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My object of study is the British band Suede, who rose to fame in 1993 as the trailblazers of Britpop, appearing on the April cover of Select magazine with Pulp, St Etienne, the Auteurs and Denim, beneath a union flag and the provocative headline ‘Yanks Go Home’.[endnoteRef:1] Like Pulp, Suede were marked by a strongly sexual constitution which became its trademark. When Suede released ‘Animal Nitrate’ in 1993 (a play on Amyl Nitrite, a drug prevalent in gay clubs), singer Brett Anderson told Melody Maker, ‘My fantasy has always been to have a song about some bizarre sexual experience in the Top Ten’ (Barnett 2004, p. 111). Their song lyrics crossed genders and blurred sexualities, constantly switching subject positions, as shown in their provocative record sleeves (their 1993 debut album featuring androgynous lesbians kissing in a wheelchair), sexually ambiguous videos (such as ‘Animal Nitrate’ which contained a homosexual kiss that led to the video being banned), the unconventional dress-sense that bordered on drag (charity shop-bought outmoded ladies’ clothes are shown in various photoshoots and videos), and slippery physical presence (see the video of ‘The Drowners’, 1992). And this is all mirrored in some obvious musical parameters. The glam-rock guitar sounds of Bernard Butler (guitarist from 1992–1994), redolent of T-Rex, combine with chordal pitch bends (as heard in the riff from ‘The Drowners’) and the smooth, slinky moto perpetuo of bassist Matt Osman that lithely leap between registers. I also suggest that a vital element of the band’s sexual chemistry is its stock of chord progressions which are highly chromatic, expressing the sexual tendencies of the lyrics and themes. Such progressions form a profile that keeps our sense of tonic open. If negotiation of a putative tonal home can form a central aspect of our musical subjectivity, subversion of the tonic can alter our whole constitution. Nicole Biamonte recently fought slightly shy of linking chord progression with sexual subjectivity when, in relation to the Rolling Stones’ ‘Sympathy for the Devil’, she resisted the temptation to link a certain ‘harmonic reversal’ to the ‘gender-bending depicted in the lyrics’ (Biamonte 2010, p. 101). But I aim to demonstrate that harmonic procedure can indeed express such aspects of sexual experience, and can perhaps even embody the gender-bending themes of Suede’s lyrics and persona.  [1:  Although usually attributed to Stuart Maconie or John Robb, Barnett attributes the term ‘Britpop’ to 1960s issues of Mersey Beat (2004, p. 131). As unwilling ambassadors of British guitar pop, Suede fared poorly in the US, where for copyright reasons they were renamed ‘The London Suede’.] 

Chord progression is the ideal parameter to scrutinise because, as a writing team, both Butler and his replacement from 1994, Richard Oakes, wrote chordal guitar parts while Anderson improvised melodies above:

Yes, I was writing to his music, but within the chords of his music there was a million melodies; it was actually finding the right one. And of course things are suggested by the chord changes and stuff like that but what I was actually doing within the Anderson-Butler relationships certainly wasn’t just writing the lyrics. It was writing the top line which was, like you say, what the milkman whistles. (Barnett 2004, p. 197)

Butler insisted that he couldn’t even hear the melody ‘until it was in the shops’ (2011, Suede film).[endnoteRef:2] Within this study of chord progression, my hypotheses are that (1) Suede’s progressions exist on the frontiers of functionality in which the chromatic flow produces substitutions for basically diatonic V–I functions,[endnoteRef:3] but (2) the status of the subdominant is elevated to subvert further this already ambiguous functionality. The subdominant flow is an alternative to a more conventional dominant flow in which the tonic is engaged as an object of our desire. Suede’s sexual outlook was a metaphorical way of resisting definitions and denying any universal object. Anderson famously claimed that from a compositional point of view, ‘I see myself as a bisexual man who has never had a homosexual experience… The sexuality you express is not limited to the things you’ve already experienced’ (Barnett 2004, p. 121). He objected to having his subjectivity defined by binary notions; his persona existed between genders and sexualities.[endnoteRef:4] This kind of otherness can be metaphorically marked as ambiguity about how each chord in a given sequence functions. In a semiotic context, Hugo Riemann’s famous theory of tonal functions (1893) which I have argued elsewhere (Smith 2011) is almost Lacanian in conception, as any triad is purported to be embedded in a subject-producing, linguistic, syntactical chain of tonics (T), subdominants (S), or dominants (D) that we unconsciously latch on to. But our functional position is slippery, and its definition is open to future reversal.[endnoteRef:5]  [2:  Discovering novel chord progressions is an interest confessed by many contemporary guitarists and song-writers. From an artist with no formal training, the idiosyncratic progressions of Elliot Smith have recently been theorised by Rob Schultz (2012). This can be contrasted with someone like John Frusciante from Red Hot Chilli Peppers, who takes a great interest in music theory himself, but is fascinated by the unschooled, highly instinctive and distinctive chord progressions of The Smiths’ Johnny Marr: ‘He has really complex chord progressions, but he goes by his instinct and his own mental pictures. The theoretical symbols for things are very prominent in my mind, but I think he just learned from playing along to old records, so to see him come up with his own mental symbols was great.’ (Frusciante). This is clear in the documentary ‘Suede: The Beat Documentary’ (1994), in which the band are filmed improvising both ‘Killing of a Flashboy’ (1994, ‘We are the Pigs’ single) and ‘Stay Together’ (1994, single), where the chord progressions are fully formed, but the melodies are improvisatory and very different to the final recorded product.]  [3:  In this endeavour I follow theory which stretches over 100 years, from Hugo Riemann (1893), to Ernő Lendvai (1993) and Daniel Harrison (1994).]  [4:  Anderson becomes tetchy in any interview in which meanings are asked for, following the basic Barthesian principles of the ‘death of the author’. That said, he contradicts this by occasionally glibly defining his songs; the April 25 1992 Melody Maker issue (whose cover famously featured Suede before they had even make a record) tells us that ‘Pantomime Horse’ is about gay sex, ‘The Drowners’ about drug-fuelled sex, ‘My Insatiable One’ about blow-up dolls. ]  [5:  I use T, S and D to denote generalised Riemannian functions, but spell out tonic, subdominant or dominant when referring to a specific chord.] 

