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RIM 1230: Commercial Musicianship
e simple/compound meter, syncopated eighth notes, sixteenth notes
e diatonic harmony, form, diatonic melodies, seventh chords

RIM 3450: Advanced Commercial Musicianship
e syncopated sixteenth notes, odd meters
e mixture, modes, secondary functions, extended chords, tritone subs



Form chart for “Easy” by Lionel Richie (1977)

Section Start

Intro 0:00
A Verse 0:15
Chorus 0:48

A Verse 1:17
Chorus 1:50
B {Bridge 2:19
Solo 2:49
A Chorus 3:18
Chorus 3:47



Form timeline for “Cake” by Flo Rida (2017)
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Form timeline for “Cake” by Flo Rida (2017)
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“Wide Open Spaces” (Dixie Chicks,

A E A
Who doesn’'t know what I'm talking about
E A E
Who's never left home, who's never struck out
A E
To find a dream and a life of their own
A B
A place in the clouds, a foundation of stone

E F#m E
Many preceed and many will follow
E F#m E
A young girl's dream no longer hollow
A E
It takes the shape of a place out west
A B
But what it holds for her, she hasn't guessed yet

E F#m A B E F#m

1998)

A

She needs wide open spaces Room to make her big mistakes
E F#m A B E F#m A B

She needs new faces She knows the high stakes

E F#m E
She traveled this road as a child
E F#m E

Wide eyed and grinning, she never tired



“Wide Open Spaces” (Dixie Chicks,
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“Wide Open Spaces” (Dixie Chlcks
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“Wide Open Spaces” (Dixie Chicks, 1998)
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“Wide Open Spaces” (Dixie Chicks, 1998)
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“Wide Open Spaces” (Dixie Chicks, 1998)
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“Wide Open Spaces” (Dixie Chicks, 1998)
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“Moby Dick” (Led Zeppelin, 1969)
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“Moby Dick” (Led Zeppelin, 1969)
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(Kodaly stick notation)



“Moby Dick” (Led Zeppelin, 1969)
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“Moby Dick” (Led Zeppelin, 1969)
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“Moby Dick” (Led Zeppelin, 1969)
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“Moby Dick” (Led Zeppelin, 1969)

‘ f) & hddbbddddid f ‘ hddddddddid
o = ’ " v e d @ év; = 2 = ? ‘CE‘ == ﬁvaf =
5 3 5 8 5
1 1 7 o 11 b7
b3 b3 4b3 p3 4 ] b3 b3 4b3 b3 4




“Moby Dick” (Led Zeppelin, 1969)
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“I’m a Believer” (The Monkees, 1966)
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“I’m a Believer” (The Monkees, 1966)

(from Williams 2017)



“Viva La Vida” (Coldplay, 2008)
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“Viva La Vida” (Coldplay, 2008)
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“Viva La Vida” (Coldplay, 2008)
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“Bruises” (Train ft. Ashley Monroe, 2012)

(1=D)
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These brui- - ses make for better lo - -ses the vibe that separates.
conversation,
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It's good to let you're not alone Everybody loses, we've all got

you in again, in how you've been. bruise



“Bruises” (Train ft. Ashley Monroe, 2012)

(1=D)
1 42
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These brui - - ses
4 5
‘ 33233 322
It's good to let

you in again,
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make for better lo - -ses the vibe that separates.
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you're not alone Everybody loses, we've all got
in how you've been. bruises.




“Bruises” (Train ft. Ashley Monroe, 2012)

(1=D)
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These brui- - ses make for better lo - -ses  thevibe that separates.
conversation,
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It's good to let you're not alone Everybody loses, we've all got
you in again, . in how you've bgen. bruises.




“We Are the Champions” (Queen, 2009)
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I've made a few.
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share of sand kicked in my face, but I've come through!
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“Jane Says” (Jane’s Addiction, 1988)




“You Are the Sunshine of My Life”
(Stevie Wonder, 1973)
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You are the sunshine of my life,

that's why I'll always be around.




“You Are the Sunshine of My Life”

(Stevie Wonder, 1973)
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You are the sunshine of my life,

that's why I'll always be around.




“Human” (Human League, 1986)
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“Lyin’ Eyes” (The Eagles, 1975)

1 4 2- 5
A R A2
City girls just seem to find out early how to open doors with just a smile.
1 4 2- 4 1
o 1612]®

A rich old man, and she won't have to worry; she'll dress up all in lace and go in style.



“Lyin’ Eyes” (The Eagles, 1975)

< antecedent phrase
1 4 2- 5
i 1220
City girls just seem to find out early how to open doors with just a smile.
1 4 2- 4 1
N A T LO,

A rich old man, and she won't have to worry; she'll dress up all in lace and go in style.

> consequent phrase




“Your Cheatin’ Heart” (Hank Williams, 1952)

| 4 5 |
Al [ | | [ [ o | |
Your cheatin' heart. .. ... and try to sleep.
| 4 5 |
Ale || e
But sleep won't come.. .. Your cheatin' heart  will tell on you.
4 1 2’ 5
B|O | | | | @ 1 |
When tears come down.. .. .. . and call my name.
| 4 5 1
Ale | e

You'll walk the floor. .. Your cheatin' heart will tell on you.



“Your Cheatin’ Heart” (Hank Williams, 1952)

{ 4 5 1| IAC

Al [ | | [ [ o | |
Your cheatin' heart. .. ... and try to sleep.

| 4 5 1| PAC

Ale || e
But sleep won't come.. .. Your cheatin' heart  will tell on you.
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When tears come down.. .. .. . and call my name.
| 4 5 1| PAC
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You'll walk the floor. .. Your cheatin' heart will tell on you.



THANK YOU!
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