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Abstract and Keywords 

Literary and linguistic prosody principles can provide a wealth of creative strategies 

within songwriting. Very often, these strategies are part of the songwriter’s innate, 

internal process of creation, or when consciously employed are so embedded in the 

work that they may not be immediately apparent to a listener. This research project 

attempts to shed light on some of the ways prosody impacts a final work, or body of 

work, guided by the primary research question: In what ways does literary and 

linguistic prosody inform songwriting? The vehicle for this inquiry has been my own 

songwriting practice; a driver has been my ongoing commitment as a musician of over 

30 years to continually hone my own songwriting skills and to understand the craft.  

Interpreting and reflecting on extensive literature on literary and linguistic prosody has 

assisted me to highlight the relevance of these areas to my practice. Early in the project 

I noted discussions about the duality of prosody and developed a personal maxim which 

has helped to shape this inquiry, that words make the music and music makes the words. 

Framed by an overarching constructivist worldview, the project adopts a mixed method 

research design to interrogate and test this maxim. Elements of this research design 

include artistic research, action research, interviews, participant observation and 

musical analysis.  

The quest to answer my primary, and subsequently identified secondary research 

questions, has generated a network of themes which I hope will make a contribution to 

the growing theory and understanding of prosody. More practically, I intend that a 

detailed analysis of songwriting and composing techniques will offer some guidelines 

and strategies for my students, and fellow singer-songwriter artists. Finally, I offer my 

own example of the application of prosody in the CD of original work created to 

accompany this exegesis. This research album titled Beginner’s Mind will, I hope, 

illustrate my final opinions and decisions reached by the work within the research 

project about the centrality of prosody in songwriting – in all its forms.  

 

Keywords  

Songwriting; Singer-songwriter; Music; Literary prosody; Linguistic prosody; Unity; 

Lyrics; Harmony; Melody; Rhythm; Performance; Production. 
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Chapter 1: Introduction 

  

About Me 

I am a New Zealand singer-songwriter and music educator with a contemporary 

performance and recording history of over thirty years. Throughout this time, I have 

been involved in ten commercial musical releases by either bands I have played in or 

as a solo musician. The musical genres I have worked within have broadly included 

folk, blues, country and rock. Alongside performing and releasing original music in 

New Zealand I also work in the music industry as a freelance events manager.  

In many ways the dual nature of my career – as a professional musician and as a music 

tutor, programme coordinator and manager – has informed this research project. I am 

interested in both music theory and practice, in the songwriting process and the finished 

work which stands on its own, away from the originating mind, entire and unbounded. 

What makes a song work; why are some songwriters’ creations so memorable; how do 

we hear echoes of elements in music which straddle genres and generations? How do I 

draw on what is known, and what can I discover to both inform my students and 

improve my own practice? Reflecting on these types of questions has led me to focus 

on the integral role of prosody. This exegesis begins, therefore, by introducing prosody 

as a concept, and a guiding principle in songwriting.  Following this discussion, the 

chapter then outlines the project methodology and exegesis structure. 

 

Setting the scene…  

Music is a tone of voice, the sound life uses to keep the living alive. They 

call us back many times a day from the brinks of torture – the holes of 

superstition. There never was a sound that was not music – there's no real 

trick of creating words to set to music – once you realize that the word is 

the music and the people are the song (Woody Guthrie, 1942) 

The legendary Woody Guthrie was a prolific singer-songwriter who reflected on his 

creative processes throughout his life. The above quotation is an example of Guthrie’s 

thoughts on music; his idea that the word is the music and the people are the song has 

been an inspiration for my own songwriting. Billy Bragg and Wilco also proclaim that 
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“the word is the music and the people are the song” in the liner notes for the album box 

set Mermaid Avenue: The Complete Sessions (Bragg & Wilco, 2012). The Mermaid 

Avenue albums are a collection of Guthrie lyrics set posthumously to music. Guthrie 

did not notate his songs nor was he able to record them, and so the original music for 

most of his oeuvre was lost (Frederick et al., 1999). That Bragg and Wilco re-

interpreted the original songs from the lyrics alone is testament not only to Guthrie’s 

talent, but signifies just how important these words are to the transmission of the music: 

these reinterpretations exemplify Guthrie’s attestation that the words are the music. 

The centrality of words to both Guthrie and the Mermaid Avenue album is important to 

me because they not only resonate with my creative practice as a singer-songwriter but 

also highlight my field of research, which is prosody. Personally and musically, I 

connect the notion that the word is the music and the people are the song to the subject 

of prosody. I relate the concept of the word is the music to setting lyrics to music and 

specifically syllable stress and matching strong syllables to strong musical beats. I think 

people are the song highlights how lyrics come alive through the act of singing.  

Woody Guthrie’s notion falls within the schema of literary and linguistic prosody. 

Literary prosody is an umbrella term that encompasses a number of subtopics relating 

to the creative composition of language for artistic purposes (Preminger, 1965), 

wherein concepts such as meter, rhythm and word stress (to name a few) can be defined, 

studied for expressive technique, and then applied to original work. Literary prosody 

determines how the word defines the music. Linguistic prosody on the other hand, is 

focused on pitch, volume, speed and rhythm of speech, which are elements that can be 

related to the act of performance – the ‘people who make the song’ in other words.  

Expanding on Guthrie’s original statement quoted earlier, as well as my research into 

prosody, I have constructed a songwriting aphorism that incorporates other songwriting 

elements such as melody, harmony, rhythm and performance. This personal maxim is: 

words make the music and music makes the words. This principle has developed over 

time and has become the basis for the primary research question informing this 

exegesis, the main topic of which is prosody and how it influences songwriting and 

directs my practice. This research project will therefore respond to the following 

primary research question: In what ways do literary and linguistic prosody inform 

songwriting? 
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As a singer-songwriter who is creating work and is also simultaneously unpacking 

prosody I’ve found it helpful to divide the topic into two sub-groups. Figure 1 below 

highlights how I relate to prosody and connect it to my songwriting:  

 

Figure 1. Prosody and songwriting. 

1. Words make 

the music 
Prosody: 
Writing from a title, matching stressed syllables to stressed 

beats, meter, song structure, rhyme and figurative language 
 

2. Music makes 

the words 
Prosody: 

Rhythm, melody, harmony and performance  

 

Prosody 

I was first introduced to the concept of prosody through attending Berklee Professor 

Pat Pattison’s songwriting weekend in Auckland, New Zealand in 2005 and since this 

time I have been researching and applying it within my practice. One main reason that 

I have continued with this approach – aside from the fact that I believe prosody has 

improved my songwriting – is that I have discovered that this term involves a myriad 

of definitions and crosses over a number of musical genres; this has kept my curiosity 

well and truly alive. In the research literature cited in this exegesis I have specifically 

explored prosody related to songwriting, poetics, linguistics, music theory, musicology, 

musical works and poetry. However the topic of prosody is broad and also touches on 

many other areas including for example, psychology, neuroscience, pragmatics and 

stylistics. Therefore where applicable, I will reference these other disciplines. 

 

Poetry and songwriting 

The recent edition of the Princeton Encyclopaedia of Poetry and Poetics (Greene, 

2012) defines prosody as “Originally the musical part of a song, “tune”; Later, the 

marking of accents; Lat. Accentus “song added to speech” (p.117). Similarly, 

Nooteboom (1997) writes that prosody comes from ancient Greek where it was used 

for a “song sung with instrumental music” and then in later times was used for the 

“science of versification” and the “laws of metre”. So generally speaking prosody 

refers to the song-like (or musical) aspects of speech and from the classical period of 
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ancient Greece onwards it has been applied to the metrical structure of poetic verse 

(Mannell, 2007). 

The study of the metrical structure of poetic verse can be found in Aristotle’s seminal 

work Poetics (Aristotle, trans. 1963), the earliest surviving work of dramatic theory 

and one of the first to expound literary theory. Aristotle’s writing is still relevant 

today and has been referenced by Pat Pattison in his book Writing Better Lyrics 

(2009). While some other contemporary songwriting textbooks do touch on the 

concept of prosody (for example, Braheny, 2006) it is Pattison’s work which positions 

literary prosody and the topics of metre, rhythm, rhyme, and stanza at the centre of 

contemporary songwriting practice. In this book Pattison devotes a chapter to a 

variety of practical applications of how prosody can be used within songwriting, 

grouped, as I see it, as either micro or macro applications. One micro example that he 

describes is ensuring the alignment of stressed syllables to stressed beats. A macro 

application of prosody, Pattison (2009) explains, is the idea of unity, and attributed to 

Aristotle in that: 

. . .  every great work of art contains the same feature: unity. Everything in the 

work belongs – it all works to support every other element. Another word for 

unity is prosody [emphasis added]. (p. 179)  

 

A powerful aspect of this is how Pattison then develops this idea of unity /prosody and 

links it to lyrical structure and compositional techniques within songwriting. This 

approach highlights Pattison’s background within poetry because in this discipline 

structure is critically employed to support and reinforce meaning. Because Pattison 

directly applies prosody techniques within contemporary songwriting (which then 

highlights how prosody influences music) I locate Writing Better Lyrics (2009) as an 

essential conceptual text, underpinning this research project. 

My research of prosody and its history from ancient Greece through to contemporary 

songwriting textbooks has highlighted how fundamental unity can be as an aesthetic 

criterion. However, historically speaking, the idea of unity has not always been 

explicitly combined with the term prosody. Unity, as understood by Aristotle and other 

great philosophers, developed into what became known as organic unity and this 

principle became important within certain movements of poetry, throughout the ages. 
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Organic unity is sometimes referred to as organicism and essentially it likens a poem 

or work of art to a living organism, and outlines that all the elements of a poem should 

make a necessary contribution to the unique being of an artistic whole (Manns, 2007). 

The principle of unity has also been used within music, the theory of music and musical 

critique. I can see quite clearly how Pattison, in a songwriting textbook, would liken 

prosody to unity. Essentially he is doing this because unity is a powerful approach to 

writing songs. Therefore, throughout this research project I will also define prosody in 

a macro sense as unity. 

Pattison’s work is relatively unique in that it concentrates solely on lyric writing, while 

other contemporary songwriting textbooks typically concentrate on musical aspects. 

Writing Music for Hit Songs by Jai Josefs (1989) is one such text which analyses 

popular song - specifically the music itself - for examples of prosody. What is very 

helpful in Josefs’ textbook is that it utilises popular chart songs and music, and also 

divides analysis into the areas of melody, harmony, lyrics and rhythm. This focus and 

logical approach to analysis means that Writing Music for Hit Songs is also important 

to this research project. Josefs’ book operates as a music theory manual that is 

informative and practical. Another invaluable contemporary music theory text in this 

area and one that I refer to often is Theory and Harmony (Wyatt & Schroeder, 1998).  

An additional text that relates specifically to this research project is The Poem’s 

Heartbeat (Corn, 2008). This book provides practical information on how prosody is 

applied purely within poetry. It assists my work greatly by adding background, 

relevance and depth to the topic from the specific viewpoint of poetry, as opposed to 

Pattison’s Writing Better Lyrics (2009), which is concerned with transferring prosody 

techniques into contemporary songwriting. Other works related to poetry which have 

supported my appreciation of this language use have included Heaney’s (2004) 

discussion of Yeats, and Sam Hunt’s (2009) reflections on his own artistic journey, 

juxtaposed with Rose et al.’s (2012) documentary about hunt’s poetry in performance.  

 

Poetics and linguistics 

Within the disciplines of poetry and linguistics there is an extensive history related to 

prosody (e.g. Pinsky, 1998). I quite like how an earlier edition of the The Princeton 

Encyclopaedia of Poetry and Poetics describes the term: 
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Prosody is the most general term in current use to refer to the elements and 

structures involved in the rhythmic or dynamic aspect of speech, and the study 

of these elements and structures as they occur in speech and language generally 

(linguistic prosody) or in the compositions of the literary arts (literary prosody). 

(Preminger, 1965, p. 668) 

The term ‘prosody’ as it is generally used within poetry (and as I have defined earlier 

in this chapter) is also known as versification which refers to “the act of composing 

verse, and covers such topics as the principles and practice of metre and rhythm, rhyme, 

stanza and by extension sound effects” (Fox, 1989, p. 81). This understanding has been 

used not only as a method for composition but also for the critical analysis field 

generally known as poetics. Within linguistics however, prosody is focused upon the 

pitch, volume, speed and rhythm of speech and these are collectively known as the 

prosodic features of language (Crystal, 2006). These prosodic features are also 

naturally utilised in singing and music. For example, a speaker can convey a serious 

message by using a lower speaking pitch and this is similar for vocalists as well. 

Linguistic prosody is important for this research project because it influences many 

aspects of songwriting, especially the areas of lyric, melody and performance. 

Essentially, then, literary and linguistic prosody are analytical approaches to language, 

one written (literary) and the other spoken (linguistic). From a linguistic viewpoint 

prosody analyses the tune and rhythm of speech and how these features contribute to 

meaning (Bernstein, 1976; Mannell, 2007). Prosody has and is continuing to inform 

many other disciplines such as linguistics, psychology and pragmatics. For example, 

specific academic literature within psychology (especially from the last twenty years) 

has researched the relationship between linguistic and musical rhythm as well as 

musical performance (Palmer & Hutchins, 2006). I will use certain sources from this 

literature to reinforce the discussion in the following chapter.  

  

Musical works  

An overarching aim for this research project has been for me to better understand and 

improve my songwriting skills. To this end the project has involved the writing, 

recording and commercial release of a new album of original material, drawing on the 

knowledge gained throughout the research process. This approach has enabled me to 
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fully explore and musically articulate my influences and creative drivers.  I view myself 

as a New Zealand singer-songwriter who creates a mix of folk, blues, country and rock 

music; therefore, the project album evolving from the research naturally contains 

musical conventions common to these styles. Similar to many other musicians, I am, as 

Frith (1998) notes in Performing Rites, “ensnared in a web of genre expectation” (p. 

94). The expectation of authenticity is highly important to the genres that I write and 

perform within, so I believe that my recordings for this project contain many examples 

of this. However in musicology since the 1990s, the idea of authenticity has been 

debated by many authors including, for example, Allan Moore (2003; 2012; 2016), 

Beard and Gloag (2005), Frith and Goodwin (1990) and Richard Middleton (1990). 

Within this project and also considering myself and my songwriting practice I think 

sincerity is probably more accurate than authenticity. Therefore I consider that 

sincerity, in relation to words make the music, influences the prosody in such areas as 

lyric topic, musical structure and figurative language. Lyrics within the folk and country 

genres can be expected to be simple and direct (Shuker, 2002). I believe that sincerity 

in relation to music makes the words means that the project album contains acoustic 

instruments and also improvisational one take recordings as per an approach expected 

of folk/blues musicians (Alexander, 2014; Shuker, 2002). The macro idea of unity as I 

apply it to my songwriting and this research project incorporates genre and conventions. 

Therefore the songwriting element of performance can be broadened, as in the project 

album, to include genre expectations and their associated conventions. 

Musical works by popular singer-songwriters and artists within the folk, blues, country 

and rock genres are therefore an important part of the literature review (e.g. King, 1989; 

Rush, 1976; Young, 1976).  Being a curious musician (and in a quest to improve), I 

have gravitated towards the analysis of particular songs that I enjoy. I believe that this 

has not only improved my personal understanding of the craft of songwriting, but has 

also been the basis for my continuing education and provides a practical avenue for me 

to teach others. A few artists whose work I have analysed in depth include the 

songwriters Bob Dylan and Declan O’Rourke and the blues guitarist Albert King. In 

Chapter 2 I specifically detail the song Political World by Bob Dylan (1989) to 

highlight meter. Albert King is an influence particularly on my guitar playing and I also 

discuss this in relation to performance in the following chapter. My master’s research 

into prosody involved musical analysis of the Declan O’Rourke (2004) song Galileo.  
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Others’ musical works are also important to me because they will assist this project to 

answer the primary research question and sub-questions. As a researcher I seek to 

identify specific songwriting examples of literary and linguistic prosody within musical 

works. These examples can then be used within this project in a number of ways. 

Specific musical works can inspire my own songwriting; they can verify popular 

songwriting principles; they help to explain subjective concepts such as unity; and they 

can situate my practice within certain musical genres.   

Sub-research questions that are related to this project, that build from the primary 

research question and that are connected to the relevant literature are: 

• How does the concept ‘words make the music and music makes the words’ 

frame and realise my artistic practice as a singer-songwriter?   

• What is my definition of prosody as I use it within my songwriting practice?  

There are various definitions of prosody as it is used in a variety of literature. Does 

Guthrie’s the word is the music and the people are the song provide an authentic 

starting point that suits my artistic practice?  

• In what ways can prosody be used in my songwriting?  

When can prosody be used to enhance the emotion and meaning within a song? Are 

there specific applications across areas such as melody, harmony, rhythm, lyrics and 

performance? How does this apply to the singer-songwriter, or the folk and blues 

genres?    

• In what ways can musical formats be used to influence and develop the lyrical 

forms in my songwriting?  

Are there identifiable gains from using prosody within songwriting? Does prosody 

assist my songwriting practice by providing a constructive framework for expression? 

Does prosody provide me with new songwriting tools?   

• ‘Unity’ is a key concept for my practice. How can this be evidenced in my 

songwriting portfolio?   

Regarding prosody and related literature, I have created a ‘literature map’ (Figure 2) in 

order to review what has been covered so far.  
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An artistic research methodology frames the primary research. In The Routledge 

Companion to Research in the Arts (Biggs & Karlsson, 2010) I am inspired by the 

chapter by Henk Borgdorff (2010), who writes:  

We can justifiably speak of artistic research (‘research in the arts’) when that 

artistic practice is not only the result of the research, but also its methodological 

vehicle, when the research unfolds in and through the acts of creating and 

performing. (p. 46) 

As a musician with a long history of involvement with original compositions, my 

experiences align with Borgdorff’s description. I have learnt a great deal from being ‘in 

the moment’ of creating and performing. My constructivist worldview points towards 

research of a qualitative nature and generally implies an open-ended investigation 

where emergent methods are employed and where attention is focused upon analysis of 

the various resulting texts. Throughout this project I follow the above process, and 

apply a variety of qualitative approaches as adapted from Creswell (2014), including: 

• Positioning myself as both the researcher and the researched, 

• Focusing upon a single concept, 

• Using personal values within the project, 

• Validating accuracy of findings, 

• Making interpretations of the data, 

• Creating an agenda for change, 

• Collaborating with participants. 

A reflexive narrative offers an ideal method to respond to aspects of the research design 

because many of my songs are about personal issues, and the first-person perspective 

is a hallmark of the singer-songwriter genre that I place myself within.  

One aim of this research project is to better understand and improve my songwriting 

skills; therefore as mentioned previously, this project has involved the writing, 

recording and commercial release of a new album of original material. It is a 

collaborative creative project in which I worked with other musicians and recording 

personnel, informed by my continuing artistic research into prosody and allowing this 

to connect with my songwriting practice.  Analysis of data and reflections on the 
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creative process continue throughout these aspects of the study; in later chapters the 

overall project is examined accordingly for findings. A major element of this analysis 

is to identify prosody in action within the recorded music itself and interpretation covers 

areas including performance, melody, harmony, lyrics and rhythm. A central focus here 

is on identifying unity within specific songs as well as considering genre and 

conventions. Drawing on these observations and discoveries, I frame answers to 

research questions by comparing and triangulating the data arising from the research 

framework, as per the artistic research process. I also draw on the four identified 

research methods of ethnography, autoethnography, musical analysis and action 

research, which are now detailed in turn. 

Interviews and participant observation are tools from the ethnography method and are 

used to explore how my songwriting approach frames and realises my artistic practice 

as a singer-songwriter. A total of five participants have been key contributors 

throughout the research project. The technique of ‘member checking’ was employed, 

where these participants, the project musicians and recording engineer, had the 

opportunity to comment on my early findings, and their own involvement. Then more 

formally, one-to-one interviews were conducted once the album project was completed. 

Participants were asked to, for example, reflect on ‘how the lyrical content of the 

recording project interacts with the music?’ (see Appendix A for a copy of the research 

information package which contains example participant questions 1 ). While key 

questions were used as a starting point, the approach is intentionally open-ended to 

allow for unexpected views and opinions.  

Autoethnography is a second methodological focus for this research project because 

my songwriting and practice are front and centre. Additionally, I am interpreting and 

analysing not only my work but also the wider environment of songwriting and 

songwriting practice. These two facets of my research match the essential tenets of 

autoethnography. Chang (2008) categorises autoethnography into three forms, 

descriptive/self-affirmative, analytical/interpretive and/or confessional/self-critical 

(p.39). I recognise that my autoethnography research covers all of these forms but 

especially fits into the analytical/interpretive form. Chapters 4 and 5 of this thesis are 

very much analytical and flow within the autoethnography method. 

                                                 
1 Ethical clearance has been obtained accordingly from the University’s Office for Research. Database 

protocol number: QCM/03/15/HREC. 
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Completed recordings are analysed for examples of prosody within five general areas 

including melody, rhythm, harmony, lyrics and performance. Within these areas, 

musical analysis is focused upon more fine-grained detail at the individual song level, 

for example melodic contour, scale choice and note emphasis with melody; tempo and 

time signature with rhythm; chord progressions and song structure with harmony; stress 

templates, figurative language, rhyme with lyrics; instrumentation, production, vocal 

delivery and genre with performance (see Appendix B for an example of song analysis). 

This elemental part-by-part musical analysis as undertaken in this project is a common 

approach and Ian Bent’s entry ‘Analysis’ in the New Grove Dictionary of Music and 

Musicians (Dyer & Sadie, 1983) defines analysis as, “The resolution of a musical 

structure into relatively simpler constituent elements, and the investigation of the 

functions of those elements within that structure” (p.340). 

While this is primarily an artistic research project, action research is the process that 

underpins it.  Valsa Koshy (2005) describes how “…the purpose of action research is 

to learn through action leading to personal or professional development” (p.3). The 

action research process described here includes an ongoing series of self-reflective 

steps: as a songwriter with prior experience I realise that a lot of personal learning has 

been achieved in this way. There is a saying in professional songwriting circles that 

‘songwriting is re-writing’. Likewise, action research and its continuous progression of 

plan, act, observe, reflect, and revise (Koshy, 2005) has provided an essential 

investigation method for this project. 

The mixed method research design for this research project comprising of an artistic 

research framework, and the research methods of ethnography, autoethnography, 

musical analysis and action research brings together a variety of information. This 

information, gathered from a range of sources, will enable me to attempt to answer the 

primary and sub-questions of this project. The information drawn from this research 

project is evidence from which I believe valid final conclusions can be reached.   

 

Exegesis structure 

This research exegesis is divided into two volumes. Volume I consists of six chapters, 

commencing with this chapter. The next chapter contains a literature review which is 

intended to both frame and expound on my creative songwriting practice. It details the 
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relevant literature as related to prosody that has informed my songwriting practice. 

Songwriting techniques are explained under the headings of words make the music and 

music makes the words, reflecting my songwriting approach. The third chapter explains 

the necessary methodological framework that is appropriate for answering the primary 

and secondary research questions. It is followed by the findings in Chapter 4 which 

presents the data from interviews and reflection. This chapter presents the findings of 

the coding of this research data and identifies important thematic networks. Chapter 5 

focuses upon artistic research and musical analysis: in answering the research questions 

it also provides further findings. A concluding Chapter 6 draws the research together. 

The Appendix section contains the research information package, an example of 

musical and prosodic analysis, participant interviews, reflective writing (1), reflective 

writing (2) and meeting notes, lyric sheets and chord charts. It is important to note that 

further material which relates to this project aside from the appendix, is available. This 

material includes home demo audio recordings, project album rough mixes, thematic 

coding documentation and hardcopy lyric sheet overdub notes. Volume II of this 

exegesis comprises a research project album output: a CD of original of work, titled 

Beginner’s Mind.   

 

Conclusion 

I am a curious and passionate musician and this research project has provided an 

excellent opportunity for me to explore how prosody informs songwriting and to 

improve my songwriting skills. I also hope that this research project will be of value to 

my songwriting students and other singer-songwriters who might be curious about how 

to utilise prosody within their creative practice.  This research project has the potential 

to expand the use of prosody within contemporary songwriting circles, including the 

context of my own work as a music educator. Songs either written by myself or other 

musicians are a central part of my life experience and I enjoy songwriting because it 

generates meaning in my life. Ultimately songs are an inspiration. I also enjoy teaching 

this subject, so a natural extension for me has always been to gain greater skills and 

confidence in this area. I hope that this project will make a small but useful contribution 

to both the theory, and practice of prosody in songwriting. 
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Chapter 2: Literature Informing My Practice 

 

This chapter reflects on the literature related to prosody and songwriting to describe the 

various elements that frame my creative practice. The chapter provides an essential 

background for this research project and forms the framework within which the primary 

and sub-research questions will be addressed. As a singer-songwriter and music 

educator who is interested in the craft of songwriting, I have developed a range of 

approaches within my practice. They have accumulated over time, experience, trial and 

error and importantly, concerted study of what others have written about songwriting. 

The songwriting techniques that are explained within this chapter are segmented under 

the headings of words make the music and music makes the words, reflecting my 

personal songwriting approach. This chapter, therefore, investigates the relevant 

literature that both develops and supports my songwriting practice, as well as noting 

the wider impact of literary and linguistic prosody on the creative process. Consistent 

with artistic research methodology, it is not a traditional literature review in the purely 

academic sense, but rather a deliberate attempt to link theory to my practice, and show 

how the two are interwoven – in this exegesis, and in the project album.  The focus of 

this literature review is therefore my songwriting practice, framed within and supported 

by relevant literature. 

 

Songwriting approach: Words make the music 

A song can be defined as words and music (Davis, 1988); within popular music, words 

are written to be sung and can be referred to as lyrics. Various authors define and 

categorise lyrical techniques using a range of frameworks (e.g. Brewster, 2009; Pence, 

2012; Wennerstrom, 2001). From these, six important lyrical approaches that can be 

linked to prosody and which I utilise within my practice are: writing from a title; 

matching stressed syllables to stressed beats; meter; song structure; rhyme; and 

figurative language. I will now look at how each of these areas are discussed in the 

relevant literature, and how they inform my own practice. 
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Writing from a title 

The concept of writing a song from a title assists my process in a couple of important 

ways; firstly it is a highly productive approach to quickly generating song topics and 

ideas. Writing from a title is a very logical approach to songwriting because a popular 

song title is generally utilised as the central theme or topic of what a song is about 

(Blume, 2004). One way to think about this is to imagine building a house. Constructing 

a house from the foundation level and then moving up to the main structure ensures a 

solid build. It would not make sense to start building a house from the second story 

balcony. That kind of house is problematic from the beginning. Writing a song without 

a title first, without specifically knowing the central theme or topic of what the song is 

about can be similarly unproductive. It is no accident, then, that writing from a title is 

an approach utilised not only by accomplished writers but also in some well-known 

commercial songwriting environments including Nashville. Pattison (2009) recounts 

how, in the Nashville songwriting community where co-writing is very common, a 

general practice is for writers to continually collect song titles. Then when they get 

together to create a song, the first thing they do is to read out their titles and see which 

(if any) title sparks one another's imagination. Mark Simos (2014) in Songwriting 

Strategies likens song titles to ‘song seeds’ which he describes as simply small ideas 

that can be grown into fully completed songs.  

In my practice I often write songs from a title and find that this technique is not only 

logical and inspirational but also easy to incorporate into everyday life. This connects 

with the popular aspect of song and reflects how many lyrics are conversational and 

align to everyday human activities and conditions (Braheny, 2006).  

A second way that writing from a title is important within my artistic practice is that (in 

most cases) a word or phrase which comprises a song title will also very likely be 

included within the lyrics and therefore be sung within a song. This then highlights how 

lyrics, aside from containing semantic meaning (i.e. song titles containing lyrical 

themes), also convey meaning through linguistic aspects such as pitch, volume, speed, 

stress and rhythm (Pattison, 2009). The topic of linguistic prosody utilises the term 

suprasegmentals to describe the pitch, loudness and duration of language and analyses 

how these components produce coherence, make distinctions, frame information and 

highlight emotion in speech (Greene, 2012). As a songwriter, being aware of the 
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possibilities of the pitch, volume, speed, stress and rhythm of a song title enhances the 

performance of original material. 

Once I have created a song title, I can then set this title within a musical structure, 

ideally ensuring that the important words of the title are matched with the stressed beats 

of a musical bar or bars. This process can be followed without the use of a musical 

instrument by either thinking or talking the words while tapping out a beat. Such a 

process is at the heart of what is commonly referred to in songwriting circles as ‘setting 

lyrics to music’ (Webb, 1998), albeit the music at this stage is only rhythm and nothing 

else; these basic elements alone can create different types of meaning and emotion. This 

songwriting practice highlights that English is a stress-based language and that word 

stress within a sentence or song lyric will contribute to meaning. Mannell (2007), in his 

online article Introduction to Prosody: Theories and Models, defines prosody as, “…the 

study of the tune and rhythm of speech and how these features contribute to meaning.” 

He goes on to outline that pragmatics (which is a subfield of linguistics) examines the 

distinction between the literal meaning of a sentence and the meaning intended by the 

speaker. Prosody and more specifically word stress (among other suprasegmental 

features of speech) is utilised in pragmatics to discern the meaning of what is being 

spoken. Similarly for songwriters, the shifting of stress on specific words within a lyric 

can contribute to a completely different communication, and as noted by Blume (2004), 

also can create fresh rhythms. 

Following on from this, another songwriting approach which I use and which also links 

with writing from a title is front heavy and back heavy lyrics. Front and back heavy 

lyrics involve the placement of a lyric within in a musical bar. In 4/4 time the first beat 

of a bar is strongest, therefore any word from a lyric placed in this position will have 

greater prominence than any other word within that bar. Many songwriters will 

commonly think of a lyrical phrase as either on or off that first beat (or the count of  

one). The term used for lyrics on the one is front heavy and for lyrics off the one, it is 

back heavy. These terms also hint at the type of emotion generated by each possible 

lyrical setting. Front heavy phrasing sounds forceful and colours what is being sung 

/said as true. Back heavy phrasing, however, adds a hesitant flavour to any lyric 

(Pattison, 2009). Consider the following setting of a song title such as Always on my 

Mind. 
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Figure 3. Front heavy and back heavy lyrics.  

Lyric 

setting:  
Song title within a 2 bar 4/4 setting:  

Front heavy  1    +    2    +    3    +    4     +    1    +    2    +    3    +    4    +   
 

Al-     ways     on        my      mind  
Back heavy  1    +    2    +    3    +    4     +    1    +    2    +    3    +    4    +   

 

                      Al-ways on  my  mind  

 

The different options for setting a lyric and especially a song title rhythmically can 

immediately inspire further development. The beauty of this process is that the central 

idea of the song is being developed (the building foundations rather than the second-

floor balcony) with a very definite pulse, sound, placement or perhaps more accurately 

meter, which in turn creates meaning. From a song title I find I can then move forward 

to develop alternative song phases and /or sections, which either match the song title or 

oppose it. This then brings to attention another related songwriting technique, which is 

the idea of contrast.  

