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PREFACE
"Semiotics of Popular Music" is too huge a field to discuss in general terms. For that reason,
this work primarily focuses on what is referred to as mainstream pop/rock music. Other forms of
popular music will only be touched upon briefly in the historical survey of popular music (II.2.) to
illustrate how and why different styles of pop actually developed.
"Semiotics of Popular Music" requires a thoroughly interdisciplinary approach and therefore
necessitates the occupation not only with musicology, but also with linguistics, literary studies,
poetics, sociology and psychology. Since this particular study approaches popular music from the
rather unusual angle of linguistics, its main emphasis is on literary, poetic and narrative aspects of
pop songs. However, these elements are always put in perspective with the musical component of
songs and their potential emotional and sociological impact on the listener. Hence, the individual
analyses of specific pop songs are based on a combination of linguistic, musicological and
sociological approaches.
The groundwork to the discussions of particular songs in III. 1.-3. is laid in Parts I and II of the
study, which introduce the reader to semiotics in general and link semiotic approaches to
linguistics, literary studies and musicology. Definitions of the concept of semiotics are included as
well as attempts at characterizing the term "popular music". The opposition between traditional
musicology and more contemporary views of pop/rock music scholars are of major concern, as
traditional methods of analysis still determine popular music research to a large extent and
continue to undermine the more innovative works of such musicologists and semioticians as Philip
Tagg, Robert Walser, Susan McClary and Richard Middleton.
In addition to the thorough analysis and comparison of 27 pop songs, an exemplary discussion
of two video clips is presented to provide an all-encompassing picture of what "popular music"
may stand for. The visual representation of the song lyrics and the cinematographic techniques
employed in the two clips supply a perfect completion of the semiotic analysis of popular songs
and add another layer to the otherwise purely aural presentation of musical recordings.
The exemplary study in popular music perception subsequent to the analyses of the individual
songs proposes a new method of distinguishing between the listeners' association with the music
and their reactions to the song lyrics. The technique is discussed at great length and illustrated
with the findings of a study which was carried out at the University of Graz, Austria.
Each chapter in this work is preceded by introductory paragraphs or has its own introduction,
so that a more detailed preface at this point would seem redundant and would certainly not add to
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the clearness and transparency of the study. In each introduction, the main aim and techniques
presented in the subsequent chapters are outlined and explained when necessary, which grants a
high degree of accessibility.
Following the conventions of scholarship and cultural criticism, song titles appear in quotation
marks (for example, "Brooklyn Roads"), album titles and titles of television programs and video
anthologies are italicized (for instance, I'm Glad You're Here With Me Tonight, American
Bandstand). There is as yet no single way to identify music video clips, so that - in absence of any
general conventions - titles of video clips appear here in quotation marks and are italicized (for
example, "The Last Song"). This should help the reader to distinguish between analysis of songs
and analysis of music videos. Also, specific topics to be analyzed are italicized as well (for
instance, personal development, show business).
The most important musical terms and abbreviations are listed in a Glossary and should assist
the reader in understanding particular aspects of music, musical genres and components present in
all musics. Many of those terms are discussed in great detail in the study itself and are only
mentioned in the glossary for the sake of clearness, accessibility and completion.
Finally, I would like to thank Prof. Bernhard Kettemann, Prof. Alwin Fill, Prof. Annemarie
Peltzer-Karpf cf the University of Graz and Prof. Walter Griinzweig of the University of
Dortmund, for their encouragement and help, without which this thesis would not have been
possible; also, Prof. Thomas A. Sebeok, Dr. Richard Bauman, Mary Bucknum and Dr. Ruth
Stone of Indiana University (IU), Bloomington, IN, who assisted me considerably in my research.
At the University of California, Los Angeles (UCLA), I would like to especially express my
gratitude to Louise Spear, Director of the Ethnomusicology Archive, who introduced me to
almost the entire faculty at UCLA's School of Music; to Stephen M. Fry, Librarian at the Music
Library, who not only let me read and comment upon his manuscript of a study on Rock'n'Roll but
also read and commented on the first draft of this work; and Victor T. Cardell, Director of the
Archive of Popular American Music, for making the vast collection of sheet music and sound
recordings accessible to me.
Special thanks also go to Dr. Erich Raschl, who assisted me in coming to terms with more
complicated musicological phenomena.
And last but certainly not least, I would like to thank my mother, Julia Elicker.

