Prechorus, Simple 

Prechorus, and All-Simple Prechorus). I argue that, in songs in the Simple Prechorus and All-

Simple Prechorus categories, melody, rhythm, phrasing, and texture can provide contrast and 

build momentum to the chorus when the harmonies in the prechorus do not fulfill these 

functions. In addition, I list six characteristics that aid in the identification of a postchorus, a 

section that has previously been relatively unexamined by theorists, and I analyze songs that 

contain postchoruses demonstrating these characteristics.  
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 In Chapter 8 I address Verse-Chorus-Bridge form, the most commonly found form in the 

songs in my sample. In order to account for the variety of songs in my sample, I argue for a 

broader definition of the bridge in terms of its function and for a more encompassing label for 

the form. Although the majority of songs in my sample contain bridges that are placed after the 

second verse-chorus cycle, and thus could be considered to be in Compound AABA form, other 

songs contain bridges in more than one location in the form or in places other than after the 

second verse-chorus cycle. The harmonic characteristics of bridges change across the two 

decades of the study, such that there is a decrease in bridges containing a contrasting harmonic 

progression and an increase in bridges built on an identical harmonic progression as the verse 

and the chorus. In the latter, the bridge serves as a section that provides contrast not through 

changes in harmonic content but through changes in rhythm, melody, and/or instrumentation.  

 In Chapter 9 I divide the songs that do not easily fit into the forms discussed in the 

previous chapters into two “Other, with a Chorus” and “Other, without a Chorus.” The songs in 

the “Other, with a Chorus” category either have sections (such as verse, prechorus, or bridge) 

that do not fit the definitions or exhibit the standard characteristics commonly attached to those 

section labels, or have additional sections that cannot be easily labeled and that interrupt a typical 

form such as Verse-Chorus. The songs in the “Other, without a Chorus” category contain 

repeating sections, but none of these sections functions as a chorus. Although the forms of some 

of the songs presented in this chapter can be seen as variants of the forms presented in previous 

chapters, their formal arrangement is distinct enough to warrant their separate labels (“Other, 

with a Chorus” and “Other, without a Chorus”) and discussion.  
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 From the discussion and analysis presented in the previous chapters, some observations 

and conclusions may be made. Figure 10.1 illustrates the percentage of songs in each formal type 

in this study.  

 

Figure 10.1 Percentage of songs in each formal type for the entire study 

 

 

In Figure 10.1, the different colors represent the variations of Verse-Chorus form while white 

and shades of gray represent songs not in some variation of Verse-Chorus form. The four most 

common forms in the sample are Verse-Chorus-Bridge, Two-part Verse-Chorus, Verse-Chorus-

Bridge + Prechorus, and Verse-Chorus + Prechorus. Together, these four forms are used in 

87.3% of the songs in the sample. Appendix B provides the list of songs in each of these 

categories with a breakdown by decade.  

Verse-Chorus-Bridge 
36.1%

VCB + Postchorus 
1.5%

VCB + Prechorus 
18.9%

+ Prechorus 
11.9%

Two-part Verse-Chorus 
20.4%

AAA
 AABA
Two-part Verse-Chorus
+ Prechorus
+ Postchorus
+ Prechorus & postchorus
VCB + Prechorus
VCB + Postchorus
VCB + Prechorus & postchorus
Verse-Chorus-Bridge
Other, with a Chorus
Other, without a Chorus

AABA 
  3.0%

Other, with a Chorus 
          1.5%

Other,without a Chorus 
       1.0%

AAA 
 0.7%

+ Postchorus 
    2.7%

+ Prechorus & postchorus 
                1.2%

Verse-Chorus-Bridge + Prechorus 
& postchorus 
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Figure 10.2 shows the incidence of songs in these forms for each year of the sample.  

 

Figure 10.2 Incidence of each form type by year for the entire study 

 

 

Figure 10.2 shows that songs without a chorus (AAA, AABA, and “Other, without a Chorus”) do 

not appear at all in the top 20 of the Billboard year-end charts in the second decade of the study. 

Although each year of the sample consists of a variety of formal types, there is a trend toward 

fewer formal types by the end of the sample. The first four years of the sample show a greater 

variety of formal types with more equal representation of each type (seven to eight different 
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forms with a maximum of six songs in a single given form) while the last four years of the 

sample show less variety of formal types with less equal representation of each type (five and six 

formal types with up to 11 songs in a single form).  

As we see the number of songs containing a chorus increase during the second decade of 

this study, we also begin to see an increase in more complex forms (forms that include more than 

one additional section, such as prechorus, postchorus, or bridge, as well as “Other, with a 

Chorus” forms). Although these more complex forms comprise a small portion of the overall 

sample, their increased use illustrates the trend toward greater formal variety within songs 

containing a chorus.  

One might assume that these additional sections result in songs of longer duration. In 

fact, the opposite is true. Figure 10.3 shows the average and median lengths of songs in each year 

of the sample.  
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Figure 10.3 Average and median song lengths for each year of the study 

 

 

Figure 10.3 shows a general trend toward shorter songs, with the longest average song length in 

1990 and the shortest in 2005. This decreasing song length is a reversal compared to the years 

1955 to 1989, which experienced a general trend toward longer songs.177 In the two decades of 

the study, there is a trend toward songs with additional sections, toward shorter song lengths, and 

toward forms that consist of a greater number of smaller sections. 

 Paradoxically, with this increase in more complex forms there is an increase in “simple” 

songs (those built on the same underlying harmonic or musical material throughout) in the 

sample. Variety in these songs is no longer created, and the form cannot be defined through 

harmonic content; instead, variety becomes manifest by other means, such as melody, rhythm, 
                                                

177  Summach, 169. 
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and instrumentation/texture. These other means have superseded harmony in the identification of 

formal sections in popular song. Thus, songs that are constructed over the same harmonic 

material for all sections cannot be considered one-part forms (after Stephenson). Instead, 

melody, rhythm, instrumentation, and text become the criteria that are as important, if not even 

more so, in determining the form of songs in the sample.  

 This dissertation provides a springboard for future research by providing the first 

systematic overview of the forms used in popular music between the years 1990-2009. Through 

an examination of the most popular songs in the genre, as determined by sales and airplay, I 

illustrate both the formal norms and exceptions. Additional research is needed to verify whether 

the findings of this study hold true in songs selected from a much larger sample. Further 

investigation into specific subgenres of popular music (such as hip-hop/rap) might reveal unique 

formal features within those subgenres. Broader and more encompassing definitions of sections 

and forms are needed to describe form in popular music, and more specific theories of form in 

relation to rhythm, phrasing, melody, and recording techniques could benefit the field of popular 

music studies. Thus, this dissertation furthers the study of form in popular music and offers 

possibilities for future research.  
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APPENDIX A 

INDEX OF SONGS – ORGANIZED BY YEAR AND CHART POSITION 
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APPENDIX A 

Reference number  “Title”  Performer            Producer  
(Year-Chart position) Formal Type            (Songwriter) 
              VC = Verse-Chorus 
   VCB = Verse-Chorus-Bridge 
  
90-01 “Hold On” Wilson Phillips G. Ballard  
 VCB  (C. Phillips, G. Ballard, C. 

Wilson) 
    
90-02 “It Must Have Been Love” Roxette C. Ofwerman  
 VC + Prechorus  (P. Gessle, M. Fredrickson) 
    
90-03 “Nothing Compares 2 U” Sinead O’Connor S. O’Connor  
 AAA  (Prince) 
    
90-04 “Poison” Bell Biv DeVoe Dr. Freeze  
 VCB + Prechorus  (E. Straite) 
    
90-05 “Vogue” Madonna Madonna, S. Pettibone  
 VCB   (Madonna, S. Pettibone) 
    
90-06 “Vision of Love” Mariah Carey R. Lawrence  
 AABA  (M. Carey, B. Margulies) 
    
90-07 “Another Day in 

Paradise” 
Phil Collins P. Collins, H. Padgham  

 VCB  (P. Collins) 
    
90-08 “Hold On” En Vogue T. McElroy, D. Foster  
 VC + Prechorus  (T. McElroy, D. Foster, En 

Vogue) 
    
90-09 “Cradle of Love” Billy Idol K. Forsey  
 VCB  (D. Werner, B. Idol) 
    
90-10 “Blaze of Glory” Jon Bon Jovi D. Kortchmar, J. Bon Jovi  
 VC  (J. Bon Jovi) 
    
90-11 “Do Me!” Bell Biv DeVoe C. Bourelly  
 VC + Prechorus  (C. Bourelly, M. Bivins, R. 

DeVoe, R. Bell) 
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90-12 

 
“How Am I Supposed to 
Live Without You” 

 
Michael Bolton 

 
M. Omartian 

 VC + Prechorus  (M. Bolton, D. James) 
    
90-13 “Pump Up the Jam” Technotronic featuring 

Felly 
T. de Quincey 

 Other with Chorus  (M. Kamosi, T. de Quincey) 
    
90-14 “Opposites Attract” Paula Abdul (Duet with 

The Wild Pair) 
O. Leiber 

 VC  O. Leiber 
    
90-15 “Escapade” Janet Jackson J. Jam, T. Lewis 
 VC + Prechorus  & 

Postchorus 
 (J. Jackson, J. Harris III, T. 

Lewis) 
    
90-16 “All I Wanna Do is Make 

Love to You” 
Heart R. Zito 

 VCB  (R. Lange) 
    
90-17 “Close to You” Maxi Priest G. Chung, S. Dunbar, H. 

Tucker 
 VCB  (G. Benson, W. Sela, M. 

Elliott) 
    
90-18 “Black Velvet” Allanah Myles D. Tyson 
 VCB + Prechorus  (C. Ward, D. Tyson) 
    
90-19 “Release Me” Wilson Phillips G. Ballard, C. Koppelman 
   (Wilson Phillips) 
    
90-20 “Don’t Know Much” Linda Ronstadt 

featuring Aaron Neville 
P. Asher, S. Tyrell 

 AABA  (B. Mann, C. Weil, T. Snow) 

    
91-01 “(Everything I Do) I Do It 

For You” 
Bryan Adams R.J. Lange  

 AABA  (B. Adams, R. J. Lange, M. 
Kamen) 

    
91-02 “I Wanna Sex You Up” Color Me Badd Dr. Freeze 
 VCB + Prechorus  Dr. Freeze 
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91-03 “Gonna Make You Sweat 
(Everybody Dance Now)” 

C&C Music Factory 
featuring Freedom 
Williams 
 

R. Clivilles, D. Cole 

 Other with Chorus  (R. Clivilles, F. B. Williams) 
    
91-04 “Rush Rush” Paula Abdul V. J. Smith, P. Lord 
 VCB + prechorus  (P. Lord) 
    
91-05 “One More Try” Timmy T.  Timmy T. 
 VC + Prechorus  (Timmy T.) 
    
91-06 “Unbelievable” EMG R. Lezzard 
 AABA  (J. Atkin, T. Dench, Z. Foley, 

M. Decloedt, D. Brownson) 
    
91-07 “More Than Words” Extreme M. Wagener 
 VC + Prechorus & 

Postchorus 
 N. Bettencourt, G. Cherone 

    
91-08 “I Like the Way (The 

Kissing Game)” 
Hi-Five T. Riley 

 VCB  (T. Riley, B. Bell, D. Way) 
    
91-09 “The First Time” Surface Surface 
 VC + Prechorus  (B. Jackson, B. Simpson) 
    
91-10 “Baby Baby” Amy Grant K. Thomas 
 AABA  (A. Grant, K. Thomas) 
    
91-11 “Motownphilly” Boyz II Men D. Austin 
 VCB + Prechorus  (D. Austin, M. Bivins, N. 