Songs are created to be listened to, and as listeners of music we are attracted to 

repetitive patterns, although we also enjoy variety or contrast, in contemporary 

songwriting parlance (Josefs, 1989). Once a central song title is mapped to a musical 

structure, I consider what has been created in relation to pulse, sound and placement 

(or meter) and then quite simply play at writing something different to what has already 

been created. In some cases this approach is effective enough to ensure a song is 

completed or at least close to completion. I can then move into other songwriting 

elements with a developed title section and an alternative contrasting section. The idea 

of contrast and how I use it within songwriting can be explained as swapping between 

different musical statements. While my personal use of contrast and swapping has 

developed over years of creative practice it is certainly not unique, and echoes some of 

the techniques advocated by songwriting theorists such as Frederick (2008) and 

Martineau (2008). 

In summary, writing from a title can generate a multitude of inspirational song ideas 

and as an approach can provide me with a logical and productive place to start. Once a 

song title has been created it can naturally lead to the compositional exercise of creating 

lyrics that are either front and/or back heavy. Using this technique can help me to ensure 
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that a song title is naturally wedded to a certain song structure, has placement within a 

rhythmic structure, and is woven into a song as a central idea and hook. Writing songs 

from a title highlights to me as a songwriter that the English language is a stress-based 

language, which aligns with the idea of literary and linguistic prosody. Writing from a 

title also involves, for me, the concept of contrasting sections. I can experiment with 

the pitch, volume, speed, stress and rhythm of a lyric, connecting with the sonic quality 

of the English language (Simos, 2014). That all of these elements are involved with 

writing from a title reinforces how beneficial this songwriting approach is for my 

practice, and why it is the focus of much discussion in the literature. 

 

Matching stressed syllables to stressed beats 

There are some common terms which are used in relation to both music and poetry 

although this crossing over of terminology can cause confusion. Prosody is one such 

term common to both disciplines, however its specific definition in music is a lot 

narrower than in poetry. In music, prosody relates specifically to the correct setting of 

words to music, or matching stressed syllables to stressed beats (Pattison, 2009). 

However, in poetry, the term prosody has wider applications. This difference is subtle 

but highly significant because it relates to the fundamental differences between poetry 

and music. In general, since the advent of the printing press poetry has been composed 

for the eye, whereas music has always been composed for the ear (Pattison, 1991). The 

words within a contemporary poem are all there is, black words on a white page 

(Maxwell, 2012), therefore a poet creates a poem’s rhythm from words alone. However, 

in music, words are placed within an existing rhythmic structure. A careful songwriter 

must be aware of not only musical rhythm but also the rhythm of words. This has been 

a very important development within my own songwriting practice.  

Matching stressed syllables to stressed beats ensures that important words within a lyric 

are naturally stressed and recognisable to a listener. Single syllable words are generally 

easy to set to music, for example a line such as, “The sun the rain the wind the moon” 

over two bars in 4/4 can be stressed as, “The sun the rain the wind the moon”. Sun, rain, 

wind and moon are the important words within the line therefore they can also be set to 

important beats within a musical bar. The stronger and important beats within a bar of 

4/4 are the one and three. Therefore this line can be called a four-stress line. Stress on 
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a word or words from a line of lyric can also be called the accent. The number of accents 

or stresses within a line is generally referred to as the meter of a line. Multi-syllabic 

words are more problematic for a songwriter (to match to stressed beats) and this is 

where knowledge of language and a finer ear for setting words is required. Mis-setting 

words to music is not wrong but it tends to undermine a lyric and deflates the possible 

power of a line or a song. Mis-setting words detracts from the message, the meaning of 

a song (Davis, 1988).  

In recent decades, academic research (most notably in the areas of linguistics, 

psychology and neuroscience) has closely examined the relationship between language 

and music. In this arena the term for the songwriting process of matching stressed 

syllables to stressed beats is called textsetting (Gordon et al., 2011). In one study brain 

mechanisms underlying the preference for metrical alignment was tested with 

electroencephalogram (EEG) technology. The findings from this study confirmed that 

well-aligned textsettings indeed assisted listeners to understand song lyrics. And it was 

found that this was because strong syllables were occurring on strong beats. The 

conclusion made from this study was that the results provided a tentative (scientific) 

explanation for the “…widespread tendency to align strong syllables and strong beats 

in songs” (Gordon et al., 2011, p.352). 

Meter is another very beneficial songwriting approach for my practice because lyrical 

lines in songs are generally always grouped together in sectional units such as choruses, 

verses and bridges. Any section of lyric within a song will contain a certain number of 

lines and a certain length of lines. In my practice once I am able to create single lines 

of a certain meter it is then easier for me to add them together to create structurally 

sound song sections. An excellent structure that works very well for songwriters and 

that I use often is ‘common meter’. In this form the contrast between alternate line 

lengths of four and three stresses goes a long way to hold a listener's attention. Listeners 

are always alert to patterns and, first and foremost, respond to rhythm (Stillman, 1966). 

Once a first lyric line is set with a definite meter then there is something to build from, 

and meter can be matched, or not. Two lines of lyric that are matched in meter generally 

sound stable (Pattison, 2009) or resolved. Alternatively, two lines of lyric that aren’t 

matched in meter tend to have a forward motion to them or can sound unstable or un-

resolved. Here is an example of each from the research album: 
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Figure 4. Common meter.  

Lyric meter: Two lyric lines within a 2 bar 4/4 setting: 
Stable and 

Resolved 
Ba-by boom-er Mums and Dads       4 stress 
Queu-ing by the con-cert gate           4 stress 

Unstable and  

Un-resolved 
Ba-by boom-er Mums and Dads       4 stress 
Queu-ing by the gate                         3 stress 

 

Meter 

According to Pattison (2009), the specific meter of a lyric line and lyric sections creates 

motion, and motion creates emotion. Meter in song will contribute to movement, which 

can either be slow, fast or static. In a sense lyrical meter of any structure, when 

combined with musical rhythm and harmony, creates a song. Patel (2010) in his book 

Music, Language and the Brain writes, “When words…are set to metrical music a 

relationship is established between the syllable accent patterns and musical metrical 

accent patterns” (p. 156). He then mentions that composers exploit this relationship for 

artistic ends. 

Once a songwriter can craft lines of a specific meter they then have control of when 

and where to break a meter or a pattern. When meter or rhythm is changed within a 

group of lines of lyrics a listener’s attention is drawn to that change, that is, “motion 

creates emotion” (Patel, 2010, p. 109). There are a variety of creative options available 

to alternate rhythm selection, and this is a method that can be used at any time. The 

following example, again from the project album, highlights how the use of lyrical 

rhythm can draw a listener’s attention to a title.  

 

Figure 5. Meter. 

Always Another – Verse section Stress Bars (4/4 time) 
Hey there broth-er        
I’ve heard the news 
You’ve lost your girl 
You’ve got the blues 
Re-memb-er that there’s al-ways an-other 

3 
1 
1 
1 
3 

4 
2 
2 
2 
2 

  

In this song titled Always Another the final line of the verse contains the most line 

stresses. The most line stresses are of course related to what has been previously 

rhythmically set up. This last line of the verse feels rushed because of the number of 



29 

 

accents, this in turn changes the meter and a listener’s attention is drawn into the last 

line of the verse, exactly where the title of the song is placed.  

The song Political World by Bob Dylan (1989) is an ideal example to demonstrate 

meter and word stress, because harmonically it employs only one chord (F# minor) 

throughout and it is therefore easy to drill down to meter without the distraction of 

harmonic changes. Dylan inspired me to write my own one chord song titled Hard 

Work. Such simple harmonic song structures have a unique feel about them that 

contributes to an intense sense of unity. 

 

Song Structure 

Three main song structures that are essential for songwriters to understand and that are 

the most common for a contemporary writer are A-A-A, A-A-B-A (where A and B 

refer to sections) and V-C-V-C-B-C (Verse, Chorus, Bridge). I am a music educator so 

in songwriting classes one method that I use to demonstrate song structure is to analyse 

popular song examples. Performing them in classes is a useful experience for students 

to realise how different structures feel. It is also an approach where I can demonstrate 

the importance of craft as opposed to emotion, or feeling. Beginning songwriters can 

sometimes shy away from the craft of songwriting structure and not realise how 

beneficial this area can be. This topic is also written about by Joe Bennett (2012) in his 

contributing chapter within The Act of Musical Composition: Studies in the Creative 

Process. 

A song example that can be employed to highlight the A-A-A folk format is Red Right 

Hand (1994) by Australian artist Nick Cave. Then from an A-A-A folk format song 

structure analysis (within a classroom) we can progress to an example of an A-A-B-A 

song structure, and highlight the use of contrasting sections. Finally the popular radio 

structure of verse-chorus-verse-chorus-bridge-chorus can also be demonstrated by 

using a popular song example as well, such as New Zealand’s band the Exponents’ 

(Luck, 1992) song entitled Why Does Love Do This To Me?   
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Rhyme 

Rhyme is very important in songwriting because as previously mentioned, songs are 

designed for the ear (Pattison, 2014). This may seem to be an obvious statement 

however it is always important to remind songwriters of this fact as many (including 

myself) can become focused on the written lyric rather than the sung lyric. One way I 

like to explain rhyme is to liken it to road signs. When teaching I will explain to students 

that rhyme in song is the equivalent of aural signposts put in place to help listeners 

decide when an idea or section is complete (Pattison, 1991). Matching up ideas with 

rhyme is a skill that takes some practice to master and one of the easiest ways to 

demonstrate the essential nature of rhyme is to compare a rhymed and then an un-

rhymed couplet (Brookes, 2003). In many ways this is an excellent method to 

practically demonstrate the impact of rhyme as an integral suprasegmental component. 

A couplet can be defined as two lines of lyric that convey an idea with their 

combination, as in the example below from the project album.  

 

Figure 6. Rhyme.  

Lyric rhyme: Two lyric lines 
Rhymed A prize that you can claim       3 stress 

A tick-et with no name            3 stress 
Un-rhymed A prize that you can claim       3 stress 

You won it long a-go               3 stress 

 

Here the rhymed couplet helps to complete and deliver the lyrical idea whereas the 

unrhymed couplet sounds like more is left to be said. As with meter, songwriters can 

think of rhyme as adding another level of movement - either fast, slow or static - into a 

song.  

 

Figurative language 

It could be proposed that a technical understanding of the language in which the song 

is to be written is just as essential for a songwriter as knowing music theory. Figurative 

language is important because songs are not only written for the ear but they are 

generally short in length. Songwriters don’t have a lot of time and have to bring a 

listener into a song as soon as possible. One of the best ways to do this is to create 
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imagery in lyrics. There are a variety of ways of doing this including the use of simile 

and metaphor (Hawkes, 1972; Oland, 2001). 

Simile and metaphor are essential within figurative language and this type of language 

has two benefits: firstly it conveys a creative idea using minimal words; and secondly 

it excites a listener’s imagination. In lyric writing terms, if a listener is engaged by the 

words he or she is most likely connecting with the images (Frederick, 2008). In a sense, 

lyrics are like a completed video for a song. Another point about figurative language is 

that if it is contained within a song’s lyrics, the listener is most likely being shown what 

is happening rather than being told. This is another songwriting maxim related to lyric 

writing, ‘show don’t tell’ (Blume, 2004). 

Simile and metaphor work by connecting seemingly un-related objects and topics 

(Pattison, 2011). An approach in this area is to ask what qualities two real world objects 

might share. In relation to metaphor, take for example a shoehorn and a waterfall. Now 

these two objects might seem completely unrelated, however they could be placed into 

a lyric line such as, the waterfall shoehorned downstream; this might not be the most 

musical of lines but it is hopefully more engaging than, the waterfall fell downstream.  

A major difference between simile and metaphor is that simile places the word like and 

as between real-world objects or topics, whereas metaphor doesn’t. Metaphor tends to 

commit fully to the relationship that is proposed by the transference where Pattison 

(2011) suggests simile allows a little distance. Understanding the difference between 

simile and metaphor has been very beneficial for me within my songwriting practice. 

Simile can be employed to stack up a whole array of images and ideas, but with 

metaphor, songwriters can commit to one specific transference or relationship and 

extend it.  

Another benefit of figurative language is that it creates unique and personal images, 

lyrics and ultimately songs. This means that lyrics can become quite memorable 

because a songwriter's singular perspective has been developed into a provocative 

image. Sometimes not a great deal of figurative language is required to influence a 

whole song, and only a first couple of lines of a lyric with an engaging image is enough 

(Braheny, 2006). 
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Songwriting approach: Music makes the words 

So far this chapter has highlighted the relevant literature connected to songwriting 

approaches that are important within my practice and that are associated with words 

make the music. In general terms, these have been lyrical approaches to songwriting. 

However alongside these lyrical techniques are a number of broad musical elements, 

including rhythm, harmony, melody and performance. This approach to songwriting is 

the aspect that involves music making the words.  A lyric for a song will on most 

occasions contain semantic information that projects an idea or emotion for listeners to 

pick up on. Using the wider definition of prosody, which is unity (Pattison, 2009), a 

natural progression in my own practice has been the endeavour to have the music 

support the overall lyrical intent of the song.  

As mentioned in Chapter 1 the notion of unity is a fundamental aesthetic criterion 

within poetics (Greene, 2012). Unity is also frequently used in musical analysis and the 

idea of unity with its suggestion of some relationship of parts to the service of the whole 

is analytically appealing (van Geest, 2012). There is academic debate, which questions 

the validity of using unity in musical analysis and also the use of it as a poetic criterion. 

These criticisms rightly ask where the meaning is actually located within a poem or 

song - a difficult question to answer. In this exegesis, and in my own practice, I have 

come to understand unity as a concept I can utilise to ensure song elements are working 

together to produce a certain effect, basically a unity of purpose. For me, this approach 

of applying the notion of unity across rhythm, harmony, melody and performance 

greatly assists me in writing the best songs that I can. 

 

Rhythm 

Most songwriting textbooks agree that rhythm is a crucial factor in creating a popular 

song. Jai Josefs (1989) comments that rhythm is, “in many cases as important as the 

melody and harmony in determining the impact that a song has on an audience.” (p. 

181). In my experience, rhythm is important because it is a method for organisation, 

particularly of ideas, and it reflects a listener’s impulse towards searching for patterns 

and order (Stillman, 1966).   There are two ways to look at why rhythm in song is 

important: on the one hand rhythm can focus attention, and on the other it can create a 
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hypnotic effect. I find that rhythm frames my ideas and assists both the songwriting 

creation, and the delivery to an audience through performance.  

Closely linked to a song’s rhythm is tempo, which can be a very obvious element to 

highlight prosodic unity (Josefs, 1989). Generally, slower tempos under 90 beats per 

minute (bpm) are utilised for songs with a serious or sad topic, and this is, in a lot of 

cases, related to loss of love. Alternatively, faster tempos (over 130 bpm) are most often 

linked to happy ideas and exciting situations (Braheny, 2006). 

As with tempo, rhythm is also intrinsically tied to the time signature. An interesting 

way to think about the basics of rhythm is to liken it to the human activity of walking. 

Machin (2010) discusses this approach: “One way to think about the combined effect 

of percussion, instruments and vocals creating rhythms is offered by Cooke (1959) who 

showed that we can relate the metaphorical meanings of these rhythm sounds with the 

human activity of walking” (p.128). Taking this approach further he writes: 

Walking and running and shifting from one foot to the other have a binary 

nature. Triple time is therefore not a natural rhythm. Van Leeuwen (1999) 

suggests that artificiality can indicate high status as it involves artifice rather 

than nature. In jazz 4/4 time songs are often played with a triple-time feel called 

6/8 to make them lighter and precisely to avoid the constancy of the binary 

rhythm. (p. 129) 

As a musician I identify with the so-called ‘lighter’ feel of a 6/8 time signature and 

enjoy playing within this rhythm because of the swing factor that I can generate when 

accentuating the stronger first and fourth beats of a bar.  

Another important aspect that relates to rhythm within music is how a vocalist interprets 

the feel of a song. Machin (2010) states, “It is also important to think about the way the 

vocalist relates to the rhythm created by the instruments. Do they embrace the time, 

allowing it to govern them, or do they struggle and refuse to be contained by it?” (p. 

130). Rhythm is a songwriting element that I can use to ensure that the music in any 

song I write supports lyrical intent. 
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Harmony 

As a songwriter I use a wide range of musical devices to support and reinforce my 

lyrical ideas and emotional intent. These include utilising approaches from the western 

musical system including intervals, scales, key signatures, chord progressions, 

inversions and modulation. However I am primarily a guitar player and from this 

perspective also incorporate blues and modal approaches which opens up contemporary 

songwriting avenues such as using riffs and improvisation. Within the songwriting 

element of harmony I also include song form and song structure.  

Over time I have come to realise that harmonic direction in western song can really 

only shift in one of three directions, related to the tonic, dominant and subdominant 

note(s) within any musical key (Martineau, 2008). Like many songwriters I identify 

these directions as tonic/home, dominant/return and subdominant/away. Essentially I 

work with these directions as a classical composer would with cadences, and each 

direction or cadence, no matter what key, creates a musical effect similar to the idea of 

home, return or away. I have learned that matching a lyrical shift with a similar cadence 

shift can be a very powerful device (Webb, 1998).  

Another harmonic device that I utilise is modal harmony, different to the harmonic 

directions outlined above. I have always enjoyed blues and eastern music and have been 

a fan of some of the high profile 1960s English and American groups who popularised 

this approach in pop music. Closer to home, the groups that came out under the Dunedin 

Sound umbrella in the mid-eighties also utilise this approach. The Clean (a prominent 

Dunedin band) and their classic song “Don’t Point that Thing at Me” (Gutteridge et 

al., 1981) comes to mind. A modal approach (for me) is all about a static tonic note that 

doesn’t change, which then allows instruments and voice to travel above a solid bed of 

‘home’. What I like about this is it allows me as a vocalist and more usually as a guitarist 

to explore non-diatonic (thinking of key signatures) improvisation and ultimately to 

create a richer collection of tones. With its non-changing tonic note I think modal music 

highlights a mood of reflection and introspection (Martineau, 2008). In my practice, 

harmony is a very expressive songwriting element. 
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Melody 

Jason Martineau (2008) says that “A melody is created by the succession of tones 

through time” (p. 18) and I think this definition is quite accurate. In my practice I see 

melody as a continuum that is closely related to tonal development through time, the 

inherent nature of scale tones within a scale and the contrast of high and low notes. 

Direction can play a big part with melody and different shapes of melodic contour can 

be employed for emotional effect. These shapes are called various names and I 

generalise them as up, down, bell and inverted bell (Simos, 2014). Closely related to 

melodic direction is melodic movement that is generally linked to the proximity of 

starting notes (notes further developed within the tune). Stepwise melodic movement is 

the use of close/adjacent tones of a scale whereas melodic leaps are tonal jumps 

involving intervals of greater distance than, say, a third. Martineau (2008) continues, 

“The expressivity of a melody comes in part by the tension and release of the 

intermediary notes of the scale, their rhythmic placement on a strong or weak beat 

intensifying or diminishing their effect” (p. 18). I like this observation because it 

technically identifies how certain melodies can sound exciting to us as listeners. As I 

have mentioned previously, with front heavy and back heavy lyrics the first beat of a 

bar is very important when tied to melody. For example, if a melodic leap is developed 

to end on the ‘one’ this intensifies what is being sung. Finally, the length of notes 

themselves can be very expressive and this relates again to development through time. 

I know that any note I sing for a longer duration in relation to other notes will  have 

more emphasis for a listener. 

So far I have discussed melody from a singer-songwriter perspective, but the topic can 

also be viewed through the lens of linguistics. Linguists define melody as a sequence 

of relative pitches (Proto, 2015) and focus on similarities and differences between the 

sung and spoken word. A main difference that has been identified between language 

and music is that in music and melody there is generally an identifiable tonic note which 

is felt as a pitch focus and provides stability. However there is no sense that this applies 

in language. In spoken language, exact intervals between words are not as prominent. 

Instead speakers rely on overall changes in melodic contour to convey meaning. 

Because I am a singer-songwriter my vocal range influences the melodies that I write. 

The tone and sweet spots within my vocal span depending on the key signature will 

influence the notes that I sing. My vocal range is generally speaking an octave and a 
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half, so when I am writing a chorus driven song I am quite mindful of saving higher 

notes for the chorus and title section. This is a very common approach that many writers 

use (Josefs, 1989) and also correlates with what other singer-songwriters have to say 

about their practice. Veronica Stewart (2019) in her thesis Story, Song, Voice: 

Investigating the musical creativities of Australian singer-songwriters observes that 

songwriters who sing have an awareness of vocal limitation. High notes within a 

melody naturally grab a listener’s attention so in any preceding verse as a writer I don’t 

want to reveal the higher notes and the ‘big idea’ of the chorus too early in the melodic 

development. This skill, technically labelled ‘melodic contrast’ (Josefs, 1989) is one 

that has taken me a long time to realise. Not all songs I write require this particular 

approach - linked closely with song form and genre - but it is an important aspect of 

craft that I use to introduce variety in my writing. 

The words that I write within a lyric will also influence melody. And the words (as I 

have mentioned previously) are related not only to the micro-prosody of matching 

stressed syllables to stressed beats but also to what I am wanting to convey by semantic 

meaning. So at this point as a writer I am really juggling melody and words and through 

this process, deciding if the song is creating the ideal emotion and meaning. Here, 

everything is happening all at once: inspiration, craft, intuition and experience - not to 

mention excitement and frustration! As a writer I really aim to allow both melody and 

words their due, although at a certain point a middle ground must be found. This is the 

point where I feel that either a song is working or it is not (which of course is highly 

subjective), and when I sometimes abandon a song idea and move on. The following 

quote by Jason Blume (2004) sums up this drive for unity: 

To achieve prosody, the melody should sound as if it is happily married to the 

lyric it accompanies, and vice versa. A melody that makes the listener feel 

happy should accompany a lyric that has a positive, pleasant message. Likewise, 

a lyric that conveys sadness should be expressed melodically with notes, chords 

and musical phrases that evoke a similar feeling of sadness. (p. 106) 

There is a lot of subjectivity involved in Blume’s, and my own response to songwriting 

and I have to admit that sometimes I don’t consciously know what emotion I am striving 

for. This, I think, comes back to another frequently repeated songwriting maxim ‘no 

rules, only tools’. Sometimes it is only after a song is completed that I can analyse a 

melody from an emotional and melodic perspective.  
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Because all elements within a song combine, nothing occurs in isolation and therefore 

harmony itself colours melody. Supporting harmony can play a big part in how listeners 

appreciate and react to melody. Jai Josefs (1989) has this to say, “You can give the 

same melody, with the same intervals and range, a completely different effect by 

altering the accompanying harmony” (p. 122). Josefs offers the first two lyrical lines of 

Billy Joel’s song The Longest Time (1983) as an example. The melody that 

accompanies these lines is exactly the same however the harmony is different. Playing 

through the example as provided by Josefs is a practical demonstration of how melody 

can be influenced by harmony. I think this is a very common approach by songwriters 

to ensure a listener’s interest is maintained. The trick of maintaining the same melody 

but altering the harmony underneath is subtle but highly effective at the right moment 

within a song. 

 

Performance 

Shuker (2002) describes singer-songwriters as, “artists who both write and perform 

their material, and who are able to perform solo, usually on acoustic guitar or piano” 

(p. 275). Authenticity (or sincerity in relation to my practice) within the singer-

songwriter genre is articulated in a number of ways but a core principle is a performer 

being able to deliver a convincing performance of their original material. This is at the 

heart of what I do and so performance itself influences the music and the words that I 

write. Just who I am, my culture, approach to life and personality colours my music. 

These aspects of myself are evident within the completed project album.  

Appel (2017), in the chapter The singer-songwriter disposition, discusses how in 

contemporary times it might be helpful to re-frame the singer-songwriter tradition not 

as a genre or format but as a performative disposition. I like this thought and agree that 

singing and songwriting when seen as a performative disposition opens up the area to 

be viewed as a broad set of aesthetic and rhetorical principles that can be utilised by 

musicians working in different styles and genres. 

Within the broad songwriting element of performance, I include areas such as 

recording, production, and instrumentation. This starts to broaden the cultural and 

social factors that impact the music I produce. Of course, it also potentially widens the 

possible readings of the project album as a text and I realise that context itself for any 
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work can be boundless (Culler, 1997). Simon Frith (1998) writes, “all songs are 

narratives; genre conventions determine how such narratives work; words are used to 

define a voice and vice versa” (p. 199). I find such an approach helpful because it 

introduces the concept of genre and convention and places an emphasis on the listener. 

Simon Frith (1998) states: 

Musicologists can rightly claim, in short, to be able to relate the structural 

qualities of a certain sort of music to the emotional effects it has on its listeners; 

or, to approach this the other way around, we can examine instrumental music 

which is labelled as sad or angry or happy and find that such labels match 

specific structural qualities. Such feelings are caused by the musical elements 

themselves, but through a process of conventional association (p. 109)  

He continues, “From a sociological perspective, then, music listening can only occur in 

music cultures. To hear combinations of sounds as music, it is necessary to know 

something about the conventional meanings of agreed musical elements” (p. 109). So 

what Frith is highlighting is that music creates meaning but that this meaning does not 

occur for listeners in isolation.  

Genre for me is a very interesting aspect, mainly because as a singer-songwriter I write 

material in folk, country, blues and /or kiwi singer-songwriter rock music, reflecting 

my broad taste within music. I grew up with a love of the blues as well as a passion for 

the Dunedin sound of New Zealand in the mid-1980s. These two different genres are 

natural to me and when starting this research project I felt I had a choice to either create 

a folk blues album or a kiwi singer-songwriter album. The main difference musically 

(although there are a number), I think, is the groove. Within blues the swing and the 

triplet feel are powerfully inspirational to play guitar solos over whereas, with the kiwi 

singer-songwriter approach, straight eight notes are prominent. Ultimately I feel that 

the resulting project album for this research is a singer-songwriter one rather than a 

blues album and this is due to a rock influence within the songs. 

Performance is the final area of techniques related to how the music that I write ‘makes 

the words’ and has been an essential area to outline not only in relation to my practice 

but also in reviewing what others have noted in their commentary.  

This chapter has investigated the key literature that I have drawn on to understand and 

develop my various songwriting approaches and they have been discussed under 
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sections words make the music and music makes the words. These approaches are my 

way of working when writing and producing songs. Some are conscious applications 

while others are intrinsic to me as a musician. Overall they produce a process for me to 

follow in my practice, provide me with knowledge to share with others and also explain 

the background to this research project. Further, the links made in this chapter between 

the literature of songwriting and prosody, and my own creative methods, inform the 

various practical and analytical approaches that constitute the following chapters.  
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Chapter 3: Research Methodology 

 

This chapter details the research methodology for the project and explains the 

framework and methods that I have selected as both appropriate and necessary for 

answering the primary research question (In what ways do literary and linguistic 

prosody inform songwriting?) and sub-questions (listed in Chapter 1). 

The artistic research framework has enabled me as a songwriter to compose new songs 

in order to apply and analyse prosody. Supporting and sitting underneath the framework 

of artistic research are four research methods: ethnography, autoethnography, musical 

analysis and action research. This is summarised in the following figure: 

 

Figure 7. Research framework.  

Research framework  Artistic Research 
 Research methods Ethnography 

Autoethnography 

Musical analysis 

Action research 

 

This chapter will describe and unpack the research framework and accompanying 

research methods in detail. However, in general terms the research methodology can be 

seen as containing a strong autoethnographic focus, drawing on my personal 

songwriting approach, and learnings arising from the research process, including the 

creation of the original project album. Additionally the research is qualitative which 

means as a researcher I have gained meaning by focusing more upon what the 

participants are contributing, than on personal views and/or the relevant literature. 

Qualitative research is also seen as emergent, reflective and holistic (Creswell, 2014) 

and this links to my philosophical worldview, which I will now describe. 

 

Philosophical worldview  

My personal songwriting practice within this research project is informed by a 

constructivist perspective. As mentioned in Chapter 1, the key assumptions within this 

worldview (which I hold) include that meaning evolves from the world being 



41 

 

interpreted, that background and personal experience influence meaning, and that 

meaning is generated from data that is collected in the field (Creswell, 2014). An 

important feature of a constructivist perspective and one that relates to this research 

project is that meaning is seen as subjective rather than objective. I believe my approach 

to musical interpretation and analysis connects very well with this worldview. A 

constructivist perspective results in layers of meaning that are developed in the context 

of a situation. Further, social and historic factors (which we could also consider as 

culture) are recognised as an influence. Therefore, as the researcher within this project 

I will be interpreting data through a constructivist perspective (Crotty, 1998) and 

autoethnographic lens. 

 

Research framework 

The specific research framework that this project employs is artistic research.  

Previously in Chapter 1, I discussed adopting artistic research practice in order to 

answer my primary research question. Artistic research is a practice-based approach to 

gaining knowledge, and in the case of this project, involves the creation of new work. 

This approach can be seen as an alternative from traditional academic methodologies 

to gain insight and knowledge (Nelson, 2013). An essential element of this method is 

that knowledge is recognised as embodied within the context, process and creation of 

this new work. Julian Klein (2017) in the online article titled What is artistic research? 

writes: 

Whether silent or verbal, declarative or procedural, implicit or explicit, artistic 

knowledge is, in each and every case, sensual and physical, “embodied 

knowledge.” The knowledge for which artistic research strives is 

a felt knowledge. (p. 7) 

Therefore, because the research questions of this project revolve around the topic of 

songwriting and prosody, a principal method to interrogate these topics in my own 

practice is the creation of a CD of original of work. The project album itself constitutes 

part of the answer to the primary research question and carries with it my artistic skills, 

vision and concepts (Hannula et al., 2014). This is one of the main benefits of 

employing an artistic research framework; a second advantage is that it can be seen as 
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Figure 9. Research chronology.  

 Stage One: 

 

Project album 

creation 

 

 

Ethnography 
Autoethnography 

Action research 

 

Stage Two: 

 

Exegesis writing 

 

 

Ethnography 
Autoethnography 

Musical analysis 

Action research 

 

Ethnography 

As previously mentioned, qualitative research is seen as emergent, reflective and 

holistic (Creswell, 2014). Ethnography is one such qualitative approach, and is 

generally undertaken in the field where information is collected by interacting one-on-

one with participants. Within this design the researchers themselves assemble data from 

multiple sources. Data can include interviews, observations and other media. The data 

is then processed in an inductive and deductive way, so that emergent themes arise 

slowly over time (Brewer, 2000). Ethnography has been utilised to answer the primary 

and sub-research questions because it has allowed me as a musician to work alongside 

other musicians and gain an insider’s perspective. As a method it has enabled me to 

share my experiences of songwriting with participants and to check what similarities 

and understandings might arise from their input, and from the interaction itself (Allen, 

2017). 

