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Figure 1. Expressive oppositions in Joni Mitchell’s music
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Example 1. Joni Mitchell, “Blue” (Blue, 1971)

Bm: vi

D/EE

Gmaj7 E9sus E

A/B

A/B

Bm7

Songs are like tat-toos.YouknowI've been to sea be-fore.

(B Dorian)

D:1

#
"

-

4>

O
O

—T ©

~—————

O

3 e
Bm: i

E/A

A/B

Bm7

D/E

(1)
way.

T 9 9 *

#

N—

a

sail

Or let me

Crown and an-chor me

(B Dorian)

ijuiij

#
"

e

)
M OO0

D: V9 (maj7)

Bm: VII



Emergent narrative

“Acid, booze, and ass; Needles, guns, and grass; Lots of laughs...”
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“Everybody’s saying that hell’s the hippest way to go; Well I don’t think so...’
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Example 2. Joni Mitchell, “River” (Blue, 1971)

a. Final verse
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“It’s coming on Christmas...” “l wish | had ariver...” “skate away...” Coda
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Example 3. Joni Mitchell, “Cold Blue Steel and Sweet Fire” (For the Roses, 1972)

a. Verse (0:09)
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Dual oppositions in the verse

“Cold blue steel”

“Sweet fire”

Outward subjectivity Interiority
The real world Shadow of Lady Release
Rhythmic groove Sensuality

Vocal follows highest note in guitar
Centered on C (lowest guitar string)
Drones on low C and high D

Vocal follows lowest note in guitar
Centered on G (upper guitar strings)
Open fifth “power chords”

Subdominant Tonic
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b. Chorus (0.44)
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Example 4. Joni Mitchell, “Down to You” (Court and Spark, 1974)
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Formal outline
Intro E
0:33 Verse 1 D (major pentatonic) Everything comes and goes

1:19 “The pickup station” D (minor pentatonic) You go down to the pick-up station

2:00 Verse 2 D (major pentatonic) In the morning... Love is gone!
2:30 Orchestral interlude C

4:37 Verse 3 D Everything comes and goes
5:10 Ending E It all comes down to you.




Example 5. Joni Mitchell, “Paprika Plains” (Don Juan’s Restless Daughter,
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d. Part 3 (bass enters)
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e. Final chord with bass solo %
Piano

Sop. Sax
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Canonic string texture. Bass solo: a final gesture of independence.

Final emergence of root-position tonic.



Example 6. Joni Mitchell, “Amelia” (Hejira, 1976). Guitar reduction

Intro

B> F B» F C Dm C/E

F Bb2/F

Ascending trajectory 1

c 5 5 5
G 5 5 5
= P 1--33 5 —5-——6———5-——6--5 1-——_3 5———5 5
o] p— Y S 5-—ee5-—u5---5 2 4 5-—--5 5
G b 0 7
o] p— Y P 5-—-—5-—-5---5 0 2 4 5-——-5 5
Verse
I was driving across the burning desert... When I spotted six jet planes...
G B’ EP2/G BP C
—
(o) 7" | ~£ .
2 g8 2 |
=8 | = | |
° e Y 2
+3 parallel shift
c|--7 7 7 10 10 10
G 7 7 10 10
E|--7 8 7 10 11 10
c|--7 7 7 10 10 10
G 9 12
c|--7 7 10 10 0-—-—-
Leaving six white vapor trails across the bleak terrain.
Am Bm G C2/E C
9 -
p A o — =

+2
c 7 7
G 7
E|--8 10 7 8 0
c|--9 11 7 7 0
G|--9 11 9
c|--9 11 7
1t was the hexagram of the heavens, it was the strings of my guitar. Amelia, it was just a false alarm.
C E5 Bm Am F Bb2/F F
0 ~ 1y P
P’ A I o I P N P I . O I n
© o LeJ o 2 -, — hod
g O "’// ~e___- \i_—/,v\_‘v S < o O
I 2 2
V  Descending trajectory 1
c 5 5
G|--0 5 5
E|--0 10 8 7 5-—--5 6 5
c|--0 4 11 9 9 7 5----5 5 5
G 4 11 9 7 5
c|--0 4 11 9 9 7 5----5 5 5




Example 7. Joni Mitchell, “Both Sides Now”

Sounds a whole step higher than written
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Strings: Quiet ostinato Rows and floes of an - gel hair, and ice cream cas-tles in the air,

patterning continues —

c. Live performance at the Newport Folk Festival with Brandi Carlisle (2022)
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(with piano) Rows and floes of an-gel hair, and ice cream cas-tles in the air, _



Example 7. Joni Mitchell, “Both Sides Now”

c. Live performance at the Newport Folk Festival with Brandi Carlisle (2022)
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