Morris, S. Stockman) 
    
91-12 “Because I Love You 

(The Postman Song)” 
Stevie B Stevie B 

 VC  (W. Brooks) 
    
91-13 “Someday” Mariah Carey R. Wake 
 VCB  (M. Carey, B. Margulies) 
    
91-14 “High Enough” Damn Yankees R. Nevison 
 VCB + Prechorus  (Tommy, Jack, Ted) 
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91-15 “From a Distance” Better Midler A Mardin 
 AABA  (J. Gold) 
    
91-16 “All the Man That I 

Need” 
Whitney Houston N. M. Walden 

 VC  (D. Pitchford, M. Gore) 
    
91-17 “Right Here, Right Now” Jesus Jones M. Phillips 
 VC + Prechorus  (M. Edwards) 
    
91-18 “I Adore Mi Amor” Color Me Badd R. Bayyan, H. Lee 
 VC + Prechorus  (Color Me Badd, H. Lee) 
    
91-19 “Love Will Never Do 

(Without You)” 
Janet Jackson J. Jam, T. Lewis 

 VCB + Prechorus  (J. Harris III, T. Lewis) 
    
91-20 “Good Vibrations” Marky Mark & The 

Funky Bunch, featuring 
Loleatta Holloway 

D. Wahlberg 

 VC  (D. Wahlberg, M. Wahlberg, 
Spice) 

    
92-01 “End of the Road” Boyz II Men L. A. Reid, Babyface 
 VC + Prechorus  (L. A. Reid, Babyface, D. 

Simmons) 
    
92-02 “Baby Got Back” Sir Mix-a-Lot Sir Mix-a-Lot 
 VC  (Sir Mix-a-Lot) 
    
92-03 “Jump” Kriss Kross J. Dupri 
 VC  J. Dupri 
    
92-04 “Save the Best for Last” Vanessa Williams K. Thomas 
 VC  (W. Waldman, J. Lind, P. 

Galdston) 
    
92-05 “Baby-Baby-Baby” TLC L. A. Reid, Babyface 
 VCB  (L. A. Reid, Babyface, D. 

Simmons) 
 
92-06 

 
“Tears in Heaven” 

 
Eric Clapton 

 
R. Titelman 

 AABA  (E. Clapton, W. Jennings) 
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92-07 “My Lovin’ (You’re 
Never Gonna Get It)” 

En Vogue T. McElroy, D. Foster 

 VC + Prechorus  (T. McElroy, D. Foster) 
    
92-08 “Under the Bridge” Red Hot Chili Peppers R. Rubin 
 VC   (A. Kiedis, Flea, J. Frusciante, 

C. Smith) 
    
92-09 “All 4 Love” Color Me Badd H. Tee 
 VCB + Prechorus  (Color Me Badd, H. 

Thompson) 
    
92-10 “Just Another Day” Jon Secade E. Estefan, Jr., J. Casas, C. 

Ostwald 
 VC  (J. Secada, M. A. Morejon) 
    
92-11 “I Love Your Smile” Shanice N. M. Walden 
 VCB  (N. M. Walden, S. Wilson, S. 

Jackson, J. Baker) 
    
92-12 “To Be With You” Mr. Big K. Elson 
 VCB  (E. Martin, D. Grahame) 
    
92-13 “I’m Too Sexy” Right Said Fred Tommy D. 
 VC  (F. Fairbrass, R. Fairbrass, R. 

Manzoli) 
    
92-14 “Black or White” Michael Jackson M. Jackson, B. Bottrell 
 AABA  (M. Jackson) 
    
92-15 “Achy Breaky Heart” Billy Ray Cyrus J. Scaife, J. Cotton 
 VC  (D. Von Tress) 
    
92-16 “I’ll Be There” Mariah Carey W. Afanasieff, M. Carey 
 AABA  (H. Davis, B. Gordy, W. 

Hutch, B. West) 
    
92-17 “November Rain” Guns N’ Roses M. Clink, Guns N’ Roses 
 Other without Chorus  (A. Rose) 
    
    
92-18 “Life is a Highway” Tom Cochrane J. Hardy 
 VCB + Prechorus  (T. Cochrane) 
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92-19 “Remember the Time” Michael Jackson T. Riley, M. Jackson 
 VCB + Prechorus  (T. Riley, M. Jackson, B. 

Belle) 
    
92-20 “Finally” Ce Ce Peniston F. Delgado 
 VC + Prechorus  (C. Peniston, F. Delgado, E. L. 

Linnear) 

    
93-01 “I Will Always Love 

You” 
Whitney Houston D. Foster 

 VC  (D. Parton) 
    
93-02 “Whoomp! (There It Is)” Tag Team Tag Team 
 VCB  (Tag Team) 
    
93-03 “Can’t Help Falling in 

Love” 
UB40 UB40 

 AABA  (G. D. Weiss, H. Peretti, L. 
Creatore) 

    
93-04 “That’s the Way Love 

Goes” 
Janet Jackson J. Jam, T. Lewis, J. Jackson 

 VC + Prechorus  (J. Jackson, J. Harris III, T. 
Lewis) 

    
93-05 “Freak Me” Silk K. Sweat, R. Murray 
 VCB  (K. Sweat, R. Murray) 
    
93-06 “Weak” SWV B. A. Morgan 
 VCB + Prechorus  (B. A. Morgan) 
    
93-07 “If I Ever Fall in Love” Shai C. Martin 
 VCB  (C. Martin) 
    
93-08 “Dreamlover” Mariah Carey M. Carey, D. Hall, W. 

Afanasieff 
 VC  (M. Carey, D. Hall) 
    
93-09 “Rump Shaker” Wreckx-N-Effect T. Riley, D. Wynn, A. 

Davidson, M. Riley, T. Fyffe 
 VC + Postchorus  (Davidson, Wynn, Riley, 

Riley, Hollins) 
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93-10 “Informer” Snow M. C. Shan 
 VCB  (D. O’Brien, S. Moltkee, E. 

Leary) 
    
93-11 “Nuthin’ but a ‘G’ Thang” Dr. Dre Dr. Dre 
 AAA  (Snoop) 
    
93-12 “In the Still of the Nite” Boyz II Men Boyz II Men 
 AABA  (F. Parris) 
    
93-13 “Don’t Walk Away” Jade V. Benford 
 VC + Prechorus  (V. Benford, R. Spearman) 
    
93-14 “Knockin’ da Boots” H-Town B. Burrell 
 VC + Prechorus  (Shazam, Dino, DI, Stick, R. 

Troutman) 
    
93-15 “Lately” Jodeci D. Swing 
 VC  (S. Wonder) 
    
93-16 “Dazzey Duks” Duice Paragon Productions 
 VCB  (Lasno, Creo, Taylor Boy) 
    
93-17 “Show Me Love” Robin S.  A. George, F. McFarlon 
 VC  (A. George, F. McFarlon) 
    
93-18 “A Whole New World” Peabo Bryson & Regina 

Belle 
W. Afanasieff 

 VC  (A. Menken, T. Rice) 
    
93-19 “If” Janet Jackson J. Jam, T. Lewis, J. Jackson 
 VC + Prechorus  (J. Jackson, J. Harris III, T. 

Lewis) 
    
93-20 “I’m So Into You” SWV B. A. Morgan 
 VCB  (B. A. Morgan) 

    
94-01 “The Sign” Ace of Base Pop, Joker 
 VC  (Joker) 
    
94-02 “I Swear” All-4-One D. Foster 
 VC  (F. J. Meyers, G. Baker) 
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94-03 “I’ll Make Love to You” Boyz II Men Babyface 
 VCB  (Babyface) 
    
94-04 “The Power of Love” Celine Dion D. Foster 
 VCB  (G. Mende, C. DeRouge, J. 

Rush, M. S. Applegate) 
    
94-05 “Hero”  Mariah Carey W. Afanasieff, M. Carey 
 VCB  (M. Carey, W. Afanasieff) 
    
94-06 “Stay (I Missed You)” Lisa Loeb & Nine 

Stories 
J. Patino 

 Other without Chorus  (L. Loeb) 
    
94-07 “Breathe Again” Toni Braxton L. A. Reid, Babyface, D. 

Simmons 
 VC  (Babyface) 
    
94-08 “All for Love” Bryan Adams, Rod 

Stewart, Sting 
C. Thomas, B. Adams, D. 
Nicholas 

 VCB  (B. Adams, R. J. Lange, M. 
Kamen) 

    
94-09 “All That She Wants” Ace of Base D. Pop, Joker/Buddha 
 VC  (Joker/Buddha, Linn, Jenny) 
    
94-10 “Don’t Turn Around” Ace of Base Ekman, Adebratt 
 VCB + Prechorus  (A. Hammond, D. Warren) 
 
 

   

94-11 “Bump n’ Grind” R. Kelly R. Kelly 
 VC + Prechorus  (R. Kelly) 
    
94-12 “Again” Janet Jackson J. Jam, T. Lewis, J. Jackson 
 Other Without Chorus   (J. Jackson, J. Harris III, T. 

Lewis) 
    
94-13 “I’ll Remember” Madonna Madonna, P. Leonard 
 VCB  (P. Leonard, M. Ciccone, R. 

Page) 
    
94-14 “Whatta Man”  Salt-n-Pepa featuring  

En Vogue 
H. Azor 

 VC  (H. Azor, D. Crawford, C. 
James) 
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94-15 “Wild Night” John Mellencamp with 

Me’Shell Ndegeocello 
J. Mellencamp, M. Wanchic 

 VC  (V. Morrison) 
    
94-16 
a 

“Without You” Mariah Carey W. Afanasieff, M. Carey 

 VC  (W. P. Ham, T. Evans) 
    
94-16 
b 

“Never Forget You” Mariah Carey Babyface, M. Carey, D. 
Simmons 

 VCB  (M. Carey, Babyface) 
    
94-17 “You Mean the World to 

Me” 
Toni Braxton L. A. Reid, Babyface, D. 

Simmons 
 VCB  (L. A. Reid, Babyface, D. 

Simmons) 
    
94-18 “Can You Feel the Love 

Tonight” 
Elton John C. Thomas 

 VC  (E. John, T. Rice) 
    
94-19 “The Most Beautiful Girl 

in the World” 
Prince Prince, Ricky P.  

 VCB  (Prince) 
    
94-20 “Fantastic Voyage” Coolio Dobbs the Wino 
 VC  (Ivey, Dobbs, Alexander, 

Beavers, Craig, McCain, 
Shelby, Schockley) 

    
95-01 “Gangsta’s Paradise” Coolio featuring L.V. D. Rasheed 
 VCB  (A. Ivey, Jr., L. Sanders, D. 

Rasheed) 
    
95-02 “Waterfalls” TLC Organized Noize 
 VCB  (Organized Noize, M. 

Etheridge, L. Lopes) 
    
95-03 “Creep” TLC D. Austin 
 VC  (D. Austin) 
    
95-04 “Kiss from a Rose” Seal T. Horn 
 VCB  (Seal) 
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95-05 “On Bended Knee”  Boyz II Men J. Jam, T. Lewis 
 VCB  (J. Harris III, T. Lewis) 
    
95-06 “Another Night” Real McCoy Freshline, The Berman 

Brothers 
 VCB + Prechorus  (J. Winding, Quickmix, O. 

Jeglitza) 
    
95-07 “Fantasy” Mariah Carey M. Carey, D. Hall 
 VCB  (M. Carey, C. Frantz, T. 

Weymouth, D. Hall, A. Belew, 
S. Stanley) 

    
95-08 “Take a Bow” Madonna Babyface, Madonna 
 VCB  (Babyface, Madonna) 
    
95-09 “Don’t Take It Personal 

(Just One of Dem Days)” 
Monica D. Austin 

 VC  (D. Austin, D. Simmons, 
Recall Management) 

    
95-10 “This is How We Do It” Montell Jordan O. Pierce, M. Jordan,  
 VCB  (M. Jordan, O. Pierce, R. 

Walters) 
    
95-11 “I Know” Dionne Farris D. Farris, D. Harris, M. Davis, 

R. Jackson 
 AABA  (M. Davis, W. DuVall) 
    
95-12 “Water Runs Dry” Boyz II Men Babyface 
 VC + Prechorus  (Babyface) 
    
95-13 “Freak Like Me” Adina Howard Mass Order 
 VC + Prechorus  (E. Hanes, M. Valentine, L. 