In methodological terms I first constructed a simple database which catalogued 120 Suede songs, excluding only those that are too groove-based to have significance for an analysis of chord progression.[endnoteRef:6] This formed the basis of several figures in the present article. The chord progressions of these songs are catalogued as: introduction, verse, chorus, bridge or ending. Repetitions are omitted in the flow of chord progressions so that C–G–C–G–C can be classed as C–G–C or in functional terms, T–D–T, each chord change registering once. To ease comparison and allow statistical data to be gathered more readily, each song is transposed into C major/minor (and analyses will be staged in those keys, though the original key will always be noted). Regarding rhythm, the tabulated chords simply follow each other and do not record duration; each chord label may occupy one bar, half a bar, or more than one bar (see Moore 1992 for a similar system, p. 74). These progressions have been analysed and the emerging patterns theorised. From statistical comparison, the two broader issues that form my hypotheses (as outlined above) emerged. While the statistical view of the entire corpus is invaluable for drawing trends and patterns from the works, a by-product is that canonical songs are given equal weight to b-sides and unreleased demos from across the band’s career. Thus, while this article works towards two complete analyses of canonical Suede tracks from their 1993 debut album Suede, the preparatory spadework in the first part of this study moves us, often quite rapidly, from progression to progression, between songs from different eras. This provides a platform to display characteristic patterns. [6:  The database is held in Microsoft Excel, available from the author by request. I wish to express thanks to Miss Jennifer Wren for assistance with data entry.] 


Dominant Flow and Substitution 
Before explaining some of the more novel patterns, two representative songs demonstrate a foundational premise that forms a basis for many other songs and is the sine qua non of my subsequent analyses. Both songs come from the band’s re-emergence with new personnel in 1996 – ‘The Beautiful Ones’ (released as a single and on Coming Up), and ‘Another No-one’ (from the ‘Trash’ single). Janus-like, they look both forwards to the band’s recently revived career and backwards to the burst of activity of their earliest years.

(a) ‘The Beautiful Ones’
In ‘The Beautiful Ones’, Anderson lists types of people: ‘shaved heads, rave-heads, on the pill’, ‘drag acts, drug acts, suicides’, the list goes on; these people function as the ‘beautiful’. With its jangling guitar riff, the C major tonality (original key) is firmly established, but there is a looseness of D-function that comes from substitution at crucial syntactical moments. The introduction leads straight into C major, but repeatedly uses E7 as a substitute dominant to precede it after the Fmaj7→E is used as pseudo-‘augmented sixth’ (actually a simpler <flat>VI)→V7 progression in the relative minor as shown in Ex. 1a. The true chorus is announced by a change to the true dominant, G (see Ex. 1b), but it also slips in a B<flat>7 chord (Ex. 1c) at a similar juncture, meaning that we have both the upper and lower minor-third relatives of the G triad as D-function. Whilst G and E share the leading note B, chords B<flat> and G7 share the pitch D and, more significantly, F that drives downwards to the E of the C chord. The song thus cross-references chord sequences that are syntactically alike, each progression relying on the others for compound functional value. Christopher Doll interrogates alternatives to established ‘normal’ functions in Sheryl Crow’s ‘All I Wanna Do’ (1994) which occasionally substitutes G for its T3 related B<flat> at the exact syntactical point in the verse: ‘the later harmonies are likely to be heard in terms of the early ones.’ (Doll 2009, p. 28)[endnoteRef:7] He reminds us of Winkler’s definition of chord substitution: [7:  The melody proceeds <^>3–<^>2–<^>1 each time.] 


[A] given chord may be replaced by any one of a number of others without disturbing the sense of progression, rather like substituting bulbs of different colours on a string of Christmas lights. Of course, any old chord won’t do: the substitute must have the same function (tonic, dominant, subdominant, etc.) (Winkler 1978, p. 8).

The chorus of Talking Heads’ ‘Psycho Killer’ (1977) is used as an example that deploys both <flat>V–<flat>VII–I and V–<flat>VII–<flat>III: ‘hearing the second progression in terms of the first, we can experience C minor as a substitute’ (Doll 2009, p. 5). ‘The Beautiful Ones’ uses the same B<flat> as ‘All I Wanna Do’ and ‘Psycho Killer’, as well as E, each chord being an alternative to the normative D-function; each is placed carefully to syntactically emphasise their shared function.[endnoteRef:8] All are T3 related – G, B<flat> and E. So much for the D-function, how about the T and S? [8:  In this regard, my theory resembles the networked approach to blues harmony explained by Ben Curry in this issue (Curry, 2017), particularly those progressions that rotate his three levels (my functions).] 