My collaboration with participants throughout the project ensured that I was situated 

within the field. This means that a majority of my ethnographic research was physically 

carried out in purposefully chosen sites such as music rehearsal rooms and recording 

studios, providing a specific context to the project. The music rehearsal spaces are 

located in my home in Tauranga as well as in Auckland at The Music and Audio 

Institute of New Zealand and the Blackdoor Recording Studio. The latter two sites also 

offer recording studios. Participants include a core band of musicians with Earl 

Robertson on drums, Tony Waine on bass, Alan Brown on Hammond and piano and 

Harry Lyon on guitar and mandolin, as well as recording engineer Daryl Tapsell.  
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Interviews and participant observation are standard approaches within an ethnography 

method. Participants were engaged within the research project and contributed their 

perceptions during the creative process as well as through one-to-one interviews 

conducted once the album project was completed. I took time and care to induct the 

participants and explain the depth of this project to them. As a researcher this was an 

essential element of my considered and ethical approach. I obtained signed informed 

consent forms as the pre-production process got underway and made sure that the 

participants were aware of the purpose of the research (Creswell, 2014). Another 

important ethical consideration for this research has been participant contribution to the 

songs on the project album and whether songwriting credit should solely be attributed 

to myself. In order to manage this question of authorship I included a specific research 

question on this topic within the participant interviews (Appendix C). 

While key questions were used as a starting point with participants, the approach was 

open-ended and intended to allow for unexpected views and opinions. The benefits of 

this approach meant that as a researcher I was able to direct the initial line of 

questioning but then participants could contribute specific songwriting knowledge of 

their own. This affordance links very well with the project’s constructivist worldview. 

My role as a researcher within this project as both observer and participant gave me 

firsthand experience with the participants, so that I could record information and 

anything of interest as it occurred. Considering the practical nature of this project and 

the extended timeframe, observation was a key method which offered a wealth of data 

including field notes and ‘light bulb’ insights. Various sources of data have been 

collected for this project including qualitative observation in the form of field notes and 

face-to-face and telephone interviews with project participants. Documents such as 

emails and minutes of meetings provided another data source, as did audio recordings 

of the project album from initial demos right through to the final album. Data recording 

procedures utilised various systems to capture the important information as the project 

developed. Detailed hand written and electronic notes in various formats were saved 

securely in my home office or password-protected computer files, as were records of 

email communications and a log of milestones.  

Within this project there were several steps related to analysing the various forms of 

qualitative data, as particular research themes emerged. These steps are shown in Figure 

10: 
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Figure 10. Data analysis steps.  

Data analysis steps: 
1 Organise and prepare data 
2 Assimilate / read all data 
3 Code data and decide upon themes 
4 Describe the setting, contributors and themes for analysis 
5 Narrative description of findings 
6 Final interpretation 

 

Validation of the process and findings of this research project come from reflecting on 

my own prolonged time in the field, supported by the use of different sources of data 

to triangulate learning outcomes. Member checking allowed project participants the 

opportunity to comment on my findings, and more broadly, to consider their own 

involvement. 

So far this section has outlined the ethnographic methods contributing to the research 

design for this project. I now discuss the other research methods that are incorporated 

into the overall research framework. 

 

Autoethnography 

Within an artistic research framework, this project has also been undertaken as an 

autoethnographic strategy of inquiry, conceptualised in The Handbook of 

Autoethnography (Adams, Ellis & Jones, 2013) as: 

One characteristic that binds all autoethnographies is the use of personal 

experience to examine and/or critique cultural experience. Within an otherwise 

traditional social scientific analysis (Anderson, 2006; Chang, 2008) to the 

presentation of aesthetic projects – poetry, prose, films, dance, photographic 

essays and performances – as autoethnographic research. (p. 22) 

Therefore, autoethnography is an approach which describes and analyses personal 

experience in order to understand a larger cultural experience. As the researcher in this 

project I recognise my role as a participant observer.  

Autoethnography has gained recognition because it acknowledges researcher influence, 

subjectivity and emotion. As an approach, autoethnography doesn't pretend that a 
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researcher’s perspective and preferences don't exist. Instead it embraces this fact and 

that personal experience will influence research. This means that autoethnography can 

be an important research approach when applied within the discipline of music. 

Autoethnography is a complementary research approach for musicians because it 

allows them to explore their personal practice in the broader context of culture (Bartleet 

& Ellis, 2009). As well, autoethnography is written in the first-person, so in a way it 

combines well with a creative format such as music and also personal songwriting 

practice. Therefore, this method has been of specific use in answering the primary 

research question of this project. It has assisted me to bridge the gap between what I 

have learnt through the literature and what I have assimilated through practice. 

Primarily I am a singer-songwriter and my lived experience is one in which the songs 

themselves are personal stories, many of which are written from a first-person 

perspective. Also, my songwriting practice itself is naturally reflective and I believe my 

research questions are also framed in this way. Further, autoethnography has shaped 

the design process within this project in a number of ways. The narrative-based and 

first-person approach of autoethnography is followed in the language of this exegesis. 

The subjective nature of myself as researcher and practitioner is acknowledged 

throughout the project, including the final conclusions related to the research questions. 

Overall, autoethnography has driven the research so that I explore my personal practice 

as an avenue to considering the nature of prosody in the wider songwriting 

environment.  

An important aspect of my role within this project is that I position myself as both the 

researcher and the researched. One key point here which aligns with the 

autoethnography approach is that I use personal values within the project. Additionally, 

approaching songwriting as autoethnography has highlighted an alternative means of 

knowledge creation (Bartleet & Ellis, 2009).  

 

Musical analysis 

In addition to ethnography and autoethnography, musical analysis is another 

methodology employed in this project, which as a songwriter and educator, I found to 

be a very natural fit. Predominantly the project album songs constituted the main focus 

of musical analysis and in combination with the artistic research framework, I believe, 
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demonstrate embodied knowledge and learning relating to linguistic and literary 

prosody. A main benefit of musical analysis of the project album is that it is a shared 

document between all research participants and one that can always be referenced.  

Musical analysis was undertaken at a part-by-part, or micro level and was an ideal way 

for me as a researcher to practically enact examples of prosody and songwriting that I 

was reading about in the literature. Specific examples of prosody are identified within 

the project album songs and are used as a practical way to answer the primary and sub-

research questions. Analysis of the songs was undertaken in relation to lyrics, rhythm, 

harmony, melody and performance. This detailed analysis (contained in Chapter 5 of 

the exegesis) is explained by way of written analysis, musical notation, figures and 

musical examples. A final summary figure is also provided which highlights specific 

project song analysis and matches this analysis to the research questions. 

 

Action research 

Alongside ethnography, autoethnography and musical analysis, the final method that 

this project utilises is action research. In Chapter 1 I define action research as involving 

a continuous progression of phases: plan, act, observe, reflect, and revise (Koshy, 2005) 

and describe how this process is very applicable to my songwriting practice. 

Throughout this research I have been reflecting on how I operate as a singer-songwriter 

and have formulated a process of how I create new songs. My songwriting process is 

detailed in Figure 11: 

 

 

Figure 11. My songwriting process as an action research cycle.  

 Reflect Create 
1 Songwriting research, reflection, 

education, analysis. Thinking about 

prosody. (Ongoing). 

Writing a new song, recording a basic 

demo. (Generally when feeling inspired 

or in the ‘flow’). 
2 Reflection on the new song - Is it any 

good? Do I like it? Can I improve it? 

Can I use prosody, or other 

songwriting techniques?  

Rewrite new song/test out prosody 

ideas. Re-record, perform live. Set song 

aside for possible studio recording.  

3 Decide upon project songs, studio/ 

musicians/engineer/musical genre. 
Record and produce project songs 

4 Choose songs and release options. Promote and perform live. 
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The songwriting process as outlined above can be helpful in various ways. Firstly it can 

be used as an approach to investigate and answer two sub-questions of this research 

project: 

• In what ways can prosody be used in my songwriting? 

• What is my definition of prosody as I use it within my songwriting practice? 

 

I have addressed the above questions as the research project developed, drawing on 

detailed notes of the songwriting and recording process. These records have helped me 

reflect upon what specific facet of prosody was utilised, and how and why it was 

employed. Secondly, just as the above process can be linked to my artistic drivers, it 

has also assisted with constructive planning for the rollout of the project. The 

connection between my songwriting process and artistic drivers is summarised in 

Figure 12, where the numbers in the response column refer to the activities related in 

Figure 11, above: 

  

Figure 12. Artistic drivers and actions.  

 Artistic drivers Response 
1 Audience Songwriting process, phases 2, 3 

and 4 
2 Collaboration Songwriting process, phases 2 and 

3 
3  Genre All songwriting process phases 
4 Musical elements Songwriting process phases 1, 2 

and 3 

 

Practical account of research methods 

To explicitly provide further insight into the research methods I will now outline what 

research activities were carried out and at what time (Figure 13), the format for 

participant interviews and gaining data, the format of my reflective notes, and how I 

have coded all the research data.  
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Figure 13. Research activity timeline.  

Year Date Action Research activity 

2015  Ethics and gaining 

participant consent. 

Obtained Griffith University 

ethical clearance and started 

to induct the participants and 

ensure that they were aware 

of the research purpose. 

Completed the process to 

obtain signed consent forms 

from all participants. 

  Home demo recording and 

individual songwriting. 

Personal writing - reflective 

notes. 

2016 January to 

June 

Pre-production band 

rehearsals including 

collaborative songwriting 

and arrangement sessions. 

Continuing throughout to 

write reflective notes as well 

as field notes. Observations, 

where relevant, of 

participants. 

 July Project album recording. Conducting participant 

meetings and taking minutes / 

notes. 

 October Project album over-

dubbing starts. 

Participant meetings and 

minutes continued. 

2017 April Project album over-

dubbing completed. 

Conducted participant 

interviews in 2017 from 

March to April. 

 May Project album mixing and 

mastering. 

Continuing to write personal 

reflective notes. 

 September Project album release. Continuing to write personal 

reflective notes. 

2019 May Collating all the research 

data. 

Qualitative coding of the 

research data for findings and 

to identify important thematic 

networks. 

2019 - 

2020 

 Writing and review Structuring and drafting 

exegesis. 

 

In March and April, 2017, I conducted semi-structured participant interviews. Most of 

these occurred over the phone, however wherever possible face to face meetings also 

took place. I used key questions as a starting point and had provided these to the 

participants prior to the interviews. The mix of questions that I asked were structured 

so that I could gain data about their perceptions of the lyrics, the music and also how 

they interacted within the project songs. I wanted to tease out my participants’ 

understanding of prosody, and to gain their view of their involvement and input and 

overarching response to the project as a whole. In most cases these interviews were 
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approximately half an hour long. Overall the approach was open-ended, allowing for 

personal views and opinions to be expressed. Because we had already bonded as a 

group of musicians (through the music-making), these interviews flowed easily; 

reflecting on these, I feel I gained important data. Once the interviews were completed 

I provided all participants with an individual copy of what they had said so that they 

could review anything that might have been misinterpreted. Participant research 

questions and interviews are located in Appendix C. 

Throughout this research project I recorded and kept detailed reflective notes and field 

notes. A majority of this data was collected from the start of 2015 through to the end of 

2017. It comprises my personal reflections on my songwriting, and serves as a diary of 

how the album recording process unfolded. Included is a collection of meeting notes 

and participant observations, as well as scribbled notes on lyric sheets from vocal 

sessions and mixing days. These various records combine to provide a fundamental 

personal (autoethnographic) account of the research project. 

In May 2019 (as I was in the middle of writing this thesis) I collated all of the above 

data (approximately two big folders of hard copy) so that I could start qualitative coding 

for findings in order to identify important thematic networks. I read and re-read various 

textbooks and articles on the topic of qualitative research in order to guide my work. 

Essentially my coding of the material started with reading all of the research data and 

personally reflecting on this. I then began to create text segments from the data and to 

group this according to what I saw as common, or basic themes. During this process I 

created an Excel spreadsheet which became a key electronic repository for this data. 

Next, I grouped these basic themes into organising themes and from here identified 

global themes. It was through this process that I eventually came to the conclusion that 

all the data flowed into two main thematic networks.  

Overall there were many responses from the participants that led to the two main 

thematic networks being identified (building a song and chasing a song) and these will 

be detailed in the following chapters. However, in general what I found was that 

participant responses were quite consistent across the different personnel, were always 

constructively supportive and were imbued with a journeyman musician type of tone. 

As a researcher I found the coding process to be highly rewarding and revealing. At 

this time I naturally started discussing these two thematic networks with musician 

friends and other co-workers (not actually the research participants) and what struck 
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me was how interested people were in these thematic networks and also how easily I 

could describe and explain them. 

 

An exegesis in two parts: text and music 

The following chapters describe the findings from the different data sources, discovered 

through the various research methods described in this chapter. This textual account 

can be considered as Volume I of the exegesis. 

Volume II of this exegesis is a 12 track CD of original compositions approximately 40 

minutes in total length. The music within this project album is contemporary music 

within the folk, blues, country and rock genres. As previously mentioned, project 

participants involved with the rehearsing, songwriting, recording and production of this 

album included a core band of four musicians and a recording engineer. The process 

for creating the CD of original works involved a five-step process and is outlined in 

Figure 14 below. 

 

Figure 14. CD of original work: creation process.  

 

  

The process outlined above is a very common approach to producing a contemporary 

music album (Mixerman, 2018) and was something that I was comfortable and 

confident with. Throughout the five steps the album participants and I utilised all of our 

collective recording knowledge and experience to complete the project album.  

This chapter has outlined the research methodology for the project. In this chapter I 

have detailed: my philosophical worldview; an artistic research framework; research 

methods comprising of ethnography, autoethnography, musical analysis and action 

 Step 1 Step 2 Step 3 Step 4 Step 5 
Activity Home demo 

recording 

and 

individual 

songwriting. 

Pre-

production 

band 

rehearsals 

including 

collaborative 

songwriting 

and 

arrangement 
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Project 
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recording. 

Project 
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over-
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Project 
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mastering. 
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research; my personal songwriting approach; a practical account of my research 

methods; and provided an overview of the CD of original works. Chapter 4 will explain 

the findings which resulted from these processes. 
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Chapter 4: Interviews and Participant Observation Findings 

 

This chapter begins by describing the home demoing, pre-production, recording, over-

dubbing, mixing and mastering processes that led to the creation of the CD of original 

works. A research methodology comprising critical reflection of journal entries, 

participant interviews, and observation was employed to capture insights and findings 

throughout the creation of the project album. This chapter presents research data 

findings and important thematic networks. After exploring and elaborating upon these 

thematic networks I conclude the chapter by applying these networks to the primary 

and sub-research questions. At this point I take the opportunity to revisit relevant points 

from the preceding three chapters to map their link to the thematic networks and the 

research questions. To briefly restate these, the primary research question for this 

project is concerned with the ways in which literary and linguistic prosody inform 

songwriting. The sub-research questions that build from this are: How does the concept 

words make the music and music makes the words frame and realise my artistic 

practice? What is my definition of prosody as I use it within my practice? In what ways 

can prosody be used in my songwriting? In what ways can musical formats be used to 

influence and develop the lyrical forms in my songwriting?  How can unity be 

evidenced in my song-writing portfolio?   

Overall this chapter deals with the narrative and observations of my own learning 

journey and creative headspace while together with the research participants, I was 

developing the project album, therefore it is predominantly a practical account. 

However, throughout this time I was also mindful of the literature of prosody, as 

introduced in Chapter 1, so that theory was an ever-present voice, if less to the forefront 

than in other sections of this exegesis. 

 

Creation of Volume II: CD of original works 

The CD of original works that has been created as part of this research project has 

involved a five-step process of home demoing, pre-production, recording, over-

dubbing, mixing and mastering. 

 



54 

 

Home demoing and pre-production 

By the time the core project band and I were ready to record the project album we had 

rehearsed four times and I had written and home demoed fifteen songs. Through 

individual songwriting and demoing at home I had created the basic material that would 

be used for the project album. Detailed notes of this activity are provided as Reflective 

writing (1) in Appendix D.  Demoing at home, mainly on my own, occurred throughout 

2015. The pre-production phase occurred from January 2016 to the end of June 2016. 

The final fifteen songs that the band and I worked on together are detailed within 

Reflective writing (2) located in Appendix E. I also preserved sound files of all songs 

at each stage of the process and have reflected on these earlier versions as I write this 

chapter to describe the different production phases and account for the changes made 

in each. 

In this pre-production phase, I provided the band with full demo arrangements that I 

created within Logic X (a music production software program) as well as chord charts. 

At band rehearsals the focus was on learning the songs, feeling comfortable with 

performing and making changes and improvements to the songs with input from the 

core band. From the outset I encouraged the core project band at rehearsals to have 

input into the songs, as I wanted each individual musician to be an integral part of the 

music. Additional musicians that I contacted to contribute with overdubs were Kingsley 

Melhuish for horn parts and Jean McAllister for backing vocals. 

The studio that I chose for recording the project album was Black Door Studios, located 

in central city Auckland, New Zealand. There are a few reasons for this pre-production 

decision. Firstly, Black Door’s owner and recording engineer, Daryl Tapsell, is a very 

talented producer. He understands how to get a great band sound and his studio is 

specifically suited to ‘band in a room’ recordings. He tends towards not overly 

producing music and instead allows a natural musicianship to come to the fore in his 

production. Daryl is also a highly experienced musician who can play a range of 

instruments and therefore makes an important contribution to the musical playing and 

specific arrangements of songs. Secondly the studio’s live room is a comfortable, easy 

room to perform in as a live band and the studio’s tape to Pro Tools signal chain ensures 

a rich and warm sound. Zagorski-Thomas (2014) in The Musicology of Record 

Production discusses how the recording process can sometimes be the balance of 

performance practice and recording practice. I think this is quite an accurate assessment 
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of the process. My decision to record at Black Door Studios was made in order to 

achieve the best of both musical performance and recorded output. Black Door Studios 

was therefore a good fit and important contextual component of the type of music I 

envisaged for the album. For this reason, the core group of participants for this research 

project included not only the four band members but also the recording engineer, Daryl 

Tapsell. 

 

Figure 15. Photo: Earl, Myself, Alan, Daryl, Tony and Harry. 

 

 

Recording 

The key recording dates for the research project album were scheduled for the first two 

weeks of July 2016. A breakdown of the recording days is detailed in Appendix E. The 

band in a room recording process involves the entire core band performing and 

recording a take of a particular song in the same room with limited sound isolation. 

This means all players have easy sight lines of one another for physical cues and also 

have separate headphone mixes with scratch vocals, drums, guitars, bass guitar and 

keyboards. The scratch vocal (send) allowed me to cue the band for start and endings 
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of songs. The band in a room approach allows for an organic sounding final recording 

and maximum improvisational interplay between instruments.  

By the end of nine days of recording, the core project group and I had created a rough 

mix of fourteen of the proposed fifteen songs. These songs were still incomplete as they 

all generally required either final main vocals and/or backing vocals, percussion, further 

overdubs as directed by the core band and recording engineer, further mixing and 

editing, and mastering.  

 

Over-dubbing, mixing and mastering 

Following the first two weeks of recording in July 2016, a core group recording review 

meeting was held in August 2016. Following this meeting, overdub and mixing sessions 

were carried out on specific weekends between October 2016 and April 2017. Between 

February and April 2017, core group feedback was requested on the final project album 

mixes. Mastering of the project album was completed by mid-May of 2017 by Zed 

Brookes at Brookes Audio Design. Throughout all these steps I recorded detailed notes 

of the recording review meeting, core group feedback, overdub recording, mixing, 

mastering and other reflections. These notes are all located in Appendix E and they 

highlight how collaboration has been a big part of the production process, especially in 

the over-dubbing, mixing and mastering stages. Throughout this time the core group 

and I were involved in collaborative assessment. This is a term that Zagorski-Thomas 

(2014) describes and notes that this approach necessitates “a shift of responsibility for 

performers from purely performing to also listening back to their performance and 

making (or at least being involved in) an assessment upon what can be done to improve 

the recorded output” (p. 22).   

Throughout this process, I came to a more complete realisation of how integral a studio, 

the personnel, and production techniques are to the final outcome of a contemporary 

song. I think that this realisation led to a personal re-balancing of myself as a 

songwriter, and reoriented my focus from purely the writing of a song to the production 

of a song. This personal understanding of how production is closely linked to 

songwriting is also represented in academic literature (for example, Moir & Medbøe, 

2015). Zagorski-Thomas (2014) also explores this relationship especially in in terms of 

how production influences our interpretation of musical meaning. I consider this to be 
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an important outcome of this research project which will continue to shape my 

songwriting practice in the years to come. 

Another facet of the overdubbing, mixing and mastering processes was that not all of 

the proposed fifteen songs were completed and included on the project album. The 

songs Main Road Out, Blues is All I Hear and Look For Yourself were left off the 

completed album due to a number of factors, but mainly because these songs weren’t 

fully realised or captured in performance in the band in a room recording sessions. 

Additionally factors of recording project time and budget were an influence as well. 

Once the project album music was finally complete, I had four months to ready the 

album for release. This involved many tasks including organisation of album artwork, 

physical manufacture, digital organisation and promotion. Because of the scope of this 

research project I will not go into further detail relating to production and promotion of 

the album; suffice to highlight that the completed album titled Beginner’s Mind by 

Davey Beige and the Blackdoor Band was released on Friday the 29th of September 

2017. (Available at https://daveybeige.bandcamp.com/album/beginners-mind). The 

following image is the cover of Volume II: CD of original works. 

 

Figure 16. Cover art of Volume II: CD of original works. 
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Coding the participant interviews, observations and other project data 

The five phases in the creation of the project album - home demoing, pre-production, 

recording, over-dubbing, mixing and mastering - provides a context for the participant 

involvement, interviews, insights and observation findings. By the end of April 2017, I 

had conducted participant interviews with the core band members and recording 

engineer (a full transcript of these interviews is contained in Appendix C). In Chapter 

3 I mention that as a researcher I found the qualitative coding process to be highly 

rewarding. It was satisfying to combine all the research project data (which has been 

gathered over an extensive period and applied research timeframe) and link common 

threads together and to eventually create two thematic networks.  

Participant responses throughout the interview process have been especially important 

in leading me to identify these thematic networks. I grouped participant responses in an 

Excel spreadsheet in order to practically review the data and to take a comprehensive 

approach. For example, in this Excel document there is a column list of the basic themes 

that ultimately influence the two identified thematic networks; one of these basic 

themes is labelled as atmosphere. In the text segments column adjacent to this basic 

theme there are at least five pieces of information that relate to atmosphere. Participant 

Harry is recorded as saying in relation to the project song Who am I?  “Trippy mix 

could be more trippy, swoopy bits and more dynamics”. Then in relation to the song 

Rock 'n' Roll BBQ he is noted as adding the suggestion of “Hand claps, sing-a-long and 

party atmosphere at the end”. Eventually through my coding process I determined that 

atmosphere (or more specifically, adding production atmosphere) is an organised theme 

that relates to a global theme within one of the thematic networks. Throughout this 

chapter there are more examples of participant responses leading me to identifying one 

of the two thematic networks. 

In reviewing participant interviews, reflecting on the other forms of project data, as 

well as using the research framework outlined in Chapter 3, two thematic networks 

emerged, which I have labelled building a song and chasing a song. These networks 

are complementary and in a songwriting context are organic, as they do not interact in 

a linear manner. Each of these will now be fully described and explored. 
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‘Craft and feeling’ constitutes a global theme and essentially assists me to define the 

songwriting process. From the viewpoint of this global theme, songwriting can be 

thought of as a nexus where craft finishes and feeling takes over, or the opposite: where 

feeling finishes and craft takes over. This is a continual cyclical process that involves 

reflection. ‘Active prosody’ is another global theme that covers areas such as lyric sing-

ability, song re-writing in the vocal booth/studio, and song re-writing in the practice 

room. ‘Inspiration’ involves organised themes including genre, literary and linguistic 

prosody and collaboration. Finally, ‘experimentation’ is a global theme that especially 

brings the songwriting technique of contrast into light. Experimentation can also 

involve the prosodic idea of unity and overlaps into the area of songwriting craft and 

skills. The following table demonstrates where these organised themes generally sit and 

how they influence the identified global themes. Notably some organised themes 

actually influence all the global themes, and as stated previously, all of these areas are 

complementary and can overlap because songwriting is not always a linear process. 

 

Figure 18. Organising themes (Building a song). 

Building a song (network): Organising themes 
Active prosody: 

Sing-ability, re-writing in the vocal 

booth/studio and re-writing in the practice 

room. Collaboration, prosody, unity and 

genre. 

 

Craft and feeling: 

Collaboration, prosody, unity and genre. 

Inspiration: 

Collaboration, prosody, unity and genre. 
Experimentation: 

Contrast. 

Collaboration, prosody, unity and genre. 

 

Active prosody 

The research data (including participant interviews, reflective writing, meeting notes 

and recording notes) is contained within the appendices of this thesis; from this data I 

have coded various text segments that can highlight and reinforce the global themes 

included within the building a song network. For example, lyric sing-ability is 

organised within the global theme of active prosody. Daryl Tapsell (the recording 

engineer) mentions one very important element in relation to this area, which is linked 

to how he worked with me as a vocalist on specific lyrical aspects (as they came up 

through the album recording sessions). Daryl particularly assisted and modified various 
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lyrics in relation to phrasing and sing-ability. One such song is Sweet Spot and as we 

were tracking the main vocal, Daryl made a very helpful suggestion. He directed me to 

sing “everybody’s” rather than “everyone’s” within the lyric line leading up to the title 

of the song.  

 

Figure 19. Sweet Spot lyrics. 

Project album song Sweet Spot  

Original (Demo) lyric line: Everyone’s looking for that sweet spot  
Final lyric line: Everybody’s looking for that sweet spot 

 

I think this addition of an extra syllable within this lyric line assists the words to bounce 

along (utilising eighth notes) with a smooth forward delivery. This slight change not 

only suits the emotion of the song but also helps to highlight the title as well. There are 

various examples throughout the recording of the project album where Daryl assisted 

with the sing-ability of the songs. Lyric sing-ability is active prosody and contributes 

to building a song. 

Other participant contributions that relate to the sing-ability of the lyrics within the 

project album songs are also evident. Alan Brown from the core project band describes 

how “in some of the demo songs before recording I thought some lyric words at line 

endings were not quite sitting right…But through the recording process with the band 

these issues were sorted out. The band feel and input on tempo (especially) really 

helped with this.”  

One word that came up frequently in the participant responses, and that I believe relates 

to lyric sing-ability, is “flow”. Earl Robertson (the drummer) was asked what his input 

was and he responded, “meter and time …suggested tracking Heartbeat without a click. 

After trying various takes with it we turned it off and the song then worked, mainly this 

was because of the sectional nature of this song”.  The basic theme of lyric sing-ability 

in relation to this research project can be reinforced by terms used by participants, such 

as “feel”, “phrasing”, “natural” and “flow”. Such terms, referred to in comments like 

Earl’s, above, pinpoint the ‘cutting edge’ moment when a lyric is sung within a musical 

framework rather than being read silently or just quietly from a page. Sing-ability is the 

final sonic check for the prosody of a lyric. This is the moment when a collaborating 
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band, listener or audience tests the prosody; it is the moment when the lyric translates 

from the page to the ear. 

 

Experimentation 

Reflecting on participant answers, I can also identify a creative pull towards unity, 

which supports the global theme of experimentation within a composition and the 

building of a song. Tony Waine from the core project band describes the interaction 

between lyrics and music as, “Lyrics driving the music at the forefront but also music 

driving the lyrics. Music sits well and overall it’s a good blend. Strong lyrical ideas, 

couldn’t wimp out on the music”. Harry Lyon (also a core project band musician) has 

this to say, “The music suits the lyric, it captures the mood”. 

Another text segment that highlights the global theme of experimentation and that is 

included within the building a song thematic network is drawn from my reflective 

writing during the recording of the project album. For example, when reflecting on the 

songwriting idea of contrast I wrote that,  

I think a lot of the musical decisions made over the recording period can be 

down to contrast. I remember many examples of this in action, Tony swapping 

basses on specific tracks, Alan changing from Hammond to different keyboards, 

Earl swapping out cymbals and Harry changing effects on his guitar. Of course, 

these changes of contrast were also made a lot of the time in relation to a specific 

song and what its topic or energy was all about. Then Daryl also added into this 

with his production work: different microphone experimentations for my vocal, 

for example. 

 

Inspiration 

As a songwriter I have incorporated the craft of prosody into my songs and I have done 

so in a conscious way throughout this project. However, most of the participants, I 

believe, have a more intuitive feel for utilising music and lyric to enhance a song. The 

musicians I was working with have not studied prosody in the depth that I have, so this 

was a great chance to compare my approach to theirs. What I found in this situation 

was that even though a musician or songwriter might not overtly think in terms of 

prosody (and its application to song), they are still working in the same area. This 



63 

 

approach can probably be generalised as the ‘feel’ of a song or the ‘emotion’ of a 

section. When gaining feedback from Daryl during an interview, he commented, 

“Everyone is searching for prosody artistically even if they haven’t identified it as 

such.” I agree with this statement; it reinforces the global theme of inspiration and feeds 

into the overall building a song thematic network.  

 

Craft and feeling 

In my analysis of the research data, the dual nature of songwriting, involving both craft 

and feeling, has been highlighted. One way to unpack this global theme is through 

musicianship and improvisation, both of which are basic themes that I have identified 

through the coding process. In my reflective notes I write, 

Throughout the overdub recordings it was highly evident that all project 

collaborators were able to instinctively interpret the music I was providing 

them. This I think highlights that mutual musical understanding between 

everyone in relation to genre. We all are of a similar age and therefore have an 

experienced knowledge of musical forms including blues, country, folk and 

rock. Following on from this the musical collaborators and myself are also 

comfortable with improvisation. Improvisation was an important creative 

approach used in the overdub process. 

I think improvisation is similar in a way to songwriting where you practise and 

consciously hone your craft to a point where you are comfortable enough to allow 

emotion to take over: as a musician you play and let that aspect run through your body. 

This is what I would describe as ‘feeling it’. 

A useful metaphor that assists in the exploration of building a song is to consider that 

a song is a story. I can extend this metaphor in the context of the building a song 

network and summarise that in this network craft and feeling, active prosody, 

experimentation and inspiration all contribute to first, deciding what the stories will be 

about and second, who the characters within these stories will be. 

 

Chasing a song 

The thematic network titled chasing a song contains three global themes that I have 

titled right performance, right vocal, and right production. This network, if it was 
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mastering, arrangement and instrumentation as well as the organising theme of adding 

production atmosphere and sound effects. The following table demonstrates where 

these organised themes generally sit and how they influence the identified global 

themes. As in the building a song thematic network, some organised themes actually 

influence all the global themes and once again all of these areas are complementary and 

can overlap. 

 

Figure 21. Organising themes (Chasing a song).  

Chasing a song (network): Organising themes 
Right production: 

Adding production atmosphere and sound 

effects (generally I also consider this to be 

‘active prosody’), producing the song. 

Collaboration, prosody, unity and genre. 

Right performance: 

Adding production atmosphere and 

sound effects (generally I also 

consider this to be ‘active prosody’), 

performing the song. 

Collaboration, prosody, unity and 

genre. 
Right vocal: 

Vocal delivery, performing the lyric. 

Collaboration, prosody, unity and genre. 