Hill) 
    
95-14 “Run-Around” Blues Traveler S. Thompson, M. Barbiero 
 VC + Prechorus  J. Popper 
    
95-15 “I Can Love You Like 

That” 
All-4-One D. Foster 

 VCB + Prechorus  (S. Diamond, M. Derry, J. 
Kimball) 
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95-16 “Have You Ever Really 
Loved a Woman?” 

Bryan Adams R. J. Lange, B. Adams 

 VCB  (B. Adams, R. J. Lange, M. 
Kamen) 

    
95-17 “Always” Bon Jovi P. Collins 
 VCB + Prechorus  (J. Bon Jovi) 
    
95-18 “Boombastic” Shaggy R. Livingston, S. Pizzonia 
 VCB  O. Burrell, K. Floyd, R. 

Livingston 
    
95-19 “Total Eclipse of the 

Heart” 
Nicki French J. Springate, Stock, Aitken 

 VC + Prechorus  (J. Steinman) 
    
95-20 “You Gotta Be” Des’ree A. Ingram, Des’ree 
 VCB  (Des’ree, A. Ingram) 

    
96-01 “Macarena (Bayside Boys 

Mix)” 
Los del Rio C. de Yarza, M. Triay 

 VC  (A. Monge, R. Ruiz) 
    
96-02 “One Sweet Day” Mariah Carey & Boyz II 

Men 
W. Afanasieff, M. Carey 

 VCB  (M. Carey, M. McCary, N. 
Morris, W. Morris, S. 
Stockman, W. Afanasieff) 

    
96-03 “Because You Loved Me” Celine Dion D. Foster 
 VCB + Prechorus  (D. Warren) 
    
96-04 “Nobody Knows” The Tony Rich Project T. Rich 
 VC + Prechorus  (J. Rich, D. DuBose) 
    
96-05 “Always Be My Baby” Mariah Carey M. Carey, J. Dupri 
 VCB  (M. Carey, J. Dupri, M. Seal) 
    
96-06 “Give Me One Reason” Tracy Chapman D. Gehman, T. Chapman 
 VC  (T. Chapman) 
    
96-07 “Tha Crossroads” Bone Thugs-n-Harmony D. J. U-Neek 
 VCB  (Bone, D. J. U-Neek, Tony C, 

The Isley Bros., C. Jasper) 
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96-08 “I Love You Always 

Forever” 
Donna Lewis D. Lewis, K. Killen 

 VCB  (D. Lewis) 
    
96-09 
a 

“You’re Makin’ Me 
High” 

Toni Braxton Babyface, B. Wilson 

 VCB + Prechorus  (B. Wilson, Babyface) 
    
96-09 
b 

“Let it Flow” Toni Braxton Babyface 

 VCB + Prechorus  (Babyface) 
    
96-10 “Twisted” Keith Sweat K. Sweat, E. McCaine, 
 VCB + Prechorus  (K. Sweat, E. McCaine, Kut 

Klose) 
    
96-11 “C’mon N’ Ride It (The 

Train)” 
Quad City DJ’s C. C. Lemonhead, J. 

McGowan 
 VC + Postchorus  (C. C. Lemonhead, J. 

McGowan, B. White) 
    
96-12 “Missing” Everything but the Girl B. Watt, T. Thorn, J. Coxon 
 VC  (T. Thorn, B. Watt) 
    
96-13 “Ironic” Alanis Morissette G. Ballard 
 VCB  (A. Morissette, G. Ballard) 
    
96-14 “Exhale (Shoop Shoop)” Whitney Houston Babyface 
 VCB  (Babyface) 
    
96-15 
a 

“Til I Hear It From You” Gin Blossoms J. Hampton, Gin Blossoms 

 VCB + Prechorus  (J. Valenzuela, R. Wilson, M. 
Crenshaw, S. Johnson, B. 
Leen, P. Rhodes) 

    
96-15 
b 

“Follow You Down” Gin Blossoms J. Hampton, Gin Blossoms 

 VC  (J. Valenzuela, R. Wilson, M. 
Crenshaw, S. Johnson, B. 
Leen, P. Rhodes) 

    
96-16 “Sittin’ Up in My Room” Brandy Babyface 
 VC + Prechorus  (Babyface) 
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96-17 
a 

“How Do U Want it”  2Pac featuring K-Ci and 
JoJo 

Dr. Dre, Johnny “J” 

 VC  (T. Shakur, Dr. Dre, R. 
Troutman, L. Troutman, N. 
Durham, W. Cunningham, J. 
Jackson) 

    
96-17 
b 

“California Love” 2Pac featuring Dr. Dre 
& Roger Troutman 

Dr. Dre, Johnny “J” 

 VC + Postchorus  (T. Shakur, Dr. Dre, R. 
Troutman, L. Troutman, N. 
Durham, W. Cunningham, J. 
Jackson) 

    
96-18 “It’s All Coming Back to 

Me Now” 
Celine Dion J. Steinman 

 VC + Prechorus  (J. Steinman) 
    
96-19 “Change the World” Eric Clapton Babyface 
 VC  (T. Sims, G. Kennedy, W. 

Kirkpatrick) 
    
96-20 “Hey Lover” LL Cool J Red Hot Lover Tone 
 VC  (R. Temperton, LL Cool J) 

    
97-01 
a 

“Something About the 
Way You Look Tonight” 

Elton John C. Thomas, G. Martin 

 VC  (E. John, B. Taupin) 
    
97-01 
b 

“Candle in the Wind 
1997” 

Elton John C. Thomas, G. Martin 

 VC  (E. John, B. Taupin) 
    
97-02 
a 

“Foolish Games” Jewel B. Keith, P. Collins 

 VC + Prechorus  (Jewel, S. Poltz) 
    
97-02 
b 

“You Were Meant for 
Me” 

Jewel B. Keith, P. Collins 

 VCB  (Jewel, S. Poltz) 
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97-03 “I’ll Be Missing You” Puff Daddy & Faith 
Evans featuring 112 

S. Combs, Stevie J. 

 VCB  (Sting, T. Gaither, F. Evans) 
    
97-04 “Un-Break My Heart”  Toni Braxton D. Foster 
 VCB  (D. Warren) 
    
97-05 “Can’t Nobody Hold Me 

Down” 
Puff Daddy featuring 
Mase 

C. Broady, N. Myrick, S. 
Combs, Stevie J. 

 AAA  (S. Combs, S. Jordan, C. 
Broady, N. Myrick, M. Betha, 
G. Prestopino, M. Wilder, S. 
Robinson) 

    
97-06 “I Believe I Can Fly” R. Kelly R. Kelly 
 VC + Prechorus  (R. Kelly) 
    
97-07 “Don’t Let Go (Love)” En Vogue Organized Noize 
 VCB + Prechorus  (Organized Noize, A. Martin, 

I. Matias, M. Etheridge) 
    
97-08 “Return of the Mack” Mark Morrison M. Morrison, P. Chill 
 VC + Prechorus  (M. Morrison, P. Chill) 
    
97-09 “How Do I Live” LeAnn Rimes C. Howard, W. C. Rimes, M. 

Curb 
 VC + Prechorus  (D. Warren) 
    
97-10 “Wannabe” Spice Girls Stannard, Rowe 
 VCB + Prechorus  (Spice Girls, Stannard, Rowe) 
    
97-11 “Quit Playing Games 

(With My Heart)” 
Backstreet Boys M. Martin, K. Lundin 

 VCB  (M. Martin, H. Crichlow) 
    
97-12 “MMMBop” Hanson The Dust Brothers, S. Lironi 
 VC  (I. Hanson, T. Hanson, Z. 

Hanson) 
    
97-13 “For You I Will” Monica D. Foster 
 VCB + Prechorus  (D. Warren) 
    
97-14 “You Make Me 

Wanna…” 
Usher J. Dupri 

 VCB  (J. Dupri, M. Seal, Usher) 
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97-15 “Bitch” Meredith Brooks Geza X 
 VCB  (M. Brooks, S. Peiken) 
    
97-16 “Nobody” Keith Sweat featuring 

Athena Cage 
K. Sweat 

 VCB  (K. Sweat, F. Scott) 
    
97-17 “Semi-Charmed Life”  Third Eye Blind S. Jenkins 
 VCB + Prechorus &  

postchorus 
 (S. Jenkins) 

    
97-18 “Barely Breathing” Duncan Sheik R. Hine 
 VCB  (D. Sheik) 
    
97-19 “Hard to Say I’m Sorry” Az Yet featuring Peter 

Cetera 
Babyface 

 VC + Prechorus  (P. Cetera, D. Foster) 
    
97-20 “Mo Money Mo 

Problems” 
The Notorious B.I.G. 
featuring Puff Daddy & 
Mase 

Stevie J., S. Combs 

 VC  (C. Wallace, S. Jordan, M. 
Betha, B. Edwards, N. 
Rodgers) 

    
98-01 “Too Close” Next KayGee, D. Lighty 
 VCB + Prechorus  (K. Gist, D. Lighty, R. L. 

Huggar, R. Brown, R. A. Ford, 
D. Miller, J. B. Moore, K. 
Walker 

    
    
    
98-02 “The Boy Is Mine”  Brandy & Monica R. Jerkins, D. Austin, Brandy 
 VC  (R. Jerkins, L. Daniels, F. 

Jerkins III, J. Tejeda 
    
98-03 “You’re Still the One” Shania Twain R. J. Lange 
 VC  (S. Twain, R. J. Lange) 
    
98-04 “Truly Madly Deeply” Savage Garden C. Fisher 
 VCB + Prechorus  (D. Hayes, D. Jones) 
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98-05 “How Do I Live” LeAnn Rimes See 97-09 
    
98-06 “Together Again” Janet Jackson J. Jam, T. Lewis, J. Jackson 
 VC + Prechorus & 

postchorus 
 (J. Jackson, J. Harris III, T. 

Lewis, R. Elizondo, Jr.) 
    
98-07 “All My Life” K-Ci & JoJo J. Hailey, R. Bennett 
 VCB  (J. Hailey, R. Bennett) 
    
98-08 “Candle in the Wind 

1997” 
Elton John See 97-01b 

    
98-09 “Nice & Slow” Usher J. Dupri 
 VCB  (J. Dupri, M. Seal, U. 

Raymond, B. Casey) 
    
98-10 “I Don’t Want to Wait” Paula Cole P. Cole 
 VCB  (P. Cole) 
    
98-11 “How’s it Going to Be” Third Eye Blind S. Jenkins, E. Valentine, R. 

Klyce 
 VCB  (S. Jenkins, K. Cadogan) 
    
98-12 “No, No, No” Destiny’s Child W. Jean, V. Herbert, R. Fusari 
 VCB  (V. Herbert, R. Fusari, M. 

Brown, C. Gaines) 
    
98-13 “My Heart Will Go On” Celine Dion W. Afanasieff, J. Horner 
 VC  (J. Horner, W. Jennings) 
    
98-14 “Getting’ Jiggy wit It” Will Smith Poke & Tone 
 VC  (W. Smith, S. J. Barnes, B. 

Edwards, N. Rodgers, J. 
Robinson 

    
98-15 “You Make Me Wanna” Usher See 97-14 
    
98-16 “My Way” Usher J. Dupri 
 VC  (J. Dupri, M. Seal, U. 

Raymond) 
    
98-17 “My All” Mariah Carey M. Carey 
 VC  (M. Carey, W. Afanasieff) 
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98-18 “The First Night” Monica J. Dupri 
 VCB  (J. Dupri, T. Savage, M. 

McLeod, P. Sawyer) 
    
98-19 “Been Around the World” Pugg Daddy & The 

Family featuring The 
Notorious B.I.G. & 
Mase 

R. Lawrence, D. Angelettie, S. 
Combs, Stevie J.  

 VC  (D. Bowie, L. Stansfield, A. 
Morris, I. Devaney, C. 
Wallace, M. Betha, S. Combs, 
R. Lawrence) 

    
98-20 “Adia” Sarah McLachlan P. Marchand 
 VC  (S. McLachlan, P. Marchand) 

    
99-01 “Believe” Cher M. Taylor, B. Rawling 
 VCB  (B. Higgins, S. McLennen, P. 

Barry, S. Torch) 
    
99-02 “No Scrubs” TLC K. Briggs 
 VCB + Prechorus  (K. Briggs, K. Burgess, T. 