[INSERT EXAMPLE 1a, 1b, 1c NEARBY]

(b) ‘Another No-One’ (1996, from the ‘Trash’ single)
The earliest Suede songs show a straightforward T–S-D–T rotation of function – the privileged progression of Hugo Riemann, first theorist to discuss ‘die große Cadenz’, which was his preferred syntactical unit (Rings, 2011a, p. 504, and 2011b, p. 100). ‘Just a Girl’ (1992, unreleased demo featuring Justine Frischmann; re-released 2003 on ‘Attitude’ single) and ‘Wonderful Sometimes’ (1992, unreleased), songs extant as early demos, use only the primary triads in the syntactical chain that drives V–I, I–IV, and IV–V.[endnoteRef:9] But songs that stick to such clear primary principles are rare, and songs with the clearest addition of secondary triads display the functional kinship with relative major triads. ‘Another No One’ hovers statically between C and A minor (both Ts: I and its most common substitute, vi) but moves to D minor (ii: A minor’s subdominant) and then to G and E minor (V and iii: C’s and A minor’s dominants), moving to A minor, to D minor and G (vi–ii–V). In my figure 1, the upper row lists the chord exchanges in the original key of G,[endnoteRef:10] below which is a transposed version in C (which my descriptions work from). Beneath the chord lists are the harmonic ‘functions’ – T, S and D – according to the principle of shared minor-third relatives outlined above, extending this from the T3 D substitutions of the ‘Beautiful Ones’ to the T and S functions (D substitutes for F,[endnoteRef:11] for example, just as B<flat> and E stand in for G). This substitution principle will be tested and extended as the study proceeds, but for now: S-function is represented by D, F, and A<flat>; D-function by G, E and B<flat>; T-function by C, A and E<flat>. Where two consecutive chords share the same function, there is no label beneath the second one, the first pertaining until it is replaced by a function-change. Beneath these labels in figure 1, motion D-wards around the circle of fifths is registered as ‘D-flow’, and uses forward arrows (→) to show the general D thrust. To my hearing, this D-wards circle of fifths motion can involve substitutions so that D minor→G7→C (‘fifths motion’ without substitution), can be categorised as S→D→T – a ‘D-flow’, which pertains even when primary triads are involved (i.e., F→G→C). In ‘Another no-one’, the break to the flow is the C to G to D in the chorus which gives (to this listener at least) a sensation of looking backwards: ‘this is the end of our small love’ (hence the ‘←’ symbol, registering the backwards motion around the circle of fifths): this is an S-wards flow because it drives the other way around the circle. All other progressions drive D-wards, and we might hear two solid but overlapping T→S→D→T rotations: one in C major and another in A minor, the D minor triad bridging the two worlds as the most common S chord (note that the actual subdominant triad F is absent). From this we can categorise relative major/minor substitutions as functionally synonymous. [9:  The ironically titled ‘ABC Song’ (2006) from the ‘Obsessions’ single, has a plain I→IV→V chorus. Is this Anderson’s subtle response to Butler’s famed offensive in Vox magazine in 1994 – ‘He’s not a musician at all. It’s very difficult for him to get around anything that isn’t ABC’ (Barnett 2004, p. 169).]  [10:  In some cases this remains approximate as Butler frequently tuned his guitar down to suit Anderson’s vocals.]  [11:  While this subdominant substitution refers to D minor, I would also regard D major as S insofar as it behaves as ‘D of D’ or dominant preparation (DP), very much in the same capacity as S.] 


[INSERT FIGURE 1 NEARBY]

Such principles underpin the entire corpus, and the theoretical premise can be further refined by a consideration of particular patterns that proliferate in this wide variety of songs.

(a) <flat>VI as S (Pre-dominant)
As outlined above, IV’s upper and lower relatives, mediated by P (parallel)[endnoteRef:12] (major-minor) relations, both comfortably fall within the S’s province. Thus <flat>VI→V→I becomes SDT. In fact <flat>VI is a fingerprint of Suede (a cliché in later years): precisely 60 out of the 120 chosen songs feature <flat>VI, the vast majority resolving to V (or less frequently I<6/4>) as in ‘Still Life’ (1994, Dog Man Star). Ex. 2 shows that this song deploys both IV and ii as Ss before leaping to the third representative: ii’s tritone relative, <flat>VI. Naturally these chords do not contain the classic ‘augmented sixth’, and favour the more diatonic ‘major seventh’ (the extra pitch is the global <^>5, the third being <^>1; the chord thus becomes exceedingly ‘parsimonious’).[endnoteRef:13] See, for example, ‘By the Sea’ (1996, Coming Up: Ex. 3) or ‘The Big Time’ (1993, ‘Animal Nitrate’ single: Ex. 4). Note how, in the latter, the chord sometimes resolves straightway to the tonic C minor (a triad that the tetrachord of A<flat>maj7 already contained). Other times it resolves to the D G or its tritone-substitute, D<flat>. [12:  I use the standard neo-Riemannian nomenclature of Parallel (P), Relative (R) and Leading-tone (L) progressions.]  [13:  We might here remember The Smiths’ song, ‘That Joke Isn't Funny Anymore’ (1985, Meat is Murder), which moves B minor → G → A minor →B minor where the B is bridged by the Gmaj7 chord which contains the pitches B, D, and F<sharp>. This song is owed an ‘obvious debt’ by Suede’s ‘Pantomime Horse’, according to NME’s John Mulvey who witnessed the band’s now legendary gig in the Camden Falcon, on 2 Aug 1992. ] 


[INSERT Exs 2, 3, 4 NEARBY]