1.1. SEMIOTICS - GENERAL INTRODUCTION
First, let us look at semiotics in general: semiotics is usually referred to as the study of signs
("semeion" Greek = "sign") (cf. Sebeok 1991: 62).
"The subject matter of semiotics is often said to be 'the communication of any messages
whatever' (Jakobson 1974: 32) or 'the exchange of any messages whatever and of the system of
signs which underlie them' (Sebeok 1985:1). Its concerns include considerations of how messages
are, successively, generated, encoded, transmitted, decoded, and interpreted, and how this entire
transaction ('semiosis') is worked upon by the context" (Sebeok 1991: 60).
Semiotics, then, "includes visual and verbal as well as tactile and olfactory signs (all signs or
signals which are accessible to and can be perceived by all our senses) as they form code systems
which systematically communicate information or messages in literally every field of human
behavior and enterprise" (Tobin 1990: 6).
Noth (1990: 3-4) also stresses that "explicitly semiotic research [...] covers theoretical and
applied semiotics and extends from zoosemiotics to anthroposemiotics, including the various
branches of cultural and text semiotics".
Thus, linguistics, musicology, psychology, and basically every other field of study could also be
considered as separate branches of this general science called semiotics. It is also referred to as
"semiology" in the non-English-speaking world (cf. Tobin 1990: 8). Tobin (1990: 24) points out,
however, that those two terms have not always been completely interchangeable, since semiology
emphasizes the social aspects of the sign, while semiotics refers more to the logic of general
meaning. The concept of semiology, as presented by Ferdinand de Saussure (1916) and the earlier
Continental tradition, can therefore be considered the more European way of studying and
reviewing diverse aspects of the sign, whereas the term "semiotics" was first used by Charles
Sanders Peirce (1931). Today, however, those two terms overlap to include both the social and
logical aspects of the general meaning of signs (cf. Tobin 1990: 24)
Eco (1984: 15-16) notes that everyday language and the dictionaries which record its usage
use the notion of sign in different ways. These include the use of "sign" for medical symptoms,
criminal evidence, weather forecast, etc.. The dictionaries also speak of signs for any trace or
visible imprint left by an imprinter on a surface. Yet, common language also points to a second
category of signs: "The sign is a gesture produced with the intention of communicating [...]. The
existence of a certain rule (a code) enabling both the sender and the addressee to understand the
manifestation in the same way must, of course, be presupposed if the transmission is to be

successful; in this sense, navy flags, street signs, signboards, trademarks, labels, emblems, [...] and
letters are taken to be signs" (Eco 1984: 16). Iconic and analogical signs as well as symbols are
further categories of signs (cf. Eco 1984: 16-17).
The Swiss linguist Ferdinand de Saussure, in his Cours de linguistique generate (1916),
defined linguistics as a part of a larger, yet-to-be established science of semiology and has
therefore not only been called the "father of modern linguistics" but also a major figure in helping
to promote semiotics, the general science of signs (cf. Tobin 1990: 8-10).
Saussure (1916: 78-79), when dealing with the inner structure of the sign, speaks of a twofold
entity, namely a "signifier" and a "signified". The "signified" stands for a concept and the
"signifier" for a sound-image (cf. Mertz/Parmentier 1985: 3).
Peirce, on the other hand, defines the term "sign" as "something which stands to somebody for
something in some respect or capacity" (Eco 1984: 14). He talks about "a connection made by a
'sign vehicle' (or 'representamen') between some object (that which the sign stands for) and an
'interpretant' (the cognition of a mind or mental representation created by the sign vehicle in its
standing for some object)" (Mertz/Parmentier 1985: 2). Hence, Saussure's "sound object"
corresponds to Peirce's "sign vehicle", the concept ("signified") to Peirce's "interpretant", while
the object is left out in Saussure's theory. In Peirce's account, "the interpretant constitutes the
significance of the dga, while the object constitutes the denotation of the sign" (Mertz/
Parmentier 1985: 26)
Peirce, unlike Saussure, distinguishes three categories of signs:
1. Signs differ according to features inherent in the sign or representamen itself: "qualisign"
(the sign may be a mere quality); "sinsign" (the sign may be an actual existent thing or event);
"legisign" (the sign may be a general law). Saussure's distinction between langue and parole is an
example of legisigns: langue exists at the legisign level - at the level of types and it is only
manifested through parole, which translates langue into something that actually exists in the world
- into sinsigns.
2. Signs differ according to the way they are represented by their interpretants: "rheme" (= a
sign of possibility); "dicent" sign (= a sign of fact); "argument" (= a sign of reason)
3. Signs are distinguished in terms of their different relations with objects: "icon" (e.g. a
diagram; that is, a sign referring to an object by virtue of an inherent similarity between them);
"index" (e.g. a pointing finger; by virtue of an existential contextual connection between sign and
object); "symbol" (= by virtue of a general law that permits sign and object to be interpreted as
connected) (cf. Mertz/Parmentier 1985: 3, 10).

