LESSON 7
A MYSTERY! ALL THE THINGS YOU ARE
I would like to share with you now a mysterious number of coincidences I have discovered in connection with the song, All The Things You Are, by Jerome Kern (1939).  For this discussion, and the following analyses, refer to Ex. 1 at the end of this lesson.

  We saw in the last lesson how the 3rd of the chord often occurred in the melody.  Here is an analysis of the successive melody tones in 4-bar segments, showing the role of the melodic note, as a member of the chord of the moment (melodic role).  The preponderance of thirds is striking:
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I have added up the time-value represented by the third in the melody, and got 86 + 2/3 beats.  Remember, as I discuss elsewhere (“Tunes, Tones, and Tension”}, the ‘flavor’ of the third is sweet, lyrical, and pleasingly interesting.  Considering the total of beats (144) in the piece, and the percentage of time devoted to the third in the melody (60%+), it is not surprising that most find this piece very pleasant. 

As it turns out, the number “3” turns up in many other interesting ways.

Consider for example, the succession of keys visited in the course of 36 measures:



BARS


KEY


RELATION



1-5


Ab


Main key




6-8


C


3rd up



9-13


Eb


m3rd up



14-20


G


3rd up


21-23


E


3rd down


24


C (w.t.) or Fm

3rd down



25-29


Ab


3rd down




30


Cb


m3rd up



31-32


Bb


m2nd down



33-36


Ab


2nd down

Other interesting relationships are present.  The total number of measures in the piece is unusual: 36.  Most standards from this era contain 32 measures.  “36” is made up of a 3 and a 6.  Added the numbers give 9 (the cupe of 3).  Subtracted, the numbers also give 3.  36 can also be represented as the square of 3 plus the cube of 3: (9 + 27 = 36).  
Notice also the title: “All The Things You Are,” containing 18 letters: 3 + 3 + 6 + 3 + 3!  And 1 + 8 = 9…

And, by the way, the song was listed as copyrighted in 1939…

Enough numerology!  Perhaps you can discover other relationships involving the number ‘3’ in this composition.  
Let us now consider a few more relationships which may have played a role in making this tune creative, and popular.  
A most curious happening occurs in the measure just preceding the return of the A section after the bridge—typically the most poignant harmony of a piece in the AABA form  Here the chord C7+, consisting of C-E-G#-Bb, brings off a little miracle in its short duration of 4 beats.  At this point we have been in the key of E and need to return to Ab, seven steps away following the flow of the circle of fifths.  A modulation that distant is difficult to bring about in several bars, much less in four beats with one chord!! Kern chooses a chord from the whole tone scale, which is known for its lack of a sense of tonic.  The chord contains two notes from the key of E (E & G#) and two from the key of Ab (C & Bb).  Thus equal numbers of notes from each of our keys are present in a chord which itself leads by 5th to the first chord of the new key (Fm7).  That the G# of the chord is enharmonically Ab, our tonic, and also the first melody note of the new key, helps cement the feeling of correctness once we have entered bar 25.  
Another analytical possibility for this chord, is as a member of the key of Fminor, since all of its note content are members of that key.  C (fifth), E (raised seventh), G# (enharmonically Ab, third of the key), and Bb (fourth).  This analysis portrays the C+7 chord as the dominant 7th, with augmented 5th, leading to a tonic, which here, is altered to a tonic seventh chord, this time with lowered (natural) seventh.  Simultaneously this Fm7 chord is a member of the approaching key ( Ab), as a vi7 chord.  I prefer the “whole tone” analysis.

 Listen carefully to the harmonic tensions as you play from bar 21 to 29.  Do you feel that the modulation via C7+ is smooth and convincing?  
Unusual also is the pattern and duration of the keys visited.  Typically, key area durations are of 2 or 4 measures in length.  In “All The Things You Are,” this tendency is avoided, until the final 6 measures of the piece.  The table below lists the durations of keys visited: :




Key


Duration



`
Ab


5 bars





C


3 bars





Eb


5 bars





G


7 bars




E


3 bars





C whole tone

1 bar





Ab


5 bars





Cb


1 bar





Bb


2 bars





Ab  


4 bars

This highly unusual pattern of key changes and durations is an extremely unusual  occurrence in this type of music, as far as I can ascertain.  Notice, moreover, the first four keys represented: Ab – C – Eb – G.  This combination of tones spells an Abmaj7—our tonic dead chord!

Study of the melody reveals a surprising, but creative simplicity.  In the A section, aside from an occasional lonely higher note (represented here with an “*”), the melody itself descends by steps, each ‘level’ lasting for two measures:  Ab * Ab - G * G - F * F – E – Eb * Eb – D * D – C * C – B..  
After the leaping pickups into the bridge, the melody once again outlines a descending series of steps: D – C * C - B * B – A * A - G#, interspersed with distant, this time lower, tones at the indicated “*.”   Indeed an unusual and yet consistent methodology, yet employed differently in the B section than the A section: lower instead of higher.  
An analysis of the harmonies in the piece, and the harmonic connections as well, reveals once again surprising simplicity.  The chords themselves, with a single exception, are minor sevenths, sevenths, or major sevenths.  The exception is our earlier discussed “mystic” chord, the augmented 7 (whole tone related) chord.  Of these chords 21 are live chords, and 9 are dead chords. 

{I should here note that my research was unable to find agreement among publishers on the harmonic progression of this piece.  I have chosen a solution often employed by jazz musicians.)
The harmonic connections—in all, 21 of them—involve 20 by fifth, .and 1 by half step.  (Recall that I do not consider a movement from a dead chord to the following chord as a connection).
An analysis of the location and duration of dead chords in All The Things You Are, reveals anything but simplicity or predictability.  The following table summarizes this information:



Dead Chord Measure(s)


Duration




4





1




5





1




7-8





2



12





1

13





1



15-16





2

19-20





2

23





1

28





1

29





1

35-36





2

Note that there is no simple recurring pattern of  positioning of  dead chords: some are in even-numbered bars, others in odd-numbered bars.  Likewise as regards duration: some last a single measure, others two measures.

Finally, a word about the melodic rhythmic content.  Here we find a wealth of variety, as indicated in the table below:


Note Value


Instances

Accumulative Time (Beats)

Eighth



4



2

Quarter


59



59


Quarter Note Triplets

1



2

Dotted Quarter

2



3


Half



4



8


Dotted Half


8



24


Whole



3



12


Whole + Quarter

2



10



Whole + Whole

3



24









       ----------









           144 (= 36 measures)

Compare this solution to our earlier analysis of “Blue Moon,” (Rodgers & Hart, 1934).
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Ex. 1.  All The Things You Are

Melodic Role in pink; Tonalities in Red; Horizontal arrow = live chord tension; Vertical arrow = dead chord; 5 = mvt . by 5th down; ½ = mvt. by half step down