Cottle) 
    
99-03 “Angel of Mine” Monica R. Jerkins 
 VCB + Prechorus  (R. Lawrence, T. Potts) 
    
99-04 “Heartbreak Hotel” Whitney Houston 

featuring Faith Evans & 
Kelly Price 

Soulschock, Karlin 

 VC + Prechorus  (C. Schack, K. Karlin, T. 
Savage) 

    
99-05 “…Baby One More Time” Britney Spears M. Martin, Rami 
 VCB + Prechorus  (M. Martin) 
    
99-06 “Kiss Me” Sixpence None the 

Richer 
S. Taylor 

 VC  M. Slocum 
    
99-07 “Genie in a Bottle”  Christina Aguilera D. Frank,S. Kipner 
 VC + Prechorus & 

postchorus 
 (S. Kipner, D. Frank, P. 

Sheyne) 
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99-08 “Every Morning” Sugar Ray D. Kahne 
 VCB + Prechorus  (Sugar Ray, D. Kahne) 
    
99-09 “Nobody’s Supposed to 

Be Here” 
Deborah Cox A. Crawford, M. Jordan 

 VC + Prechorus  (S. Crawford, M. Jordan) 
    
99-10 “Livin’ La Vida Loca” Ricky Martin D. Child, R. Rosa 
 VC + Prechorus  (R. Rosa, D. Child) 
    
99-11 “Where My Girls At?” 702 M. Elliott 
 VCB  (M. Elliott, R. Stewart, E. 

Seats) 
    
99-12 “If You Had My Love” Jennifer Lopez R. Jerkins 
 VC + Prechorus  (R. Jerkins, L. Daniels, C. 

Rooney) 
    
99-13 “Slide”  Goo Goo Dolls R. Cavallo, Goo Goo Dolls 
 Other without Chorus  (J. Rzeznik) 
    
99-14 “Have You Ever?” Brandy D. Foster 
 VCB + Prechorus  (D. Warren) 
    
99-15 “I Want it That Way” Backstreet Boys M. Martin, K. Lundin 
 VCB  (M. Martin, A. Carlsson) 
    
99-16 “I’m Your Angel” R. Kelly & Celine Dion R. Kelly 
 VCB + Prechorus  (R. Kelly) 
    
99-17 “All Star” Smash Mouth E. Valentine 
 VC + Prechorus  (G. Camp) 
    
99-18 “Angel” Sarah McLachlan P. Marchand 
 VC  (S. McLachlan, P. Marchand) 
    
99-19 “Smooth” Santana featuring Rob 

Thomas 
M. Serletic 

 VC + Prechorus  (I. Shur, R. Thomas) 
    
99-20 “Unpretty” TLC D. Austin 
 VCB + Prechorus  (D. Austin, T. Watkins) 
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00-01 “Breathe” Faith Hill B. Gallimore, F. Hill 
 VC  (H. Lamar, S. Bentley) 
    
00-02 “Smooth” Santana featuring Rob 

Thomas 
See 99-19 

    
00-03 “Maria Maria” Santana featuring The 

Product G & B 
W. Jean, J. Duplessis 

 VCB + Prechorus  (W. Jean, J. Duplessis, C. 
Santana, K. Perazzo, R. 
Rekow) 

    
00-04 “I Wanna Know” Joe Joe, T. Allen 
 VCB  (J. Thomas, J. Skinner, M. 

Williams) 
    
00-05 “Everything You Want” Vertical Horizon M. Endert, B. Grosse 
 VCB  (M. Scannell) 
    
00-06 “Say My Name” Destiny’s Child R. Jerkins 
 VCB + Prechorus  (R. Jerkins, F. Jerkins III, L. 

Daniels, B. Knowles, L. 
Luckett, K. Rowland, L. 
Roberston 

    
00-07 “I Knew I Loved You” Savage Garden W. Afanasieff, D. Hayes, D. 

Jones 
 VCB + Prechorus  (D. Hayes, D. Jones) 
    
00-08 “Amazed” Lonestar D. Huff, N. Stewart, B. 

Tankersley 
 VC + Prechorus  (M. Green, A. Mayo, C. 

Lindsey) 
    
00-09 “Bent” Matchbox Twenty M. Serletic 
 VCB + Prechorus  (R. Thomas) 
    
00-10 “He Wasn’t Man Enough” Toni Braxton R. Jerkins 
 VCB + Prechorus  (R. Jerkins, F. Jerkins III, L. 

Daniels, H. Mason, Jr.) 
    
00-11 “Higher” Creed J. Kurzweg 
 VCB + Prechorus  (M. Tremonti, S. Stapp) 
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00-12 “Try Again” Aaliyah Timbaland 
 VCB  (T. Mosley, S. Garrett) 
    
00-13 “Jumpin’ Jumpin’” Destiny’s Child B. Knowles 
 VCB w/ motto  (R. Moore, C. Elliott, B. 

Knowles) 
    
00-14 “Thong Song” Sisqo Sisqo, Tim & Bob 
 VC + Prechorus  (M. Andrews, T. Kelley, B. 

Robinson, R. Rosa, D. Child) 
    
00-15 “Kryptonite” 3 Doors Down P. Ebersold 
 VC  (B. Arnold, M. Roberts, T. 

Harrell) 
    
00-16 “There You Go” Pink She’kspere 
 VCB + Prechorus  (A. Moore, K. Briggs, K. 

Burruss) 
    
00-17 “Music” Madonna Madonna, Mirwais 
 VC  (Madonna, M. Ahmadzai) 
    
00-18 “Doesn’t Really Matter” Janet Jackson J. Jam, T. Lewis, J. Jackson 
 VCB + Prechorus  (J. Jackson, J. Harris III, T. 

Lewis) 
    
00-19 “What a Girl Wants” Christina Aguilera G. Roche 
 VCB  (S. Peiken, G. Roche) 
    
00-20 “Back at One” Brian McKnight B. McKnight 
 VCB  (B. McKnight) 

    
01-01 “Hanging by a Moment” Lifehouse R. Aniellow 
 VCB  (J. Wade) 
    
01-02 “Fallin’” Alicia Keys A. Keys 
 VCB  (A. Keys) 
    
01-03 “All for You” Janet Jackson J. Jam, T. Lewis, J. Jackson 
 VCB + Prechorus & 

postchorus 
 (J. Jackson, J. Harris III, T. 

Lewis, W. Garfield, D. 
Romani, M. Malavasi) 
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01-04 “Drops of Jupiter (Tell 
Me)” 

Train B. O’Brien 

 VCB  (Train) 
    
01-05 “I’m Real (Murder 

Remix)” 
Jennifer Lopez featuring 
Ja Rule 

T. Oliver, C. Rooney, L.E.S. 

 VC + Prechorus  (J. Lopez, T. Oliver, C. 
Rooney, L.E.S., J. Atkins, J. 
Gotti, R. James) 

    
01-06 “If You’re Gone” Matchbox Twenty M. Serletic 
 VC + Prechorus  (R. Thomas) 
    
01-07 “Let Me Blow Ya Mind” Eve featuring Gwen 

Stefani 
Dr. Dre, S. Storch 

 VC + Postchorus  (E. Jeffers, A. Young, M. 
Elizondo, S. Jordan 

    
01-08 “Thank You” Dido Rollo, Dido 
 VC  (D. Armstrong, P. Herman) 
    
01-09 “Again” Lenny Kravitz L. Kravitz 
 VCB  (L. Kravitz) 
    
01-10 “Independent Women Part 

I” 
Destiny’s Child Poke & Tone, C. Rooney, B. 

Knowles 
 VCB + Prechorus  (S. J. Barnes, C. Olivier, C. 

Rooney, B. Knowles) 
    
01-11 “Hit ‘Em Up Style 

(Oops!)” 
Blu Cantrell D. Austin 

 VCB + Prechorus  (D. Austin) 
    
01-12 “It Wasn’t Me” Shaggy featuring 

RikRok 
S. Pizzonia 

 VCB + Prechorus  (D. Burrell, R. Ducent, S. 
Pizzonia, B. Thomposon) 

    
01-13 “Stutter” Joe Featuring Mystikal Allstar, T. Riley, R. Hamilton 
 VCB  (R. Hamilton, E. Dixon, T. 

Hardson, E. Wilcox, R. 
Robinson, D. Stewart, S. 
Boone, J. Sebastian, M. 
Sebastian) 
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01-14 “It’s Been Awhile”  Staind J. Abraham 
 VCB  (Staind) 
    
01-15 “U Remind Me” Usher E. Clement, J. Jam, T. Lewis 
 VCB  (A. McCloud, E. Clement) 
    
01-16 “Where the Party At” Jagged Edge with Nelly J. Dupri, B. M. Cox 
 VCB + postchorus  (B. Casey, B. Casey, J. Dupri, 

B. M. Cox, Nelly) 
    
01-17 “Angel” Shaggy S. Pizzonia 
 VCB  (A. Ertegun, E. Curtis, C. 

Taylor, S. Miller) 
    
01-18 “Ride wit Me” Nelly featuring City 

Spud 
J. Epperson 

 VCB  (Nelly, J. Epperson, W. 
DeBarge, E. Jordan, E. 
DeBarge) 

    
01-19 “Follow Me” Uncle Kracker Kid Rock, M. Bradford 
 VCB  (M. Shafer, M. Bradford) 
    
01-20 “Peaches & Cream” 112 M. Winans, S. Combs 
 VCB  (M. Winsns, S. Combs, M. 

Keith, Q. Parker, J. Boyd, C. 
Sills, A. Jones) 

    
02-01 “How You Remind Me” Nickelback R. Parashar 
 VC + Postchorus  (C. Kroeger, Nickelback) 
    
02-02 “Foolish” Ashanti I. Gotti, 7 
 VCB  (A Douglas, I. Lorenzo, M. 

DeBarge, E. Jordan, S. 
Aurelius) 

    
02-03 “Hot in Herre” Nelly The Neptunes 
 VC + Postchorus  (C. Brown, Nelly, P. Williams, 

C. Hugo) 
    
02-04 “Dilemma” Nelly featuring Kelly 

Rowland 
BAM, R. Bowser 

 VCB  (K. Gamble, B. Sigler, Nelly, 
BAM, R. Bowser) 



 

 

 252 

    
02-05 “Wherever You Will Go” The Calling M. Tanner 
 VCB + Prechorus  (A. Kamin, A. Band) 
    
02-06 “A Thousand Miles” Vanessa Carlton R. Fair 
 VCB + Prechorus  (V. Carlton) 
    
02-07 “In the End” Linkin Park D. Gilmore 
 VCB + Prechorus  (Linkin Parkg) 
    
02-08 “What’s Luv?” Fat Joe featuring 

Ashanti 
(I. Gotti, A. Parker) 

 VCB  (J. Caragena, I. Lorenzo, J. 
Atkins, A. Parker, C. Rios) 

    
02-09 “U Got It Bad” Usher J. Dupri, B. M. Cox 
 VC  (U. Raymond, J. Dupri, B. M. 

Cox) 
    
02-10 “Blurry” Puddle of Mudd J. Kurzweg 
 VCB + Prechorus  (W. Scantlin) 
    
02-11 “Complicated” Avril Lavigne The Matrix 
 VC + Prechorus  (L. Christy, S. Spock, G. 