 

 

Right performance 

During the recording of the project album, I reflected on the global theme of right 

performance in my notes made following a studio session:  

Mistaken is an extremely different song in terms of performance - certainly due 

in a big part to the band in a room recording approach. I feel that the core band 

utilised musical experience and mature interpretation to achieve this level of 

recorded performance. The track is longer than the demo as it highlights our 

live interaction. We played it this way basically because we could.  

These comments (from my research notes, Appendices D and E) highlight how a 

specific performance within a recording session will influence the final recorded 

outcome. This also links to the importance of authenticity and the musical genres 

(especially folk and blues) that I operate within. 
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Right vocal 

The global theme of right vocal is evident in various areas within the project data. For 

example, within my project album recording notes I wrote,  

When I came to overdub my vocals on the song No is not the word I was lucky 

enough to have Harry and Jean coach me on my vocals and they helped me 

achieve a vocal with greater energy, accuracy and attitude. I believe the 

improved vocal delivery assisted the whole track to come alive, especially the 

bass. I really like some of the lines that Tony improvises on this track. 

The important organising themes of vocal delivery and performing the lyric inform this 

global theme because they incorporate the basic themes of energy, accuracy and 

attitude. 

 

Right production 

An especially important organising theme within this global theme is the actual 

production of a song. Throughout the participant interviews many comments were 

made which highlighted this point. For example, Daryl mentions that his main 

contribution was, “Reinforcing the story via production and adding ideas to support the 

project”. And Earl contributes by saying, “I feel the final outcome is dependent on 

individuals, surrounding and production person… i.e. in this case Daryl. I was totally 

confident with his production skills and the sound of the Blackdoor studio. Daryl’s 

skills as a guitarist and a drummer contribute to this”. Harry comments, “The songs suit 

different production approaches, say for example, Who am I?, where the vocals are 

back in the mix”. From this feedback the research participants highlight how integral 

production is to songwriting and how central right production is, in chasing a song.  

The metaphor of a song as a story can also be used to explore the chasing a song 

thematic network. The metaphor in this context can be used in conjunction with right 

performance, right vocal and right production to create musical answers to questions 

such as: What are these stories? Who are these characters within these stories? The 

remainder of this chapter now returns to the primary and sub-research questions of this 

thesis and considers how the building a song and chasing a song thematic networks can 

be applied. 
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Thematic networks and primary and sub-research questions 

Literary and linguistic prosody inform songwriting because they help to build a song. 

Prosody is contained within the four global themes of craft and feeling, active prosody, 

experimentation, and inspiration, which all combine within the thematic network of 

building a song. I can also dive deeper within these global themes and generate specific 

answers for the primary research question, which asked: In what ways do literary and 

linguistic prosody inform songwriting? 

Six important lyrical approaches in which literary prosody informs songwriting are: 

writing from a title, matching stressed syllables to stressed beats, meter, song structure, 

rhyme, and figurative language. Some of these lyrical approaches, most notably 

matching stressed syllables to stressed beats, meter, and song structure, were also very 

important within the global theme titled ‘active prosody’. To put this another way, 

matching stressed syllables to stressed beats, meter and song structure informs 

songwriting in the recording process because of their close relationship to lyrics and 

sing-ability. 

I also asked myself questions about a personal definition and application of prosody, 

and how a deeper understanding of unity might inform my songwriting practice. 

Identifying the thematic networks and exploring the global themes arising from the data 

as outlined in this chapter has served to consolidate learnings from the literature 

outlined in Chapter 2. A broader definition of prosody is unity, which for songwriting 

means that an ultimate aim is to ensure that the music supports the lyrical intent, and 

vice versa. This prosodic idea of unity can be evidenced in the project data under the 

global theme titled ‘experimentation’ (Wagner & Watson, 2010). From this perspective 

I can propose that the prosodic idea of unity informs songwriting in the areas of lyric, 

rhythm, melody, harmony and performance. I could also say that the songwriting 

process can unconsciously involve the prosodic idea of unity. This answer is derived 

from participant feedback and my reflective notes and I think it can be thought of as 

‘prosody unspoken’.  

To summarise, literary and linguistic prosody inform songwriting because they assist 

to create and complete a song. The aphorism words make the music and music makes 

the words is a catch phrase generated directly from this research project and it serves 

both to highlight the broader definition of prosody, and also to help unpack the term in 
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relation to songwriting approach and technique. Looking back over the recording data 

I can see that this aphorism has been applied in both the building a song and chasing a 

song thematic networks.  

Right vocal is a global theme that is contained within the chasing a song thematic 

network and two words that stand out from the data in this area are “energy” and 

“attitude”. When I was involved in overdubbing lead vocals for the project album 

songs, my performances always required a specific energy and attitude. Different 

project songs required different vocal attitudes. The following is a comment taken from 

my reflective writing following recording and relates to the song Mistaken,  

…when overdubbing my main vocals Daryl suggested that I aim for a Leonard 

Cohen style delivery (distant and aloof) and this really helped me in 

performance. To match this delivery he engineered my vocals accordingly. I 

think he suggested this approach as the song reminded of a certain period of 

Leonard Cohen’s work.  

Prosody within my practice is a songwriting creative, critiquing and completing engine. 

It is especially evident that I use either macro or micro prosody to create, critique and 

complete songs. This point will be explained in more detail in the next chapter. 

Prosody is contained within the four global themes of craft and feeling, active prosody, 

experimentation, and inspiration, all of which combine within the thematic network of 

building a song. My practice is inspired by the same six lyrical approaches that are 

linked to lyrical forms (writing from a title, matching stressed syllables to stressed 

beats, meter, song structure, rhyme and figurative language). 

This chapter has described the creation of the project album and outlined the home 

demoing, pre-production, recording, over-dubbing, mixing and mastering processes. It 

has reviewed all forms of project data as well as using the research framework as 

outlined in Chapter 3 and has expanded upon the two thematic networks building a 

song and chasing a song. Linking these constructs to the primary and sub-research 

questions of this research project has served to make the link between data, practice 

and reflection related to literary and linguistic prosody more overt. The next chapter 

will build upon this discussion by actively using the thematic networks to analyse the 

project songs. Chapter 5 will also combine information from previous chapters to focus 

further on the action research methodology framework. 
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Chapter 5: Artistic Research and Musical Analysis 

 

This chapter describes important learning outcomes derived during the research project. 

Musical analysis of the songs from the project album identified examples that support 

and underpin answers to the primary and sub-research questions. Findings related to 

creative practice and artistic research - core research design and methods for this project 

- are also explained. The chapter concludes by integrating the two areas of discussion, 

again underscoring the dual nature of this project which seeks to contribute to a 

theoretical understanding of prosody, as well as its application to songwriting practice. 

Prior to beginning this chapter (because it mainly involves analysing music and 

songwriting from my perspective) it should be highlighted that this is just one way to 

approach prosody. Alternatively, there is also a great deal of research undertaken into 

music and prosody from the perspective of the listener/audience. Specialists such as 

psychologists, acousticians, music theorists and neuroscientists have researched how 

and why people listen to music. However, as this project is autoethnographic, it is 

focused upon my personal songwriting practice and how I use prosody, and therefore 

such literature is acknowledged, but not utilised within this research project. 

In order to answer the project’s primary and sub-research questions, the structure of 

this chapter is organised so that each research question is provided a chapter sub-

heading. The following table outlines this structure. 

 

Figure 22. Research questions and linked sub-questions. 

Research questions Chapter Five sub-headings 

Primary: 
In what ways do literary and linguistic prosody inform 

songwriting? 
 

Literary and Linguistic 

Prosody 

Sub-question: 

How does the concept ‘words make the music and 

music makes the words’ frame and realise my artistic 

practice as a singer /songwriter?  

 

Words Make the Music and 

Music Makes the Words 

Sub-question: 

What is my definition of prosody as I use it within my 

songwriting practice? 

 

Prosody Definition 
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Sub-question: 

In what ways can prosody be used in my songwriting? 

 

Using Prosody 

Sub-question: 

In what ways can musical formats be used to influence 

and develop the lyrical forms in my songwriting?  

 

Musical Formats 

Sub-question: 

‘Unity’ is a key concept for my practice. How can this 

be evidenced in my songwriting portfolio?   

Unity 

 

This chapter structure allows the analysis of the project album songs according to how 

they (as examples of prosody) answer the primary research question and sub-research 

questions. Within this structure the album songs will be analysed using the broad 

categories of lyrics, harmony, melody, rhythm and performance. For each song I will 

focus upon one main example of prosody; the reason for this is to be able to drill down 

into specific analysis. Throughout the chapter, where relevant, I will also explain 

artistic research insights, action research insights, and current practice as well as links 

between each of these, and the research questions. 

 

Literary and Linguistic Prosody 

In what ways do literary and linguistic prosody inform songwriting? Specific examples 

of literary prosody are evident in two project songs Watching the Waves and Circle of 

Life. An example of linguistic prosody is contained in the project song Always Another. 

I will now discuss two of these songs as examples, Watching the Waves and Always 

Another. 

 

Watching the Waves – Lyrics 

In Chapter 2, I detailed lyrical songwriting approaches such as song structure and 

rhyme, stating that these are examples of literary prosody that I utilise in my 

songwriting practice. Watching the Waves is a chorus-led song incorporating a 

repetitive chorus section that contains a hooky (vocal) melody motif. A chorus-led song 

can influence song structure and rhyme scheme because the lyrics (including song title) 

within a repetitive chorus do not necessarily need to rhyme. However in order to help 

convey specific ideas, the verses in a chorus-led song are generally written to a rhyme 
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scheme. In Watching the Waves the verse and bridge sections are all written as rhyming 

couplets whereas the chorus sections simply repeat the song title and don’t rhyme. The 

following figure outlines the rhyme scheme of the first verse and chorus of Watching 

the Waves. (The examples in this chapter can also be heard as audio links, available 

from: https://prosody.bandcamp.com/album/dma-thesis-song-examples) 

 

 Figure 23. Watching the waves - rhyme scheme.  

Lyric 

rhyme:  

 
Song 

sections: 
Rhymed  Moment to moment I’ve got a mindful mind 

Thoughts and feelings starting to unwind  
Verse 1 

Un-

rhymed  
Watching the waves, watching the waves 
Watching the waves, watching the waves 
Watching the waves, watching the waves 
Crash over me 

Chorus 

 

This song structure and rhyme scheme of Watching the Waves is an example of the 

global theme of experimentation and the thematic network of building a song. It is an 

example of experimentation because it exemplifies contrast in songwriting and 

highlights how musical formats can be used to influence lyrical forms. The song also 

illustrates the lyrical approach of writing from a title as well as reinforcing the essential 

aural reason for rhyming in song; that is, to assist a listener to decide when an idea or 

section is complete. The song structure and rhyme scheme of Watching the Waves are 

therefore examples of literary prosody and how it can inform songwriting. 

 

Always Another – Performance 

When listening back to this song, the production effect of delay on my lead vocal is 

quite noticeable. I can link this to the thematic network of chasing a song and label it 

‘right production’. This production aspect of Always Another is similar to the melodic 

example of Big Star (explained later in this chapter) in that it highlights the prosodic 

idea of unity. The repeating production effect (of delay) on the title Always Another 

sonically reinforces the semantic idea of the song by continually repeating the word 

‘another’. It was Daryl’s idea to use delay and when I first heard it I knew that it was 

exactly what was required. As a production technique I think it helps to add excitement 
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within the mix. (Audio example at: https://prosody.bandcamp.com/album/dma-thesis-

song-examples) 

Always Another as a song title is another example of the prosodic idea of unity and 

linguistic prosody because it contains alliteration. Alliteration is the occurrence of the 

same sound at the beginning of adjacent words. In Chapter 2 I highlight how lyrics 

convey meaning through linguistic aspects such as pitch, volume, speed, stress and 

rhythm; as a topic, linguistic prosody examines language at a suprasegmental level in 

relation to the production of sound. When writing this song I was not immediately 

conscious that the alliteration of the song title was reinforcing the idea of repetition (the 

basic idea of the song). However upon reflection I can identify that this song title’s 

alliteration shows linguistic prosody informing songwriting. I think the alliteration of 

Always Another through sound creates an exciting rhythmic pattern similar to the 

production effect of delay.  

 

Feeling and being articulate 

In my practice, action research methodologies (of plan, act, observe, reflect, and revise), 

(Koshy, 2005) have always occurred quite naturally. However a noticeable change 

arising from continued work within this research project is that my songwriting 

processes of creating, revising and creating (similar to action research methodologies) 

now operate at a very fast pace. As a songwriter I have a deep understanding of 

songwriting craft through the technical aspects of literary and linguistic prosody and I 

can use this understanding swiftly in order to complete a song idea. When I am building 

a song my creative process is not stuck on craft and instead I can focus on feeling. The 

aspect of ‘feeling it’ when songwriting is highly important because it allows emotion 

to be at the centre of the process and songs are all about conveying emotion. This 

connects to the global theme of craft and feeling as outlined in Chapter 4 and supports 

the building a song thematic network. It is liberating and inspiring when prosody allows 

for and generates feeling and emotion within my practice. 

An understanding of prosody allows me a freedom and depth within my practice to 

express myself. It feels good and it is satisfying to be able to identify, develop and 

complete a musical or lyrical idea – or both. This result can be seen as a methodological 

outcome from ongoing artistic research. At this point I am very happy with my 
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songwriting output. Therefore prosody informs my songwriting because it allows me 

to be articulate within my practice.  

 

Words Make the Music and Music Makes the Words 

How does the concept words make the music and music makes the words frame and 

realise my artistic practice as a singer-songwriter? Examples of  this guiding aphorism 

are evident in the project songs Big Star, Silver Headed Rooster Blues, Always Another, 

Rock ‘n’ Roll BBQ, Who Am I? and Heartbeat. This concept assists me in my 

songwriting practice by providing a basis from which to create, complete and critique 

songs (as well as to teach songwriting). I will now discuss two of these songs as 

examples, Silver Headed Rooster Blues and Rock ‘n’ Roll BBQ. 

 

Silver Headed Rooster Blues – Performance 

For this song I was surprised as a songwriter and researcher at how much thought and 

reflection went into adding production atmosphere in the overdubbing and mixing 

stage. This was also the case for two other album songs, Watching the Waves and Rock 

‘n’ Roll BBQ. Daryl (project album engineer) and I added in overdubs, sound effects 

and atmosphere on Silver Headed Rooster Blues in order to support what we had 

decided the theme (or main idea) of the song was all about.  Silver Headed Rooster 

Blues is a song about a friend’s 50th birthday party, so in order to infuse the song with 

a party theme we added in handclaps and off-the-cuff performances on harmonica. This 

is an example of the concept words make the music and music makes the words in that 

the production atmosphere supports the lyrical meaning. We did this in quite a natural 

way; it wasn’t forced and throughout the process we played with different musical ideas 

in order to add atmosphere. I can link all of this activity to the thematic networks of 

chasing a song as I think adding atmosphere is both right performance and right 

production. 

The specific atmosphere that we added at the overdubbing stage in order to chase the 

song and create the right performance and production consisted of group handclaps, 

harmonica, and foot stomps. In my reflective notes from the project data I write, “The 

song is all about a party really so the overdubs we still need to add to this track are 

harmonica (care of Earl) and perhaps a group of us around a microphone clapping.” I 
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feel that these extra atmosphere additions completed the performance of Silver Headed 

Rooster Blues, as the connotations of a group of people clapping evoke a party 

atmosphere. This song highlights firstly how the research concept of a “lived 

experience” (Creswell, 2014) has helped reveal learnings about my practice as a singer-

songwriter, and secondly that the song’s development is framed by the concept of words 

make the music and music makes the words. 

 

Rock ‘n’ Roll BBQ – Rhythm 

The title of this song, participant collaboration and the recording approach of band in a 

room has strongly influenced the final outcome of this song on the CD. The song title 

and idea of Rock ‘n’ Roll BBQ has inspired important changes to the rhythm, feel and 

basic groove. It has also guided the core project team to add guitar riffs and performance 

in ways that were not evident in the initial home demos (created in Logic X). Vocal 

performance and atmosphere overdubs also altered the basic groove of the song by 

adding a ripple effect. This is an example (similar to Sliver Headed Rooster Blues) of 

the concept words make the music and music makes the words in that the title of the 

song is supported by complementary ‘rock’ style instrumentation. It also highlights 

how the concept frames and realises my practice as a singer-songwriter. 

Central to the groove of Rock ‘n’ Roll BBQ is the tempo; as a band we recorded it ‘in 

the room’ at 125 bpm which is slower than my original home demo from July 2016. In 

my reflective notes at the time I wrote,  

The reason for this was led by the band in order to add a lot more swagger into 

the song mainly because of its title, Rock ‘n’ Roll BBQ. To this end Harry also 

added the riff at the start of the song to rough it up a bit. I think this is an 

excellent example of prosody in action. Where musicians naturally reinforce 

lyrical meaning through musical devices.   

Reading this comment makes me think that reinforcing lyrical meaning through musical 

devices, although a very common approach, is highly effective. For example, if a lyric 

uses the word ‘up’ a melody can be written to jump higher to match this word; similarly 

for ‘down’ the melody can go down.   

Following the first band session and listening to the song together at our core group 

recording review meeting in August of 2016, we decided that the song was too slow. It 
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felt like it was dragging. Through the use of elastic audio within Pro Tools, Daryl raised 

the tempo to 130 bpm and this added more pace to the track without losing the band in 

a room groove. Once the rhythm of Rock ‘n’ Roll BBQ was firmly established it was 

then possible for lead vocals, atmosphere overdubs and further production to complete 

the song. (Audio examples at: https://prosody.bandcamp.com/album/dma-thesis-song-

examples). 

 

New language 

The concept words make the music and music makes the words is a personal saying that 

I have created from continued work within this research project. Throughout this thesis 

and especially in Chapter 4 I have invented new terms in order to unpack prosody, 

discuss songwriting and to explain how it relates to my practice. Examples of this new 

language are ‘active prosody’, ‘building a song’, ‘right vocal’ and ‘chasing a song’. I 

intentionally emphasise these terms within this chapter to analyse the songs from the 

project album. These new terms and phrases have, and will continue to frame and guide 

my artistic practice as a singer-songwriter, and artistic research as an autoethnographic 

exponent. This new language, going forward, will also importantly support my teaching 

activity. 

 

Prosody Definition 

What is my definition of prosody as I use it within my songwriting practice? As 

mentioned in Chapter 2 there are various definitions of prosody and I think that these 

differing definitions fit well with different project album songs. Through musical 

analysis I can group the twelve songs from the album under four distinct prosody 

definitions; for certain songs there are some definition overlaps and this is because (as 

mentioned in Chapter 4) songwriting is not always a linear process. These prosody 

definitions are outlined in Figure 24. 
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Figure 24. Prosody definitions and project songs. 

Project songs: Prosody: Definition/s: 
Watching the Waves, Circle of 

Life. 
Literary prosody Words make the music. 

Silver Headed Rooster Blues, 

Rock ‘n’ Roll BBQ, Mistaken, 

Who Am I? Sweet Spot, Some 

Lines Like These. 

Active prosody Building a song - lyric sing-ability, 

re-writing in the vocal booth, studio 

and practice room. Chasing a song – 

adding production atmosphere. 

Always Another Linguistic prosody Words make the music. 
Big Star, No is Not the Word, 

Heartbeat. 
Unity Music makes the words and words 

make the music. 

 

Circle of Life – Lyrics 

The way that this song evolved through the recording process is an example of using 

literary prosody in songwriting and of  words make the music. Words drove the changes 

in the recording of Circle of Life and in my reflective notes I comment on this fact (a 

full transcript of my reflections is contained in Appendix E). Essentially the song Circle 

of Life changed during recording because in listening back to the rough mixes I started 

to enjoy the space that a three-line chorus within an eight bar section provided. The 

following table highlights this difference. (Audio examples at: 

https://prosody.bandcamp.com/album/dma-thesis-song-examples) 

 

Figure 25. Circle of life - lyrics. 

Chorus  
Circle of Life:  

 Lyrics Bars 

Three lines  The circle of life  
For all time       
The circle of life  

8 bars 

Four lines  The circle of life  
For all time       
The circle of life  
Yours and mine  

8 bars 

 

In my reflective notes I sum up this result by saying, “I think the space of the three-line 

chorus allows the listener room to ‘feel’ the song”. This reflection encapsulates the 

thematic network of chasing a song and matches with idea of the right vocal, where the 

appropriate energy, accuracy and attitude of a completed vocal is very important. This 
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process also reinforces that a song is never really completed or written until a finished 

recording is achieved.  

In Chapter 2, I mention a songwriting maxim, ‘no rules, only tools’ which helps to 

guide my practice. Complementing this is another maxim which states ‘songwriting is 

rewriting’. I think that the recording example of Circle of Life endorses these 

approaches by offering a practical example of a song developing and changing through 

the process of recording and with the use of literary prosody. ‘Songwriting is rewriting’ 

also links to an action research methodology as described in Chapter 3 where there is a 

cycle of plan, act, observe, reflect, and revise (Koshy, 2005). 

 

Sweet Spot – Performance 

In Chapter 4, I discussed this song in relation to the global theme of active prosody, 

which is incorporated into the thematic network of building a song. The development 

of this song from demo to final recording can also be related to craft and feeling, another 

global theme, and in my reflective notes (Appendix E), I mention how the original demo 

of this song was sparsely arranged (minimal instruments) however as soon as we started 

band rehearsals, the whole group started playing on this track. I think in this case, 

because the song is a country tune, that the band had an unspoken understanding of how 

the delivery and performance could be approached.  

A band performance such as this is valuable because musicianship, experience and 

shared understanding play a part in songwriting; working in a collaborative 

environment is something that I thoroughly enjoy as a musician. I remember in the band 

rehearsals for this song how the group immediately referenced the country feel and 

swagger of The Girl with the Far-away Eyes by the Rolling Stones. In recording this 

song as a band I feel that we achieved this vibe and that it has greatly contributed to the 

final recording. In this process the band also suggested songwriting changes to harmony 

and song structure. This is an example of collaboration however it is also active 

prosody, which can be defined in this case as ‘re-writing in the practice room’. I feel 

that these changes really improved the song.  
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Mistaken – Harmony 

This song and the process of recording it as a band in a room connects with the thematic 

network titled chasing a song and is an example of right performance. In my reflective 

notes I write, “The track is longer than the demo as it highlights our live interaction. 

We played it this way basically because we could”. So this then reinforces that the band 

in a room recording process was effective in order for the song Mistaken to be realised 

as a final recording. It also showcases (similar to Sweet Spot), active prosody and re-

writing in the studio.  

Certain songs lend themselves to live recording and Mistaken does this because of its 

harmonic structure of a simple repeated eight bar progression. In my reflective notes I 

say,  

The eight bar minor blues changes of Mistaken ensured an easy ending point 

and I directed the band that we were coming to the end by calling the last time 

around. We all finished on the one of the next eight bar section.  

A feature that is related to the minor harmony of Mistaken is that it lends itself to 

chromaticism. I highlight this in my reflective notes, “Harry also earlier in rehearsals 

naturally started matching my B section chromatic motif with a lower unison part and 

this I believe added extra muscle. I imagine he added this because my original line is 

quite high in register”. I have had feedback from listeners that they really like this 

chromatic motif and how hooky it sounds to them. Chromaticism in this song adds 

tension within the B section and allows contrast from the A section verses. From the 

perspective of the thematic network titled building a song, this is an example of 

experimentation. 

 

Some Lines Like These – Lyrics 

In Chapter 4, I classified lyric sing-ability as an aspect of active prosody which 

contributes to the thematic network of building a song. The changes made in relation 

to the lyrics for Some Lines Like These are minimal on the lyric page (Appendix F) 

however in relation to the final vocal recording the changes are substantial. This is 

because, as mentioned in Chapter 2, lyrics are composed for the ear, not the eye. The 

following lyric is the chorus section of Some Lines Like These and it details the words 

that were omitted in the vocal recording. 
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Figure 26. Some lines like these - lyrics. 

Chorus:  
Some Lines Like These:  

Cause I’m a singer songwriter 
I’m a father and a fighter 
So Hold up your lighter and sing along if you please 
To some lines like these 

 

The learning here for my songwriting practice is that small changes on a lyric page 

greatly assist final vocal delivery of a song. What I like about this realisation is that it 

highlights artistic research and how learning unfolds through the activity of creating 

(Biggs & Karlsson, 2010). As mentioned in Chapter 2, these small changes on a lyric 

page are an example of micro-prosody and also link with the idea of right vocal when 

considering the thematic network of chasing a song. In Chapter 4 I discussed what I 

mean by ‘right vocal’ and highlighted two words from the project data that relate to this 

global theme: energy and attitude. In the bridge section of Some Lines Like These, 

minimal lyric alterations were made which assisted right vocal. The following table 

highlights this example. 

 

Figure 27. Some lines like these - bridge lyrics. 

Bridge:  
Some Lines Like These: 

Singing Sing it  
La la la la, la la la (x4) 

 

Changing “Singing” to “Sing it” immediately adds attitude because it changes the 

language from a declarative statement to a command. This lyrical change for Some 

Lines Like These emphasises a common convention for lyrics within the rock genre and 

is an example of active prosody, which in this case I define as lyric sing-ability. 
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Rock ‘n’ Roll BBQ – Performance 

As mentioned previously, the title and idea of this song has influenced the final 

outcome. Through the album recording process, the title Rock ‘n’ Roll BBQ initiated 

the addition of production atmosphere which is another a way of defining active 

prosody. In my reflective notes from overdub recording sessions in January 2017 I 

write, “Daryl edited this track at the end to shorten it and we interestingly added in 

audience applause and murmuring…this is similar to the waves sample in Watching the 

Waves.”  The learning here is that by adding production atmosphere within Rock ‘n’ 

Roll BBQ I am using right performance and right production in my songwriting 

practice. In this example, production techniques have been added to reinforce the 

outdoor concert atmosphere central to the song’s theme.  

 

Always Another – Performance 

Linguistic prosody is a precise way of defining prosody and I use it in my songwriting 

process. However, in my practice I tend to explicitly use literary prosody more than 

linguistic prosody and this is something that has become evident throughout this 

research project. So the definition I use for linguistic prosody is, words make the music 

(the same definition that I use for literary prosody). The main point of this definition in 

relation to linguistic prosody is to remind myself as a songwriter that the pitch, volume, 

speed and rhythm of speech are important; these fundamentals of language translate 

into singing and music. As previously mentioned in this chapter, I identify alliteration 

as an example of linguistic prosody and this is evident in the project song Always 

Another.  

 

Heartbeat – Melody 

This song utilises a major scale for its melody and when I started writing it I 

instinctively felt that simple pentatonic notes and intervals would best reinforce the 

lyrics. The verses in this song don’t utilise many notes from the major scale and simply 

move no higher than a fifth. The two main intervals that are highlighted in the verse 

melody are the major third and major second. The structure of this song is not a 

straightforward AABA type in that an extra C section is also added and this is when the 

melody moves higher to the major sixth of the scale. These major intervals over a G 
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major diatonic chord progression create a sweet, singable and simple melody. I wanted 

this emotion from the melody because it combines with the lyrical ideas of openness 

and compassion. In simple terms, major intervals create a happy emotion whereas 

minor intervals are associated with sadness.  

This type of melodic approach doesn't always occur for me in my practice, and it 

highlights the global theme of inspiration and the thematic network of building a song. 

My inspiration for this song lyrically is the eastern concept of mindfulness and also 

folk-rock peace songs from the 1960s. When we were recording the vocals for this 

song, Jean McAllister (album musician) and I were discussing the song and the 

performance approach and she said, “It’s a Paul song” which I agreed with as she was 

name checking Paul McCartney from the Beatles. Heartbeat is also a practical example 

of the prosodic idea of unity and the way that I define this use of prosody (in my 

songwriting practice) is with the maxim, words make the music and music makes the 

words. I say this because Heartbeat is using all songwriting elements to combine and 

support the central intent of the song. 

 

Prosody is a means to meaning 

The time I have spent as a researcher within this project has been invaluable and it has 

allowed for deeper reflection. I now realise (complementing the four definitions above) 

the ultimate definition of prosody is: prosody is a means to meaning. This definition 

links to the conclusion section in Chapter 1 where I describe how songs are a central 

part of my life experience, and also my constructivist worldview in Chapter 3 where I 

outline how background and personal experience influence meaning. Prosody 

conspicuously allows me to be an articulate songwriter and it supports the songs that I 

write, record and perform. These songs have meaning for myself, my fellow musicians, 

and can also be experienced by an audience as well. In performance, further memories 

and meaning are also generated. This is a powerful ongoing circular process where I 

am creating, sharing and making meaning with and through my songs. It also naturally 

fits with an action research framework methodology. The table below highlights this 

ultimate definition of prosody as a means to meaning.  
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for the band (in the lead up to the album recording) I noticed how the harmonic changes 

added an unpredictable quality. The A section of this song contains 16 bars of 4/4 and 

one bar of 2/4. The complete chord chart for No is Not the Word is in Appendix F. The 

extra half bar just throws everything off musically and consequently it took rehearsal 

focus with the band in order to record it as intended.  

Throughout the rehearsal and recording process I realised that it was essential to retain 

the uneven harmonic structure of No is Not the Word. In Chapter 2 in relation to lyrical 

meter, I state that matched lines of lyric length will sound stable whereas unmatched 

lines of lyric length sound unstable. This is a songwriting approach that Pat Pattison 

(2009) describes and teaches in great detail. Pattison also utilises the idea of stable and 

unstable contrast to extend into any element of songwriting. He teaches that an even 

number of lyrics, musical bars, rhythm and so on is stable, whereas an odd number of 

lyrics, musical bars, rhythm and so forth is unstable. Pattison makes the point that a 

songwriter has a choice to support lyrical ideas with either stable or unstable sections 

of music and/or lyric. 

In the process of this research project and the album recording I realised that the A 

section harmonic changes of No is Not the Word are unstable and that this reinforces 

the unstable lyrical idea of the song title. By writing out the chord chart for No is Not 

the Word I was able to analyse the song, identify a crucial example of prosody and 

ensure that it was retained and supported in the final recorded version. This is an 

example of using prosody in my practice in order to critique songs and it is a very 

helpful songwriting approach. 

 

Inspiration 

In Chapter 4, I identified inspiration as a global theme within the thematic network 

titled building a song; for me, my knowledge and application of literary and linguistic 

prosody is central to being an inspired songwriter. It is exciting to be inspired by 

prosody to write a song which connects with the comment made earlier in this chapter 

where I describe how satisfying it is to be articulate within my practice. Inspiration is 

critical in order for a song to be created. Inspiration can heighten not only my own 

songwriting experience but also that of others, specifically my songwriting students. 
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Therefore when I share my knowledge of prosody within songwriting and it helps 

others, this is also inspirational. 

 

Musical Formats 

In what ways can musical formats be used to influence and develop the lyrical forms in 

my songwriting? Examples of musical formats influencing and developing lyrical 

forms are evident in the project songs: Watching the Waves, Who Am I?, Circle of Life, 

Sweet Spot and Some Lines Like These. 