Apart from the elaborate Peircean trichotomies, some other criteria can be listed to classify
signs: there is a common opposition between "subjective signs" (or symptoms) and "objective
signs"; "wanted signs" (or signals) versus "unwanted signs" (or noise); signs versus symbols; etc.
(cf. Sebeok 1991: 60).
The most important distinction for this study, however, is the one between nonverbal signs (the
unmarked category) and verbal signs (the marked category), both of which will be discussed in
more detail later on.
In this context, it is also necessary to introduce some concepts which are built on the
opposition of contextual versus decontextual meaning. Going back to Peirce's distinction between
symbols and indexes, we can see that a genuine symbol has general meaning, whereas context is
crucial for the index. Likewise, the contrast between pragmatic and semantic meaning is based on
the pragmatic meaning being dependent on context, while the semantic value of a sign is the
meaning, or notional core, that it has apart from contextual factors (cf. Lucy 1993: 17). The
opposition between "intension" (= a constant core composed of certain qualities or ideas) and
"extension" (= a set of objects-in-the-world to which it can refer) is also motivated by contextual
versus decontextual meaning. Andfinally,the distinction between "sense" (= the system-internal
meaning that words have apart from their application to things-in-the-world) and "denotation" (=
the finite set of objects-in-the-world to which particular words can be applied; a kind of fixed
extension) (cf. Mertz/Parmentier 1985: 4, 10).
As Eco (1984: 43) points out, "the understanding of signs is not a mere matter of recognition
[...]; it is a matter of interpretation. [...] By interpretation [...] we mean the concept elaborated by
Peirce, according to which every 'interpretant' (either a sign or an expression or a sequence of
expressions which translate a previous expression), besides translating the Immediate Object or
the context of the sign, also increases our understanding of it".

Representamen

•

> Interpretant

Object <r " "
Figure 1: Determination and representation in sign relation (Mertz/Parmentier 1985: 28)

As we can see from Figure 1, Peirce shows that each of the three, object, representamen, and
interpretant, shift roles as further determinations and representations are realized. The
representamen is simultaneously an interpretant with respect to the original object, which then
functions as a representamen, standing for some previous object, and the original interpretant is
also a representamen, standing for the object for some subsequent interpreting sign (cf.
Mertz/Parrnentier 1985: 29).
Gilles-Gaston Granger, who follows Peirce in this respect, explains in his Essai d'une
philosophie du style (1968) that a sign or representamen is "a thing which is connected in a certain
way to a second sign, its 'object', in such a way that it brings a third sign, its 'interpretant', into a
relationship with this same 'object', and this in such a way that it brings a fourth sign into a
relationship with this same 'object', and so on ad infinitum" (Nattiez 1990: 5-6).
Nattiez, like Eco, stresses the difficulty of actually determining the meaning of a sign,
especially in a nonlinguistic domain (e.g. musical meaning), as one is tempted to do so only by
verbal translation - a point we will discuss in more detail in 1.4. (cf. Nattiez 1990: 9).
Nattiez (1990: 11-12) introduces three dimensions of the symbolic phenomenon: (a) the poietic
dimension (with "poietic" being derived from Greek "to make"), which stands for the process of
creation which may be described or reconstituted; (b) the esthesic dimension ("esthesic" from
Grefk "the faculty of perception"), meaning that receivers assign one or many meanings to a
symbolic form; they construct meaning in the course of an active perceptual process, which is
heavily dependent on the lived experience of the receiver; (c) the trace, standing for physically and
materially embodied form. It is referred to as "niveau neutre" (neutral level) or "niveau materiel"
(material level) by Jean Molino (cf. Nattiez 1990: 11-12).
Nattiez furthermore contrasts the traditional, classic schema of communication with his theory
of the interpretant:
the classic schema: "Producer"
semiotic theory:

=> Message

Poietic Process
"Producer"

=>

=> Receiver
Esthesic Process

Trace

<=

Receiver

Hence, the semiotic theory implies that a symbolic form, such as a poem, a film, or a piece of
music, is the result of a complex process of creation (the poietic process) that has to do with both
the form and content of the work and is at the same time the point of departure for a complex
process of reception (the esthesic process) that reconstructs a "message" (cf. Nattiez 1990: 1617).