Edwards, A. Lavigne) 
    
02-12 “Always on Time” Ja Rule featuring 

Ashanti 
I. Gotti 

 VCB  (J. Atkins, S. Aurelius, I. 
Lorenzo) 

    
02-13 “Ain’t It Funny” Jennifer Lopez featuring 

Ja Rule 
7, I. Gotti, C. Rooney, D. Shea 

 VCB  (J. Lopez, C. Rooney, I. 
Lorenzo, 7, J. Atkins, 
Caddillac Tah, O. Harvey, Jr., 
C. Mack) 

    
02-14 “The Middle” Jimmy Eat World M. Trombino, Jimmy Eat 

World 
 VCB  (Jimmy Eat World) 
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02-15 “I Need a Girl (Part One)” P. Diddy featuring 
Usher & Loon 

S. Combs, M. Winans, The 
Hitmen 

 VC  (S. Combs, J. Knight, M. 
Jones, E. Matlock, C. 
Hawkins, S. Lester, J. Thomas) 

    
02-16 “U Don’t Have to Call” Usher The Neptunes 
 VCB + Prechorus  (P. Williams) 
    
02-17 “Family Affair” Mary J. Blige Dr. Dre 
 VCB  (M. J. Blige, P. A. Pierre-

Louis, L. N. Lodge, B. Miller, 
A. Young, C. Kambon, M. 
Elizondo, M. Bradford) 

    
02-18 “I Need a Girl (Part 

Two)” 
P. Diddy & Ginuwine 
featuring Loon, Mario 
Winans & Tammy 
Ruggeri 

M. Winans, S. Combs 

 VCB  (M. Winans, S. Combs, C. 
Hawkins, M. C. Jones, F. 
Romano, A. Shropshire) 

    
02-19 “Gangsta Lovin’” Eve featuring Alicia 

Keys 
I. Gotti, 7 

 VCB  (E. Jeffers, S. Aurelius, I. 
Lorenzo, A. Yarbrough, L. 
Simmons, J. Ellis) 

    
02-20 “My Sacrifice” Creed J. Kurzweg, K. Kelsey 
 VCB  (M. Tremonti, S. Stapp) 

    
03-01 “In da Club” 50 Cent Dr. Dre, M. Elizondo 
 VCB  (C. Jackson, A. Young, M. 

Elizondo) 
    
03-02 “Ignition (Remix)” R. Kelly R. Kelly 
 VC + Prechorus  (R. Kelly) 
    
03-03 “Get Busy” Sean Paul S. Marsden 
 VCB  (S. Henriques, S. Marsden) 
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03-04 “Crazy in Love” Beyonce featuring Jay-Z R. Harrison, B. Knowles 
 VCB  (B. Knowles, R. Harrison, S. 

Carter, E. Record) 
    
03-05 “When I’m Gone” 3 Doors Down R. Parashar 
 VC  (B. Arnold, M. Roberts, T. 

Harrell, Henderson) 
 
03-06 

 
“Unwell” 

 
Matchbox Twenty 

 
M. Serletic 

 VCB + Prechorus  (R. Thomas) 
    
03-07 “Right Thurr” Chingy Trak Starz 
 VCB  (S. Daugherty, A. Lee, H. 

Bailey) 
    
03-08 “Miss You” Aaliyah T. Bishop 
 VCB + Prechorus  (T. Bishop, J. Austin) 
    
03-09 “Picture” Kid Rock featuring 

Sheryl Crow 
Kid Rock 

 VC  (R. J. Ritchie) 
    
03-10 “Bring Me to Life” Evanescence featuring 

Paul McCoy 
(B. Moody, A. Lee, D. 
Hodges) 

 VCB + Postchorus  (D. Fortman) 
    
03-11 “Get Low” Lil Jon & The East Side 

Boyz featuring Ying 
Yang Twings 

Lil Jon 

 VCB  (J. Smith, S. Norris, E. Jacson, 
O. Holmes) 

    
03-12 “Baby Boy” Beyonce featuring Sean 

Paul 
S. Storch, B. Knowles 

 Other with chorus   (B. Knowles, S. Storch, S. P. 
Henriques, R. Waller, S. 
Carter) 

    
03-13 “Shake Ya Tailfeather” Nelly, P. Diddy, & 

Murphy Lee 
J. Bridges 

 VC + Postchorus  (Nelly, V. Smith, M. Lee, J. 
Bridges) 
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03-14 “21 Questions” 50 Cent featuring Nate 
Dogg 

Midi Mafia 

 VC  (C. Jackson, K. Risto, J. 
Cameron, V. Cameron) 

    
03-15 “All I Have” Jennifer Lopez featuring 

LL Cool J 
C. Rooney, Ron G, D. 
McPherson 

 VCB + Prechorus  (J. Lopez, M. Riddick, C. 
Richardson, Ron G, L. Peters, 
W. Jeffery) 

    
03-16 “Beautiful” Christina Aguilera L. Perry 
 VCB  (L. Perry) 
    
03-17 “I Know What You Want” Busta Rhymes & Mariah 

Carey featuring 
THeFlipmode Squad 

Rick Rock 

 VCB  (T. Smith, W. Lewis, R. 
McNaire, L. Jones, R. Fisher, 
R. Thomas) 

    
03-18 “I’m With You” Avril Lavigne The Matrix 
 VCB + Prechorus  (A. Lavigne, L. Christy, S. 

Spock, G. Edwards) 
    
03-19 “Drift Away” Uncle Kracker featuring 

Dobie Gray 
M. Bradford, Uncle Kracker 

 VCB  (M. Williamsn) 
    
03-20 “Magic Stick” Lil’ Kim featuring 50 

Cent 
Phantom of the Beats, Sha 
Money 

 VC  (K. Jones, C. Jackson, C. 
Evans, M. Clervoix, R. Ravon, 
R. Hawkins) 

    
04-01 “Yeah!” Usher featuring Lil Jon 

& Ludacris 
J. Smith, S. Garrett,  

 VCB + Postchorus  (J. Smith, C. Bridges, C. 
Garrett, J. Que) 

    
04-02 “Burn”  Usher J. Dupri, B. M. Cox 
 VCB  (J. Dupri, B. M. Cox, U. 

Raymond) 
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04-03 “If I Ain’t Got You” Alicia Keys A. Keys 
 VC + Prechorus  (A. Keys) 
    
04-04 “This Love” Maroon 5 M. Wallace 
 VCB  (A. Levine, J. Carmichael) 
    
04-05 “The Way You Move” Outkast featuring Sleepy 

Brown 
Carl Mo, Big Boi 

 VCB  (A. Patton, C. Mahone, Jr., P. 
Brown) 

    
04-06 “The Reason” Hoobastank H. Benson 
 VCB  (D. Estrin, D. Robb) 
    
04-07 “I Don’t Wanna Know” Mario Winans featuring 

Enya & P. Diddy 
M. Winans 

 VCB  (M. Winans, Enya, N. Ryan, R. 
Ryan, M. C. Jones, Lo Down, 
C. Hawkins, E. Sermon, P. 
Smith) 

    
04-08 “Hey Ya!” Outkast Andre 3000 
 VCB  (A. Benjamin) 
    
04-09 “Goodies” Ciara featuring Petey 

Pablo 
J. Smith 

 VC  (J. Smith, S. Garrett, C. Harris, 
C. Love, L. Jefferson) 

    
04-10 “Lean Back” Terror Squad S. Storch 
 VC  (R. Smith, J. Cartegena, S. 

Storch) 
    
04-11 “Tipsy” J-Kwon The Trackboyz 
 VC  (J. Jones, J. Kent, M. 

Williams) 
    
04-12 “Confessions Part II” Usher J. Dupri, B. M. Cox 
 VCB  (J. Dupri, B. M. Cox, U. 

Raymond) 
    
04-13 “Slow Motion” Juvenile featuring 

Soulja Slim 
D. Kartel 

 VC  (T. Grey, D. Castillo, J. Tapp) 
    



 

 

 257 

04-14 “Freek-a-Leek” Petey Pablo J. Smith 
 VC  (M. Barrett III, C. Evans, J. 

Smith) 
    
04-15 “Here Without You” 3 Doors Down R. Parashar 
 VCB  (B. Arnold, M. Roberts, T. 

Harrell, Henderson) 
    
04-16 “Slow Jamz” Twista featuring Kanye 

West & Jamie Foxx 
K. West 

 VC  (C. Mitchell, K. West, B. 
Bacharach, H. David) 

    
04-17 “Someday” Nickelback Nickelback, J. Moi 
 VC  (Nickelback) 
    
04-18 “Naughty Girl” Beyonce S. Storch, B. Knowles 
 VCB + Prechorus  (B. Knowles, S. Storch, R. 

Waller, A. Beyince, P. 
Bellotte, G. Moroder, D. 
Summer, G. Clinton, Jr., W. 
Collins, G. L. Cooper, S. Otis) 

    
04-19 “My Immortal” Evanescence D. Fortman, B. Moody 
 VCB + Prechorus  (A. Lee, B. Moody, D. 

Hodges) 
    
04-20 “Sunshine” Lil’ Flip featuring Lea The Synphony 
 VCB  (W. E. Weston, C. Hassan,S. 

Lai, L. Quezada) 

    
05-01 “We Belong Together” Mariah Carey J. Dupri, M. Carey, M. Seal 
 VC  (M. Carey, J. Dupri, M. Seal, J. 

Austin, D. Bristol, Babyface, 
S. D. Johnson, B. Womach, P. 
Moten, S. Sully 

    
05-02 “Hollaback Girl” Gwen Stefani The Neptunes 
 VCB + Postchorus  (G. Stefani, P. L. Williams) 
    
05-03 “Let Me Love You” Mario S. Storch 
 VCB + Postchorus  (S. Storch, K. Houff, S. Smith) 
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05-04 “Since U Been Gone” Kelly Clarkson M. Martin, Dr. Luke 
 VCB  (M. Sandberg, L. Gottwald) 
    
05-05 “1, 2 Step” Ciara featuring Missy 

Elliott 
Jazze Pha 

 VCB  (C. Harris, P. Alexander, M. 
Elliott) 

    
05-06 “Gold Digger” Kanye West featuring 

Jamie Foxx 
K. West, J. Brion 

 VC  (K. West, R. Charles, R. 
Richard) 

    
05-07 “Boulevard of Broken 

Dreams” 
Green Day R. Cavallo, Green Day 

 VC  (B. Joe, Green Day) 
    
05-08 “Candy Shop” 50 Cent featuring Olivia S. Storch 
 VCB  (C. Jackson, S. Storch) 
    
05-09 “Don’t Cha” The Pussycat Dolls 

featuring Busta Rhymes 
Cee-Lo 

 VCB  (T. Callaway, T. Smith) 
    
05-10 “Behind These Hazel 

Eyes” 
Kelly Clarkson M. Martin, Dr. Luke 

 VCB + Prechorus  (K. Clarkson, M. Sandberg, L. 
Gottwald) 

    
05-11 “Disco Inferno” 50 Cent Dangerous LLC, Dr. Dre 
 VCB  (C. Jackson, T. Crawford, P. 

Pitts) 
    
05-12 “You and Me” Lifehouse J. Alagia 
 VCB  (J. Wade, J. Cole) 
    
05-13 “Don’t Phunk with My 

Heart” 
The Black Eyed Peas will.i.am 

 VCB  (will.i.am, P. Board, G. Pajon, 
Jr., Full Force) 
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05-14 “Lose Control” Missy Elliott featuring 
Ciara & Fatman Scoop 

M. Elliott 

 VCB  (M. Elliott, C. Harris, G. Isaac 
III, J. Atkins, R. Davis, C. 
Hudson) 

    
05-15 “Shake It Off” Mariah Carey J. Dupri, M. Carey, B. M. Cox 
 VC + Postchorus  (M. Carey, J. Dupri, B. M. 

Cox, J. Austin) 
    
05-16 “Mr. Brightside” The Killers J. Saltzman, The Killers 
 VC + Prechorus  (B. Flowers, D. Keuning) 
    
05-17 “Just a Lil Bit” 50 Cent S. Storch 
 VCB  (C. Jackson, S. Storch) 
    
05-18 “Pon de Replay” Rihanna V. Nobles, E. Rogers, C. 

Sturken,  
 VC + Postchorus  (V. Nobles, A. Brooks, E. 

Rogers, C. Sturken) 
    
05-19 “How We Do” The Game featuring 50 

Cent 
Dr. Dre, M. Elizondo 

 VC  (C. Jackson, J. Taylor, A. 
Young, M. Elizondo) 

    
05-20 “Beverly Hills” Weezer R. Rubin 
 VCB  (R. Ruomo) 

    
06-01 “Bad Day” Daniel Powter M. Froom, J. Dawson 
 VCB + Prechorus  (D. Powter) 
    
06-02 “Temperature” Sean Paul R. Fuller 
 VC  (S. P. Henriques, A. Marshall, 

R. Fuller) 
    
06-03 “Promiscuous” Nelly Furtado featuring 

Timbaland 
Timbaland, Danja 

 VCB  (N. Furtado, T. V. Mosley, N. 
Hills, T. Clayton) 

    
06-04 “You’re Beautiful”  James Blunt T. Rothrock 
 VC  (J. Blunt, S. Skarbek, A. 