 

Who Am I? – Harmony 

In Chapter 2, I discuss harmony and cadence in relation to the idea of tonic/home, 

away/subdominant and return/dominant. Essentially I work with these directions as a 

classical composer would and each direction (or cadence), no matter what key, creates 

a similar musical effect. On the song Who am I? I employ a perfect cadence or a return 

to home in order to reinforce the question of the song title. 

 

Figure 29. Perfect cadence. 

Who am I? – Title / Chord Progression Chord Bars (4/4 time) 
Who ……………………………..am 
I? 

V 
Tonic 

2 
2 

 

The note that I sing on the word “who” is held for a bar and a half and this highlights 

the nature of the dominant chord before returning home and resolving. Tension is an 

inherent element in language when a question is asked and I am highlighting this 

musically by using a dominant chord and holding it over a certain number of bars before 

releasing that tension with the return to the tonic. This is an example of prosody within 

the thematic network of building a song. It also demonstrates how musical formats 

influence lyrical forms in my songwriting practice (Audio example at: 

https://prosody.bandcamp.com/album/dma-thesis-song-examples). 

Another device that I utilise with Who am I? is modal harmony. What I like about this 

is that it allows me as a vocalist - and more usually as a guitarist - to explore non-
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Figure 31. Melodic range chorus. 

 

Lyric:      Big                   star                          that’s what   you          are 

 

It is a common approach in vocal melody writing to save higher notes for the chorus 

because high notes within a melody naturally grab a listener’s attention. So when I was 

writing the verse melody for this song I was consciously not wanting to reveal the 

higher notes and in turn the big idea of the chorus too early in the melodic development. 

Additionally because I was writing this song with the specific title of Big Star in mind 

I also realised that this song title had the semantic meaning of ‘large’ or ‘giant’. Within 

my melody (and personal vocal range) I arranged the melody in order to save the high 

note of E for the word “Big”. In my reflective notes from the project data I write, “Zed 

and I layered up a chorus B.V arrangement in his home studio. My reflection on this is 

that the Big Star chorus is big therefore it requires BIGNESS.” This melodic example 

of Big Star highlights (as mentioned in the previous chapter) the global theme of 

experimentation and the thematic network of building a song. In relation to my 

discussion of unity in Chapter 2, this is an example of macro-prosody and significantly 

for this chapter, is a practical example of the prosodic idea of unity. 

 

Summary 

The following table summarises the musical analysis undertaken in this chapter and 

groups project song examples (as answers) to the primary research and the sub-research 

questions. 

 

Figure 32. Project song musical analysis and research questions. 

Research questions Project songs 

Primary: 
In what ways do literary and 

linguistic prosody inform 

songwriting? 
 

• Literary prosody informs project songs: 

Watching the Waves and Circle of Life. 
• Linguistic prosody informs the project song: 

Always Another. 
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• Provides a deep technical understanding of 

songwriting craft.  
• Prosody generates feeling and emotion within 

my songwriting practice. 
• Helps me to be articulate within my practice. 
• Is satisfying to understand. 

Sub-question: 

How does the concept ‘words 

make the music and music 

makes the words’ frame and 

realise my artistic practice as 

a singer /songwriter?  

 

• Examples of ‘words make the music and music 

makes the words’ are evident in project songs: 

Big Star, Sliver Headed Rooster Blues, Always 

Another, Rock ‘n’ Roll BBQ, Who Am I? and 

Heartbeat. 
• This concept provides a basis from which to 

create, complete and / or critique songs (as well 

as to teach songwriting). 
• Provides new language in order to unpack 

prosody and to explain how it relates to my 

practice. 
Sub-question: 

What is my definition of 

prosody as I use it within my 

songwriting practice? 

• The twelve songs from the CD of original work 

can be grouped under four distinct prosody 

definitions: 
• Literary prosody: Words make the music. 
• Active prosody: Lyric sing-ability, re-writing in 

the vocal booth / studio, re-writing in the 

practice room. And or adding production 

atmosphere. 
• Linguistic prosody: Words make the music. 
• Unity: Words make the music and music makes 

the words. 
• The ultimate definition of prosody is that is it a 

‘means to meaning’. 
Sub-question: 

In what ways can prosody be 

used in my songwriting? 

• I use prosody in my songwriting practice to 

create, complete and / or critique songs. I also 

use prosody as a basis from which to teach 

songwriting to students. 
• Creating a song with prosody: Watching the 

Waves. 
• Completing a song with prosody: Rock ‘n’ Roll 

BBQ. 
• Critiquing a song with prosody: No is Not the 

Word. 
• Inspiration for myself and other songwriters. 

Sub-question: 

In what ways can musical 

formats be used to influence 

and develop the lyrical forms 

in my songwriting?  

• Examples of musical formats influencing and 

developing lyrical forms are evident in the 

project songs: Watching the Waves, Who Am I? 

Circle of Life, Sweet Spot and Some Lines Like 

These. 

Sub-question: 

 ‘Unity’ is a key concept for 

my practice. How can this be 

• Specific examples of unity are evident in the 

project songs: Big Star, Always Another, Who 

Am I? and Heartbeat. 
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evidenced in my songwriting 

portfolio?    

 

 

This chapter has described the learning gained whilst involved in this research project 

by analysing each of the songs from the project album. Musical analysis has been 

undertaken to identify examples contained within the project album that directly 

underpin answers to the primary and sub-research questions. Findings related to 

artistic and action research have also been explained at appropriate points. The table 

which concludes this chapter (Figure 32) summarises all the answers provided to 

primary research and the sub-research questions through project song analysis and 

application of research methods. The learnings gained rely heavily on my own 

participation in the project: they are personal, subjective and internalised - a frequent 

phenomenon in ethnographic inquiries - and expressly link to the constructivist 

perspective outlined in Chapter 1. 
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Chapter 6: Conclusions 

 

Returning to the opening themes of this thesis, the topic of prosody in relation to my 

singer-songwriter practice can be defined as either, or both, literary and linguistic 

(Preminger, 1965); unpacking this understanding has led me to a personal maxim, or 

aphorism: words make the music and music makes the words. This subjective approach 

has helped to bring the topic of prosody alive and link it to the many techniques and 

commentaries in the literature that are available – to me, and to other songwriters. This 

maxim also enables me to trace the connection between prosody and inspirational songs 

and songwriters noted by Smith (2011), most notably Woody Guthrie, whose work is 

discussed in the introductory chapter. Developing from this background and with an 

aim to better understand and improve my songwriting skills, the primary research 

question of this thesis has been: In what ways do literary and linguistic prosody inform 

songwriting? 

In order to answer this primary research question (and the accompanying sub questions) 

this thesis has involved the writing, recording and commercial release of a new album 

of original material. This task has been undertaken in a collaborative musical 

environment within a qualitative research design, which recognises autoethnography as 

a main strategy of inquiry. The mixed method research design which has analysed this 

album of original works has included artistic research, action research, interviews, 

participant observation and musical analysis. This research thesis is divided into two 

volumes. Volume I is this exegesis, comprising an introduction, literature review, 

methodology, findings and conclusion. An extensive Appendix section contains the 

research information package, an example of musical and prosodic analysis, participant 

interviews, two collections of reflective writing and meeting notes, lyric sheets and 

chord charts. Volume II of the thesis is the research project album output: Beginner’s 

Mind, a 12 track CD of original of work.   

Considering the primary research question, this thesis has identified that literary and 

linguistic prosody inform songwriting because they both help to build a song and to 

chase a song. As explored in Chapter 4, these two thematic networks have been arrived 

at through a combination of mainly artistic research, action research, interviews and 

participant observation. The thematic network titled building a song became evident 
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throughout the creation of the project album and includes the global themes of active 

prosody, craft and feeling, inspiration and experimentation. These global themes can 

be seen as the starting points for the creation of a song. The thematic network titled 

chasing a song, also detailed in Chapter 4, contains three global themes: right 

performance, right vocal, and right production. This network is broadly concerned with 

music production and the finishing recording touches for a song, rather than the initial 

spark or creation.  

Musical analysis of the songs from the project album is documented in Chapter 5 with 

practical examples from these original songs to support and underpin my answers to 

the research questions. Specific examples of literary prosody are evident in two project 

songs Watching the Waves and Circle of Life. An example of linguistic prosody is 

contained in the project song Always Another. These musical examples have been a 

satisfying, concrete aspect of the project because in Chapter 1, I state that the 

information drawn from this research project is factual evidence from which valid final 

conclusions can be reached. 

Another aspect that arises from musical analysis within this thesis is that it is evident 

that I have gained a deeper technical understanding of songwriting craft; this is an 

important response to the primary research question. The musical analysis that I detail 

within Chapter 5 is built from a confident understanding of the literature that frames 

my creative songwriting practice. In Chapter 2 of this thesis I highlight this 

understanding by outlining songwriting techniques and investigate relevant literature 

under the headings of words make the music and music makes the words. 

Ultimately a natural result from my knowledge of songwriting craft (as detailed in 

Chapters 2 and 5) is that my creative process is not stuck on craft, and instead places 

emotion or ‘feeling it’ at the centre. I can confidently claim that an understanding of 

prosody allows me freedom and depth to express myself. From this perspective, 

therefore, an answer to the primary research question can be that literary and linguistic 

prosody informs songwriting because it generates the space for ‘feeling’ within my 

practice and allows me to be articulate. 

Various sub research questions followed from the primary question and were also 

introduced in the first chapter of this thesis, as follows:  
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How does the concept ‘words make the music and music makes the words’ frame and 

realise my artistic practice as a singer-songwriter?  

The concept words make the music and music makes the words has naturally evolved 

from this research project and builds from a Woody Guthrie quote which is provided in 

the introductory chapter.  This concept encapsulates various facets of prosody and 

connects it to songwriting. It has also become a cornerstone of my songwriting practice 

and in Chapter 5 I identify that this concept provides a basis for me to create, complete 

and critique songs. 

Through musical analysis in Chapter 5 I identify half a dozen songs from the project 

album that are examples of words make the music and music makes the words. For the 

song Silver Headed Rooster Blues I note how the addition of production atmosphere 

such as handclaps at the overdub stage were added to support the lyrical meaning of the 

song. Then in relation to Rock ‘n’ Roll BBQ I describe how this song was critiqued and 

completed (by myself and participant collaborators) because of the song’s specific title. 

The title Rock ‘n’ Roll BBQ led to musical reinforcement such as a faster tempo and 

strident rock instrumentation.  

The concept words make the music and music makes the words is not only part of a 

research question but I have also used it as the title for this thesis. In Chapter 1, I 

introduce it as a maxim and use it extensively because it helps me to personalise and 

unpack prosody. Then in Chapter 5 I identify that this concept is, importantly, new 

language. This new language, as well as other terms which I introduce in Chapter 4 

such as building a song and chasing a song, have many benefits including supporting 

my research and teaching activity in the future. Recently I have been using these new 

language terms when teaching songwriting and I have noticed that they have been very 

effective in conveying a concept. These terms seem to engage student musicians and 

assist them to write with greater confidence. 

 

What is my definition of prosody as I use it within my songwriting practice?  

This sub question has been very helpful within this research project because the term 

prosody has many different meanings. In the earlier chapters of this thesis, these 

definitions and their backgrounds are explained in detail. Then in Chapter 5 and with 

the assistance of musical analysis of the research album, I identify four different 
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definitions of prosody within my practice: literary prosody, active prosody, linguistic 

prosody, and unity. These four definitions are a result of my concerted long-term 

application as a researcher within this project; and represent a highly satisfying body of 

learning in my personal quest to grow and improve my own songwriting skillset. 

In Chapter 5 I define literary prosody as words make the music and identify two project 

songs as examples of this definition. In the instance of the song Circle of Life I observe 

that the words and the number of lyrical lines within song sections drove the changes 

in the recording process and this, I believe, encapsulates (within my practice) what 

songwriting with literary prosody is all about. Active prosody is another definition of 

prosody and in Chapter 4 I outline how this approach incorporates (among other 

aspects) lyric sing-ability. This definition of prosody is concerned with how a lyric 

translates from the page to the microphone to the listener, and I highlight an example 

from the project song Sweet Spot to illustrate this point. In Chapter 5 I also analyse 

other songs in relation to active prosody.  

Because songwriting is not always a clear-cut linear process there are some overlaps 

between the four definitions of prosody. In the case of linguistic prosody (and in my 

practice) I have identified that it has the same definition as literary prosody, which is 

words make the music. The main point (or difference) of this definition is that the pitch, 

volume, speed and rhythm of language (the linguistic components) also translate into 

singing and ultimately a (lyrical) song. In order to highlight this definition I analyse the 

use of alliteration in the lyrics of the project song Always Another. Unity is my fourth 

definition of prosody and I define it by utilising the complete maxim words make the 

music and music makes the words. This definition and its history relating to the 

literature are described in Chapter 1 and date right back to Aristotle and classical 

antiquity. I feel that this definition appropriately sums up how lyrics and music within 

a song can combine together to support a central idea, or theme. 

In Chapter 5 I also offer an ultimate definition of prosody with the statement that 

prosody is ‘a means to meaning’. This wider definition reaches beyond the specifics of 

songwriting craft and links to how songs can become a central part of life experience. 

Prosody supports the songs that I write, record and perform and these songs have 

meaning for myself, my fellow musicians and my audience. This definition as I describe 

it in Chapter 5 can also be viewed as an action research cycle. The length of time spent 
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as a participant and researcher within this project has allowed for this deeper definition 

to be identified. 

 

In what ways can prosody be used in my songwriting?  

As a result of this research I have identified that prosody within my practice is 

ultimately a songwriting driver: a creative, critiquing and completing engine. Through 

the use of musical analysis in Chapter 5 I explain how the song Watching the Waves 

from the project album is an example of creating a song with prosody. An example of 

completing a song with prosody is Rock ‘n’ Roll BBQ and for critiquing a song with 

prosody, I use the project album song No is Not the Word. 

In the case of No is Not the Word I explain how the odd number of bars/harmonic 

changes within the song creates an unstable feeling and that this reinforces the unstable 

lyrical idea. Within this research project and through my knowledge of prosody I was 

able to identify an uneven bar length, recognise that it was contributing to the overall 

feel of the song and then make sure that it was retained and supported in the final 

recorded version. 

Finally, prosody within my songwriting practice is an inspiration and I hope that this is 

apparent throughout all the chapters of this thesis. In Chapter 4, I name inspiration as a 

global theme within the thematic network titled building a song. Then in Chapter 5, I 

mention that aside from being an inspiration for myself, prosody can also be an 

inspiration for others and especially my songwriting students. 

 

In what ways can musical formats be used to influence and develop the lyrical forms 

in my songwriting?  

Throughout this thesis I have discussed musical formats in a variety of ways. In relation 

to harmony (in Chapter 2) I outline the basic principles of western harmony and also 

modal harmony. This is because these two musical formats are predominantly utilised 

with the project album songs and are very influential on my lyrical forms. In addition 

to harmony, the other main musical format that I use is the 8 bar and 12 bar blues 

structures. 
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In Chapter 5 I list the project songs that are examples of musical formats influencing 

and developing lyrical forms, then through musical anaylsis I discuss the song Who Am 

I? This song actually exhibits examples of both western and modal harmony. I identify 

that the use of a perfect cadence adds musical tension underneath the Who Am I? song 

title, whereas minor modal harmony later in the song is employed to highlight reflection 

and introspection. As mentioned previously in this chapter, it satisfying to have factual 

project song evidence upon which valid final conclusions can be reached. 

 

‘Unity’ is a key concept for my practice. How can this be evidenced in my songwriting 

portfolio?   

In Chapter 1, I outline the history for the term prosody and segment the topic into micro 

and macro definitions. I make the important distinction that micro prosody is concerned 

with such aspects in songwriting as ensuring the alignment of stressed syllables to 

stressed beats and so on. In contrast, macro prosody is the prosodic idea of unity, 

described in Chapter 2 as the broader definition of prosody. In this understanding of 

prosody as unity, a songwriting aim is to ensure that the music supports the overall 

lyrical intent of the song and visa versa. I have also discussed this previously as a 

definition earlier within this concluding chapter. 

In Chapter 5 I recognise specific examples of unity within the album project songs Big 

Star, Always Another, Who Am I? and Heartbeat. The idea of unity throughout this 

research project and my songwriting practice has been a highly useful approach. 

Through musical analysis I discuss the melody of the project song Big Star and identify 

how the highest note I sing on the chorus section links to the ‘big’ idea of the song 

itself. This musical example summarises unity and shows how it is a key concept within 

my practice. 

 

Implications for future research  

This thesis has thoroughly explored and answered the above research questions, 

however it has also raised other areas and topics for continued exploration. I think there 

are at least three new areas for research which could build from the work carved out by 

this thesis.  
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Reflecting upon this project I can see that it has involved a systematic breakdown and 

definition of my artistic process. This systematic unpacking is notably quite dualistic; 

an example of this is how I define prosody as either linguistic and /or literary. Whilst 

this breaking down a process into discrete parts is a necessary aspect of research and 

the topic of prosody, I also now realise that a creative music process does not 

necessarily easily operate in a segmented, linear or regimented fashion. Therefore, I 

believe further research into a free form songwriting process could be enlightening. 

Investigating the blurring of the edges of the songwriting process might be a very 

interesting avenue. 

Another exciting area for further research (in a completely different direction) is 

investigating the importance of production in contemporary music recording and the 

role of producer. A question arising from this research project that has become 

highlighted to me is, do music producers think about prosody and all of its creative 

tools? Or, similarly to how the participants within this project operated, do producers 

work instinctually and as mentioned in Chapter 4, not overtly think in terms of prosody 

while still working in the same area? This could be an informative research area 

especially also considering the very powerful music recording tools currently available 

to any musician around the globe.   

Finally, a third area of research might be to test my ultimate definition of prosody, that 

prosody is a means to meaning. This definition is true within my artistic practice, 

however, that is my viewpoint, what do other singer songwriters think of this? Is it 

helpful to others? Why do I use prosody in this way? A new research project could 

investigate these types of questions and thinking. 

 

Seven years and counting 

I started into this research project approximately seven years ago and personally it has 

been the lengthiest project I have ever been involved with. Quite simply, as a person I 

have changed, as has the world around me. I realise this sounds like an obvious 

statement, because of course things change, however it is an important fact that I can 

personally ‘feel’ (and acknowledge) at this point of the research. Therefore, whilst 

presently writing this conclusion, I naturally ask myself how the questions raised in 

Chapter 1 (and the answers within this thesis) relate to my world, and myself today? 

Re-reading Chapter 1, I can highlight a question that I pose in the ‘About me’ section 
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where I ask: How do I draw on what is known, and what can I discover to both inform 

my students and improve my own practice? The broad answers to this question are 

pretty clear to me:  

• Prosody is an embedded process within my songwriting practice that I enjoy 

using to create and produce new music, 

• The research within this thesis provides the fundamental content and a solid 

foundation for me to teach songwriting students in the future. 

Heading into the future, despite the changes I have experienced in myself and my 

surroundings, I am still essentially a singer-songwriter who is curious about prosody 

and who also teaches songwriting. However, now I am also, importantly, a researcher, 

as over the previous seven years I have slowly but surely learnt how to ‘do’ research. 

This is a huge positive for me and it has already enriched my professional career as an 

educator. In light of this fact I am very grateful for the opportunity to study (seven years 

and counting) towards the Doctor of Musical Arts qualification at Griffith University. 

I would like to think that my journey as a researcher may encourage others to pursue 

their own explorations in academia. Similarly, I hope that my analysis of prosody and 

its many networked themes and elements will contribute to the resources available to 

fellow singer-songwriters seeking to improve their own craft, as well as to those who 

study and provide the theoretical commentary supporting the discipline of musical arts.  

 

Final words 

This research has explored and developed my potential as a singer-songwriter. It has 

been undertaken because of my ongoing curiosity about prosody and how the principles 

within this area could potentially inform my own, and others’ songwriting craft. In a 

collaborative musical environment, within a qualitative research design which 

recognises autoethnography as a main strategy of inquiry, this project has involved the 

writing, recording and commercial release of a new album of original material. Sitting 

alongside this project album is the written work of this thesis. Together these two 

outputs have addressed the research questions, with particular depth in Chapters 4 and 

5. This concluding chapter has summarised these findings whilst also referring to the 

earlier three chapters containing - broadly speaking - the introduction, literature review 

and methodology. Finally this chapter has alluded to three further areas that could be 

well worth future research and investigation. Therefore because this thesis has ended 



97 

 

with continuing questions, has been written in the first person, and I am a first and 

foremost a songwriter, I will finish by quoting the final verse from the project album 

song Sweet Spot: 

Everybody’s looking for that sweet spot, 

Everybody’s looking for that spot, 

Could be a dream, could be a hoax, 

It’s certainly hooked some folks, 

  Everybody’s looking for that spot. 
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Appendices overview 

 

A) Research Information Package 

A copy of the research information provided to participants, including sample interview 

questions. These documents were part of the original application for ethics approval 

and assisted me as researcher to ensure process and focus were maintained throughout 

the project’s seven-year lifespan. 

 

B) Example Song Analysis 

An example of musical and prosodic analysis is provided in order to highlight the type 

of musical analysis undertaken as a research method throughout the thesis. The song 

selected here is written by myself and is titled They Haven’t Caught Me Yet. I chose 

this song to analyse because the lyrics for the A sections are in common meter.   

 

C) Participant Interviews 

Appendix C shows the collated comments of core group participants from individual 

interviews, transcribed from recordings and then presented as question responses.  

 

D) Reflective Writing (1) 

These are my personal reflective notes and text records that relate directly to the 

research project. This writing is all related to the time prior to the ‘band in a room’ 

album recording sessions that started, 1st of July 2016. 

 

E) Reflective Writing (2) and Meeting Notes 

This appendix contains my reflective notes, text records and meeting notes which relate 

directly to the research project. This writing is all related to the time during and after 

the ‘band in a room’ album recording sessions that started, 1st of July 2016. 

 

F) Lyric Sheets and Chord Charts 
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Lyric sheets show the final versions of the project album songs presented in Volume II 

(the 12 produced song tracks) of this exegesis. The chord charts are the charts provided 

to the band for the rehearsals leading up to the ‘band in a room’ album recording 

sessions that started, 1st of July 2016. 
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Appendix A: Research Information Package 

 

 

 

‘Words make the music and music makes the words’: Exploring and developing 

my potential as a singer-songwriter 

 

RESEARCH INFORMATION PACKAGE 

 

RESEARCH TEAM: 

Paul Draper, Steve Newcomb, Dave Bishop 

 

CONTACT DETAILS:  

Prof Paul Draper 

Queensland Conservatorium Griffith University 

p.draper@griffith.edu.au 

 

Preamble 

This project involves the writing and releasing a new album of contemporary 

singer/songwriter material (containing at least ten songs). The songs for this album will be 

created through a collaborative creative process and where-ever possible will be informed by 

my continuing research into prosody and song-writing. The intended outcome of the research 

is that the album project will include numerous examples of prosody in action. Some other 

features may include what happens ‘in the heat’ of collaboration while I imagine others will 

feature the conscious application of prosody in lyric writing and other musical structures.  

This project will bring together a small group of musicians and one perhaps two recording 

engineers. This process will be informed by inputs from all participants.  

 

Confidentiality 

Finalised tracks of the songs recorded for the album will be released commercially.  

Participants will be identified on track listings and in album credits as per a regular music 

release. Names of participants will not appear in research reports or publications that result 

from the project. 

 

Feedback and expected benefits  

The outcomes of this project may be disseminated through a written report to the Office of 

Learning and Teaching. No participant will be personally identified in the report. The 

findings of the research will be reported in scholarly journals. Participants will be offered a 

summary of the results of the overall research through a summary meeting.  
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Potential risks 

Participation in the research poses minimal risk. The project asks only for your views relevant 

to the research focus; it does not seek any personal or sensitive information. Rigorous 

procedures for data collection, storage and analysis will help to ensure that anything you say 

to us remains confidential.  

 

Voluntary participation 

Participation is voluntary and you are not under any obligation to consent to participate in the 

research. No person will be under any real or perceived pressure to participate. You have the 

right to withdraw your consent to participate at any time during the project. 

Griffith University conducts research in accordance with the National Statement on Ethical 

Conduct in Human Research.  If potential participants have any concerns or complaints about 

the ethical conduct of the research project they should contact the Senior Manager, Research 

Ethics and Integrity on 3735 5585 or research-ethics@griffith.edu.au 

A consent form follows. Should you be willing to participate in the research project, please 

sign and date the statement before returning it to the research team leader. The research team 

gratefully acknowledges your support of the project should you decide to participate. 

 

Privacy statement 

You should be aware that the conduct of this research involves the collection, access and/or 

use of your identified personal information. The information collected is confidential and will 

not be disclosed to third parties without your consent, except to meet government, legal or 

other regulatory authority requirements. A de-identified copy of this data may be used for 

other research purposes. However, your anonymity will at all times be safeguarded. For 

further information consult the University’s Privacy Plan at 

http://www.griffith.edu.au/privacy-plan or telephone (07) 3735 5585. Please retain this 

information statement for your records. 

 

Further Queries 

If you have any further questions relating to the project, please don’t hesitate to contact the 

team leader, Paul Draper by mail, phone or by email at Queensland Conservatorium Griffith 

University, 140 Grey Street South Brisbane. Tel: 3735 6159; Email: 

mailto:p.draper@griffith.edu.au 
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‘Words make the music and music makes the words’: Exploring and developing 

my potential as a singer-songwriter 

 

EXPRESSION OF CONSENT 

 

RESEARCH TEAM: 

Paul Draper, Steve Newcomb, Dave Bishop 

 

CONTACT DETAILS:  

Prof Paul Draper 

Queensland Conservatorium Griffith University 

p.draper@griffith.edu.au 

 

By signing below, I confirm that I have read and understood the information package 

and in particular that: 

• I understand that my involvement in this research will include a recording project 

and relevant questioning related to this project. 

• I have had any questions associated with the project answered to my satisfaction;  

• I understand the risks involved;   

• I understand that my participation in this research is voluntary; 

  I understand that there will be no direct benefit to me from my participation in 

this research although a report on the findings will be available at the completion 

of the project; 

• I understand that if I have any additional questions I can contact the research 

team;  

• I understand that I am free to withdraw at any time, without comment or penalty;  

• I understand that I can contact the Manager, Research Ethics, at Griffith 

University Human Research Ethics Committee on 3735 5585 (or research-

ethics@griffith.edu.au) if I have any concerns about the ethical conduct of the 

project;  

• I agree/do not agree to the recording of the interview/s (If you do not, the verified 

recollective memory method will be used; 

• I agree to participate in the project. 
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Name: ______________________________________________ 

Signature: ___________________________________________  

Date: _________________  
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‘Words make the music and music makes the words’: Exploring and developing 

my potential as a singer-songwriter 

 

SAMPLE QUESTIONS 

 

Do any particular attributes of the lyrical content of the recording project stand out to 

you? 

 

In what ways does the lyrical content of the recording project interact with the music? 

 

Is the music within the recording project supportive of the lyrical intent? 

 

What input did you have with the recording project? 

 

How do you think your input with the recording project influenced the final outcome? 

 

What’s your favourite song within the recording project? Why?  

 

If you were able to change anything within the recording project what might you 

change? 
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Appendix B: Example Song Analysis 

 

The song of mine, They Haven’t Caught Me Yet has been a title that I have had in 

mind and in my draft lyric books for several years. But although I liked the title and 

the idea of someone just one step ahead of their pursuers, I had not been able to 

complete a song based on it. It was a title that I had just placed on ‘indefinite hold’ 

until recently when a personal experience sparked the completion of the lyrics and 

song. The lyrics are: 

 

They Haven’t Caught Me Yet 

I’ve got a hurricane heart and a tank of gas 

White lines blur the edge 

I’ve got a head full of songs that are driving me wild 

I’m leaning on the window ledge 

Good times can last forever and as I light my cigarette 

I tell myself everything’s alright  

They haven’t caught me yet 

 

I plot my heart by the light of a spiritual moon 

I fell in love a long time ago 

There’s a ghost of a thought blowing through my hair 

It’s rising up from below 

Nothing can last forever and what I’ve given is what I’ll get 

I’ll try any illusion I can find 

They haven’t caught me yet 

 

Long may I run (x3) 

 

To the right I can hear those sea waves crash 

They sound like a miracle cure 

I’ve got a host of herbal medicines 
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Playing like an overture 

The road stretches out like a telescope I’ve got the confidence to place my bet 

I tell myself everything’s alright  

They haven’t caught me yet 

 

The above lyric flowed easily and I just guided the story through a few prosodic 

compositional tools that links into my idea that words make the music. On analysing 

the first verse, the first four lines sit in a common meter stress template, 

I’ve got a hurricane heart and a tank of gas  4 Stress x

 2bars 

White lines blur the edge     3 Stress a

 2bars 

I’ve got a head full of songs that are driving me wild 4 Stress x

 2bars 

I’m leaning on the window ledge   3 Stress a

 2bars 

 

With the rhyme scheme I match lines two and four. I had a feeling that I was writing 

towards a 16 bar first section, so I then change the rhythm of the next two lines to be 

as follows, 

Good times can last forever and as I light my cigarette 6 Stress b

 4bars 

 

Then I return for the last two lines two a common meter template and also to finish 

with a matching rhyme on my song title. 

I tell myself everything’s alright     4 Stress  x

 2bars 

They haven’t caught me yet    3 Stress b

 2bars 

An interesting point about my phrasing of everything’s is that it is not exactly correct 

according to the strict rules of prosody. The correct setting would be to place 

everything’s on the downbeat rather than thing’s. However as a lyricist I have decided 
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to leave it as it rhythmically fits into the structure and in certain circles this is correct 

as it can be termed literary stress (Corn, 2008). As well, I feel that not following rules 

is how my friend that the song is about would want it, and so a macro form of prosody 

is being fulfilled. One other point to make about the song and how the words make 

music is that the bridge lyric is a semi obscure twist on a Neil Young song titled Long 

May You Run. I added this reference as my friend was a big fan of Neil. 

Once I had roughly completed the lyric for They Haven’t Caught Me Yet, I started 

speaking /singing them along with my guitar. In this part of the process or the music 

makes the words aspect I sometimes (as in this case) intuitively play my way to what 

is right. I cannot honestly pin-point why the melody and chord sequence struck me as 

right however the song is in the key of E so that means on guitar that the chords can 

be open and suspended. The lyrics are more spoken word as well so the melody tends 

to lean more on rhythm rather than wide melodic invention. A basic chord chart in 

common time for the verse is as follows, 

 

Figure 33. (Appendix B1.) They haven't caught me yet - verse chord chart. 

E % % % 

% % C#m % 

A B A E 

E % B E 

 

 

An arrangement that I envisage for this song would feature drums, bass, acoustic 

guitar, electric guitar, lead and backing vocals, piano, Hammond organ and perhaps 

saxophone. 
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Appendix C: Participant Interviews 

 

DMA Core Group Feedback: 

 

1) Do any particular attributes of the lyrical content of the recording project 

stand out to you? 

 

Tony   A mix of straight forward lyrics (Sweet Spot and Mistaken) and also 

less direct / Questioning (Who Am I?). 

 

Earl The lyrics relate to the character of the song. I think you write good   

lyrics and of course you have a history of doing so. 