It is also important to mention in this context that the esthesic process and the poietic process
do not necessarily correspond, that is, the poietic is not necessarily destined to end in
communication, because the listener of a piece of music, for instance, may project configurations
upon the work that may not correspond to the "realized intentions" of the composer (cf. Nattiez
1990: 17). Eco also talks of codes that are multiple and not common to the producer and the
receiver. He mentions subcodes, stating that "the multiplicity of subcodes which runs through a
culture shows how the same message can be decoded from many points of view [...]. Thus, for a
given signifier, we can perceive the basic denotation attributed to it by the producer, yet we may
also assign it different connotations, because the receiver follows a path that is not the same as the
path set by the code that the producer used as his reference" (Nattiez 1990: 21). Subcodes, in
Eco's terminology, stand for connotations, and Nattiez (1990: 24) defines denotation as "a
constellation of interpretants that are common to the poietic and the esthesic". As we proceed
further in our analysis, we shall return to this dichotomy. Nattiez also names three families of
analysis, which are derived from the semiotic tripartition: (1) poietic analysis; (2) esthesic analysis;
(3) analysis of the work's immanent configurations; that is, analysis of the neutral level (cf. Nattiez
1990: 15).
Any semiotic analysis should consequently take into consideration each of the three dimensions
of Nattiez's semiological tripartition. This study will primarily put emphasis on the discussion of
the trace and will provide less detailed information on the poietic and esthesic dimensions.
We have seen that language, although not necessarily the center of all semiotic study per se, is
always present in semiotics, if only to describe semiotic processes (mediation); hence, this insight
leads us to a more detailed discussion of the relationship between semiotics, language and the
study of language, linguistics.

1.2. SEMIOTICS AND LINGUISTICS
As Sebeok points out, "the relationship between semiotics and linguistics is to be conceived of
as either coordinate or hierarchical. If the relationship is hierarchical, there are two possibilities:
either linguistics is superordinate, that is, it subsumes semiotics; or semiotics is superordinate, that
is, it subsumes linguistics. [...] Only the third [conjunction] has enjoyed sustained support. [...]
The view that semiotics and linguistics are coequal is maintained on utilitarian rather than abstract
grounds. As Metz [...], for instance, has expostulated, 'In theory, linguistics is only a branch of
semiotics, but in fact semiotics was created from linguistics [...]'" (Sebeok 1991: 59).
Sebeok, however, criticizes Christian Metz's view as historically inaccurate, because "semiotics
was not at all created from linguistics, but, most likely, from medicine, [...] and also has far deeper
roots in the annals of humankind" (Sebeok 1991: 59).
Roland Barthes, on the other hand, claims that semiotics is but "a part of linguistics: to be
precise, it is that part covering the great signifying unities of discourse [...]" (Sebeok 1991: 59).
Barthes's argument has also been attacked; Culler, for example, emphasizes that semioticians
cannot rely on language alone because it cannot be assumed that everything named is significant
and everything unnamed is insignificant (cf. Sebeok 1991: 60).
Sebeok himself stresses that the common distinction in semiotics between nonverbal and verbal
signs places semiotics in a superordinate position over both linguistics and the yet-to-be named
discipline which studies nonverbal signs. He states that "linguistics is a structurally rather than
functionally autonomous branch of semiotics, the rest of which encompasses a wide variety of
nonverbal systems of signification and communication which, in humans, flourish side by side with
the former, related in reciprocity" (Sebeok 1991: 66).
In 1942, Carnap described linguistics as "the descriptive, empirical part of semiotic (of spoken
or written languages)" (Sebeok 1991: 62). The philosopher Charles Morris, expanding on
Carnap's argument in 1964, introduced "the very general notion of a lansign-system, applicable
not only to spoken and written languages but also to mathematics and symbolic logic, and perhaps
to the arts" (Sebeok 1991: 62). Morris also considered linguistics as a part of semiotics, a view
shared by most linguists, among them Saussure.
Sapir also viewed linguistic facts as "specialized forms of symbolic behavior", and called
language "the communicative process par excellence in every known society" (Sebeok 1991: 63).
Bloomfield considered linguistics the chief contributor to semiotics, while Weinreich referred
to language as "the semiotic phenomenon par excellence" (Sebeok 1991: 63).