Ghost) 
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06-05 “Hips Don’t Lie” Shakira featuring 

Wyclef Jean 
W. Jean, J. Duplessis, S. 
Mebarak, 

 Other with chorus  (W. Jean, J. Duplessis, S. 
Mebarak, R. O. Alfanno, L. 
Parker) 

    
06-06 “Unwritten” Natasha Bedingfield W. Rodrigues, D. Brisebois 
 VC + Prechorus  (N. Bedingfield, D. Brisebois, 

W. Rodrigues) 
    
06-07 “Crazy” Gnarls Barkley Danger Mouse 
 VC  B. Burton, T. Callaway, G. 

Reverberi, G. Reverberi 
    
06-08 “Ridin’” Chamillionaire featuring 

Krazie Bone 
J. Salinas, O. Salinas 

 VC  (H. Seriki, J. Salinas, O. 
Salinas, A. Henderson) 

    
06-09 “SexyBack” Justin Timberlake Timbaland, J. Timberlake, 

Danja 
 VC + Prechorus  (J. Timberlake, T. V. Mosley, 

N. Hills) 
    
06-10 “Check on It” Beyonce featuring Slim 

Thug 
Swizz Beatz, B. Knowles 

 VCB  (B. Knowles, K. Dean, S. 
Garrett, A. Beyince, S. 
Thomas) 

    
06-11 “Be Without You” Mary J. Blige B. M. Cox 
 VCB  (M. J. Blige, B. M. Cox, J. 

Perry, J. Austin) 
    
06-12 “Grillz” Nelly featuring Paul 

Wall, Ali & Gipp 
J. Dupri, LRoc 

 VCB  (C. Haynes, P. Slayton, Ali, 
Gipp, J. Dupri, J. Phillips, B. 
Knowles, K. Rowland, M 
Wiliams, S. Garrett, C. Harris, 
D. Carter) 
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06-13 “Over My Head (Cable 
Car)” 

The Fray M. Flynn, A. Johnson 

 VCB  (I. Slade, J. King) 
    
06-14 “Me & U” Cassie R. Leslie 
 VCB  (R. Leslie) 
    
06-15 “Buttons” The Pussycat Dolls 

featuring Snoop Dogg 
Polow da Don, S. Garrett, R. 
Fair 

 VCB  (S. Garrett, J. Jones, J. L. 
Perry, N. Scherzinger, C. 
Broadus) 

    
06-16 “Run It!” Chris Brown S. Storch 
 VCB + Prechorus  (S. Storch, S. Garrett) 
    
06-17 “So Sick” Ne-Yo Stargate 
 VCB  (S. Smith, T. E. Hermansen, 

M. Eriksen) 
    
06-18 “It’s Goin’ Down” Yung Joc Nitti 
 VC  (J. Robinson, C. Moore) 
    
06-19 “SOS” Rihanna J. Rotem 
 VC + Postchorus  (J. Rotem, E. K. Bogart, E. 

Cobb) 
    
06-20 “I Write Sins Not 

Tragedies” 
Panic! At the Disco M. Squire, Panic! At the Disco 

 VCB  (Panic! At the Disco) 
    
07-01 “Irreplaceable” Beyonce Stargate, B. Knowles, Ne-Yo 
 VCB + Prechorus  (S. Smith, B. Knowles, M. S. 

Eriksen, T. E. Hermansen, E. 
Lind, A. Bjørklund, R. Perez) 

    
07-02 “Umbrella” Rihanna featuring Jay-Z C. Stewart 
 VCB + Postchorus  (C. A. Stewart, T. Nash, T. 

Harrell, S. Carter) 
    
07-03 “The Sweet Escape” Gwen Stefani featuring 

Akon 
A. Thiam, G. Tuinfort 

 VC + Postchorus  (G. Stefani, A. Thiam, G. 
Tuinfort) 
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07-04 “Big Girls Don’t Cry” Fergie will.i.am 
 VCB  (S. Ferguson, T. Gad) 
    
07-05 “Buy U a Drank (Shawty 

Snappin’)” 
T-Pain featuring Yung 
Joc 

T-Pain 

 VCB  (F. R. Najm, J. Robinson) 
    
07-06 “Before He Cheats”  Carrie Underwood M. Bright 
 VCB  (C. Thompkins, J. Kear) 
    
07-07 “Hey There Delilah” Plain White T’s A. Rechtschaid 
 VCB  (T. Higgenson) 
    
07-08 “I Wanna Love You” Akon featuring Snoop 

Dogg 
A. Thiam 

 VC  (A. Thiam, C. Broadus) 
    
07-09 “Say It Right” Nelly Furtado Timbaland, Danja 
 VC  (N. Furtado, T. V. Mosley, N. 

Hills) 
    
07-10 “Glamorous” Fergie featuring 

Ludacris 
Polow da Don 

 VCB  (S. Ferguson, J. Jones, W. 
Adams, E. Williams, C. 
Bridges) 

    
07-11 “Don’t Matter” Akon A. Thiam 
 VC  A. Thiam, C. Broadus) 
    
07-12 “Girlfriend” Avril Lavigne Dr. Luke 
 VCB + Prechorus  (A. Lavigne, L. Gottwald) 
    
07-13 “Makes Me Wonder” Maroon 5 M. Endert, Maroon 5 
 VCB + Prechorus  (A. Levine, J. Carmichael, M. 

Madden) 
    
07-14 “Party Like a Rockstar” Shop Boyz J. Pittman 
 VC  (J. Pittman, W. Whedbee, B. 

Ward, R. Stephens, D. Hardin, 
R. Hightower) 
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07-15 “Smack That” Akon featuring Eminem Eminem 
 VCB + Prechorus  (M. Mathers, A. Thiam, M. 

Strange, L. E. Resto) 
    
07-16 “This is Why I’m Hot” Mims The Blackout Movement 
 VC  (S. Mims, et al.)  
    
07-17 “It’s Not Over” Daughtry H. Benson 
 VCB  (C. Daughtry, G. Wattenberg, 

M. Wilkerson, B. Young) 
    
07-18 “The Way I Are” Timbaland featuring 

Keri Hilson 
Timbaland, Danja 

 VCB  (T. V. Mosley, N. Hills, K. L. 
Hilson, B. Muhammad, C. 
Nelson, J. Maultsby) 

    
07-19 “Fergalicious” Fergie will.i.am 
 VCB +  prechorus  (W. Adams, S. Ferguson, D. 

M. Birks, J. M. Burns, J. A. 
Lee, K. Nazel, F. Shaheed, D. 
Rahming) 

    
07-20 “Crank That (Soulja 

Boy)” 
Soulja Boy Tell’em Soulja Boy 

 VC  (D. Way) 

    
08-01 “Low” Flo Rida featuring T-

Pain 
D. J. Montay 

 VC  (T. Dillard, M. Humphrey, F. 
R. Najm) 

    
08-02 “Bleeding Love” Leona Lewis R. Tedder 
 VCB + Prechorus  (R. Tedder, J. McCartney) 
    
08-03 “No One” Alicia Keys A. Keys, K. Brothers, Dirty 

Harry 
 VCB + Prechorus  (A. Keys, K. Brothers, Jr., G. 

M. Harry) 
    
08-04 “Lollipop” Lil Wayne featuring 

Static Major 
Jim Jonsin, Deezle 

 VC + Prechorus  (D. Carter, S. Garrett, J. 
Scheffer, D. Harrison) 



 

 

 264 

    
08-05 “Apologize” Timbaland featuring 

One Republic 
G. Wells, R. Tedder, 
Timbaland 

 VC  (T. V. Mosley, R. Tedder) 
    
08-06 “No Air” Jordin Sparks with Chris 

Brown 
The Underdogs, E. Griggs 

 VC + Prechorus  (H. J. Mason, Jr., D. E. 
Thomas, J. E. Fauntleory II, E. 
R. Griggs, S. L. Russell) 

    
08-07 “Love Song” Sara Bareilles E. I. Rosse 
 VCB + Prechorus  (S. Bareilles) 
    
08-08 “Love in This Club” Usher featuring Young 

Jeezy 
Polow da Don 

 VCB + Prechorus  (U. Raymond, J. Jones, L. 
Taylor, J. Jenkins) 

    
08-09 “With You” Chris Brown Stargate 
 VCB + Prechorus  (J. Austin, M. S. Eriksen, T. E. 

Hermansen, E. Lind, A. 
Bjørklund) 

    
08-10 “Forever” Chris Brown Polow da Don 
 VCB  (C. Brown, J. Jones, B. 

Kennedy, R.Allen, A. Merritt) 
    
08-11 “Sexy Can I” Ray J & Yung Berg N. Fisher 
 VC  (W. Norwood, Jr., C. Ward, V. 

S. Carraway) 
    
08-12 “Take a Bow” Rihanna Stargate, Ne-Yo 
 VCB + Prechorus  (S. Smith, M. S. Eriksen, T. E. 

Hermansen) 
    
08-13 “Viva la Vida” Coldplay B. End, M. Dravs, R. Simpson 
 VCB  (G. Berryman, J. Buckland, W. 

Champion, C. Martin) 
    
08-14 “I Kissed a Girl” Katy Perry Dr. Luke 
 VCB  (K. Perry, L. Gottwald, M. 

Martin, C. Dennis) 
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08-15 “Whatever You Like” T.I. Jim Jonsin 
 VC + Prechorus  (C. J. Harris, Jr., J. Scheffer, 

D. Siegel, K. V. Washington) 
    
08-16 “Disturbia” Rihanna B. Kennedy 
 VCB + Prechorus  (B. Seals, C. Brown, A. 

Merritt, R. Allen) 
    
08-17 “Don’t Stop the Music” Rihanna Stargate 
 VC  (T. E. Hermansen, M. S. 

Eriksen, T. Dabney, M. 
Jackson) 

    
08-18 “Pocketful of Sunshine” Natasha Bedingfield J. Shanks 
 VCB  (N. Bedingfield, D. Brisebois, 

J. M. Shanks) 
    
08-19 “Kiss Kiss” Chris Brown featuring 

T-Pain 
T-Pain 

 VCB  (C. Brown, F. R. Najm) 
    
08-20 “Closer” Ne-Yo Stargate, Ne-Yo 
 VC + Prechorus  (S. Smith, M. S. Eriksen, T. E. 

Hermansen, M. Beite, B. R. 
Stray) 

    
09-01 “Boom Boom Pow” The Black Eyed Peas will.i.am 
 Other With Chorus  W. Adams, A. Pineda, S. 

Ferguson, J. Gomez 
    
09-02 “Poker Face” Lady Gaga RedOne 
 VCB + Prechorus & 

postchorus 
 (S. Germanotta, N. Khayat) 

    
09-03 “Just Dance” Lady Gaga featuring 

Colby O’Donis 
RedOne 

 VCB + Prechorus  (S. Germanotta, N. Khayat, A. 
Thiam) 

    
09-04 “I Gotta Feeling” The Black Eyed Peas D. Guetta, F. Riesterer 
 Other with chorus  (W. Adams, A. Pineda, J. 

Gomez, S. Ferguson, D. 
Guetta, F. Riesterer) 
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09-05 “Love Story” Taylor Swift N. Chapman, T. Swift 
 VCB + Prechorus  (T. Swift) 
    
09-06 “Right Round” Flo Rida Dr. Luke, Kool Kojak 
 VCB + Postchorus  (T. Dillard, J. Gottwald, A. 