 

Alan  Not really, apart from being lyrically accessible and there are enough 

familiar concepts within the lyrics. For example, “Watching the 

Waves” is a nice word picture. 

 

Harry    Overall the songs lyrically hang together well, that’s a strength. I think 

you however could consider dropping “Silver Headed Rooster Blues” 

and “Rock ‘n’ Roll BBQ” from the album as without them the album 

would be a little bit more serious, but I think that’s a good thing. The 

album then would have more gravitas. I realise Silver Headed Rooster 

Blues and Rock ‘n’ Roll BBQ are comic relief type moments. 

 

Daryl  Well there’s no “Naked as a Napkin” (previous ep Hard Work that we 

both worked on) As a lyricist myself I’m always looking to see if a 

metaphor works. I just worked through the project on lyrical aspects as 

they came up. Things such as phrasing, sing ability….etc. I like what 

Nick Cave said once on lyrics, that he focuses on “the way words feel 

in his mouth”. My pet peeves for lyrics is where a single syllable 

carries over on more than one note. You want lyrics to always sound 

natural. 

 

2) In what ways does the lyrical content of the recording project interact 

with the music? 
 

Tony   Lyrics driving the music at the forefront but also music driving the 

lyrics. Music sits well and overall it’s a good blend. Strong lyrical 

ideas, couldn’t wimp out on the music. Blends, good balance. Lyrical 

ideas lead it, framework for the music. 

 

Earl  The band move in time/sequence. Individuals move with the sound 
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which made it easy for the music to flow. This in large part came down 

to the familiarity of the group. 

 

Alan  Interacts well, you’ve got your rock numbers where the music supports 

the lyrical intent, for example “Big Star”. The lilt of “Sweet Spot” fits 

nicely with the lyrical idea, …an early Stones type feel. Nothing stands 

out as not working. The Who am I? music works well with that lyric. I 

think the band had a subconscious awareness of how to play the music 

so that it supported the lyric. But at the time (in the band room) I 

wasn’t playing specific attention to the lyrics. But on reflection there is 

nothing incongruous.  

 

Harry   In a word well. The music suits the lyric, it captures the mood. In some 

ways in regard to my guitar riff on “Rock ‘n’ Roll BBQ” I’m a bit 

twitchy as the is very close to the Hello Sailor song New Tattoo.  

 

Daryl   I compose generally either words first and then music or the other way 

around. But lately I haven’t been writing much at all as I’ve probably 

been too busy at work. How did you write these album songs 

Dave…thinking about this I feel most of them arrived words and music 

together. Although during the demo process after writing the songs on 

acoustic I’d add a lot more musical ideas and also sometimes more 

lyrics. I guess I had things to reflect on with the added benefit of demo 

play back. Which is different to in the moment performance/writing of 

a new song. Daryl went on to say that he didn’t notice any lyrics that 

clashed with the music. I mentioned how his suggestions whilst we 

were tracking the album vocals were very helpful and I think assisted 

prosody. For example in Sweet Spot having everybody rather everyone 

in the lyric lines. Overall Daryl said he thought everything fitted. 

 

3) Is the music within the recording project supportive of the lyrical intent? 

 

Tony    Playing strongly, not too pushy, sits with the theme. 

Earl    Yes. 

Alan  Definitely is supportive. Rock ‘n’ Roll BBQ changed from the demo 

which was a bit more “throw away” to a harder rock feel and this 

helped deliver this song. 

Harry   Yes. I think you as the songwriter are best placed to understand this. 

Of course the players you chose are of an age who are very familiar 

with bands such as the Rolling Stones and the Beatles. So the players I 

think brought that spin with them and shared a common aesthetic, 

there was a common language there.  

 

4) Prosody can be defined as the agreement of music and lyric. Ideally you 
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want the emotional tone of the music to enhance the songs message. Do 

you have any thoughts on this? 

 

Alan Not so much. But prosody is about the marriage of lyrics and music 

and in some of the demo songs before recording I though some lyric 

words at line endings where not quite sitting right. Even for example 

Sweet Spot is a bit difficult, when you think about it. But through the 

recording process with the band this issues sorted themselves out. The 

band feel and input on tempo (especially) really helped with this. 

Getting the tempo’s right was crucial.  

 

Harry   I agree, absolutely that this is evident within all the tracks. “Circle of 

Life” is quite spare production wise, it’s all about the the vocal and the 

lyric. The songs suit different production approaches say for example 

“Who Am I?” where the vocals are back in the mix. 

 

Daryl   It’s easy to find when music doesn’t work with lyric. I think over the 

course of the project (when considering prosody) things really matched 

up, even more so than from the original demos. I think it’s because of 

the collaboration within the project as essentially all the people 

involved in the album are songwriters in their own right. And maybe 

songwriters in general are all just simply seeking prosody in their own 

music / songs as well. So everyone together was working towards the 

same goal. 

 

5) What input did you have with the recording project? 

 

Tony   Bass guitar. The rehearsals as well which was good to be involved in 

to know where the project was headed. Finding the groove, 

preparation. Discussion in the recording room. Trying a few different 

things, reflect on it, chat about it, quite organic. Open band playing is 

evident on the recordings. 

 

Earl  Input on meter and time, suggested tracking “Heartbeat” without a 

click. After trying various takes with it we turned it off and the song 

then worked, mainly this was because of the sectional nature of this 

song. My kit, equipment and sound. Tama – Maple star classic. 

 

Alan   The personnel you organized for the project were a natural fit and 

everyone including myself could bring their own thing to it.I brought 

arrangements and lines It was good that you were open to new ideas. 

The recording band were the right mix of ego and ideas. Collegial 

atmosphere really contributed to the arrangements.  

Harry   Played guitar and mandolin. Developed and played the parts within the 
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team. Pre production work, tones, instrumentation, B.V’s, riffs. I’m 

pretty happy with the parts I played, it was an enjoyable process. 

Timely too considering I was going into the studio to record my own 

solo album. 

 

Daryl   A lot in the recording. I think of myself as rather than being a producer 

that instead I’m a facilitator. For me it’s similar to education and 

working with individuals to achieve their goals. Facilitation of 

someone’s ideas. Think of myself as an engineer not so much a 

producer. I bring lots of ideas up through the process of engineering. 

Sometimes they work sometimes not, I feel that sometimes certain 

ideas don’t work mainly not because there’re bad but because of the 

setting. On a different project my bad idea might become “good”. 

“Story”. Reinforcing the story via production and adding ideas to 

support the project. 

 

6) How do you think your input with the recording project influenced the 

final outcome? 

 

Tony   Bass sound to start with in the recording room wasn’t that great so I 

got my amp in and that drove things and helped a lot. Different sounds 

on alternative bass guitars. Primary focus was the groove. Work in pre, 

during and post was very important, good to be involved across the 

whole timespan of recording. 

 

Earl  I feel the final outcome is dependent on individuals, surrounding and 

production person… i.e. in this case Daryl. I was totally confident with 

his production skills and the sound of the Blackdoor studio. Daryl’s 

skills as a guitarist and a drummer contribute to this.  

 

Alan   Wasn’t huge songwriting wise. But we all had enough of a share of 

input. Subtle input from everyone, I can hear it in there but it’s not 

overriding the songs or you. Getting that right combination isn’t 

always easy. This good balance might be because we’ve all known 

each for a while. Also we’ve all “been” there and really didn’t have 

anything to prove. 

 

Harry   Hopefully in a good way! I was a part of a group of experienced 

players. I generally hear a simple part and also know when to stay 

away from the vocal. I enjoy coming up with simple, hooky parts, 

supportive parts. 

 

Daryl   As much as anyone else’s. This project was different for me, in that I 

normally work with just the songwriter first and then the band. 

Whereas in this situation you did most of the work writing the songs. It 
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was easier to come in and add little parts, here and there. 

 

7) What’s your favorite song within the recording project? Why? 
 

Tony    Sweet Spot, Mistaken and Heartbeat. Sweet Spot has authenticity. 

 

Earl  Who am I? It wasn’t a song that was approached on a simple scale. 

Thought it had to be looked at from section to section. It was 

emotionally challenging to play (Keith Moon / The Who) I think of 

this song as an epic tune. Thought this was challenging for the rest of 

the band as well and they added great parts that amounted to the 

whole. 

 

Alan  Big star because of it’s Kiwi rock sound due to structure…etc, quite 

Dave Dobbyn, pop-rock. It’s hooky. Who am I? Because of the music, 

the progressive approach and the builds at the end of the track. No is 

Not the Word because of its quirky nature. 

 

Harry  Big star it’s a good album opener. Who Am I?, Heartbeat. I like a lot 

of the album. 

 

Daryl  The songs I didn’t like have already been dropped, “Blues is all I hear” 

and “Main Road Out”. They weren’t bad songs as such I just felt that 

they were more associated with the previous ep “Hard Work”. When I 

listened to the project demos and the first song was “Big Star” I had to 

get my head around the change of genre. (Note: this was also a process 

for myself) Hard question, there’s not a song on there that I don’t like. 

As an engineer I turn the judgment off, so it’s difficult to answer this 

one.  Or if I dislike a song I’ll try to add something…etc so I do like 

the tune. “No is Not the Word”, is probably a favorite because of the 

“Split Enz” nature of it. However I’m not sure if we fully realized it, 

but I like the performance. Heartbeat I like the C section. I like all the 

songs for different reasons. 

 

8) If you were able to change anything within the recording project what 

might you change? 

 

Tony   Nothing really it all came together as a project. Good to have post 

recording listen, doesn’t happen all that much in the Industry. Nice to 

be involved across pre, during and post. 

 

Earl  Liked to have been more available to watch the overdubs by the other 

band members……etc….Tony, Harry and Alan. 



119 

 

 

Alan  Nothing sticks out, as weird or unusual. Tracking days could’ve been 

spread out a bit more. But I thought the approach to capturing the live 

element was very important for the project, essential. But a bit more 

time tracking would’ve been good. Only 2 days spent tracking. Amp 

volume in the live room….lol. 

 

Harry   This relates to Harry’s separate sheet and the idea of “Combing” which 

was something this his producer Delaney Davidson used. In a nutshell 

‘Combing’ as used by Delaney Davidson involves muting 

sections/notes in parts to ensure what is heard is essential and works 

well in the mix without clashing with other instruments. 

 

Daryl   Nothing I would change. Sliver Headed Rooster Blues, I guess. I see 

that song as standing apart from the album, it’s a little formulaic as 

well. The demo of R’n’R BBQ didn’t like it at first something about it 

just felt uncomfortable. But both these songs developed as we went 

along.  

 

9) Are there any songs that we’ve rehearsed, recorded and re-written where 

you feel you should be credited as a writer? If so what %? 

 

Tony   No the project was really a band interpretation of laid out songs. 

Generally everything was lyrically and compositionally set. 

 

Earl  No, I remember we’d talk about chord changes…etc but over all no. 

You had it pretty much sorted. 

 

Alan   No, it’s very clear. Band interpretation. You chose people who you 

knew would bring certain elements and allowed them the space for 

them to bring ideas to the table. Also it wasn’t just a highly directed 

session type of project either. 

 

Harry   No. You brought the completed demo’s to us with melody and 

harmonies. Take those songs to another band and it would still be a 

similar project. I don’t think guitar lines necessarily result in song 

credits. Plus as a band we’re being sympathetic to what you were 

wanting to achieve. Take my guitar out of the mixes and the song 

would still be there. 

 

Daryl  No I don’t think so, I’ve innovated rather than created. I don’t feel like 

I’ve significantly contributed songwriting wise and production wise 

I’ve been paid. Little extras within songs were created due to playing 
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off of the original song. It’s a bit like BV harmonies, no one generally 

gets a credit for creating those. You’ve got to have something / 

someone to harmonise with! 

 

10) What do you think of the version 4 album song mixes? 

 

Tony   “Some lines like these” – at the end maybe half as many vocal chorus 

repeats. “Rock ‘n’ Roll BBQ – Double vocal in chorus (not sure), 

Second verse and chorus B.V’s to highlight certain lines. “No is Not 

the Word” - ??? Not sure. 

Earl  Impressed by the drum sound, snare…etc. The room sound of 

Blackdoor and how Daryl uses this (plus his drumming and guitar 

background) ensures a fantastic sound. 

 

Alan   Pretty good. Watching the waves, the horns a bit bigger without over-

riding the song. Heartbeat, Mellotron – clarity. 

 

Harry  See mix notes page. 

 

Daryl   Happy with them. I walked away from version four thinking there’d be 

a lot more to work on. However you guys were happy with the 

production more than I thought myself. Also it was cool how rough 

vocal sessions actually turned into the finished songs. 

 

11) Would you be interested in playing a CD release party? 

 

Tony   Yes 

Earl   Yes 

Alan    Yes 

Harry    Yes 

Daryl   Yes, relaxing rather than working! 

 

12) Are you OK with being billed on the CD as the Blackdoor Band? 

 

Tony    Yes 

Earl   Yes 

Alan    Yes 

Harry    Yes 
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OTHER NOTES: 

 

Tony    Good piece of music. YouTube clip as promotion of one song. 

 

Earl  Grateful and privileged to do this recording with the individuals 

involved.  

 

Harry   Overall Mixes are a bit ‘safe’ and could be more dynamic.‘Combing’ 

of parts will help with this as they will have their own space &/or sit 

confidently with other elements. (Combing is basically editing, see 

Harry’s page). I was pleased to be asked to be a part of the project. 

 Experiment with the main vocals being also feed through a guitar amp 

for that R’n’R edge. I think Pro Tools has a plug in.  

 

Daryl   Interview technique worked well for getting all the answers for the 

DMA questions. Looking at them prior to this interview I was really 

wondering what to do. 
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Appendix D: Reflective Writing (1) 

 

Progress to date as at June 2015: 

Since commencing work towards this project I have made progress in a variety of 

areas. One primary matter has been that I have settled on an action research 

methodology which fits very well with my creative practice as a song-writer. 

Secondly, throughout this initial year I have become far clearer about how prosody 

relates to me as a singer /songwriter. Finally, but probably most importantly, I have 

already written and /or gathered together a core group of over a dozen songs that will 

be the initial material for my project album (see Appendix C). 

A truism among song-writers often heard is that ‘the song you’re working on will 

teach you the most’. It is one thing to have a great song idea or concept but quite 

another to write it. What I have noticed is that the more I write relates to how many 

new techniques I learn. These new songwriting tools become a part of my craft that I 

can then use within the next creation. In summary, I feel confident in being able to 

deliver on the objectives stated throughout this paper. At this stage I also sense that I 

will learn a great deal more about myself. Therefore I am excited to continue working 

towards more fully exploring my potential as a singer /songwriter. 

 

Progress to date 2015: 

As mentioned earlier, I am a curious musician and the term prosody as I found it 

many years ago has brought me into this current project. At this point I feel much 

clearer about the term and how it relates to my practice. As a result of all my research 

this far, I have produced a personalised definition.  
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idea” (cited in Biggs & Karlsson, 2010, p. 49). As a song-writer, an inspirational idea 

and title go a long way to me being able to write something new. 

  

Home Demoing Process Reflection:  

Reflecting on the previous six months (post confirmation) some interesting points 

have arisen that relate to my creative work on the proposed DMA project album.   

Over forty songs (written by me) to choose from for the project album. Quick 

demoing process enabled by Logic Pro X. Fifteen demos completed and forwarded to 

core project album band. The availability of instrumentation offered by Logic Pro X 

allowed me to play with different textures and genre styles. This flowed into creating 

additional horn sections and parts. Four of the Logic demos include horn 

arrangements. This was a very nice surprise basically just bubbling up out of my 

demoing process.  

 

I played with different album titles (I first had “Blues Lick Shades” then moved to 

“Beginners Mind”) and this was tied to concept and genre. This occurred I think 

because I feel as a singer-songwriter that I have three stylistic elements to my artistic 

practice: Blues, Folk and Pop. Starting in December 2015 I actually created three 

different album “flows”, I did this within itunes. I created rough CD burns and 

listened back in a variety of settings to evaluate how the potential albums performed 

and how I felt after listening through. This is of course a very subjective and a very 

personal evaluation approach. My first album was all blues songs, the second was 

basically pop and bit straighter in drum feel and then finally my third album was 

really a mix of the first and second attempt.  

 

Album title, concept and genre where foundational directions from which I then used 

to evaluate album song choice from perspectives such as lyrics, harmony, rhythm, 

performance, and melody. The linear nature of my album track listing choice was also 

influenced by lyrics, harmony, rhythm, performance, and melody. I surprised myself 

here in focusing quite intensely on possible album track listings and thinking through 

songs from 1 through to 10. I was surprised because I intellectually know that with 

the rise of digital music that the album format (which was also partly a marketing 
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conceit) is in a way redundant. This I think really just reflects my influences and my 

age.  

  

At present I have settled on an album title and concept, “Beginners Mind”. Personally 

this concept for me ties to my continuing meditation practice which I started about a 

year ago (via practicing mindfulness in relation to assisting with some medical issues 

I was dealing with). Flowing from my meditation experiences I also started reading 

(for enjoyment mainly) various philosophies of eastern origin. Now I particularly 

favour Zen Buddhism and the term beginners mind is associated with this heritage 

and in a nut shell relates to keeping an open mind and not to be closed off to different 

options. Beginners mind is seen as an alternative to an experts mind. Within an 

experts mind Zen Buddhism proposes that certain decisions can be almost pre-

determined, whereas in a beginners mind all options or experiences are available. In 

relation to my project album I like this philosophy because it relates to process, is 

inquisitive, ensures my approach to my DMA studies remains open-ended and not 

closed off, is an idea that I’d like to relay to an audience and also sums up the flavour 

of a lot of the songs I’ve written since meditating.  

   

Aside from the concept of beginner’s mind, many other eastern ideas have organically 

inspired me to write specific songs. In the last year the Buddhist idea of no-self is 

something which I’ve explored on and off the meditation cushion. And within my 

linear approach to the possible track listing for the project album I realised (through 

trial and error) an approach to convey this concept of no-self through lyrical 

perspective. A majority of my songs are written from the first person and the table 

below highlights this fact.  

  

Figure 36. (Appendix D3). 'Positioning' the songwriter in the lyrics. 

“Beginners Mind” Track 

Listing  

First person  Second person  Third person  

Watching the waves  X 
  

Silver headed rooster 

blues  

X 
  

Always another  X 
  

Blues is all I hear  X 
  

The circle of life  X 
  

Who am I?  X 
  

Sweet spot  X 
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Mistaken  X 
  

Rock’n’roll BBQ  
  

X 

Main road out  
 

X 
 

  

 

In first person perspective the singer of a song is conventionally identified by an 

audience as directly involved with the song’s story. Therefore with my first eight 

songs I as an artist is directly tied to the stories I’m telling. A majority of the lyrics 

have an “I” involved.  

 

With third person perspective the singer of this type of song not identified by an 

audience as directly involved with the song’s story. The singer in this situation is 

rather just communicating either what’s happened, what’s happening or what’s about 

to take place. In Rock’n’roll BBQ there is no “I” involved, I’m out of the picture.  

 

With second person perspective the singer of a song is conventionally identified by an 

audience as one step removed from the song’s story. Generally the singer from this 

perspective is seen as very intimate with a songs story but is actually singing most of 

the time to a “you” and again like third person there is no “I” involved. (A musical 

example of this lyrical approach is Bob Dylans classic “Like a Rolling Stone”)   

So the proposed final song for the project album is “Main road out” and lyrically it 

revolves around a character that isn’t identified with me as the singer. This character 

is also traveling and leaving their home town for good.  Therefore for me I think this 

might be an understated and appropriate way of highlighting the idea of Buddhist no-

self.   

 

SO WHAT: Inspiration drives me to write and perform songs. It just so happens that 

at this point of my life Zen Buddhism is inspirational. This has also directed the track 

listing for the DMA project album. Identifying the potential track listing has helped to 

decide upon a specific set of songs to record.  
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Appendix E: Reflective Writing (2) and Meeting Notes 

 

  

Pre-production  

 

  
Figure 37. (Appendix E1). Project album songs for recording. 

   Song recording 

order   

bpm  Non-

band  

Horns  Guitar / Dave  

1  Mistaken   120    Yes  Gibson - Electric  

2  Main Road Out   124    Yes  Gibson - Electric  

3  Watching the 

Waves   

120    Yes  Acoustic  

4  Blues is all I Hear  96    Yes  Acoustic  

5  Sweet Spot   110      Acoustic  

6  Rock ‘N’ Roll 

BBQ   

180      Acoustic  

7  Who am I?   130      Gibson - Electric  

8  Always Another   126      Gibson - Electric  

9  Look for 

Yourself  

130      Danelectro – 12 String  

10  Heartbeat 96       Acoustic 

11  No is Not the 

Word  

92  

  

    Gibson - Electric  

12  Big Star 120      Gibson - Electric 

13  Some Lines Like 

These  

124  

  

    Gibson - Electric  

14  Sliver Headed 

Rooster Blues  

152  

  

Yes    Acoustic  

15  The Circle of 

Life  

110  

  

Yes    Acoustic  
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Recording  

 

 
 

Figure 38. (Appendix E2). Project album recording log.  

July 2016  Recording Activity  

Friday 1st   6pm to 10pm – Full band set up at black door, basically just a sound check, feel 

the room.   

Saturday 

2nd  

10am to 5pm – Band in a room at black door, got eight songs done. 1 to 8 on 

song recording order.   

Sunday 

3rd   

10am to 3pm – Band in a room at black door, got five songs done. 9 to 15 on 

song recording order.  

3pm to 5pm – Core project team deciding on correct takes of all tracked 

songs. Generally the last of these were always chosen by group consensus. (note: 

I recorded this process)  

Fun fact – Daryl pushed record 75 times throughout the weekend.   

Monday 

4th  

11am to 5pm – Acoustic guitars and some scratch vocals at mainz. Two songs 

done.   

5pm to 11pm – Vocals at Black door set-up mic sounds, one song main vocals 

done.   

Tuesday 

5th  

11am to 5pm – Mandolin on two tracks at Mainz, done. Bass fix ups with Tony 7 

songs done.  

6pm to 9pm - Vocals at Black door two and a half songs main vocals done.   

Wednesday 

6th  

11am to 2pm – Editing 4 horns tracks at mainz. Shaker with Josh on Blues is all I 

hear.  

2pm to 6pm – Bass fix ups with Tony continued and completed, more editing as 

we go.   

Thursday 

7th  

10am to 12noon – My guitar overdubs and fix ups, minimal really at mainz.  

  

1pm to 6pm – Guitar overdubs and fix-ups with Harry at Mainz.  

  

6pm to 9pm - Vocals at Black door two songs main vocals done. Plus everything 

other song, scratch vocals.   

Friday 8th  10.30am to 3pm – Horns at Mainz with Kingsley Melhuish on 3 tracks Watching 

the waves, Main Rd out and Mistaken. On the night we went to Jeans 60th, a night 

off!   

Sunday 

10th   

Mix day to get take away versions of all songs. Adding in overdubs where 

necessary… (14 songs done! 12.15am)   

  

  

  

Overdubs, Mixing and Mastering  

The following activity includes notes from a core group recording review meeting 

that was held in August 2016. Following this meeting overdub and mixing sessions 

were carried out on specific weekends between October 2016 and up until April 2017. 
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Notes from these sessions are also included. Between February to April 2017 core 

group feedback was requested on the final project album mixes. Mastering of the 

project album was completed in mid-May of 2017. In summary this activity includes:  

  

• Recording review meeting notes  

• Core group feedback notes  

• Overdub recording notes  

• Mixing notes  

• Mastering notes  

• Reflective notes  

  

Complementing the core group of musicians are additional personnel: Jean McAllister 

(Musician and Vocalist), Kingsley Melhuish (Musician) and Zed Brookes (Musician 

and Mastering Engineer).  

  

Figure 39. (Appendix E3). Core group recording review meeting 27/8/16  

(Attending: Earl, Daryl, Alan, Tony, Harry and Myself) 

 

 MISTAKEN: (Note: Project album song titles in capitals)  

  

Instrumentation overall mix definition – Alan  

3rd Verse change / dynamic – Tony  

Edit idea to cut length off B section (Rule of two) - Tony  

Angular approach required   

Remove some “Oh I’ve been mistaken” lines on the outro  

  

MAIN ROAD OUT:  

  

Stay with final verse line, but change to: “Another Bar, another drink” – Harry  

Cleaner guitar – Harry  

Upper register Piano by Alan – Me  

Guitar and Piano to trade licks on outro vamp – Me  

Jean singing straight backing vocal “Main Road Out” – Tony  

My vocal laying back on delivery, cooler – Alan  

Handclaps for the bridge – Daryl  

Perhaps less of Kingsley’s ad-libs considering these new elements  

  

WATCHING THE WAVES:  

  

Waves sample sound – Alan  
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Different groove, Shuffle idea – Harry  

Horn lines too static, sometimes getting in the way, not dirty enough – Harry / 

Tony  

Verse lyric, call and response – Alan  

Second verse – Backing vocals tracking the lead line – Tony  

Song ending on “Wash over me” not right – Tony  

Ending with waves sample sound and handclaps – Me  

Harry solo guitar less delay – Me  

Backing Vocals by Jean – Me  

  

THE BLUES IS ALL I HEAR:  

  

Guitar on outro more blues orientated – Harry  

All male backing vocals – Tony  

Two vocals from breakdown onwards – Tony  

Main vocal in parts - Me  

  

SWEET SPOT:  

  

Drums too busy, too many rolls – Earl  

From final verse after the solo pull the drums out of the mix and slow down – Tony  

“Girl with the far-away eyes” Backing Vocals – Everyone  

Backing Vocals through solo – Tony  

  

ROCK ‘N’ ROLL BBQ:  

  

Potential re-record due to slow tempo – Harry  

Potential re-record due to main vocal register – Tony  

This song could change key – I will experiment…..  

Main vocals in parts – Me  

Hand claps, sing-a-long and party atmosphere at the end – Harry  

Fade out ending - Me  

  

WHO AM I?  

  

Backing Vocals – Everyone  

Edit at the first D minor section (perhaps half) to bring the ¾ section in earlier – 

Harry / Tony  

Moog and synth ideas, “prog” – Alan  

Ascending guitar line rising up out of the D minor section – Daryl  

Vocals straight in at final A section before D major end - Harry  

  

ALWAYS ANOTHER:  

  

Main vocal first line pitchy – Me  

Main vocal last word of the bridge I’m singing perhaps to high (the harmony part) 

– Earl  

Backing Vocals – Everyone  
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Long fade with vocals overtaking the instrumentation level wise – Alan  

  

LOOK FOR YOURSELF:  

  

Drums beat detected – Daryl  

Bass, guitars, Hammond and vocals to add???  

  

HEARTBEAT:  

  

Backing Vocals with long notes moving – Harry  

Mellotron line in bridge sections – Alan  

Double, triple, lots and lots of double vocals!-Tony  

Main vocal pitchy in parts – Me  

  

NO IS NOT THE WORD:  

  

Keys dirtied up a bit – Alan  

Vocal delivery too straight over track – Earl  

Double, triple, lots and lots of double vocals!-Tony  

Brian Eno idea of not listening to the previous take - Alan  

Weirder approach required - Tony  

Sound layering idea of vocal at the end rather than a featured performance – Alan  

Backing vocals – Me  

Crazy horn at the end - Me  

  

BIG STAR:  

  

Double, triple, lots and lots of double vocals!-Tony  

Main vocal on the outro part of the song treated as another instrument layer – 

Tony  

Editing idea – Chorus before bridge only 2 not 4 times – Tony  

Guitar register on final chorus, cut and paste – Harry  

Backing vocals – Me  

Add 12 string guitar – Me  

  

SOME LINES LIKE THESE:  

  

More baby, baby, baby – Earl  

Vocal attitude – RAWK! – Everyone  

“Sing it” instead of “Singing” – Daryl  

Double, triple, lots and lots of double vocals!-Tony  

Main vocal higher melody line on final chorus – Me  

Eight note piano after first chorus – Me  

Backing vocals – Everyone  

Fade out ending - Everyone  

Chuck Berry guitar double stops - Me  

  

SILVER HEADED ROOSTER BLUES:  
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Harp in “G” – Earl / Harry  

Djembe maybe – Earl  

Party atmosphere claps..etc – Daryl  

Existing kick and handclaps in time – Everyone  

Liked how the vocal was sitting mixing wise – Tony  

  

THE CIRCLE OF LIFE:  

  

Leave out chorus lyric, “yours and mine” – Everyone  

Eight note delay on the mandolin – Harry  

Sparse arrangement, leave it that way – Earl  

Backing vocals, call and response – Daryl  

Very small mandolin edit, end of first chorus, just to match guitar strum - Me   

  

  

Reflection: I discussed my thoughts about interpretation, contrast, improvisation, 

collaboration and musical understanding and how these elements for me where 

important drivers. Harry mentioned how he thought the song lyrics overall were 

working well. I brought up the idea of the band being billed on the final album 

release. I highlighted that I thought that this reflects the music within the recording. 

All of the core group were in agreement with this observation and outcome.  

  

Overdub Recording, Editing and Mixing Sessions  

Attending: Daryl and Myself (1st & 2nd Oct), Jean and Earl (2nd Oct)  

Date: 1/10/16 and 2/10/16  

Overview: On Saturday the 1st and Sunday the 2nd of October just Daryl and myself 

(for the most part) worked two, ten-hour days on overdubs, editing and mixing. It was 

very productive as we worked song by song with changes, referencing the notes from 

the band meeting on the 27th of August.  

 

Figure 40. (Appendix E4). Overdub recording notes. 

MISTAKEN:  1st Oct  

    

Instrumentation overall mix definition – Alan  Changed accordingly, 

guitars out in verses, 

added heaps more space  

3rd Verse change / dynamic – Tony  Changed accordingly  

Edit idea to cut length off B section (Rule of two) - Tony  Changed so B section 

plays 1 time then 2 times 
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and then finally 3 times 

before the soloing  

Angular approach required   I think this is covered by 

the point above  

Remove some “Oh I’ve been mistaken” lines on the 

outro  

Changed accordingly  

Mixing and fade out idea (5:12) is song length  Daryl  

Vocal idea, yet to try from Jean on Bridge section    

Dub idea, me, yet to try    

    

MAIN ROAD OUT:    

    

Stay with final verse line, but change to: “Another Bar, 

another drink” – Harry  

At the start of the sessions 

I decided to hold further 

work on this song. My 

reasoning for this is, 1) 

I’m finding it a bit hard 

vocally to connect with 

this track. 2) I’m not sure 

if the blues songs are 

required for the final 

album.  

Cleaner guitar – Harry  

Upper register Piano by Alan – Me  

Guitar and Piano to trade licks on outro vamp – Me  

Jean singing straight backing vocal “Main Road Out” – 

Tony  

My vocal laying back on delivery, cooler – Alan  

Handclaps for the bridge – Daryl  

Perhaps less of Kingsley’s ad-libs considering these new 

elements.  

    

WATCHING THE WAVES:  1st Oct  

    

Waves sample sound – Alan  Yes added in but I need to 

record a gentler wave 

sound. Will do this from 

Tauranga.   