(b) <flat>VII as Dominant 
A common alternative resolution for these <flat>VI chords is <flat>VII. See the characteristic moment from ‘Moving’ (1993, Suede: Ex. 5), an Aeolian progression that supports the functional use of <flat>VII as D. Substitution of V and <flat>VII in popular music was proposed by Mark Spicer (2000, p. 106), and Nicole Biamonte discusses <flat>VI→<flat>VII as:
 
[e]ither a substitution by third for the tonal cadence IV-V-I […] or an expansion of the model sub tonic cadence <flat>VII-I. Both readings imply harmonic functions S-D-T […]. Such parallel chord patterns are highly idiomatic to the guitar, because of the ease of sliding barre chords up and down the fretboard. (Biamonte 2010, p. 101)

This phenomenon is scattered through Suede’s oeuvre, but we might think of the rising (generally) whole-tone middle-eight progression in ‘Killing of a Flash Boy’ (1994, ‘We are the Pigs’ single): A<flat>→B<flat>→Cm→Dø7→E<flat>→(Cm)→Fsus2. D and E<flat> constitute the only semitone gap, but they essentially outline the Aeolian mode on C (see Ex. 6). Such progressions often place <flat>VII where we might most reasonably hear it as V, confirming the upper minor third relation. The band very frequently oscillate I and <flat>VII at the opening of a song; see ‘Crack in the Union Jack’ (1999, Head Music: Ex. 7). This risks a hearing of V→IV, as if the characteristic descent of the 12-bar blues was being reassembled as an opening, but the constant return to the first chord on the hypermetric accent might incline us to hear the upper chord as I. <flat>VII→I as D→T is generally called the ‘back-door cadence’ in popular music studies (Coker 1997) but Allan Moore, for one, is reluctant to relate this to the D-function without complication:

Clearly, the VII-I cadence does not have the finality of the traditional V-I, although it is articulated as a full close [...]. In terms of poetics, it seems to me to qualify the certainty of V-I with 'nevertheless'. (Moore 1995, p. 193)

Moore thus hears the chord as a Mixolydian leading-note. But <flat>VII7 also has elements of the S-function because its <flat><^>6 comfortably descends to <^>5 as in a Phrygian cadence. The descent of the minor key ‘leading note’ reminds us that a compromise formation of <flat>VII and V7 as D-functions could be v7 – the ‘minor seventh’; the minor seventh more readily functions as ii7 and becomes S in its capacity as D-preparation (DP). But the point is moot; T is D-functioned to an S successor. As Biamonte claims, ‘It is possible to hear the subtonic as functioning differently on multiple structural levels: in its immediate context as IV/IV but as a dominant in relation to the tonic, just as V/V serves as the dominant of V but as a chromaticized subdominant in relation to the tonic’ (2010, p. 98). 

[INSERT Exs 5, 6, 7]

(c) Modal Subversion and Minor Third Substitution 
Biamonte’s performance considerations flag up another feature of Suede’s interlinked T3 triads. In songs like ‘Together’ (1995, ‘New Generation’ single; see Fig. 2), the subdominant F chords are retrospectively given a minor tinge by the move to A<flat> (see the intro and verse in transposed key). This major-minor discrepancy contributes to the slinkiness of the song by giving it a subversive character all of its own. This is what Chris McDonald calls ‘modal subversion’: ‘a progression that first establishes a mode, and then introduces a chord that contradicts that mode’ (McDonald, 2000, p. 358). One of the beauties of this particular song is that the third S substitute chord, D, slips to D<flat> which becomes a tritone substitute for the D G (in this sense D<natural>→D<flat> acts as <flat>VI→V in G<flat>). The syntax here is crucial to my hearing; McDonald claims that modal subversions are ‘perceived tacitly and are compared with internalised expectations of musical norms which the listener may or may not be able to consciously or verbally articulate.’ (McDonald, p. 362) This works like the D placeholder found in ‘The Beautiful Ones’, although ‘Together’ – the first song of Oakes’ career, written while locked in his room by the band in order to shove him over the first writing hurdle (Barnett, 2004, p. 203) – offers an extra layer of modal S subversion when aggregated minor thirds produce substitutions at the tritone.
The practise of conflating T3 pitches with chords and keys has a name: octatonicism. Four T3 chords produce one of three octatonic cycles that can – in some circumstances – represent the three tonal functions of some strains of modernist music.[endnoteRef:14] A D-functioned section like the middle-eight of ‘Painted People’ articulates chords G, B<flat> and D<flat>, three octatonic segments that comprise what Ernő Lendvai (1993) calls the ‘axis system’. Lendvai’s grand theory is that the T3 octatonically-related chords can substitute for the original without change in function. Building from the ground up, the present study works towards Lendvai’s theory of octatonic substitution, though it is perhaps more nuanced to the repertoire at hand. Relatives above and below the true dominant are the most common substitutions in Suede; tritone substitutes like those in ‘Together’ are comparatively rare.  [14:  See Curry’s (2017) ‘networks’ in this volume, for an alternative approach that rotates three ‘levels’.] 