Jakobson developed a kind of "semiotics of culture", according to which communication
operates on three levels in any (human) society: exchange of messages, exchange of commodities
(namely goods and services), and exchange of women (or, perhaps, in a more general formulation,
exchange of mates). Sebeok criticizes, however, that Jakobson neglects the much broader
domains in the "semiotics of nature", yet agrees with Jakobson that verbal messages are linked
with communication of nonverbal messages (cf. Sebeok 1991: 63-66).
Now that we have seen how interrelated semiotics and linguistics are, Tobin's (1990:13-15)
argument that most post-Saussurian linguistic theories have either ignored or abandoned the
semiotic sign, and that linguistics and semiotics have consequently ventured down separate paths
may come as a surprise. Yet, if we look at the vast body of material published in the field of
linguistics, Tobin's view may well be justified. Some linguistic schools, most notably the
generativists, have openly criticized Saussure and semiotics. As a matter of fact, there are only a
few linguistic schools, mainly European, that have adopted the sign - as opposed to the traditional
category of the sentence - as their theoretical and methodological unit of analysis.
The linguistic sign is composed of some sort of acoustic signal (articulation of sounds and
everything related to this physiological-phonetic aspect of the speech act), and must be related to
signification (a meaning, an idea, a concept; what Saussure refers to as "signifie", or "invariant
meaning"). However, language also has a larger social aspect, which is effectively illustrated by
Saussure's distinction between "langue", that is, an abstract code of signs and their relationships
shared by all members of a community, and "parole", that is, the code which is exploited in an
individual way by each member of that community. Since language is ever-changing, it also has a
historical aspect; accordingly, Saussure describes language as simultaneously being an institution
of the present and a product of the past (cf. Tobin 1990: 39-41).
The sign as a unit of analysis can include linguistic units of all sizes and levels of abstractness.
Thus, an entire text may be viewed as a semantic whole (= a sign or a sign system in its own
right), which then motivates the choice of other signs and sign systems. Consequently, words,
parts of words, even more abstract morphological or grammatical signals, such as the plural -s,
and units larger than words, such as compound words, can all be viewed as signs to which
meanings can be attached. Likewise, more complex and abstract syntactic signals, such as word
order, locutions, idioms, and entire sentences, can also function as linguistic signs (cf. Tobin
1990: 19, 30).
For Roland Barthes, signification is to be located exclusively in the text; i.e., the text is the
locus where meaning is produced and becomes productive. Yet, he argues that a text is not

merely a communicative apparatus, but a device which questions the previous signifying systems,
often renews them and sometimes even destroys them. Rhetorical figures, for instance, are
produced and become alive only at the textual level, which means that "the textual machine
empties the terms which the literal dictionary deemed univocal and well defined, and fills them
with new content figures. Yet, the production of a metaphor such as 'the king of the forest' (where
a figure of humanity is added to lions and an animal property reverberates on the class of kings)
implies the existence of both /king/ and /lion/ as functives of two previously codified signfunctions" (Eco 1984:25).
Elizabeth Mertz stresses the distinction between intra- and extralinguistic contexts. She counts
both anaphora and ellipsis (zero signs) among devices depending on intralinguistic context, which
is constituted by language itself. When talking about extralinguistic context, Mertz quotes
Silverstein (1976) as describing "a continuum of indexicality between [a] kind of referential index'
(or 'shifter') and 'pure or non-referential indexes'" (Mertz/Parmentier 1985: 5-6). Referential
indexes contribute to the referential content of discourse but also depend on context. In contrast,
pure indexes, such as the deictics "this/that" point to aspects of the context apart from the actual
referential content of speech. The shift from "tu" to "vous" in addressing the same person, for
example, does not involve a change in referential content, as opposed to the switch from "this" to
"that", which indicates that the object is farther away. It does, however, change information about
the social context: "tu" implies that the speaker has equal or superior status, or an intimate
relationship, relative to the addressee; "vous", on the other hand, implies that the speaker has a
lower status or a formal relationship with the addressee. Thus, pure or non-referential indexes
depend on pragmatic factors alone and lack any referential force, while referential indexes or
shifters combine semantics and pragmatics, drawing at once on referential content and social
context for meaning (cf. Mertz/Parmentier 1985: 6).
However, language can rarely ever be so clearly and neatly sorted into distinct functions.
Performatives, such as "I order" and "I promise", serve as a good example of the
multifunctionality of language: they fulfill both referential (= naming speech actions) and nonreferential functions (= they function to promise, etc.) at the same time (cf. Mertz/Parmentier
1985: 9).
Both Vygotsky and Bakhtin's works provide a broader theory of social context. Soviet
psychologist Vygotsky proposes that "speech begins externally as a product of social interaction
and is only later internalized, or used in 'speech for oneself" (Mertz/Parmentier 1985: 50).
Vygotsky (1956) refers to this as "inner speech", defining it as "a unique form of internal