Different groove, Shuffle idea – Harry  Not followed up  

Horn lines too static, sometimes getting in the way, not 

dirty enough – Harry / Tony  

Changed accordingly, 

added heaps more space  

Verse lyric, call and response – Alan  Tried it, didn’t work  

Second verse – Backing vocals tracking the lead line – 

Tony  

Not followed up  

Song ending on “Wash over me” not right – Tony  Changed accordingly  

Ending with waves sample sound and handclaps – Me  Changed accordingly  

Harry solo guitar less delay – Me  Changed accordingly  

Backing Vocals by Jean – Me  Just backing vocals with 

me at present, 3 part  

12 string - Me  Not followed up  

Mixing  Daryl  

Editing  Shortened the intro to 

match original demo. Took 

out guitar harmonics third 

verse  

    

THE BLUES IS ALL I HEAR:    
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Guitar on outro more blues orientated – Harry  At the start of the sessions 

I decided to hold further 

work on this song. My 

reasoning for this is, 1) I 

think we recorded this 

track at too fast a tempo 2) 

I’m not sure if the blues 

songs are required for the 

final album.  

All male backing vocals – Tony  

Two vocals from breakdown onwards – Tony  

Main vocal in parts - Me  

    

SWEET SPOT:  1st Oct  

    

Drums too busy, too many rolls – Earl  To leave with Daryl, not 

bad really  

From final verse after the solo pull the drums out of the 

mix and slow down – Tony  

Changed accordingly, 

aside from slowing down  

“Girl with the far-away eyes” Backing Vocals – 

Everyone  

Yet to do  

Backing Vocals through solo – Tony  Yet to do  

Mixing  Daryl  

    

ROCK ‘N’ ROLL BBQ:  2nd Oct  

    

Potential re-record due to slow tempo – Harry  With elastic audio (pro 

tools) we changed the 

tempo from 125bpm to 

130 bpm  

Potential re-record due to main vocal register – Tony  Not followed up  

This song could change key – I will experiment…    

Main vocals in parts – Me  Re sung my complete 

vocal. Plus added some 

BV’s  

Hand claps, sing-a-long and party atmosphere at the end 

– Harry  

Yet to try / add  

Fade out ending - Me  Yet to try  

Mixing  Daryl  

    

WHO AM I?:  1st Oct  

    

Backing Vocals – Everyone  Yet to try  

Edit at the first D minor section (perhaps half) to bring 

the ¾ section in earlier – Harry / Tony  

Not followed up  

Moog and synth ideas, “prog” – Alan  Yet to try in the first Dm 

section  

Ascending guitar line rising up out of the D minor 

section – Daryl  

Not followed up  

Vocals straight in at final A section before D major end - 

Harry  

Yet to try  
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Mixing  Daryl  

    

ALWAYS ANOTHER:  1st & 2nd Oct  

    

Main vocal first line pitchy – Me  Fixed with a double track 

vocal  

Main vocal last word of the bridge I’m singing perhaps 

to high (the harmony part) – Earl  

Changed accordingly  

Backing Vocals   Jean added harmony 

vocals, as she heard them 

really  

Long fade with vocals overtaking the instrumentation 

level wise – Alan  

Yet to try  

Also added 12-string repeating lick on outro  An idea I had when 

listening to recordings  

Mixing  Daryl, ideas from me  

    

LOOK FOR YOURSELF:    

    

Drums beat detected – Daryl  Changed accordingly  

Bass, guitars, Hammond and vocals to add???  Yet to try, probably on 

hold as I already have 

enough songs for the 

album  

    

HEARTBEAT:    

    

Backing Vocals with long notes moving – Harry  Changed accordingly, by 

Jean (wonderful work)  

Mellotron line in bridge sections – Alan  Yet to try  

Double, triple, lots and lots of double vocals!-Tony  Changed accordingly  

Main vocal pitchy in parts – Me  Whole vocal re done with 

Jeans coaching. Changed 

the word instant for 

moment in the verses as 

this sounded much better. 

Example of prosody.  

Mixing  Daryl  

    

NO IS NOT THE WORD:  1st Oct  

    

Keys dirtied up a bit – Alan  Changed accordingly  

Vocal delivery too straight over track – Earl  Not followed up  

Double, triple, lots and lots of double vocals!-Tony  Not followed up  

Brian Eno idea of not listening to the previous take - 

Alan  

Not followed up  

Weirder approach required - Tony  I think the dirty keys assist 

with this  
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Sound layering idea of vocal at the end rather than a 

featured performance – Alan  

Yet to try  

Backing vocals – Me  Yet to try  

Crazy horn at the end - Me  Yet to try  

Mixing  Daryl  

    

BIG STAR:  1st Oct  

    

Double, triple, lots and lots of double vocals!-Tony  Yet to try  

Main vocal on the outro part of the song treated as 

another instrument layer – Tony  

Yet to try  

Editing idea – Chorus before bridge only 2 not 4 times – 

Tony  

Yes edited each chorus to 

1 eight bar section, final 

chorus repeats  

Guitar register on final chorus, cut and paste – Harry  Done  

Backing vocals – Me  Yet to try  

12 string – Me  Yes added in on chorus 

section  

Keyboards  Taken out of song except 

for bridge section  

    

SOME LINES LIKE THESE:  1st & 2nd Oct  

    

More baby, baby, baby – Earl  Adhered to. Changed the 

phrase “Singing” for “Sing 

it” in the bridge. This is 

much more Rawk! And me 

thinks an example of 

prosody.  

Vocal attitude – RAWK! – Everyone  Re did my vocal  

“Sing it” instead of “Singing” – Daryl  Changed accordingly  

Double, triple, lots and lots of double vocals!-Tony  Adhered to  

Main vocal higher melody line on final chorus – Me    

Eight note piano after first chorus – Me  Yet to try  

Backing vocals – Everyone  Only in the bridge section 

by me  

Fade out ending - Everyone  Not sure on this yet  

Chuck Berry guitar double stops - Me  Added by me plus another 

guitar beefing up the intro 

riff  

Editing  Daryl took out Harry’s 

guitar in the verses, 

allowed more space in the 

mix  

Mixing  Daryl  

    

SILVER HEADED ROOSTER BLUES:  1st Oct  

    

Harp in “G” – Earl / Harry  Yet to try  
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Djembe maybe – Earl  Not followed up  

Party atmosphere claps..etc – Daryl  Yet to try  

Existing kick and handclaps in time – Everyone  Changed accordingly  

Liked how the vocal was sitting mixing wise – Tony    

Mixing  Daryl  

    

THE CIRCLE OF LIFE:  1st Oct  

    

Leave out chorus lyric, “yours and mine” – Everyone  Adhered to  

Eight note delay on the mandolin – Harry  Changed accordingly  

Sparse arrangement, leave it that way – Earl  Adhered to  

Backing vocals, call and response – Daryl  Yes done by myself  

Very small mandolin edit, end of first chorus, just to 

match guitar strum - Me   

Changed accordingly  

Mixing  Daryl  

  

  

Overdub Recording and Editing Review Meeting  

Attending: Daryl and Myself  

Date: Early December 2016  

Overview: Daryl and I spoke on the phone in early December and decided to leave 

final overdub ideas until January 2017. This was to allow Daryl time to basically 

clean all the mixes up. I was quite happy to do this as I felt that this production time 

was important in order to provide Daryl some creative space. I knew from previous 

projects that this was Daryl’s preferred working style. The break also provided me 

with some time to review the thesis.   

  

The following list outlines the main overdubs that were left to go at this point in the 

project. However these overdub ideas were open to change depending on the 

production work that Daryl was going to undertake prior to Christmas 2016.  

 

  

Figure 41. (Appendix E5). Overdub recording notes continued. 

MISTAKEN:    

    

Mixing and fade out idea (5:12) is song length  Daryl  

Vocal idea, yet to try from Jean on Bridge section    

Dub idea, me, yet to try    

    

WATCHING THE WAVES:    
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Waves sample sound – Alan  Yes added in but I need to 

record a gentler wave 

sound. Will do this from 

Tauranga.   

Mixing  Daryl  

    

SWEET SPOT:    

    

Drums too busy, too many rolls – Earl  To leave with Daryl, not 

bad really  

“Girl with the far-away eyes” Backing Vocals – 

Everyone  

Yet to do  

Backing Vocals through solo – Tony  Yet to do  

Mixing  Daryl  

    

ROCK ‘N’ ROLL BBQ:    

    

Hand claps, sing-a-long and party atmosphere at the end 

– Harry  

Yet to try / add  

Fade out ending - Me  Yet to try  

Mixing  Daryl  

    

WHO AM I?:  1st Oct  

    

Backing Vocals – Everyone  Yet to try  

Moog and synth ideas, “prog” – Alan  Yet to try in the first Dm 

section  

Vocals straight in at final A section before D major end - 

Harry  

Yet to try  

Mixing  Daryl  

    

ALWAYS ANOTHER:    

    

Long fade with vocals overtaking the instrumentation 

level wise – Alan  

Yet to try  

    

HEARTBEAT:    

    

Mellotron line in bridge sections – Alan  Yet to try  

Mixing  Daryl  

    

NO IS NOT THE WORD:    

    

Sound layering idea of vocal at the end rather than a 

featured performance – Alan  

Yet to try  

Backing vocals – Me  Yet to try  

Crazy horn at the end - Me  Yet to try  

Mixing  Daryl  
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BIG STAR:    

    

Double, triple, lots and lots of double vocals!-Tony  Yet to try  

Main vocal on the outro part of the song treated as 

another instrument layer – Tony  

Yet to try  

Backing vocals – Me  Yet to try  

    

SOME LINES LIKE THESE:    

    

Eight note piano after first chorus – Me  Yet to try  

Backing vocals – Everyone  Only in the bridge section 

by me  

Fade out ending - Everyone  Not sure on this yet  

Mixing  Daryl  

    

SILVER HEADED ROOSTER BLUES:    

    

Harp in “G” – Earl / Harry  Yet to try  

Party atmosphere claps..etc – Daryl  Yet to try  

Mixing  Daryl  

    

THE CIRCLE OF LIFE:    

    

Mixing  Daryl  

  

  

Overdub Recording, Editing and Mixing Sessions  

Attending: Daryl and Myself (21st & 22nd Jan), Harry, Jean Alan and Earl (21st Jan)  

Date: 21/1/17 and 22/1/17  

Reflection: I think at this stage 90% of this work is really a case of how picky we 

want to be. Because overall each song is breathing and working well.  

 

 
 

Figure 42. (Appendix E6). Overdub recording notes continued (2). 

SWEET SPOT  21st Jan  

Added in the BV’s with Harry and Jean on the B sections. Noted that 

lead vocals can move around as they like where as backing vocals have 

to follow the lead regarding subtle phrasing.  

  

MISTAKEN   21st Jan  

Guitar in the B section is really “surf” guitar, Daryl. Jean’s backing 

vocals here I believe have added a lot to this song. She basically heard all 

the parts (I had no ideas in this regard) and improvised layering the 

vocals. She said Cohen and Bowie style vocal arrangements inspired her. 

Also her highlighting of just the “Oh” as I sing “Oh I’ve been mistaken” 

changed the whole line.  

  

SILVER HEADED ROOSTER BLUES   21st Jan  
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Sorted the handclaps on this track, Earl added in Harp (comp track 

about three run throughs) and Jean added an egg percussion part that 

she “heard” as the song was playing for Earl’s take/s.  

  

SOME LINES LIKE THESE  21st Jan  

So Alan added a rock’n’roll piano track for this song and it lifted the 

song straight off by providing a swinging groove that locked in all the 

other instruments.  

  

HEARTBEAT  21st Jan  

Here Alan provided a wonderful Mellotron part for the B sections. The 

flute sound of the Mellotron is of course very very iconic (Beatles). So 

instead we used the strings sound.  

  

WHO AM I?   21st Jan  

On this track I was keen for Alan to experiment with synth sounds. This 

was quite subtle work as we didn’t want to over power the track. Plus 

the sounds could very easily run between tasty to cheese in an instant. 

We don’t want to “over egg the pudding”.  

  

SILVER HEADED ROOSTER BLUES  22nd Jan  

At this point it was essential to keep the playing/performances loose. To 

resist the urge to polish/perfect. Suits the idea of the song, saw the song 

as a party performance. Claps – perfecting the ‘vibe’ of a few people, 

rather than what it was, two guys clapping in a room.  

  

SOME LINES LIKE THESE   22nd Jan  

The piano addition really glued with the drums and brought the track 

together. Flange effect on La, la, la’s definitely is perfect for this track.  

  

SWEET SPOT   22nd Jan  

BV’s add an effective lift to some of my solo lines. Help to add contrast 

between the A and B sections.  

  

MISTAKEN   22nd Jan  

Jean’s BV layer coming in half way through helps developmental ideas 

in the song plus Daryl and I experimented with the structure and edited 

sections to create interest also a fade on this song has helped a lot.  

  

WHO AM I?   22nd Jan  

For mixing the entire album Daryl used the drum sounds / track of this 

tune as the benchmark. Also as a note, Daryl would complete a pre 

arrangement mix then a final mix after reviewing on stereo.  

  

HEARTBEAT   22nd Jan  

Here Alan provided a great transition between verses to bridge. On this 

song also we have to remember that Earl didn’t run to click.  

  

BIG STAR   22nd Jan  

Daryl worked a lot with the drums on this track to help with editing and 

also in relation to a vocal line that was omitted on the second to last 

chorus.  

  

ALWAYS ANOTHER   22nd Jan  

Minor guitar volume change.    

NO IS NOT THE WORD   22nd Jan  

Daryl worked on a fade edit for this track, I think it helps quite a lot.    

ROCK ‘N’ ROLL BBQ   22nd Jan  

Daryl edited this track at the end to shorten it and we interestingly 

added in audience applause and murmuring. I think this works? Of 
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course this is similar to the waves sample in Watching the Waves. I also 

improvised concert shout outs, I like the feeling of this sample that it’s 

kind of real but actually fake, I think this comes through with the 

samples that Daryl used.  

  

  

Reflection: I think all the overdub ideas throughout this weekend have strengthened 

the tracks and added a ‘completed’ quality to the recordings. I feel that the additional 

music and performances have worked to support lyrical intent.  

  

Overdub Recording Session, Mixing and Mastering Meeting  

Attending: Zed and Myself   

Date: 11/2/17   

Overview: This session arose from a studio visit by me to Zed to talk about mastering 

the album. The BV’s that we added for Big Star just came from me saying “Do you 

reckon this song needs something else?” “Is something missing?”.  

 

Figure 43. (Appendix E7). Overdub mixing notes. 

WATCHING THE WAVES   11th Feb  

Mixing conversation, is the brass to low in the mix? Damian (my Toi 

Ohomai co-worker) also mentioned this. Perhaps as Zed suggested this 

would require some guitar editing of Harry’s part?  

  

WHO AM I?   11th Feb  

Main vocals up 1db? Mind you lower, I think suits the track.    

SOME LINES LIKE THESE  11th Feb  

Main vocal eq brighter.    

HEARTBEAT  11th Feb  

Main vocal eq brighter, work in the low-mids.    

BIG STAR   11th Feb  

Zed and I layered up a chorus BV arrangement in his home studio. My 

reflection on this is that the Big Star chorus is big therefore it requires 

‘BIGNESS’.  

  

  

  

Reflection: Zed has first-hand experience of my work as a singer-songwriter so I 

asked him for his observations. He mentioned two things that he’s noticed in regards 

to the “Beginner’s Mind” album. Firstly he noted that the songs have moved into 

esoteric territory and added that that’s something that has developed within in my 

writing. And secondly he thought that my vocal delivery has improved.  
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Final Mixing Session  

Attending: Daryl and Myself   

Date: 23/4/17   

 

Figure 44. (Appendix E8). Final mixing session notes. 

BIG STAR  23rd April  

    

Vocal sound – amp sound / R’n’R    

Add in BV’s as per Zed’s session / experiment    

    

WATCHING THE WAVES  23rd April  

    

Horns volume    

Horns and guitar – ‘combing’ Note: In a nutshell ‘Combing’ as used by 

Delaney Davidson (NZ Singer-songwriter) involves muting 

sections/notes in parts to ensure what is heard is essential 

and works well in the mix without clashing with other 

instruments.  

  

  

47 sec guitar and horns passage could be combed    

    

ALWAYS ANOTHER  23rd April  

    

Kick drum volume    

    

ROCK ‘N’ ROLL BBQ  23rd April  

    

Vocal sound – amp sound / R’n’R    

Double vocal in chorus – pull back on effect     

Second verse and chorus BV’s to highlight certain lines / words    

    

NO IS NOT THE WORD  23rd April  

    

Vocal still “polite”    

Vocal sound – amp sound / R’n’R    

Vocal entries tend to be on 1 or 4, think about mixing it up    

Not sure - Tony    

    

WHO AM I?  23rd April  

    

Vocals back in the mix (like that, consider for other songs)    

Delay on “All is all…” more pronounced    

Trippy mix could be more trippy, swoopy bits and more dynamics    

    

CIRCLE OF LIFE  23rd April  
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Mando eq could have a little mid-cut so it fits with the guitar a bit better    

    

SWEET SPOT  23rd April  

    

Combing of guitar and keyboards    

A:B balancing    

    

MISTAKEN  23rd April  

    

Combing again for a more dynamic mix    

Feature Jean’s “oooooh” BV’s more    

    

SOME LINES LIKE THESE  23rd April  

    

At the outro perhaps half as many vocal chorus repeats    

Main vocal eq brighter    

    

HEARTBEAT  23rd April  

    

Mellotron clarity    

Main vocal eq on low mids to make it brighter    

  

  

  

The following writing will now detail each project song and it’s evolution in relation 

to songwriting process, my artistic drivers and also the pre-production and production 

phase. Each song will be analysed through a combination of harmony, performance, 

melody, lyric and rhythm.  

 

 

Project song: “Mistaken”  

By core group consensus on Sunday the 3rd of July we chose our 4th take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, guitar and trumpet. This song as not changed a great deal in 

terms of essential harmony, melody, lyric and rhythm. However it is an extremely 

different song in terms of performance certainly due in a big part to the band in a 

room recording approach.  

 

This song showcases how experienced the band is as improvisers and also how 

talented the group is at locking in on a groove. The groove is an integral part of this 

songs impact. I feel that the core band utilised musical experience and mature 
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interpretation to achieve this level of recorded performance. The track is longer than 

the demo as it highlights our live interaction. We played it this way basically because 

we “could”. I feel the rhythm section of Tony and Earl had no issue with the click 

track being set at 130 bpm. The improvisation at the end of this song was really 

achieved by in the room eye contact where I signalled Alan to solo (great solo). Then 

at a certain point I followed his improvisation with some of my own on guitar. The 

eight bar minor blues changes of Mistaken ensured an easy ending point and I 

directed the band that we were coming to the end by calling the last time around. We 

all finished on the one of the next eight bar section.  

 

Initially when we first tried earlier takes Harry suggested that him and I change to 

“harder” guitar sounds in order to toughen up the sound and this worked very well. 

Harry also earlier in rehearsals naturally started matching my B section chromatic 

motif with a lower unison part and this I believe added extra muscle. I imagine he 

added this because my original line is quite high in register.   

Overdubbing my main vocals Daryl suggested that I aim for a Leonard Cohen style 

delivery (distant and aloof) and this really helped me in performance. To match this 

delivery he engineered my vocals accordingly. I think he suggested this approach as 

the song reminded of a certain period of Leonard Cohen’s work. 

  

Interesting note: The third line of the final verse of this song includes extra syllables 

within the first phrase. This is the only verse within the whole song to do so. The 

overall effect of this is for the second part of the line to miss the strong downbeat of 

the one, which in turn adds an unstable quality to the line. I think this is an example of 

prosody because the line itself is saying, “Mistaken table settings, without no knives”. 

And this statement is being supported by an uneven delivery.  

  

Project song: “Main Road Out”  

By core group consensus on Sunday the 3rd of July we chose our 3rd take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, guitar, horns, percussion and a bass fix up. This song has not 

changed a great deal in terms of essential harmony, melody and rhythm. However 

through performance with a band in a room recording approach the form has altered 
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at the intro and on the outro vamp. Also the lyric in the last line of the third verse has 

been changed.  

 

When over dubbing the horns on this track Kingsley mentioned the uneven nature of 

the intro and outro sections. The intro which features a drum solo is weirdly three bars 

and the outro vamping section doesn’t finish as you might naturally expect at the end 

of a 16 bar section (the songs verses are 16 bars and the bridge is eight bars). The 

outro vamping section finishes at four bars. I think this structure helps to provide 

Main Road Out with a raw blues feel. However once the horns consisting of Sax and 

Trombone were added they tended to smooth out the odd bars and made the start and 

end feel more natural.  

 

I decided horns were the ideal overdub for this song because of it’s theme of travel 

and driving. I know it is a convention but it seemed to me that the sax and trombone 

perfectly captured the sound of car horns beeping. I’ve never arranged horns before 

and found that the logic demos were an excellent way to convey my ideas in and 

outside of the studio. After over dubbing these parts Daryl did spend some time 

editing them within the track.  

 

My vocal performance on this existing track (as at Sunday 10th July) is probably about 

90% complete. I feel I need a little bit more wild abandon in my voice. In order to 

capture my voice Daryl used a different mic to get a grittier quality of my vocal. Also 

the final couplet lyric wise in the third verse requires work. My original lyric prior to 

recording, the recorded lyric as at Sunday 10th July and my proposed new lyric are 

detailed in the following table.  

 

Figure 45. (Appendix E9). Lyric changes.  

  Original lyric prior to 

recording. Final 

couplet of the third 

verse.  

Recorded lyric as 

at Sunday 

10th July. Final 

couplet of the 

third verse.  

Proposed new 

lyric. Final 

couplet of the 

third verse.  

 Lyric All you want is a 

chance to think  

And maybe stop once 

and awhile for a little 

drink  

All you want is a 

chance to think  

Another bar a 

different drink  

All you want is 

some room to 

move  

You’ve got nothing 

to prove  
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The original lyric was too long to naturally fit in with the two bar pause of the song so 

Daryl and I when I was tracking the lead vocal changed the line to, “Another bar a 

different drink”. Daryl suggested this line and I sung it. I think this is an excellent 

example of how when you’re in the studio you just have to do it. Music in this 

situation is all about making it work, forget the theory just get it down.  However I 

feel that this second lyric still doesn’t flow that well in that section therefore I’ve 

rearranged the final couplet as detailed above. I came up with this line reflecting on 

the song when I’d had a break from the recording schedule.  

This track I think highlights the bands improvisation skill and exhibits how as 

musicians we all had an intuitive grasp of how to play this style of blues. Discussing 

this with the band we basically agreed that our performance was really “nothing you 

talk about”, basically it’s just an unspoken understanding.  

The bass drop in and the guitar overdubs were added the next week after the band in a 

room recording. I remember Harry re-doing his guitar so that it laid back a little bit 

more rhythmically speaking within the over all track. I also know that this was always 

Tony’s main concern with any bass track, and he was careful to always check if the 

bass was grooving in certain areas. The final overdub on this song were tambourine 

and handclaps which myself and Daryl performed over the final recording weekend.  

  

Project song: “Watchin’ The Waves”  

By core group consensus on Sunday the 3rd of July we chose our 3rd take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, acoustic guitar, horns and handclaps. This song has not 

changed a great deal in terms of essential harmony, melody and rhythm. However 

through performance with a band in a room recording approach the form has altered 

at the intro and at the end of the song. This change in song ending has also meant an 

extra addition of the lyric in the final line of the chorus. Aside from the technical 

changes that I will detail shortly I feel that all of the tracks exhibit a band and how 

they are interacting and interpreting the song as it moves through it’s structure and 

content. There’s a great feeling I think of empathy within the music.  

My original demo for this song featured an acoustic guitar lead line at various points 

staggered in the intro, after the first verse and as a solo after the bridge. I however 

deferred to Harry on this and allowed him room to interpret these passages of the 
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song. I like what he came up with as they capture the breezy nature of the theme of 

the song. Perhaps the solo after the bridge just has a touch to much delay on it. I 

wonder what Daryl thinks?  

 

Similar to Main Road Out this song form wise has altered from the original demo. 

This occurred simply because I wasn’t listening back to what I’d originally created, 

instead I was immersed in band rehearsals and playing as part of the group. Only 

when we got to the horn overdubbing stage of sax, trumpet and trombone did I realise 

that the intro was actually four bars longer. Also I was playing the horn part on 

acoustic guitar (in band rehearsals) on the wrong beat of the bar! Kingsley did very 

well to interpret my horn arrangement for this song and also added his extensive 

knowledge in this area to the track. He suggested layering an extra trumpet line at the 

end of the bridge to really highlight the change. I felt this definitely adds some extra 

colour to this section.  

 

The form of this song also is changed at the end very slightly by adding a second 

chorus and finishing with a different melody to ensure a stable ending for the line, 

“crash over me”. This change was initiated at the recording session on the fly. The 

original demo featured handclaps trailing off into the distance, I guess this could still 

be added in final overdubbing.  

 

I don’t know if I’m being picky but my vocal take might not be quite complete. It’s 

not double tracked for a more direct person feeling of the song and I think this is the 

right approach. Daryl suggested a Paul Simon style delivery for this song, which 

really helped me in the vocal booth. Some of the lyric lines were placed back heavy or 

off the one whereas on the recording I felt them to be better on the one or what’s 

termed front heavy.   

 

On the final mix day of Sunday the 10th of July Daryl decided he wanted a shaker 

sound within the song. However we didn’t have one available so instead he worked 

eq’ing the acoustic guitar to match the effect of a shaker. When I asked him if he’d 

learnt that from a previous session he said that he hadn’t. All he was following was 

his intuition and was utilising something on hand which could provide the same type 

of audio effect. Pretty cool I thought, plus it works!  
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Project song: “The Blues is All I Hear”  

By core group consensus on Sunday the 3rd of July we chose our 3rd take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, acoustic guitar, electric guitar and shaker. The recorded song 

is very similar to the demo in most aspects except it includes some excellent 

improvisation by all the band with Alan and Harry soling within various sections.  

  

The shaker was added at the suggestion of Harry, as he heard it fitting within the mix 

along with the acoustic guitar. Harry also added the electric lead and acoustic guitar at 

the overdub stage. This song was also meant to have horns added as well but at the 

Friday session we basically ran out of time and so left it as is.  

  

The biggest challenge with this song at the overdub stage was in adding my vocal 

performance. I produced a first pass and in listening back felt that the lyric didn’t 

have the essential emotion necessary of the lyric. Daryl mentioned that the tempo that 

we recorded the song at was probably too fast (96 bpm) and this combined with my 

wordy four stress lines added an urgency where the song probably required space and 

reflection. Therefore we attempted another vocal take which utilised less words, a 

slightly different melody and a downbeat delivery. Via this experimentation we 

stumbled on the better lyric delivery (Daryl and I thought) of combining in the verses 

the third and fourth line. This worked well and is quite different to the original demo. 

The different stresses for the verses within the initial demo and subsequent recording 

are detailed below.  

  

  

Figure 46. (Appendix E10). Stress changes. 

  Verse stress “The Blues Is All I Hear”:  

Original 

Demo  

  

When the wheels are turning inside me and the sound rises on my lips (4 

stress)  

When the scarecrows that can see are standing hand on hips (4 stress)  

When the light wants to let go and I know that it don’t care (4 stress)  

That’s when the blues (1 stress)  

The blues is all I hear (2 stress)  

Black 

Door 

Studio  

When the wheels are turning inside me and the sound rises on my lips (4 

stress)  

When the scarecrows that can see are standing hand on hips (4 stress)  
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Recording  When the light wants to let go and I know that it don’t care that’s when the 

blues (5 stress)  

The blues is all I hear (2 stress)  

  

Really the above example is where as a singer I choose within delivery to break the 

line. And something that Daryl suggested through recording was that I tend to chop 

the delivery of lines up and don’t let them flow across the music and in different 

sections. This was something prior to the recording that I had been playing a bit more 

with. As I was inspired by the vocal phrasing of Lou Reed when listening back to a 

variety of his material.   

  

Project song: “Sweet Spot”  

By core group consensus on Sunday the 3rd of July we chose our 4th take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, bass guitar (mainly because of tuning issues), acoustic guitar, 

and electric guitar.   

  

The original demo that I created of this song for the band was minimal in 

instrumentation and basically included vocal and guitar. However as soon as we 

started band rehearsals the whole group started playing on this track. It is a country 

style tune therefore I think the band once again had an unspoken understanding of 

how the delivery and performance would be approached. Also in rehearsals the songs 

form and a couple of chords were altered. Harry suggested the song was quite short at 

AABABA so the song was extended to a structure of AABABABA. The final B 

section was a solo and the final A section was the last verse repeated. Also to add 

more movement into the bridge a quick one bar “country” (for want of a better term) 

change was added which was C to Am, rather than a whole bar of C. Tony suggested 

this chord change. I feel the band added a lot performance wise to this track, there is 

some lovely supportive playing that reminds me of Dylan in parts, especially on the 

bridge.  

  

Two main changes occurred with the written lyric at vocal recording. Daryl suggested 

that I substitute everybody’s for everyone in all lines, which I believe helps to add a 

little bit more rhythm to the vocal performance. The addition of an extra syllable at 

the end of the word everybody’s ensures the line flows at a 1and 2and 3and 4and pace 
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rather than the original demo which was 1and 2 3and 4and. The Black door recording 

is a lot smoother which helps to accentuate the end of the line which also contains the 

title, Sweet Spot.  

  

The second main lyrical change involves allowing the “one” downbeat on the second 

bridge some space. In lyrical terms this this a back heavy line. The following table 

highlights this change. (But does this work? Sometimes I still hear it the original way 

around.)  

 

Figure 47. (Appendix E11). Front / back beat changes. 

Lyric setting 

Sweet Spot:  

Lyric setting  

Front heavy  1   and   2  and  3  and    4  and   1  and  2  and  3  and  4  and 1  

                  I    must of  had a    bad ( held 

note)                 re   action          

Back heavy  1   and   2  and  3  and    4  and   1  and  2  and  3  and  4  and 1  

                  I    must of  had a                 bad ( held note)   re   action  

  

  

  

Project song: “Rock ‘n’ Roll BBQ”  

By core group consensus on Sunday the 3rd of July we chose our 5th take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, acoustic guitar, and electric guitar. This song has not 

changed a great deal in terms of essential harmony and melody. However through 

performance with a band in a room recording approach the rhythm and tempo have 

drastically changed.  

  

The original demo was at 180bpm whereas the Black Door recording is now at 

125bpm. The reason for this was lead by the band in order to add a lot more swagger 

into the song mainly because of it’s title, Rock ‘n’ Roll BBQ. To this end Harry also 

added the riff at the start of the song to rough it up a bit. I think this is an excellent 

example of prosody in action. Where musicians naturally reinforce lyrical meaning 

through musical devices.   

  

The tempo change meant that my vocal delivery had to alter and with Daryl’s help I 

found a smoother slower delivery, which matches the lyric to the music. Occasionally 
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I had to change a word especially in the last two lines of the second chorus in order to 

facilitate a smooth vocal delivery. Also I had to alter the last line of the bridge as the 

music had changed on the band recording.  