[INSERT Fig. 2]

Swimming Up-Stream: The Statistical Status of the Subdominant: S←T
The established patterns outlined by Doll and McDonald tend to flow D-wards (S→D→T), and while these are clear in many Suede songs, particularly at cadences, vast swathes of chord progressions run counter-clockwise (S-wards), which loosen the fixity of any substitution system. And this significantly diluted D→T tension may well be a phenomenon of popular music in general.[endnoteRef:15] Biamonte suggests that, [15:  Doll reminds us that, ‘in general, rock, unlike so-called common practice music, is under no pressure to provide dominant-tonic closure’ (2009, p. 36). In his examination of Elliot Smith, Schultz further insists that ‘IV tends to be used with greater frequency than V. IV–I appears more often than V–I’(2012). This is confirmed in David Temperley and de Clerque’s taxonomy of Rolling Stone Magazine’s ‘500 greatest songs’ (Temperley & de Trevor Clerque 2011). As rationale for the ‘subdominantness’ of these genres, Moore cites pop-rock’s strophic forms and its conception of chords as indivisible units that are rarely subject to voice-leading principles (Moore, 1992, p. 81). Following Tim Koozin’s exploration of these idioms in his article, ‘Guitar Voicing in Pop Rock Music’ (2011), we might suggest that guitar finger-patterns are more influential than inner melodic forces. Indeed, the ‘barre chord’ (the transposed E chord, with the forefinger acting as a capo) is conveniently close to its own subdominant chord (the same fret barre with the forefinger acting as a fulcrum for the other three fingers to form the A position).] 

 
Harmony in Rock has been described by several commentators as less directional or functional than in conventional tonality which is due in no small part to the prevalence of pentatonic, modal, and blues based structures, and the corresponding lack of a leading tone in many styles, deriving from their roots in both the blues and the modal folk revival. (Biamonte 2010, p. 98)

Statistically, this is true for Suede, although, of the one hundred and twenty songs (transposed into C major/minor), only thirteen have choruses or bridges that begin on F, while twenty-five begin on the S substituted form, A<flat> (three begin on D, only one begins on B – the tritone substitute). The prominent role of <flat>VI as pre-dominant chord has been flagged up already, but this and other ‘S’ alternatives can play a variety of roles:

(a) S-flow and Plagality
One aspect of the increased role of the S is backwards rotation around the circle of fifths. Some songs follow an S course throughout. In ‘He’s Dead’ (1992, ‘Metal Mickey’ single), for example, only an early E<flat>→F progression (and later A<flat>→B<flat>) is D-flowing; all others flow S-wards, especially the chorus that opens out from C→B<flat>, and then to F and A<flat> (See Fig. 3). Cadences are either fully plagal, or more generally S-based, often extending to the ‘double plagal’ or the ‘hyper-plagal’ progression, as discussed by Biamonte (2010, p. 108) and Doll (2009, p. 16). These labels cover descending whole-tone-related chord sequences (while the more driving, descending chromatic sequences are D-driven: think ‘augmented sixth’). Rather than cadential endings, however, this Suede fingerprint opens countless songs. The most famous ‘Suede descent’ would probably be the riff from ‘Animal Nitrate’ (See Ex. 8), but most songs from the 1993 Suede album begin I→<flat>VII→<flat>VI.

(b) S-Hovering
This I→<flat>VII→<flat>VI progression frequently follows a moment of oscillation between I and <flat>VII. ‘She’s Not Dead’ (1993, Suede) hovers in just this fashion, supporting the emotional disengagement, narrative timelessness and confusion of tenses in the lyrics: ‘She’ll come to her end, locked in a car somewhere […] while the engine ran’. A more upbeat glam track would be ‘Metal Mickey’ (1993, Suede), whose initial C→B<flat> is mirrored immediately at the S F→E<flat> to present a tide of Ss until the chorus reverses flow.[endnoteRef:16] [16:  ‘This Hollywood Life’ (1994, Dog Man Star) offers the same formal strategy, as do the earlier ‘Moving’ (1993, Suede) and ‘Painted People’ (1993, ‘Animal Nitrate’ single), written while Butler was finding his feet. However, so do Oakes’ later ‘Young Men’ (1996, ‘Beautiful Ones’ single) and ‘Obsessions’ (2002, single), the latter’s full hovering proceeding to A<flat> for the chorus, moving downwards in classic neo-Riemannian major-third motion to E, finally swinging D-wards to C.] 


(c) S-Orientation
By far the most common gambit is to reengage with the D-flow via <flat>VI as ‘augmented sixth’→V, such as in ‘Pieces of my Mind’ (1999, ‘She’s in Fashion’ single) or ‘Star Crazy’ (1996, Coming Up: See Example 9). This is the kind of progression privileged in the Classical style.[endnoteRef:17] This turn towards the D-function at the end of the S-progression is highly characteristic of Suede. See, for example, the motion of ‘The Asphalt World’ (1994, Dog Man Star): C5→C minor/B<flat>→A<flat>maj7→G. The chorus of ‘You Belong to Me’ (2002 New Morning bonus track; see Fig. 4) sees various T3 progressions and S-wards substitutions establish a clear S-flow, right until the final Aeolian D-wards rise.  [17:  Instances abound, but we might think of Schubert’s late Sonata in B<flat>, D. 960, whose first movement’s leap from B<flat> to G<flat> keys is reconfigured back to B<flat> through a ‘German sixth’.] 


[INSERT Ex 9; Figs 3 &4 NEARBY]

(d) S as D substitute
Even without a last-minute twist towards the D, Butler/ Oakes often engaged the minor subdominant as D-function. Common in songs such as ‘Sometimes I Feel I’ll Float Away’ (2013, Blood Sports), iv drives to I when syntactically well-placed. Butler was perhaps intuitive as a composer, but on the DVD interview feature of the remastered Suede (2011), Anderson reminds Butler of his novel ‘[F] minor chord [iv] just before the chorus’ of ‘My Insatiable One’ (1992, ‘Drowners’ single), to which he responds, ‘I was trying to be Sinatra’. 