collaboration with oneself (Mertz/Parmentier 1985: 58). Vygotsky's inner speech is a kind of
critical reevaluation of the phenomenon of "egocentric speech" as outlined by Piaget (1923).
Egocentric speech represents a child's addressing those in his/her surroundings with little concern
about whether he or she is heard and gets a response (cf. Murphey 1989: 190). While Piaget
thought of this childhood speech (appearing roughly at the age of three, disappearing at seven) as
a manifestation of incomplete socialization, Vygotsky argues that it is "a speech form found in the
transition from external to inner speech" (Mertz/Parmentier 1985: 59). He sees many parallels
between inner speech and its ontogenetic precursor, egocentric speech; both are speech for
oneself as opposed to social speech, and both contain the features of a unique abbreviated syntax
and a kind of semantic abbreviation. In this context, Vygotsky talks about the 'sense" of a word,
which wins precedence over its "meaning". By "sense", Vygotsky understands all the
psychological facts emerging in people's consciousness because of this word, whereas "meaning"
stands for the fixed, unchanging zone of the sense that a word acquires in the context of speaking.
The basic difference between the two, then, is that while a word's meaning does not change as it
enters into combination with other words, a word's sense does (cf. Mertz/ Parmentier 1985: 5961).
In contrast to Vygotsky, the Soviet semiotician Bakhtin does not focus on single words and
their immediate linguistic surroundings, but on interrelationships among texts. He distinguishes
between two types of signification, namely "neutral signification" and the notion of "actual
meaning". The former corresponds to "meaning" in Vygotsky's account, the latter to "sense".
Bakhtin focuses "on how various ideological perspectives and voices come into contact and
interanimate one another, how different semantic and axiological conceptual systems [...] intersect
and define one another" (Mertz/Parmentier 1985: 63-65). Hence, the actual meaning of an
utterance in a speech community or in novelistic discourse is always governed by its interaction
with other voices. In this context, Bakhtin deals at length with reported speech: "the possibilities
range from maximal distancing and formal separation in direct reported discourse to maximal
contact and interanimation in indirect and quasi-direct discourse" (Mertz/Parmentier 1985: 65).
Lucy (1993: 10) names reported speech as one variety of linguistic reflexivity. He also points
out that the pronoun "I", for instance, just like other indexes, may change its value depending on
the actual event of speaking. Hence, the denotational meaning of the pronoun "I" depends on
knowing the identity of the person uttering an instance of "I". Similarly, a proper name denotes a
particular object by indexing the existence of a conventional label for that specific object.
Likewise, some more structural devices, such as a speaker's intonational contour, also tell the
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listener how to interpret the speech they are hearing. Structural parallelisms in poetry work in a
like manner: they set up formal equivalences that tell the listener to compare certain things with
one another (cf. Lucy 1993: 10-11).
Let us now try to define language in sign-oriented terms. Tobin (1990: 47) offers the following
definition: "[Language is] a system of systems composed of various sub-systems (revolving
around the notion of the linguistic sign) which are organized internally and systematically related
to each other and used by human beings to communicate". The semiotic act of communication can
then be seen as "a desire to create maximum communication with minimal effort" (Tobin 1990:
59). The encoder is interested in getting the maximum use of a minimal number of linguistic signs
with vague invariant meanings which are then to be inferred together to create a specific message.
For the encoder, therefore, the fewer the number of signs to choose from and the more multipurposeful or potentially polysemic this limited number of signs is, the easier his/her task. The
decoder, on the other hand, is in the reverse position. Thus, minimal effort on the part of the
encoder will place a heavier burden on the decoder's inferential abilities, whereas a minimal effort
on the part of the decoder may result in a breakdown of communication (cf. Tobin 1990: 58-59).
Saussure already implied in his distinction between langue and parole that there is a
fundamental opposition of invariance versus variation, which is best illustrated by the traditional
notions of polysemy and homonymy - a point we have briefly touched upon before. The same
linguistic sign with a single invariant meaning can be inferred to have many and diverse messages
as well as multiple syntactic and pragmatic functions within different discourse contexts. Let us
look at the following example Tobin mentions to show the different message senses of the word
"drove":

(a) John drove his wife

inference = by car

(b) John drove his wife home
(c) John drove his wife crazy

inference = not by car

(d) John drove the herd home
(e) Ahmed, the shepherd, drove the

ambiguous inference

herd home
(f) John drove his wife to the insane asylum
Tobin claims that sentence (e) is ambiguous because Be'er Sheva bedouin shepherds actually
drive their herd home in the back of Peugeot transit vans (cf. Tobin 1990: 51-52).

