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Wonder Tales: Wonder 

(Color: Orange)  

 

“Wonder Tales” is the third stage in the journey. In it, the narrator utters full sentences 

and creates concepts about her own being for the first time. In other words, she starts to become 

self-aware. This self-awareness is induced by the desire to alleviate her pain. In “Wonder Tales,” 

the narrator starts to wonder: “Perhaps there is another reality out there through which I will be 

able to escape and leave the pain behind.” As she begins this process of self-inquiry, however, 

she comes to find that the reality of this stage is even more burdensome than the emotional pain 

she experienced in “Hush Velvet Kitty.” Reality is a claw that strips, pulls, peels! As she begins 

a dialogue with herself, the narrator is confronted—for the first time—with her distorted image 

of that self. Thus, the fracturing of the self becomes all the more apparent in this phase of the 

journey.  

The voice persona enters this song in the key of B major and is accompanied only by the 

drums in the first verse, which play a very fast rhythm, adding a frenetic quality to the 

underlying emotional events, a sense of both urgency and anxiety. In this section, the narrator 

uses childlike lyrics: naïve, ambiguous vocal tones and simple diction. Through this we can 

deduce that the voice persona (melody) and the narrator are still in the process of finding 

common ground. Furthermore, the childlike lyrics, with their repetitive enunciation, intensify the 

feeling of urgency already expressed by the drums.  
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As the song progresses, the narrator calls out as if to a loved one, referring to this “other” 

as “baby doll.” On the surface, the words seem like those of a parent calling to its child. Then the 

self being addressed is told that she has been “left with no one to play with.” As the narrator 

continues to the next lines, it becomes evident that the “parent” voice is yet another expression of 

the narrator. Thus there are two voices here: parent and child. This dialogue addresses the 

narrator’s longing for love, as if love alone will give her permission to feel at home in the world. 

This longing (“Why won’t you love me? / Won’t you love me? / Don’t you love me?”) 

intensifies as the narrator moves through the narrative.  

In the second verse, the narrator switches again to the child voice and utters, “Mama,” as 

if addressing her mother. “My face is just like yours,” she says, openly voicing her astonishment, 

asking why Mama would not love her when they are just like each other. The sense of utter 

disbelief grows rapidly, accelerating her longing. At this point, the narrator’s vocalizations are 

joined by an additional instrument, a guitar playing an A major chord, followed by a B-flat. 

However, the melody here, instead of being just a B major tonality, is a B major scale 

superimposed over an A major chord, making copious use of the harmonically rich sharp 

eleventh scale degrees. Desperate and confused, the “child” starts looking to the outside world 

for clues, comparing herself to imaginary “others” (“Why am I left out?”). In doing so, she tries 

to make sense of her need to belong. In the next lines, she convinces herself that she must the 

right to be loved, saying, “I promise I’ll be good.” This is the point where the narrator turns away 

from herself. Sycophancy becomes yet a new form of self-denial and self-betrayal.  
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As the narrator begins the second chorus, this fracturing of her self begins to leads her 

toward a state of wonder. It is at this point in the journey—the wonder stage—that the narrator 

begins to ask questions. This state of questioning is reinstated by the guitar accompaniment, 

which changes to the C-sharp minor tonality, enhancing the emotional ambiguity expressed in 

the vocal melody, in which the narrator struggles to identify herself and doubts her ability to 

belong7.  Once again, the musical components amplify the sense of disorientation and 

amazement. When the narrator arrives at the last verse, the narrative shifts dramatically. It is as if 

the narrator has suddenly habituated to the uncertainty, and has accepted her lack of love as the 

true order of things. Now, the self-personified child takes on the role of the parent again, only 

this time, the parent is no longer gentle. Rather, the “parent” takes on a scolding, beguiling tone: 

“Lying to my soul / Will you be my plaything?” All the child wanted was a playmate—now she 

will become a plaything. Changing course, the parental voice backtracks, saying, “Trying not to 

hurt you,” followed by, “Don’t you know I love you?” Throughout this stage of the song, the two 

narrative voices interact while the voice persona makes itself known through an ambiguous 

melodic structure and a sense of looming darkness. This foreboding increases in the last verse 

when the narrator begins to physically spin around and around. Musically, this act of spinning is 

underlined by an acceleration in the tempo of the drums, creating a sense annihilation, as if the 

narrator were trying to spin herself away. It is with the act of spinning that she enters the 

darkness and starts to embrace the shadows.  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
7 C-sharp minor can be diatonic to the key of A major as well as to the key of B major. C-sharp minor is 
the diatonic to the key of A major as well as to the key of B major. C-sharp minor is the diatonic chord 
built on the third scale degree of A major. C-sharp minor is also the diatonic chord built on the second 
scale degree of B major. In this way, the ambiguity of the key center of the vocal melody is enhanced. 
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 According to Zhang (2016), the lyrical content, melodic structure, and the chords come 

together to bring about an overwhelming sense of confusion in this song. The lyrical content is 

built around a set of questions, which at first glance suggest a childlike curiosity. But as the story 

unfolds, and the narrator enters the chorus, the nature of these questions becomes clearer. It is 

when the speaker utters, “Why don’t you love me?” and “Am I pretty? ” that we see the 

narrator’s questions are not so innocent and are, rather, desperate cries for affirmation. The 

almost gullible sense of curiosity quickly devolves into a desperate need to understand atrocity of 

her situation. The narrator’s disorientation is further compounded by the fact that this is the first 

song in the album with more extensive lyrical content. However, there are no substantial road 

signs or explanations as to the true cause of her confusion.  

Amplifying the relentless confusion are the musical components. The voice persona steps 

into the first verse in a tone partially resembling B major. As it moves on to the chorus, the 

music abruptly changes; the B major turns into what appears to be a G minor. However, this does 

not last for long, as soon enough the music comes right back to B major (Zhang, 2016). The lack 

of consistency encompassing the melodic contours and structural framework of “Wonder Tales” 

signify a deep sense of disassociation. The harmonic structure is not much better off. At this 

phase of the story, the harmonic content is divided into three varying sets. At first, there are no 

chords apart from drum ostinato; the second section becomes an A major shuttle, and the third 

finds its center on C-sharp. As stated before, the A major shuttle consists of two chords: one on 

A and the second on B-flat. However, since not all notes are present, it could be quite 

unsatisfying to simply identify the above as the B-flat harmony. Hence, I agree with Xieyi Zhang 

(2016): Since not all notes are present, what we have instead is B-flat, C-sharp, D-sharp, and E 
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which conform to the chord listed in the transcription. In Zhang’s view, the labeling of these 

notes asks a reasonable question: “What is this [chord]?” Ironically, this question becomes an 

answer in a song where questions are a major theme. Moreover, in Zhang’s view (2016), these 

chords should remain unmarked, and should remain a disorienting outgrowth of the A major 

harmony. In doing so, the musical narrative aligns with the lyrical narrative. Both ask: “Why is 

this?” and “What is this?” As stated above, the overall tonal ambiguity in the vocal melody and 

the chords resemble a state of disorientation, which emerge from the inner fragmentation of the 

self.  Yet, it is ultimately with and through these questions that confusion transforms into 

wonder. 
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