[INSERT FIG. 5]

(e) S Narrative
Along with the propensity to begin a chorus in the S-region, both Butler and Oakes generally distinguish between D-flow and S-flow in either the chorus or the verse. Songs with teleology or a sense of narrative, tend to move from S-flow to D-flow, irrespective of whether the chorus begins on IV or not. ‘Everything Will Flow’ (2002, Head Music) contains tableaux in its verse (‘Watch the early morning sun / Drip like blood from the day, […] See the blue suburban dream / Under the jet plane sky / Sleep away and dream a dream / Life is just a lullaby’), but an emotional chorus urges momentum (‘Oh and everything will flow’) with the D as guide (see Fig. 5). The verse flows backwards (S-wards), or at least treads water until giving into life’s ‘flow’ in the chorus and ending. Similarly, ‘The Power’ (1994, Dog Man Star), a song only partly sketched by Butler before his departure from the band, offers static images in verses (‘Through endless Asia, through the fields of Cathay, or enslaved in a pebble-dash grave with a kid on the way / If you're far over Africa on the wings of youth, or if you're down in some satellite town and there's nothing you can do’) but mobilising hope in the chorus (‘Just give me the power, and I’ll make them believe’). Static S-flow in the verse; D-flow in the chorus (see Fig.6). These songs fade out with manipulated material from the chorus, but Suede sometimes feature what Brad Osborn (2013) calls the ‘terminal climax’ – an optimistic coda established outside of the strophic form. The images in ‘The 2 of Us’ (1994, Dog Man Star) resonate with the album cover that shows a naked man lying face down on a bed (‘lying in my bed, I think of you’), and Suede hint at D-movement only in the chorus, moving towards ‘I listen to the man who said that it could be the 2 of us’. Only in the terminal climax (‘Alone but not lonely, you and me; Alone but loaded, you and me’) does the euphoric closure give way to a full D-wards cycle as a non-substituted I→IV→V.

[INSERT Figs 5 & 6 NEARBY]

It is clear that S-wards and D-wards progressions are part and parcel of a carefully crafted dramatic thrust. However, while my selection of songs from throughout the repertoire has yielded progressions that flow naturally but intelligently, I would further show that part of Suede’s strong sexual allure is the way that chords tend more frequently to weave between these poles of S and D motion to create less tidal, but equally fluid and perhaps more titillatingly sensuous progressions. Suede sometimes disengage from the need for D-wards cadential resolution, but they do not simply negate the flow (the backwards or water-treading progressions of the S-wards motion), rather they enjoy the liberation of rapidly alternating currents (mixed-flow). To demonstrate this, I return to two of their perhaps most chromatic tracks from their most sexualised years (1993-1994), when the novelties that were later to become their clichés were formed.

Bizarre Rotations: Have you Ever Tried it That Way? 
Two representative songs from Suede (1993), early in their career, feature innovative chord progressions which typify the characteristics outlined above and give them a sharp sexual edge.

(a) ‘Pantomime Horse’
With its provocative chorus of ‘have you ever tried it that way?’, ‘Pantomime Horse’ is a song that reaches out to the bizarre. Butler originally wrote it in 4/4 time, but after experimenting in 3/4 wondered, ‘why don’t we try it like that?’ (Suede DVD) It is a song about finding new sensations; the back-drop tour videos of Derek Jarman’s team which accompanied the song shows an eerie gothic figure kissing a bending ballet dancer, fuelling the rumours that the song was ‘about’ bizarre sex, their couchant positions resembling two actors in a pantomime horse’s outfit (Introducing the Band, 1995). One reviewer notes, ‘Chords shimmer like a skyline reflecting off the surface of a lake, ethereal and watery’ (Stereogum, 2013). Almost impressionistically then, we hear whole-tone descents (as described above, opening many songs in 1992–4); but the characteristic C→B<flat> alternation is only one ‘way’. The chorus of ‘Pantomime Horse’ moves in whole-tone steps around the true subdominant F, weaving around E<flat> and G. For all of the finely-grained counterpoint between Butler’s melodic guitar and Osman’s bass introduction, the chord progression begins simply (C→F→G), but the subsequent whole-tone motion through F→E<flat> denies normative cadential resolution.[endnoteRef:18] Despite the song’s bizarreness, it then progresses around the substitutional D-wards cycle without digression, reworking Aeolian progressions as it goes (see Fig. 7).  [18:  We have the same upper and lower whole-tone ‘turn figuration’ in the later ‘W.S.D’ (1996, ‘The Beautiful Ones’ single) which begins C minor →D minor →B<flat>→C, registering T→S→D→T. The D minor is an obvious lower minor relative of F; the B<flat> is upper minor ‘relative’ of G. Incidentally, ‘W.S.D’ is the one and only ‘pump up’ key change in Suede’s oeuvre, with its T2 coda (See Ricci in this volume). ] 


[INSERT Fig. 7 HERE]

Some of the song’s otherness comes from the slippage between C major and E<flat> major progressions, similar to a ‘double-tonic complex’, but a complex located a minor third above I rather than a minor third below (Bailey 1985; Bailey-Shea 2007). This, of course, fills a chromatic harmonic space rather than the diatonic C minor space, to create a double-world of Suede’s modal subversion. The C major chords surely sit on the fringes of C minor with chords III, <flat>VI and <flat>VII (the descending minor scale, or the Aeolian mode) so close at hand.