Consequently, the less distinct the signal is in the sign and the vaguer its invariant meaning, the
more potential discourse messages and possible syntactic and pragmatic functions the sign may
have, the greater its polysemic potential may be.
This synergetic principle can also be related to other lexical and grammatical phenomena.
Hence, words containing stems and additional bound derivational and/or inflectional affixes have a
more limited polysemic potential, the more linguistic signs a word may be composed of. Compare:
"nation" - "national" - "nationalize" - "nationalization" (cf. Tobin 1990: 60-62).
Linguistic signs fall into two main categories, namely those of the lexicon and those of the
grammar, whereby communication is based on the synergetic relationship between the two.
Lexical signs provide us with the most basic information and may further refine the relational
aspects of what is being talked about (i.e. the lexicon). In addition, lexical signs are generally
considered to be more loosely arranged within larger semantic fields, much less tightly organized
and systematically ordered than grammatical signs (cf. Tobin 1990: 62-63).
Jakobsonian theory mentions six semantic features which form the basis of invariant meaning.
The features are listed here in ascending order: (1) plurality, which implies that more than one
perception is necessary to identify the referent; (2) dimensionality, which indicates that the
referent constitutes a subset within a larger set or subcontinuum within a larger space; (3) identity,
which means that the actual identification of the referent is possible only in a given space at a
given time; (4) extension, which says that the referent is identified more than once; (5)
cancellation, which eliminates the space in which the first identification took place and replaces it
by a space with a different entity; (6) objectiveness, which makes the identification of the referent
independent from any previously given space. Hence, an invariant meaning within this
Jakobsonian/van Schooneveldian framework usually consists of one or more of the six semantic
features, set within the narrative and/or speecji situation (cf. Tobin 1990: 73-76)
For the Guillaumeans, who - in contrast to the Jakobsonians - are more distant from the
Saussurian theory, a word is a synthesis of two elements, namely a "sign" and a "significate". The
"significate" is fiirther divided into two parts, the "material significate" (comparable to Saussure's
concept of "signified", = invariant meaning) and a "formal significate" (= the part of speech a
word belongs to) (cf. Tobin 1990: 78).
While the Jakobsonians reduce the question of invariance in language to "our perceiving
ourselves encoding into 'langue' our perceptions of every instance of the speech acts of'parole'",
Gustave Guillaume's concept of invariant or potential meaning "includes the perception of all the
diverse, actual, contextual senses of a morpheme/word in discourse" (Tobin 1990: 77).
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The Columbia School, founded by William Diver, states that "in language, as in other
communication systems, the sign is composed of a distinct signal to which a single unitary
meaning is invariably paired" (Tobin 1990: 79). For the Diverians, language is not only a device
for communication but also an instance of human behavior (cf. Tobin 1990: 79).
We have already seen that language can be viewed as a sign system mediating psychological
processes (Vygotsky) and sociocultural thought (Whorf). But what is even more important for
this study is the fact that language mediates in culture. Saussure's theory of language-as-structure
(embodied in "langue") laid the foundations for Jakobson and the Prague School's more socialpragmatic theory of language, focusing on a dynamic connection of structure and context. In
addition, the Prague School structuralists explored the different kinds of functions that language
can fulfill (e.g. communicative, esthetic, scientific technical, etc.). They also developed a marking
theory, which depends upon the existence of an opposition, such as "hot - cold"; "man - woman".
One end of the opposition is "marked", the other is "unmarked". In the "man - woman"
opposition, for instance, "man" is unmarked because it can stand for the denotata of both terms in
the opposition. Likewise, "tall", in the question "How tall is he?" is the unmarked member,
whereas "short" could not possibly stand for both qualities; "tall" means "generic height" in this
context, just as "man" may mean "generic human" (cf. Mertz/Parmentier 1985: 13-15).
Whorf goes one step further in his theory, stating that classificatory or conceptual patterns
depend upon the ways of analyzing and reporting experience rather than on the typical
grammatical classifications (e.g. tense, nouns, etc.). He emphasizes that there is a tendency in
English to treat imaginary entities in the same way as concrete objects for the purposes of
reference. Whorf refers to this phenomenon as "objectification", which emerges in the patterns of
English pluralization, quantification, time expression, and so forth. He names the treatment of
temporal duration as if it were a spacial entity (e.g. "length of time") as one example. In contrast
to English, the Hopi language, for instance, fails to exhibit such a pattern of classificatory
treatment, that is, it shows no objectification (cf. Mertz/Parmentier 1985: 78).
After having taken a close look at the different positions various linguistic schools have taken
vis-a-vis semiotics and at how some of them have managed to incorporate sign-oriented
approaches into their theories and studies, we shall now turn to a field of research which, in a
way, is closely related to linguistics in that it deals with literary and narrative language - a field of
particular interest for this study.
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1.3. A SEMIOTIC APPROACH TO LITERATURE
Eco points out in his introduction to A Theory of Semiotics (1976) that the developments in
poetic language analysis and plot analysis, from Propp (1928) to Greimas (1966, 1970), and
Barthes (1966), have led semiotics to recognize the notion of text as a kind of macro-unit (cf.
Eco 1976: 12).
In this context, The Semantics of the Musico-Literary Genres, Method and Analysis (1994),
edited by Walter Bernhart, should not go unmentioned; it is a remarkable collection of writing
which is chiefly concerned with describing semantic processes taking place in works which