Croc, J. Franks, P. Lawrence, 
B. Mars, A. Bay-Schuck, P. 
Burns, S. Coy, M. Percy, T. 
Lever 

    
09-07 “I’m Yours” Jason Mraz M. Terefe 
 VCB  (J. Mraz) 
    
09-08 “Single Ladies (Put a Ring 

on It)” 
Beyonce C. Stewart, T. Nash 

 VCB  (B. Knowles, C. Stewart, T. 
Nash, T. Harrell) 

    
09-09 “Heartless” Kanye West K. West, No I.D. 
 VCB  (K. West, E. Wilson, S. 

Mescudi, M. Jones) 
    
09-10 “Gives You Hell” The All-American 

Rejects 
E. Valentine 

 VCB + Prechorus  (T. Ritter, N. Wheeler, M. 
Kennerty, C. Gaylor) 

    
09-11 “You Belong with Me” Taylor Swift N. Chapman, T. Swift 
 VCB + Prechorus  (T. Swift, L. Rose) 
    
09-12 “Dead and Gone” T.I. featuring Justin 

Timberlake 
J. Timberlake, R. Knox 

 VCB  (C. J. Harris, Jr., J. 
Timberlake, R. Tadross) 

    
09-13 “You Found Me” The Fray A. Johnson, M. Flynn 
 VCB  (The Fray, J. King, I. Slade) 
    
09-14 “Use Somebody” Kings of Leon A. Petraglia, J. King 
 VCB  (C. Followill, J. Followill, M. 

Followill, N. Followill) 
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09-15 “Knock You Down” Keri Hilson featuring 
Kanye West and Ne-Yo 

Danja 

 VCB  (F. N. Hills, K. L. Hilson, K. 
Cossom, S. Smith, M. Araica, 
K. West) 

    
09-16 “Blame It” Jamie Foxx featuring T-

Pain 
C. Henderson 

 VCB  (J. Foxx, C. Henderson, N. L. 
Walker, J. T. Brown, B. R. 
Melanchon, J. Conte, Jr., T-
Pain, B. Prescotti) 

    
09-17 “I Know You Want Me 

(Calle Ocho)” 
Pitbull P. Rich, N. Fasano 

 VCB  (D. J. Wolinski, D. Seraphine, 
S.Bosco, N. Fasano, P. 
Gonella, A. C. Perez) 

    
09-18 “Live Your Life” T.I. featuring Rihanna Just Blaze 
 VCB + Prechorus  (C. J. Harris, Jr., J. Smith, M. 

Riddick, D. Balan) 
    
09-19 “Kiss Me Thru the Phone” Soulja Boy Tell’em 

featuring Sammie 
Jim Jonsin 

 VCB  (J. G. Scheffer, D. Siegel, D. 
Way) 

    
09-20 “Down” Jay Sean featuring Lil 

Wayne 
J.Remy, Bobby Bass 

 VCB  (J. Sean, J. Cotter, R. Larow, J. 
Skaller, J. Perkins, D. Carter) 
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INDEX OF SONGS – ORGANIZED BY FORM 
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APPENDIX B 

AAA Strophic form (3) 1990-99 = 3 

“Nothing Compares 2 U” 90-03 
“Nuthin’ but a ‘G’ Thang” 93-11 
“Can’t Nobody Hold Me Down” (Simple) 97-05  
    
AABA (12) 1990-99 = 12 
 
“Baby, Baby” 91-10  
“Black or White” 92-14   
“Can’t Help Falling in Love” 93-03   
“Don’t Know Much” 90-20   
“(Everything I Do) I Do It for You” 91-01   
“From a Distance” 91-15 
“I Know” 95-11  
“I’ll Be There” 92-16 
“In the Still of the Nite” 93-12 
“Tears in Heaven” 92-06 
“Unbelievable” 91-06 
“Vision of Love” 90-06 
 
Two-part Verse-Chorus (82) 1990-99 = 46; 2009-09 = 36 
“21 Questions” 03-14 (Simple) 
“Achy Breaky Heart”  92-15 (Super simple) 
“Adia” 98-20 
“All That She Wants” 94-09  
“All the Man That I Need” 91-16  
“Angel” – Sarah MacGlaughlin 99-18 
“Apologize” 08-05 (Simple) 
“Baby Got Back” 92-02 (Simple)  
“Because I Love You (The Postman Song)” 91-12  
“Been Around the World” 98-19 (Simple) 
“Blaze of Glory” 90-10 
“Boulevard of Broken Dreams” 05-07 (Terminally Climactic) 
“The Boy Is Mine” 98-02 (Simple)  
“Breathe” 00-01 
“Breathe Again” 94-07 
“Can You Feel the Love Tonight” 94-18 
“Candle in the Wind 1997” 97-01b  
“Change the World” 96-19 
“Crank That (Soulja Boy)” 07-20 (Simple) 
“Crazy” 06-07 
“Creep” 95-03 (Simple) 
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Two-part Verse-Chorus, continued 
“Don’t Matter” 07-11 (Simple) 
“Don’t Stop the Music” 08-17 (Simple) 
“Don’t Take It Personal (Just One of Dem Days)” 95-09 (Simple)  
“Dreamlover” 93-08 (Simple) 
“Fantastic Voyage” 94-20 (Simple) 
“Follow You Down” 96-15b  
“Freek-a-leek” 04-14 (Simple) 
“Gettin’ Jiggy wit It” 98-14 (Simple) 
“Give Me One Reason” 96-06 (Simple) 
“Gold Digger” 05-06 (Simple) 
“Good Vibrations” 91-20 (Simple) 
“Goodies” 04-09 (Simple) 
“Hey Lover” 96-20 (Simple) 
“How Do U Want It” 96-17a (Simple) 
“How We Do” 05-19 (Simple) 
“I Need a Girl (Part 1)” 02-15 (Simple) 
“I Swear” 94-02 
“I Wanna Love You” 07-08 (Simple) 
“I Will Always Love You” 93-01  
“I’m Too Sexy” 92-13 (Simple) 
“It’s Goin’ Down” 06-18 (Simple) 
“Jump” 92-03 (Simple)  
“Just Another Day” 92-10  
“Kiss Me” 99-06 
“Kryptonite” 00-15  
“Lately” 93-15 
“Lean Back” 04-10 (Simple) 
“Low” 08-01 (Simple) 
“Macarena (Bayside Boys Mix)” 96-01 (Simple) 
“Magic Stick” 03-20 (Simple)   
“Missing” 96-12 
“MMMBop” 97-12  
“Mo Money Mo Problems” 97-20 (Simple) 
“Music” 00-17 (Simple) 
“My All” 98-17 
“My Heart Will Go On” 98-13    
“Opposites Attract” 90-14 (Simple) 
“Party Like a Rockstar” 07-14 (Simple) 
“Picture” 03-09 
“Ridin’” 06-08 (Simple)  
“Say It Right” 07-09 (Simple) 
“Sexy Can I” 08-11 (Simple)  
“Show Me Love” 93-17 (Simple)  
“Slow Jamz” 04-16 (Simple) 
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Two-part Verse-Chorus, continued 
“Slow Motion” 04-13 (Simple) 
“Someday” – Nickelback 04-17  
“Something About the Way You Look Tonight” 97-01a 
“Temperature” 06-02 (Simple) 
“The Sign” 94-01 (Simple) 
“Thank You” 01-08 
“This is Why I’m Hot” 07-16 (Simple) 
“Tipsy” 04-11 (Simple) 
“U Got it Bad” 02-09 
“We Belong Together” 05-01 (Simple) 
“Whatta Man” 94-14  (Simple) 
“When I’m Gone” 03-05 
“A Whole New World” 93-18 
“Wild Night” 94-15  
“Without You” 94-16a 
“You’re Beautiful” 06-04 
“You’re Still the One” 98-03    
    
+ Prechorus (48) 1990-99 = 35; 2000-09 = 13 
“All Star” 99-17 (Simple Prechorus) 
“Amazed” 00-08  
“Bump n’ Grind” 94-11 (Contrasting Prechorus)  
“Closer” 08-20 (All-Simple Prechorus)  
“Complicated” 02-11  
“Do Me!” 90-11 (Contrasting Prechorus) 
“Don’t Walk Away” 93-13 (All-Simple Prechorus)  
“End of the Road” 92-01 (Contrasting Prechorus)  
“Finally” 92-20 (All-Simple Prechorus)  
“Foolish Games” 97-02a  
“The First Time” 91-09  
“Freak Like Me” 95-13 (All-Simple Prechorus)  
“Hard to Say I’m Sorry” 97-19  
“Heartbreak Hotel” 99-04 (Contrasting Prechorus) 
“Hold On” – En Vogue 90-08 (All-Simple Prechorus)  
“How Am I Supposed to Live Without You” 90-12  
“How Do I Live” 97-09     
“I Adore Mi Amor” 91-18 
“I Believe I Can Fly”  97-06   
“If” 93-19   
“If I Ain’t Got You” 04-03  
“If You Had My Love” 99-12 (All-Simple Prechorus) 
“If You’re Gone” 01-06 
“Ignition (Remix)” 03-02 (All-Simple Prechorus) 
“I’m Real (Murder Remix)” 01-05 (All-Simple Prechorus) 
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+ Prechorus, continued 
“It Must Have Been Love” 90-02 
“It’s All Coming Back to Me Now” 96-18  
“Knockin’ da Boots” 93-14 (Contrasting Prechorus) 
“Livin’ La Vida Loca” 99-10   
“Lollipop” 08-04 (All-Simple Prechorus) 
“Mr. Brightside” 05-16 
“My Lovin’ (You’re Never Gonna Get It)” 92-07 (Contrasting Prechorus) 
“One More Try” 91-05   
“Nobody Knows” 96-04 (Contrasting Prechorus)  
“Nobody’s Supposed to Be Here” 99-09  
“Return of the Mack”  97-08 (All-Simple Prechorus)    
“Right Here, Right Now” 91-17 (Contrasting Prechorus) 
“Run-Around” 95-14 (All-Simple Prechorus)     
“Save the Best for Last” 92-04 (Super simple verse-chorus) 
“SexyBack” 06-09 (All-Simple Prechorus) 
“Sittin’ Up in My Room” 96-16  
“Smooth” 99-19, 00-02 
“That’s the Way Love Goes” 93-04 (Contrasting Prechorus) 
“Thong Song” 00-14 (All-Simple Prechorus)   
“Total Eclipse of the Heart” 95-19 
“Unwritten”06-06    
“Water Runs Dry” 95-12     
“Whatever You Like” 08-15 (All-Simple Prechorus) 
 
+ Postchorus (11) 1990-99 = 5; 2000-09 = 6 
“California Love” 96-17b  
“C’mon N’ Ride It (The Train)” 96-11 (Simple)  
“Hot in Herre” 02-03 (Simple) 
“How You Remind Me” 02-01  
“Pon de Replay” 05-18 (Simple)  
“Rump Shaker” 93-09 (Simple verse and postchorus) 
“Shake It Off” 05-15 (Simple)  
“Shake Ya Tailfeather” 03-13 (Simple) 
“SOS”  06-19 (Simple)   
“The Sweet Escape” 07-03     
“Under the Bridge” 92-08 (Terminally Climactic) 
 