(2) Sleeping Pills
Like ‘Pantomime Horse’, ‘Sleeping Pills’ is representative of Suede’s more lethargic style – the mellow but twisted Adagio. But whereas ‘Pantomime Horse’ generally rotated functionally D-wards, ‘Sleeping Pills’ shunts back and forth, and several chord progressions strike me as rather outré, possibly because I hear no true dominant chords at all, only substituted versions. The introduction initially establishes a D-flow with a clear C→F progression, but is interrupted by D major (See fig. 8). This would be innocuous if the D chord was in the minor mode, or modulated to the dominant, but as things stand this Lydian inflection retreats back to F major; the leading-tone F<sharp> crawling back under its stone as a G<flat>. This effect is rendered doubly novel because the vocals emphasise the F<natural> and linger over it when the chord changes to D major whose F<sharp> creates a false relation. This is further emphasised when F<natural> is reintroduced as an anacrusis at the end of the bar, reinforcing a bizarreness created by Suede’s indifference to major/minor distinctions. The physicality of guitar composition plays no small role in Suede’s major-minor mixture; in the barre chord, only one finger is raised to create a minor effect (Koozin, 2011), and we might add that, of the six strings, only one – the third highest – articulates the third of the triad. But of course the way that Suede play out modal distinctions is magnified when the voice participates. 
This introduction becomes the accompaniment to the verse, (‘Oh Angel, give me those sleeping pills, you don’t need them. Give me the time they kill’).[endnoteRef:19] We remember this progression when the song’s terminal climax celebrates daily mundanity with the repeated and varied ‘Sweet F. A. to do today.’ In this climactic terminus, Suede give us pure S-progressions until the very final moments, when D<flat>→F leads to a B<flat> (rather than C as it did previously) and finishes with a clearer D-wards push.  [19:  This is another song, like ‘The Living Dead’ (1994, ‘Stay Together’ single) in which a lover begs his/her partner to lay aside substance abuse – ironic for a band whose drug intake appears to have been one of the reasons for Butler’s departure.] 

[bookmark: _GoBack]The mixed flow of the chorus begins with a neo-Riemannian upwards major-third progression (C→E), although it works S-wards with the crucial pitch being the leading-note B to remind us that the second chord is a substitute D (see Cohn 2012; Smith 2014). From here, however, Butler leads us chromatically to D major, now with an additional seventh that leads naturally into the D<flat> terminal climax, and retrospectively sounds like a <flat>VI→V. Given that this D<flat> presents a seventh above it, we might hear an ‘augmented sixth’, to make us feel as though we have arrived somewhere special. And we have. If we regard this D<flat> as D-functioned, as it is to my hearing, it represents a relatively rare motion towards the tritone substitute – the missing axis in Suede – which in the tradition of Western art-music became so prevalent in Stravinsky, Bartok and just about every other modernist composer. However, here it is employed as a variant of an imaginary G chord – the tritone substitute –, a staple of Jazz harmony. Along the way we have encountered D-substitutes in the form of E, D<flat> and B<flat>; but soon we approach the fourth – G, the long-delayed ‘real’ dominant, the only one in the song. This cadences easily to C, celebrated with, for me, Butler’s finest guitar moment – the triplet scale that leads up to Anderson’s falsetto c3 of ‘Oh Angel’ (3:19–3:26) – which puts the lie to Butler’s insistence that his guitar parts (his version of ‘the song’) had nothing to do with Anderson’s melodies. We have a perfect effect here where the guitar tone blends with the voice to remind us of Dave Barnett’s suggestion, apropos of Bernard’s famous ‘counter-melodies’: ‘perhaps it might be more accurate to say that Brett was a genius at singing countermelodies to Bernard’s guitar lines’ (Barnett 2004, p. 197). But we might reflect that, as far as minor-third chord substitution goes, Oakes was perhaps a little less daring in the ‘Beautiful Ones’ (1996) with his three Ds than Butler was in ‘Sleeping Pills’ (1993) with his four. 

[INSERT Fig. 8 HERE]