  

At the band in a room recording Tony suggested we utilise a single note build up on 

the final four bars. This was an idea included on the demo but not strictly adhered to 

in rehearsals. In order to match this I changed the final line of the bridge and it’s 

delivery.  

  

At this point this song sounds like it still requires vocal work as well as possibly 

a  sixteen-note tambourine, handclaps and a group sing along on the final refrain.   

  

  

Project song: “Who Am I?”  

By core group consensus on Sunday the 3rd of July we chose our 2nd take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal, bass fix-ups and electric guitars mainly by myself. The 

recorded song is very similar to the demo in most aspects except it includes some 

excellent improvisation by the entire band.  

  

One aspect that differs on this recording when compared with the demo is the 

sectional pause between the 3/4 and 4/4 final lead sections. This pause was to include 

a solo electric guitar but with some skilful editing Daryl brought the pause between 

sections straight in on the full band in soloing mode. The reason for this was so that 

the momentum of the song was not lost. The final vamp on the chord of A prior to the 

end chord is also held longer, I think this was Harry’s suggestion and I really like how 

this builds final tension at the end of this track. Tony when fixing his bass parts on 

this song added some extra movement into his part and at the time suggested we 

double up this part on guitar. Daryl and I did this and also both though that a wha wha 

sound would work well for this section. Another guitar that I tracked onto this song 

was a 12-string just for it’s shimmery ear catching effect. I also double tracked my 

original Gibson guitar track as I was unable to use this sound for the riff in the band in 

a room recording of the song.  
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Of all the songs this vocal is the only one that is double tracked and I think it is very 

appropriate. Lyrically a couple of words have been left out from my original lyric and 

this is mainly for ease of delivering a line. The most notable omission is “Then” from 

the first and second verse. This occurred due to Daryl cutting and pasting a version of 

me singing “Who am I” later within the song. I don’t feel this vocal is totally 

complete yet it like Main Road Out requires a little more wild abandon and 

somewhere I think a primal scream. It’s that kind of song.  

  

 

Project song: “Always Another”  

By core group consensus on Sunday the 3rd of July we chose our 3rd take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of main vocal and my own harmonies, bass fix-ups and electric guitars 

mainly by myself. The recorded song is very similar to the demo in most aspects 

except it includes excellent supportive interpretation by the entire band.  

  

Jean assisted me to get the right attitude and energy for this vocal as well as the 

specific detail required within the outro vocal section. This involved me doubling my 

main vocal line (which sticks to a static note) with harmonies of an octave and also 

thirds. The lyrics have changed in this song with only the omission of one word at the 

start of the last title line of each verse. I did this in order to assist vocal delivery of the 

title contained at the end of this line.  

This song as is, is almost complete although my main vocal still requires a little bit 

more work and also is very appropriate for harmony vocals.  

  

  

Project song: “Look for yourself”  

This song was not worked on after the initial “band in a room” session as the tempo 

within the performance fluctuates greatly. Daryl suggested (and I think he’s right) that 

the reason for this fluctuation is that the tempo and click set at 130 bpm is too slow 

for where (most likely) the band were feeling this song to be at. The correct bpm 

might be more at 132 bpm. I remember playing this one with a lot of energy at the 

start and then in the verses is slows down a little. This is probably where Earl was 

aiming to return the band to the tempo of the click. All of this actually plays quite 
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well into the next project song, “Heartbeat” where Earl actually suggested we 

abandon the click altogether, and this worked fine for us. I feel he did this because of 

the bridge sections which are built up and down instrumentally.   

  

Project song: “Heartbeat”  

By core group consensus on Sunday the 3rd of July we chose our “no click” take of 

this recording. The recording overdubs that where added throughout the following 

week consisted of main vocal, acoustic guitar performed by myself and electric 

guitars played by Harry. The recorded song has changed in relation to the demo in 

terms of form, vocal melody, instrumentation and the parts that are played by the core 

band.  

  

This song was next on the list after “Look For Yourself” and considering our 

experience with the click on this track Earl made a couple of suggestions. As we were 

attempting to record the track to a click we were not quite staying on it within the 

bridge sections. So Earl called it and said to let’s just follow our own time and I 

believe the track really benefited from this approach.  

At initial rehearsals Harry pointed out that a part of my melody for the verse sections 

also matched the verse melody of the popular song Free Fallin’ by Tom Petty. 

Essentially my melody started on the tonic note of the song and rose to the third and 

back down to the tonic. Therefore I changed the melodic contour of the verses to stay 

at the third note rather than descend back down to the tonic. This change ensured the 

melody was altered enough so as not to invite comparisons to Free Fallin’. (Actually 

no I take all of that back! Just listened to the recording and I forgot to change the 

melody, wonder if anyone else will notice) Interestingly enough when I came to sing 

the different melody it really felt quite choir boyish and I think the vocal take should 

be revisited to change this approach. I think the verses need to be clearly sung and 

“innocent” in delivery but not too formal. The only lyric change on the Black Door 

recording is to not sing a final Heartbeat at the finish of the song.  

  

When overdubbing his guitar parts Harry suggested an eight-note guitar feel in the 

bridge. The idea was great and we quickly recorded it. In the mix down Daryl added a 

flange effect to this overdub and it is a perfect effect for this part of the song. At the 

time Daryl mentioned how a string section could perform this guitar overdub. I know 
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exactly what he’s talking about here, however the guitar overdub I think lends a nice 

indie guitar band vibe to the bridge.  

  

Project song: “No Is Not The Word”  

By core group consensus on Sunday the 3rd of July we chose our final take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of my main vocal and electric guitar played by Harry. The recorded song 

has changed in relation to the demo in terms of form, vocal melody, instrumentation 

and the parts that are played by the core band.  

  

Early in rehearsals the outro of this song lent itself to going a bit crazy performance 

wise and I noticed Alan was starting to solo outside on the final chord progression. I 

really liked it so I just encouraged him to keep doing that. By the time we got to 

record the song at Black Door we all decided to push the craziness at the end of the 

track and this is completely different to the original demo. When I came to overdub 

my vocals on the song I was lucky enough to have Harry and Jean coach me on my 

vocals and they helped me achieve a vocal with greater energy, accuracy and attitude. 

I believe the improved vocal delivery assisted the whole track to come alive, 

especially the bass. I really like some of the lines that Tony improvises on this track.  

  

The lyric changes are quite minor mainly they just relate to the attitude of the vocal 

for example swapping “want to” for “wanna”. The melody changed mainly on the last 

line of the 1st and 3rd verse. This was really just again to facilitate attitude.  

  

Project song: “Big Star”  

By core group consensus on Sunday the 3rd of July we chose our final take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of my main vocal and electric guitar played by Harry. This recording hasn’t 

deviated at all from the original demo however once again the performance and 

delivery really change the overall impact of this song.  

  

Performance wise again as in similar project songs the band has interpreted sections 

and added their own distinctive sound and playing style. Earl has added some great 
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build ups especially in the bridge and both Harry and Alan have played the chord 

chart (for the song) with their own instrumental voicing and dynamic.  

  

The only lyric variation is right at the end of the second to last chorus where I add lib 

a line and leave some space where exactly Harry adds a nice guitar motif.  

  

One overdub idea that Daryl has in order to complete this song is to add handclaps to 

the chorus.  

  

Project song: “Some Lines Like These”  

By core group consensus on Sunday the 3rd of July we chose our final take of this 

recording. The recording overdubs that where added throughout the following week 

consisted of my main vocal and electric guitar played by Harry. This song has altered 

quite a bit from the original demo and now features a twin guitar solo at the outro, 

massive rock riffing, very bold rhythm section groove and wonderful improvisational 

Hammond lines interweaved through my main vocal. As well I have again simplified 

my original lyric here and there mainly to assist sing-ability. This really only involves 

an omission of a single word or so.  

  

In essence this is a fun song and the bridge section involving the chords C – Bb – F – 

G was rejuvenated by Harry at rehearsals and turned into a Kinks like riff. (Hopefully 

not too Kinks like! Well maybe it is!!) anyway for better or for even better we turned 

this riff into a hook and liberally sprinkled it throughout the whole fun-loving track. 

The arrangement is the band collectively creating on the fly in the recording room. At 

the end of the song when tracking I just started soloing until the end. And when Harry 

was over dubbing his guitar parts he suggested also soloing when I did so as to create 

the biggest racket possible at the finale. I feel this works very well and is an idea I 

never would have come up with unless I was collaborating with other musicians. I 

like the energy that we captured on this track, playing and recording as a band in one 

room. So I think the solo’s and the track performance in general is another example of 

prosody where words inform the music and visa versa.  

  

Project song: “Silver Headed Rooster Blues”  
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This song and also “The Circle of Life” were recorded without the band and I had 

always thought they’d suit minimal instrumentation and overall an acoustic approach. 

So both of these tracks were recorded on Monday the 4th of July at Mainz with Daryl. 

The approach was for me to first record an acoustic guitar to click then to add 

instrumentation as required. For “Silver Headed Rooster Blues” I added a scratch 

vocal and Harry provided mandolin. Daryl spent some time editing Harry’s mandolin 

solos and we also added a kick drum sound which is actually me hitting a wooden box 

and handclaps. The song is all about a party really so the overdubs we still need to 

added to this track are harmonica (care of Earl) and perhaps a group of us around a 

microphone clapping. Interestingly we added the stomp / kick sound because Daryl 

was naturally doing that in the control room when he was recording my vocal and 

guitar.  

  

Aside form additional instrumentation as mentioned above, the main change from the 

original demo with this song is the addition of solos after the third and fifth verse. 

This song utilises a folk format of A-A-A-A-A-A so ultimately solos could be added 

in anywhere. Something that was very noticeable when adding the handclaps to this 

song was how much atmosphere they created. I think they are an example of prosody 

and an easy way to demonstrate this would be to have one version of the song with 

handclaps and one without. Sir with your song today would you prefer handclaps?   

  

Project song: “The Circle of Life”  

This song was recorded without the band as I thought it would suit minimal 

instrumentation and overall an acoustic approach. It was recorded on Monday the 

4th of July at Mainz with Daryl. The approach was for me to first record an acoustic 

guitar to click then to add instrumentation as required. I added a scratch vocal and 

Harry provided mandolin. Harry basically played three times through along to the 

song and Daryl (mainly but with a little help from me) complied the takes into one.   

  

I think Harry has added some wonderfully emotive lines and energy to this song. 

Daryl inputted into the song regards the chorus by suggesting a subtle but effective 

guitar line that I overdubbed. I think he suggested this because of some of Harry’s 

notes. Daryl also has suggested an excellent backing vocal line as a call and response 
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to the main lyric, which we can add in at a later session. I imagine this will come in 

after the first chorus.  

  

With this song, which I wrote and demoed very quickly (all in the space of one day) I 

was not quite sure going into the recording session upon how to play the chorus on 

my guitar. So in the recording the arrangement transformed into me playing a 

strummed chord of G for a bar. In this part of the song I had another line to add 

however Daryl suggested I add this vocal line in later so at the recording I left it out. 

Then on playback I started to really enjoy the space that only a threeline chorus within 

an eight bar section (not totally uncommon in songwriting but not always the norm) 

gave this song. I feel at the final session for this so we should try adding in my fourth 

line but I’m not sure if it’s required and it might alter the mood that we already have 

of this track. I think space of the three line chorus allows the listener room to “feel” 

the song.  

  

  

In this reflective writing I have detailed the pre production and the production stages 

of the album recording. The collaboration that I’ve been able to coordinate as part of 

this project has been very personally rewarding because I’ve been able to involve not 

only close friends but also fantastically talented individuals. The support that 

everyone has provided within this project will be something that I won’t ever forget. 

So what overall aspects spring to mind at this point?  

  

1. Interpretation: How all project collaborators were able to instinctively 

interpret the music I was providing them. How they added their individual 

musicianship and skills in a very natural and unforced way. I facilitated the music 

without really having to consciously direct anyone.  

2. Contrast: I think a lot of the musical decisions made over the recording period 

can be put down to contrast. I remember many examples of this in action, Tony 

swapping basses on specific tracks, Alan changing from Hammond to different 

keyboards, Earl swapping out cymbals and Harry changing effects on his guitar. 

Of course these changes of contrast where also made a lot of the time in relation 

to a specific song and what it’s topic or energy was all about. Of course Daryl also 
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added into this with his production work, different microphone choices for my 

vocal for example. Is this an example of prosody?  

3. Improvisation: I realise that this aspect is hugely important to me as a songwriter 

and recording artist. Being able to call on anyone within the core band to 

improvise was a critical ingredient to this project. Most if not all project songs 

share this factor. What I like about improvisation is that drives my or anyone’s 

playing to be right in the present moment. And this links with my album title of 

“Beginners Mind”.  

4. Collaboration and Musical Understanding: I think these two drivers have 

especially been at the forefront of the project in pre-production and production 

stages.  

5. Reflection: I realise that this recording project involves a great deal of time in 

reflection. Especially in relation to evaluating song choice (generally by way of 

possible linear track listing) and also basically deciding if I like the songs created. 

This area is quite fluid for me and other people’s opinions come into play. 

Continuing on from Pg. (38) I am still considering alternative album track listings 

because the Blackdoor band recordings have deviated from the original demos and 

this offers other album flow options.  

  

 

Website link notes:  

  

a)The bandcamp link is an album release site.  

b)The daveybeige link is my artist web page.  

c)The facebook link is my facebook artist web page.  

d)The soundcloud link is a private streaming page for the album.  

  

  

The following personal assessment describes the value of the recording review 

meeting, core group feedback, overdub recording, mixing, mastering and reflective 

notes it outlines the main research benefits that I think have been gained and also 

summarises outcomes achieved.   
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I believe a variety of important aspects have been uncovered through all the activities 

as detailed in this report. One major value is that a majority of these activities have 

facilitated a high level of project involvement from a group of very experienced 

musicians. The feedback and ideas from this collection of individuals has been an 

ideal way for me to reflect on my songwriting process and approach especially in 

areas including prosody, production, genre and collaboration.   

  

By being involved as a musician and situated as a practitioner within this project the 

importance of production has been highlighted to me time and time again. Production 

has in many ways been used to strengthen the songs that I have written and this is in 

evidence throughout the activity journal detailed within this report.  

  

The drum “sound” for the songs within the project has been an area that I know Daryl 

and Earl have really focused on. In this area it has been ideal to have Daryl as a 

producer because he is also a drummer in his own right. When gaining core group 

feedback from Earl he mentioned, “I feel the final outcome is dependent on 

individuals, surrounding and production person… i.e. in this case Daryl. I was totally 

confident with his production skills and the sound of the Blackdoor studio. Daryl’s 

skills as a guitarist and a drummer contribute to this”.   

  

Producing an album from the drum sound up (so to speak) is of course a tried and true 

music industry approach. In my notes from January of this year I actually mention this 

as it occurred on the project album. The following is my January 21st note, “For 

mixing the entire album Daryl used the drum sounds / track of this tune (Who Am I?) 

as the benchmark. Daryl would complete a pre arrangement mix then a final mix after 

reviewing on stereo”.  

  

Other points within the production (and there are many) would include the vocal 

recordings and how Daryl would experiment with a range of microphones. This 

would then directly ensure that my lead vocal tone along with subtle nuances were 

recorded suitably for each song. Some project album songs were quite long in 

recorded length so editing within Pro Tools was required. The song “Mistaken” is one 

such example where Daryl employed a fade out and I think this really adds to the feel 

of this song. Finally when considering production, the mixing of the project songs by 
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Daryl is a major contributor to the final outcome. I think the mixing and it’s powerful 

yet clear sound allows the band interaction from the recording process shine through.  

  

A major benefit from the research to date has been that it has reinforced some of my 

specific artistic drivers. Throughout the overdub recordings it was highly evident that 

all project collaborators were able to instinctively interpret the music I was providing 

them. This I think highlights that mutual musical understanding between everyone in 

relation to genre. We all are of a similar age and therefore have an experienced 

knowledge of musical forms including blues, country, folk and rock. Following on 

from this the musical collaborators and myself are also comfortable with 

improvisation. Improvisation was an important creative approach used in the overdub 

process.  

  

Collaboration itself also remains a very important driver for me as a songwriter and a 

musician. I enjoy working in a band setting and like the mutual trust and friendship 

that can develop within this environment. I also realise that I am only one person and 

feel that the final project album outcome has been significantly raised by everyone’s 

contributions.  

 

The major outcome from the review meetings, core group feedback, overdub 

recording, mixing and mastering is a completed album with artwork that is ready for 

commercial release. The release date for the album is Friday the 29th of September, 

2017.  

  

A secondary outcome is that I have completed a draft chapter for the exegesis. This is 

Chapter Three and it outlines how the research project developed from pre-production 

to production to post production as well as documenting how each research project 

song evolved in relation to songwriting process and artistic drivers.  

    

I think that my primary research question is basically acknowledging that meaning in 

song is created through either lyrics, music and also a combination of both lyric and 

music. So in my practice as a singer songwriter and in pursuit of conveying meaning I 

am required (or should be required) to understand how meaning is communicated 

through lyrics, music and also a combination of both lyric and music. The comments 
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by the project album collaborators to the first question, “Do any particular attributes 

of the lyrical content of the recording project stand out to you?” take some varying 

approaches to how lyrics convey meaning. Tony’s answer for example is very much 

aligned with how the English language can either communicate through direct or 

honest statements or can be less direct, vague and ambiguous. Lyrics within song 

generally can fluctuate almost like on a spectrum of one end being direct and making 

sense to the other where meaning is semantically speaking unknown and open to a 

listener’s interpretation.   

  

In relation to this area I can add in a musicologists post-modern view on deriving 

meaning from song lyrics. As in how sure can we that meaning is being transmitted 

through lyric? I can also analyse two of the songs that Tony mentions in his answer 

where “Sweet Spot” is direct and “Who Am I?” is less direct. In this analysis I can 

look at the semantic meaning in the English language and also how the linguistic and 

literary prosody of my vocal and/or lyrics might be contributing to meaning. Also I 

can include a musicologists view on voice within this section.  

  

Earl in his answer to, “Do any particular attributes of the lyrical content of the 

recording project stand out to you?” mentions how he thinks that lyrics relate to the 

character of a song. I think that what he is getting at here is how genre influences the 

type of lyric that might be written. And again a good example of how genre 

contributes to a lyrics character is to contrast and compare the “Sweet Spot” and 

“Who Am I?” lyric. My first thought here is that a country song like “Sweet Spot” fits 

within the genre as an honest and direct “telling it like it is” type composition, similar 

to classic American country songwriters such as Merle Haggard. Where-as the “Who 

Am I?” lyric is delving stylistically into psychedelic rock and in this genre esoteric 

lyrics really do form the character of this style of music.  

  

Alan’s comments relate not only again to lyrical meaning but also specifically to the 

figurative nature of language including metaphor or as he states “word-picture”. I like 

his description of metaphor and this figurative approach to lyric sits with 

literary prosody. And as I’ve written in Chapter Two, I feel one of the best ways to 

make a song accessible is to create imagery in lyrics. I also write that “there are a 
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variety of ways of doing this or as I like to think to paint with words two of the most 

tried and true methodologies is through the use of simile and metaphor”.    

  

In Harry’s answer to lyrical content within the project album he considers the lyrics 

from an overall perspective. His comment is that the album lyrics sit together well 

within a theme and believes this is a strength of the songwriting for the album. This I 

think is interesting, as now meaning is not only being derived from individual song 

lyrics but a collective gathering of songs. This of course connects with conventions 

related to the recording music industry, technology and the history of marketing 

commercial music from approximately the 1950’s. It would be good for me here to 

again utilise musicologists points of view on this topic of concept. I feel that some of 

these conventions of concept will have links right back to the romantic period. Harry 

also mentions omitting a couple of album tracks I think to reinforce the concept and 

add as he say’s “gravitas”. So here I think is another spectrum of approach within 

lyric where to extremes are either serious on one hand or silly/comedic.  I wonder 

if Harry here was specifically wondering about critical responses to the album? 

Because I have known of reviews where an album is dismissed due to seemingly 

light-weight lyrical topics. This area also opens up for me my humorous nature as a 

person and artist and I feel this will be a worthwhile avenue to explore. Perhaps I 

could connect the use of comedic lyric to other New Zealand songwriters and also 

genre.  
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Appendix F: Lyric Sheets and Chord Charts 

 

• Lyric Sheets 

• Chord charts 

 

Project album song lyrics: 

 

Big Star  

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Zed 

Brookes: Backing Vocals. Davey Beige: 12-String Guitar, Electric Guitar, Vocals, 

Backing Vocals. 

 

Painted seconds, forgotten hours 

Holding heavens elusive flowers 

Who’s going to tell you the truth? 

Fearless windows, distorting page breaks 

Taking over transforming landscapes 

Let go and walk towards the gate 

 

Big star 

That’s what you are 

Big star 

That’s what you are 

Shining like a flame in the sun 

 

Neighbours shouting, church bells ringing 

Sensing someone’s eternal singing 

Who’s going to turn you away? 

Inside outside, dissolving edges 

Headboards shaking removing wedges 

Fate holds the door for a while 

 

Chorus 

 

A prize that you can claim 

A ticket with no name 

You won it long ago, did you know? did you know? 

 

Chorus  

 

Watching the Waves  
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Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond, Rhodes. Kingsley Melhuish: Trumpet, Trombone, Saxophone. Daryl 

Tapsell: Handclaps, Percussion, Samples. Davey Beige: Vocals, Acoustic Guitar, 

Backing Vocals. 

 

Moment to moment I’ve got a mindful mind 

Thoughts and feelings starting to unwind 

 

Watching the waves, watching the waves 

Watching the waves, watching the waves 

Watching the waves, watching the waves 

Crash over me 

 

Daring to sit in an empty room 

Realising words are just fingers pointing at the moon 

 

Chorus 

 

Like a river flows I can be free 

All I have to do is be 

 

Om it’s like this now my pen hits the page 

The present is here like a timeless sage 

 

Chorus  

 

Silver Headed Rooster Blues 

 

Earl Robertson: Harmonica. Harry Lyon: Mandolin. Daryl Tapsell: Handclaps. Jean 

McAllister: Percussion. Davey Beige: Acoustic Guitar, Handclaps, Percussion, 

Vocals 

 

I’m a silver headed rooster and I live in Lyall bay (x2) 

I crow every morning and at the end of everyday 

 

I’m a little over fifty and way past twenty-one (x2) 

But I’m still young at heart try and catch me when I run 

 

I can dance real good you ought to see me strut my stuff (x2) 

I’m a silver headed rooster just tell me baby when you’ve had enough 

 

Well whenever you’re in Wellington come and visit me (x2) 

We can party all night long and then go swimming in the sea 

 

Everyone that knows me says I’m a freewheeling soul (x2) 

I wake up in the morning and I’m a ready to roll 

 

I’m a silver headed rooster got those silver headed rooster blues (x2) 

All the way from my white head down to my dancing shoes 
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Always Another 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond. Jean McAllister: Backing Vocals, Davey Beige: Vocals, Electric Guitar, 

12-String Guitar, Backing Vocals. 

 

Hey there brother 

I’ve heard the news 

You’ve lost your girl 

You’ve got the blues 

Remember that there’s always another 

 

Hey there brother 

Take my advice 

Try once again 

It might be nice 

Remember that there’s always another 

 

There’s another silver lining in the clouds in the sky so blue 

There’s another pretty face to adore and to say I love you 

 

Hey there brother 

You’ve had it rough 

And that’s not good 

When life gets tough 

Remember that there’s always another 

 

Always another  

 

Another chance another time, another face another mind 

Another red another blue, another me another you 

Another left another right, another low another height 

Another Jim another Jane, another joy another pain 

Another big another small, another gig another hall 

Another step another show, another thought another go 

 

Always another  

 

 

Rock’n’Roll BBQ 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond. Daryl Tapsell: Handclaps, Samples. Davey Beige: Acoustic Guitar, 

Handclaps, Vocals. 

 

Baby boomer mums and dads queuing by the gate 

Vacuum-packed expectant looks some past their use by date 

Arriving via SUVs on motorbikes and cars 

The promoter rubs his hungry eyes and thanks his lucky stars 
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It’s a rock’n’roll bbq 

Everyone likes to dance 

It’s a rock’n’roll bbq 

 

The crew fires up the lights and sound the first band starts to play 

They grill the meaty audience with hits from yesterday 

The show heats up as the sun goes down dry ice and lasers burn 

The headline act in designer jeans lead singer twists and turns 

 

Chorus 

 

The crowd spills out they’ve had their fill 

Black shirts pack down the rig 

They wipe the hot plate clean of fat 

There’s always another gig 

 

The trucks move off on eighteen wheels red embers in the night 

Their drivers paid to sleep all day their freezer faces white 

 

Chorus 

 

Everyone likes to dance  

 

 

No is not the Word 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Wurlitzer. Davey Beige: Electric Guitar, Vocals. 

 

No is not the word 

No is not the word 

No is not the word I want to hear 

 

Yes is all I need 

Yes is all I need 

Yes is all I need to hear from you 

 

If I asked you to be mine 

No is not the answer I’d want you to find 

 

Yes is all I need 

Yes is all I need 

Yes is all I need and I’ll be fine 

 

I don’t want to wait 

I don’t want to wait too long 

Give me an answer 

Don’t leave me hanging 

Don’t leave me hanging on 

Don’t leave me 
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Don’t leave me hanging on 

 

When you think of me 

When you think of me 

When you think of me what do you think? 

 

Is it in your heart? 

Is it in your heart? 

Is it in your heart to think of love? 

 

Don’t leave me hanging on 

 

 

Who Am I? 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond, Synthesizer. Davey Beige: 12-String Guitar, Electric Guitar, Vocals. 

 

If I am not this world that I’ve heard 

Not a sound, nor a word 

Who am I? 

 

If I am not the patterns on the ground 

Not the images my eyes have found 

Who am I? 

 

How curious to die and then be born 

To stumble in the light before the dawn 

All is all is all is all is all 

 

Let emptiness be the track on which I run 

No divided two all is one 

Who am I? 

Who am I? 

Who am I? 

Who am I? 

 

No diver just the dive 

No driver just the drive 

Beginners mind 

No writer just the word 

No story have you heard 

Beginners mind 

No diver just the dive 

No driver just the drive 

Beginners mind 

 

Who am I? 

 

Circle of Life 
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Harry Lyon: Mandolin. Davey Beige: Acoustic Guitar, Vocals. 

 

Life can soar 

Life can spin 

Like a hawk in a morning sky on a clear blue wind 

 

But life can bend 

Life can break 

Like the shadow on a pond in a storm by the side of a lake 

 

The circle of life 

For all time 

The circle of life 

 

So breathe it in 

Take it slow 

Like a hunter on a hill tracking deer in a winter snow 

 

Or breathe it out 

Make it fast 

Like the sail on a yacht in the ocean tied with rope to a mast 

 

Chorus 

 

No loss without gain 

No joy without pain 

The wheel keeps turning round and round again  

 

Life can joke 

Life can trick 

Like a scarecrow made of hay in a field standing still on a stick 

 

But life can float 

Life can shine 

Like the moon that you’ve seen in a dream of a dream in your mind 

 

Chorus 

 

Sweet spot 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar, Backing 

Vocals. Alan Brown: Hammond, Rhodes. Jean McAllister: Backing Vocals. Davey 

Beige: Vocals, Acoustic Guitar. 

 

Everybody’s looking for that sweet spot 

Everybody’s looking for that spot 

Not too high, not too low, not too fast not too slow 

Everybody’s looking for that spot 
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Everybody’s wondering what they got, what they got 

Everybody’s wondering what they got 

Not enough, something more, a little extra that’s for sure 

Everybody’s wondering what they got 

 

Satisfaction is as hard as a diamond to find 

That’s part of the attraction time after time 

 

I’ve been looking for that sweet win 

I’ve been looking for that win 

Been looking here, been looking there, been looking underneath my chair 

I’ve been looking for that win 

 

Satisfaction is as hard as a unicorn to find 

I must have had a bad reaction to tranquillity of mind 

 

Everybody’s looking for that sweet spot 

Everybody’s looking for that spot 

Could be a dream could be a hoax it’s certainly hooked some folks 

Everybody wants to find that spot 

 

 

Mistaken 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond. Kingsley Melhuish: Trumpet, Trombone. Jean McAllister: Backing 

Vocals. Davey Beige: Vocals, Electric Guitar. 

 

Mistaken looks 

Mistaken books 

Mistaken ideas hung on rusty hooks 

My world was solid but now it’s shaking 

Oh I’ve been mistaken 

 

Mistaken names 

Mistaken games 

Mistaken doctors curing phantom pains 

My world was wholesome but now it’s breaking 

Oh I’ve been mistaken 

 

Mistaken news 

Mistaken views 

Mistaken readers reading out the cues 

My world was easy but now it’s aching 

Oh I’ve been mistaken 

 

Mistaken lines 

Mistaken times 

Mistaken protests holding broken signs 

My world was speedy but now it’s braking 
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Oh I’ve been mistaken 

 

Mistaken days 

Mistaken plays 

Mistaken children getting their own ways 

My world was sleeping but now it’s waking 

Oh I’ve been mistaken 

 

Mistaken wives 

Mistaken lives 

Mistaken table settings without no knives 

My world was straight but now it’s snaking 

Oh I’ve been mistaken 

 

 

 

Some Lines Like These 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Hammond, Piano. Daryl Tapsell: Handclaps. Davey Beige: Vocals, Electric Guitar, 

Handclaps. 

 

When I write some lines I might write them crazy 

When I write some lines I might rhyme ‘em with baby 

And then just for a laugh I might match them with maybe 

 

When I write some lines I might write them ‘bout you 

When I write some lines it might be all I can do 

And then just to make them spicy I might sing them to 

 

Cause I’m a singer songwriter 

I’m a father and I’m a fighter 

Hold up your lighter, sing along if you please 

To some lines like these 

 

When I write some lines I might write them youthful 

When I write some lines I might write them truthful 

And then sometimes I’ll just shout you’re beautiful 

 

Chorus 

 

Sing it, la la la la, la la la x3 

La la la, la la la 

 

Chorus 
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Heartbeat 

 

Earl Robertson: Drums. Tony Waine: Bass. Harry Lyon: Electric Guitar. Alan Brown: 

Rhodes, Mellotron. Jean McAllister: Backing Vocals. Davey Beige: Vocals, Acoustic 

Guitar. 

 

In a heartbeat  

A life can start 

In a heartbeat  

A life can start 

In a heartbeat 

 

In a moment 

A flower can bloom 

In a moment 

A flower can bloom 

In a moment 

 

Oh let each moment carry me 

Every heartbeat is a key 

Every heartbeat is a key 

Let each moment carry me 

 

In a heartbeat  

A child can laugh 

In a heartbeat  

A child can laugh 

In a heartbeat  

 

In a heartbeat 

In a heartbeat 

 

Oh let each moment carry me 

Every heartbeat is a key 

Every heartbeat is a key 

Let each moment carry me 

 

In a heartbeat  

A world can turn 

In a heartbeat  

A world can turn 

In a heartbeat 

 

In a heartbeat 

In a heartbeat 
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