+ Prechorus & postchorus (5) 1990-99 = 3; 2000-09 = 2 
“Escapade” 90-15  
“Genie in a Bottle” 99-07 (Simple)  
“More Than Words” 91-07  
“No Air” 08-06  
“Together Again” 98-06  
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Verse-Chorus-Bridge (145) 1990-99 = 58; 2000-09 = 87 
“Again” – Lenny Kravitz 01-09 
“Ain’t It Funny” 02-13 (Simple Bridge) 
“All for Love” 94-08  
“All My Life”  98-07     
“Always Be My Baby” 96-05    
“Always on Time” 02-12 (Simple Bridge)  
“Angel” – Shaggy 01-17 (Simple Bridge) 
“Another Day in Paradise” 90-07 
“Baby-Baby-Baby” 92-05 
“Back at One” 00-20  
“Barely Breathing” 97-18 
“Be Without You” 06-11 (Contrasting Prechorus)  
“Beautiful” 03-16  
“Before He Cheats” 07-06  
“Believe” 99-01   
“Beverly Hills” 05-20 
“Big Girls Don’t Cry” 07-04  
“Bitch” 97-15      
“Blame It” 09-16 (Simple Bridge) 
“Boombastic”  95-18 (Simple Bridge) 
“Burn” 04-02 (Simple Bridge)  
“Buttons” 06-15 (Simple Bridge)   
“Buy U a Drank (Shawty Snappin’)” 07-05  
“Candy Shop” 05-08 (Simple Bridge)  
“Check on It” 06-10 (Simple) 
“Close to You” 90-17     
“Confessions Part II” 04-12 (Simple) 
“Cradle of Love” 90-09 
“Crazy in Love” 03-04 
“Dazzey Duks” 93-16 (Simple, with motto) 
“Dead and Gone” 09-12 (Simple Bridge) 
“Dilemma” 02-04 (Simple Bridge) 
“Disco Inferno” 05-11 (Simple Bridge)  
“Don’t Cha” 05-09 (Simple bridge) 
“Don’t Phunk with My Heart” 05-13 (with 2 bridges) 
“Down” 09-20 (Simple Bridge)  
“Drift Away”  03-19    
“Drops of Jupiter (Tell Me)” 01-04 
“Everything You Want” 00-05 
“Exhale (Shoop Shoop)” 96-14 (Contrasting Prechorus) 
“Fallin’” 01-02 (Simple) 
“Family Affair” 02-17 (Simple Bridge)  
“Fantasy” 95-07 (Simple Bridge) 
“The First Night” 98-18 
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Verse-Chorus-Bridge, continued 
“Follow Me” 01-19 
“Foolish” 02-02 (Simple with multiple bridges)  
“Forever” 08-10 (Contrasting Prechorus) 
“Freak Me” 93-05 (Simple Bridge)  
“Gangsta Lovin’” 02-19 (Simple Bridge) 
“Gangsta’s Paradise” 95-01 (Simple bridge)  
“Get Busy” 03-03  
“Get Low” 03-11 (Simple Bridge)  
“Glamorous” 07-10 (Simple Bridge)   
“Grillz” 06-12    
“Hanging by a Moment” 01-01   
“Have You Ever Really Loved a Woman?” 95-16  
“Heartless” 09-09 (Simple Bridge) 
“Here Without You” 04-15  
“Hero” 94-05      
“Hey There Delilah” 07-07 
“Hey Ya!” 04-08 (Simple Bridge) 
“Hold On” – Wilson Phillips 90-01  
“How’s it Going to Be” 98-11 (Terminally Climactic)    
“I Don’t Wanna Know” 04-07 (Simple Bridge) 
“I Don’t Want to Wait” 98-10    
“I Kissed a Girl” 08-14  
“I Know What You Want” 03-17 (Simple Bridge) 
“I Know You Want Me (Calle Ocho)” 09-17 (with motto and two choruses) 
“I Like the Way (The Kissing Game)” 91-08  
“I Love Your Smile” 92-11 (Contrasting Prechorus)  
“I Love You Always Forever” 96-08  
“I Need a Girl (Part Two)” 02-18 (Simple Bridge) 
“I Wanna Know” 00-04 (Simple Bridge)   
“I Want it That Way”  99-15   
“I Write Sins Not Tragedies” 06-20 
“If I Ever Fall in Love” 93-07 
“I’ll Be Missing You” 97-03 (Simple Bridge) 
“I’ll Make Love to You” 94-03  
“I’ll Remember” 94-13     
“I’m Yours” 09-07 (Contrasting Prechorus) 
“In da Club” 03-01 (Simple Bridge) 
“Informer” 93-10  
“Ironic” 96-13 (Contrasting Prechorus) 
“It’s Been Awhile” 01-14 (Simple except bridge) 
“It’s Not Over” 07-17 
“Jumpin’ Jumpin’” 00-13 (with Motto) 
“Just a Lil Bit” 05-17  (Simple Bridge) 
“Kiss from a Rose” 95-04   
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Verse-Chorus-Bridge, continued 
“Kiss Kiss” 08-19(with rap bridge) 
“Kiss Me Thru the Phone” 09-19 (Simple Bridge) 
“Knock You Down” 09-15 (Simple Bridge)  
“Let Me Blow Ya Mind” 01-07 (Simple Bridge)  
“Lose Control” 05-14  (Simple)   
“The Most Beautiful Girl in the World” 94-19 (Super simple verse-chorus) 
“Me & U” 06-14 (Contrasting Prechorus) 
“The Middle”  02-14 (Simple, contrasting instrumental bridge) 
“My Sacrifice” 02-20  
“My Way” 98-16 (Simple Bridge)  
“Never Forget You” 94-16b 
“Nice & Slow” 98-09  (Simple Bridge)  
“No, No, No”  98-12   
“Nobody” 97-16 (Simple Bridge)     
“On Bended Knee” 95-05 
“One Sweet Day” 96-02 (Contrasting Prechorus)    
“One, Two Step” 05-05 (Contrasting Prechorus) 
“Over My Head (Cable Car)” 06-13  
“Peaches & Cream” 01-20 (Simple Bridge) 
“Pocketful of Sunshine” 08-18  
“The Power of Love” 94-04  
“Promiscuous” 06-03   
“Quit Playing Games (With My Heart)” 97-11 (Contrasting Prechorus) 
“The Reason” 04-06   
“Release Me”  90-19  
“Ride with Me” 01-18 (Contrasting Prechorus) 
“Right Thurr”  03-07 (Simple Bridge) 
“Since U Been Gone” 05-04  
“Single Ladies (Put a Ring on It)” 09-08  
“So Sick” 06-17 (Contrasting Prechorus)  
“Someday” – Mariah Carey 91-13 
“Stutter” 01-13 (Simple Bridge) 
“Sunshine” 04-20 (Simple Bridge) 
“Take a Bow”  95-08  
“Tha Crossroads” 96-07 (Simple Bridge) 
“This is How We Do It” 95-10 (Simple Bridge)    
“This Love” 04-04 
“To Be with You” 92-12  
“Try Again” 00-12 (Simple Bridge) 
“U Remind Me” 01-15 (Contrasting Prechorus) 
“Un-Break My Heart” 97-04 (Contrasting Prechorus)    
“Use Somebody” 09-14 
“Viva la Vida” 08-13  (Simple, contrasting instrumental bridge) 
“Vogue” 90-05 
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Verse-Chorus-Bridge, continued 
“Waterfalls” 95-02 (Simple Bridge)   
“The Way I Are” 07-18 (Simple Bridge)   
“The Way You Move” 04-05  
“What a Girl Wants” 00-19 
“What’s Luv?” 02-08  (Simple Bridge) 
“Where My Girls At?” 99-11 (Contrasting Prechorus) 
“Whoomp! (There It Is)” 93-02 (Contrasting Prechorus)  
“You and Me” 05-12  
“You Found Me” 09-13  
“You Gotta Be” 95-20 (Contrasting Prechorus) 
“You Make Me Wanna” 97-14, 98-15 (Contrasting Prechorus)   
“You Mean the World to Me” 94-17  
“You Were Meant for Me” 97-02b 
   
VCB + Prechorus (76) 1990-99 = 34; 2000-2009 = 42 
“All 4 Love” 92-09 (Simple) 
“All I Have” 03-15 (Simple)  
“All I Wanna Do is Make Love to You” 90-16 
“Always” 95-17   
“Angel of Mine” 99-03 (Contrasting Prechorus) 
“Another Night” 95-06 (Simple except bridge) 
“…Baby One More Time” 99-05 (Simple Prechorus)  
“Bad Day” 06-01  
“Because You Loved Me” 96-03   
“Behind These Hazel Eyes” 05-10 (Contrasting Prechorus) 
“Bent” 00-09  
“Black Velvet” 90-18  
“Bleeding Love” 08-02 (Simple except bridge) 
“Blurry” 02-10 (Simple) 
“Disturbia” 08-16 (Simple except bridge)   
“Don’t Let Go (Love)” 97-07 (Simple)   
“Don’t Turn Around”  94-10  
“Every Morning” 99-08 (Simple except bridge and verse 2)   
“Fergalicious” 07-19  
“For You I Will” 97-13 
“Girlfriend” 07-12    
“Gives You Hell” 09-10 (Contrasting Prechorus)   
“Have You Ever?” 99-14 
“He Wasn’t Man Enough” 00-10 (Simple except bridge) 
“High Enough” 91-14 
“Higher” 00-11 
“Hit ‘Em Up Style (Oops!)” 01-11 (Simple except bridge) 
“I Can Love You Like That” 95-15  
“I Knew I Loved You” 00-07   
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VCB + Prechorus, continued 
“Miss You” 03-08 (Simple except bridge) 
“I Wanna Sex You Up” 91-02 (Simple) 
“I’m So Into You 93-20 (Contrasting Prechorus)  
“I’m With You” 03-18 
“I’m Your Angel” 99-16 
“In the End” 02-07 (Simple Prechorus)  
“Independent Women Part I” 01-10 
“Irreplaceable” 07-01  
“It Wasn’t Me” 01-12 (Simple)  
“Just Dance” 09-03   
“Let it Flow” 96-09b  (Contrasting Prechorus)    
“Let Me Love You” 05-03 (Simple except bridge) 
“Life is a Highway” 92-18   
“Live Your Life” 09-18 (Simple)  
“Love in This Club” 08-08 (Simple)   
“Love Song” 08-07   
“Love Story” 09-05    
“Love Will Never Do (Without You)” 91-19  
“Makes Me Wonder” 07-13  
“Maria, Maria” 00-03   
“Motownphilly” 91-11 (Simple verse-chorus) 
“My Immortal” 04-19 
“Naughty Girl” 04-18 (Simple)  
“No One” 08-03 (Simple except bridge)   
“No Scrubs” 99-02 (Simple except bridge)      
“Poison” 90-04 (Contrasting Prechorus) 
“Remember the Time” 92-19  (Simple except bridge) 
“Run It!” 06-16 (Simple except bridge)  
“Rush Rush” 91-04 
“Say My Name” 00-06 (Simple) 
“Smack That” 07-15 (Simple) 
“Take a Bow” 08-12 (Simple Prechorus)  
“There You Go” 00-16 (Simple except bridge) 
“A Thousand Miles” 02-06   
“Til I Hear It From You” 96-15a  
“Too Close” 98-01 (Simple) 
“Truly Madly Deeply” 98-04 (Contrasting Prechorus)    
“Twisted” 96-10 (Simple) 
“U Don’t Have to Call” 02-16 (Simple except bridge)    
“Unpretty” 99-20 (Simple) 
“Unwell” 03-06 
“Wannabe” 97-10 (Contrasting Prechorus)  
“Weak” 93-06 
“Wherever You Will Go” 02-05 (Simple Prechorus)  



 

 

 278 

VCB + Prechorus, continued 
“With You” 08-09    
“You Belong with Me” 09-11 (Contrasting Prechorus) 
“You’re Makin’ Me High” 96-09a (Simple except bridge) 
 
VCB + Postchorus (6) 1990-99 = 0; 2000-09 = 6 
“Bring Me to Life” 03-10  
“Hollaback Girl” 05-02  
“Right Round” 09-06   
“Umbrella” 07-02  
“Where the Party At” 01-16 (Simple)  
“Yeah!” 04-01 (Simple) 
 
VCB + Prechorus & postchorus (4) 1990-99 = 1; 2000-09 = 3 
“All for You” 01-03 (Simple)  
“Doesn’t Really Matter” 00-18  
“Poker Face” 09-02 (Simple Prechorus) 
“Semi-Charmed Life” 97-17 (Contrasting Prechorus)  
 
Other, with a Chorus (6) 1990-99 = 2; 2000-09 = 4 
“Baby Boy” 03-12 (Simple)  
“Boom Boom Pow” 09-01       
“Gonna Make You Sweat (Everybody Dance Now)” 91-03 (Simple)  
“Hips Don’t Lie” 06-05  
“I Gotta Feeling” 09-04 (Simple)  
“Pump Up the Jam” 90-13  
 
Other, without a Chorus (4) 1990-99 = 4 
“Again” 94-12 ABABA 
“November Rain” 92-17 AABCABADEF (terminally climactic) 
“Slide” 99-13  
“Stay (I Missed You)” 94-06  
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