Pulp, Blur, The Smiths, Bowie
One should not examine a band like Suede in a vacuum, but neither can one do justice to the various music scenes that the branches of harmonic theory adumbrated here, may touch. Future research may indicate deeper comparisons, but in the meantime, reference to a handful of artists – influential to, or influenced by Suede – can help frame the portrait of the band sketched above. The idea of influence can be invidious; Butler and Anderson claimed ignorance of certain artists, who nonetheless created the atmosphere of possibilities that Suede breathed.
First, we might compare contemporaries. Suede’s arch-nemeses Blur tended towards more straightforward progressions in the early 1990s. They were more inclined to use primary chords, or ready-to-hand secondary ones. We might hear ‘The Universal’ (1995) as the corollary of ‘Still Life’ (1994); its descending ‘Pachelbel’ progressions – like those in ‘Charmless Man’ (1995) – were more diatonic than Suede’s whole-tone/chromatic twists and turns. Blur’s own form of androgyny is clear in ‘Boys and Girls’ (1994, single), which, given Damon Albarn’s attendance at almost all Suede gigs in 1992, and famous rivalry with Anderson over Justine Frischman, I hear as a direct comment on Suede’s gender-bending. Blur’s F major/minor confusion in the chorus is highly ‘Suedesque’ and is a clear symbol of male/female (F major and F minor are both tethered to C to accompany the lines, ‘Girls who are boys/ Who like boys to be girls/ Who do boys like they´re girls/ Who do girls like they´re boys. Always should be someone you really love’). Perhaps more transparent even than Suede, Blur avoid offering a clear tonic. If we presume the first chord, G minor (actual key), to be T, then the E<flat> at the close of the chorus feels more disconnected than most Suede songs which tend to fold back into their tonics. Perhaps because of Suede’s upwards and downwards minor-third progressions and substitutions, their own sense of tonic needed to be more strongly positioned.
Secondly, at their most seductive, Sheffield-based Pulp employ analogous chromatic strategies. The chord progressions of ‘Underwear’ (1995, Different Class), for example, move only S-wards, with only a mini affirmation of D in the line ‘semi-naked in somebody else’s room’ (which rhythmically also reverses the song’s flow). Yet its sister song on Different Class, ‘Pencil Skirt’, runs entirely D-wards except for the crux line (‘Oh it’s turning me on’) that begins with D major (actual key), but is preceded by E minor, creating a subtly backtracking whole-tone descent. In the former song, the protagonist works backwards, trying to stop the flow of desire (‘there’s no way to get out’); in the second, Cocker gives full flow to it, becoming the sneering Don Juan (‘I really love it when you tell me to stop’). Of the two songs, the passive one works S-wards, the active D-wards. Clearly one would need a more thorough corpus study, like that carried out for Suede, to contextualise these two bands, but it is certainly noteworthy that similar strategies should emerge in songs from within the same small window of time: 1993-1995.
As far as compositional influences upon Suede go, we might consider first the Smiths. A telling phrase on the official Suede web-forum is: ‘Suede fans - sex = Smiths fans’,[endnoteRef:20] and while both bands’ flamboyant urban miserabism is probably the rationale behind the formula, issues of harmonic construction are certainly shared. The Smiths’ ‘Last Night I Dreamed that Somebody Loved Me’ (1987, Strangeways, Here We Come) twists and turns (with chromatic descents and modal mixture), but basically works D-wards as I understand it. Others, like ‘Sheila Take a Bow’ from the same year (1987, single) move almost completely S-wards, accompanying the idea of a life less ordinary – ‘Is it wrong to want to live on your own?’ –until the injunction ‘Come out and find the one that you love and who loves you’, when we are thrust forwards – TSD – with the ‘Billy Shears’ progression (C→D→E). Like similar reversals in Pulp noted above, this is combined with a rhythmic break in flow. The neatest example of rotation of function from David Bowie is in ‘Changes’ (1972, single) which rotates D-wards (forwards) until the post-chorus time-warp, which runs S-wards (backwards) with ‘Time may change me, but I can’t trace time’ (again with coinciding metric changes). ‘Life on Mars’ (1973) features clear D-wards action and offers fine examples of <flat>VII slotted in place of V. In C major (actual pitch), B<flat> chords replace G in cadential positions (‘as they ask her to focus on ...’), though G is surprisingly offered in place of the tonic C with a great rhetorical force that draws attention to itself. The D-wards chromatic chord descent of E<natural>→E<flat>→D→D minor prefigures ‘Sleeping Pills’ perfectly although it then backtracks to A minor →C minor (‘with the freakiest show’). The self-reflexive ‘Ashes to Ashes’ (1980, Scary Monsters) carefully balances its fluctuating momenta around its central pure SDT core of F→G→C→A minor (‘Ashes to Ashes, funk to funky. You know Major’s a junkie’). A particularly Suedesque song is the title-track of Aladdin Sane (1973) whose chord sequences in both the verse and chorus move in whole-tone steps: B5 and Asus2 (actual key) in the verse; G minor →F→G minor →A→G in the chorus. With this comes a major/minor ambiguity that became so characteristic of Suede. Because these whole-tone chords ascend and descend in equal measure there is little functional energy which becomes one of the most ambiguous characteristics of the song. Like The Smiths, the other Bowie examples suggest to me that the functionality of Bowie’s chromatic motion is carefully designed to comment on the lyrical content he expresses; the lack of direction in ‘Aladdin Sane’ accompanies the unanswered question ‘Who will love Aladdin Sane?’ [20:  Dec 10 2010, posted by Translucent <http://forum.suede.co.uk/read.php?3,9891> [Accessed 03/2015]] 

The foregoing ideas skim a small pebble across a huge pond. While the underpinning theory might come from the ‘classical’ repertoire (of Bartók, Stravinsky and Skryabin), I have tried to undertake this research as sensitively as possible to the genres and sub-genres with which this modern ‘Indie’ band associates. My statistical data only gently nods towards objectivity (we take from statistics what we need); I have tried to celebrate the dialogue between concrete data and the subjective experience of listening and analysing. Neither must we forget that the Lendvaian premise that my functional reading is built on, is hotly contended; other theorists of tonal function hear T–S–D in different intervals of substitution.[endnoteRef:21] Nevertheless, I hope that my own hearing of these works, in dialogue with their complex and changing cultural contexts, underlines procedures of chordal composition that have much to offer to theorists, analysts, writers, critical theorists, and composers. [21:  In his seminal analysis of Schubert’s B<flat> sonata, D. 960, Cohn proposes that chords related by major thirds, and which form hexatonic cycles, are functionally alike (Cohn 1999). Steven Rings proposes that ‘Weitzmann regions’ are similarly related (Rings 2011, p. 491): three Weitzmann regions, containing G<flat>, C<flat>, and D<flat>, are labelled T, S, and D in a manner analogous to Cohn’s hexatonic systems.] 
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