combine music and text (such as opera).
Followers of the formalist tradition, such as A.J. Greimas, have provided an anthropological
model for treating and analyzing the literary narrative. They have, however, restricted their
treatment of literary character to the level of the signifier, that is, to purely formal relationships
with the text. Greimas dismisses as "independent variables" such stative features of character as
appearance, disposition, or education. He also denies character its integrity as a literary sign in his
semantic analyses, where the descriptive terms composing character are leveled with the rest of
the words in the text (cf. Steiner 1981: 52)
Nancy Armstrong, among others, criticizes this approach because, in her opinion, it does not
correspond with the social and cultural expectations that readers bring with them to the reading of
a text. Thus, formalists ignore the fact that readers actually tend to talk about characters the same
way they talk about real human beings. This is achieved by the authors employing the same
cultural codes in composing fiction as those used in ordinary descriptions of social experience.
Hence, the formalists have also ignored the process by which fiction is produced for the reading
public (cf. Steiner 1981: 52-53).
According to Armstrong, the meaning of a literary narrative can be determined "both
deductively, from the rules determining what is meaningful for the culture in general, and
inductively, from the specific grammar of the text. In other words, by seeing literary narrative as a
manifestation of logically antecedent cultural codes, we allow literary texts their communicative
function and conduct literary analysis in terms that avoid confusing characters with human
phenomena but that can also describe more accurately the systems of meaning to which readers
actually respond" (Steiner 1981: 53-54).
John Lucy (1993: 18) also points out that most literary scholars have focused on the aesthetic
significance of alternative modes of framing, reporting and, characterizing utterances. Work in
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this tradition is therefore mainly concerned with the ways verbal art can effectively represent
different perspectives simultaneously, and with the ways verbal forms become constituted as
poetic, rather than with the determination of truth value or the requirements of communication.
Jakobson lists the poetic function as one of the basic functions of language. For him, the
central device for this poetic function is parallelism (broadly conceived), which serves to take
"one part of the message as an icon for another, where each part can be taken then as a key to
reading the other" (Lucy 1993: 21).
Thus, this literary-performance approach emphasizes the use of reflexive language to establish
and transform existing contexts. The basic semiotic activities of selection and combination are
manipulated to achieve aesthetically pleasing forms (e.g. in sound structure, meaning
equivalences, etc.). The message, then, becomes foregrounded for its own sake (cf. Lucy 1993;
21).
Jakobson identifies the poem itself as "a kind of enduring object" and by that sharply
distinguishes the immanent structure of the text from any particular performance of it. Poetic
speech is consequently detached from its interactional setting - a view which has often been
criticized. Bauman and Briggs (1990), among others, have taken up the analysis of both, the
"entextualization" (= the manner in which formal features index other formal features) and the
way these formal features index aspects of their interactional setting. In this context, Charles L.
Briggs introduces the terms "decontextualization", "recontextualization", and "contextualization";
the first term refers to the segmentability of texts from their discursive surrounds; the second
describes the texts' suitability for insertion in other settings. These two processes are fostered by
the creation of formal cohesion and the heightened attention to the message. They operate at the
same time as the process that ties the discourse to parameters of the setting in which it emerges (=
contextualization) (cf. Lucy 1993: 179-180).
Briggs, in his study on "Generic versus metapragmatic dimensions of Warao narratives: who
regiments performance?" shows how essential and influential a role the performer-audience
interaction can play in shaping the performance even when the latter is explicitly excluded from
the role of "co-author" (cf. Lucy 1993: 179-212).
As we shall see in the course of this study - in the brief discussions of live performances of
popular music - this phenomenon cannot by any means be limited to the performance of narratives
and other forms of literary texts. Briggs's study does, however, serve to illustrate certain points.
He stresses that while monologic performances (live performances of songs, for the most part,
belong in this category) largely limit explicit contextualization cues, dyadic performances actually
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foreground the process of contextualizing the narrative. In the latter case, both participants share
responsibility in shaping and framing the performance. The third category, acquisition-oriented
performances, like the second one, can largely be ignored for the study at hand, since most
popular music is not based upon pedagogical performances (cf. Lucy 1993: 198-202).
In his discussion of certain poetic features, Lucy mentions the use of direct and indirect speech,
stressing that alternations of the two can be used to create both practical and aesthetic effects.
The direct quotations, which imitate or present the reported speech event from the perspective of
the reported speech situation, are often considered as more vivid and authoritative, whereas
indirect reports, which analyze or interpret the event from the perspective of the current reporting
event, often signal more clearly the reason for reporting the speech. To folly understand the
difference between direct and indirect quotations, let us briefly look at the following examples:
(a) direct speech: Sam said: "Frank, how come I saw you here so early this morning?"
(b) indirect speech: "Sam said that he was surprised I was at work so early yesterday."
(cf. Lucy 1993: 18-19)
We shall keep the aesthetic and practical effects of direct speech in mind, as they will be
treated and illustrated in more detail later on in this thesis.
Umberto Eco also discusses the aesthetic use of language, emphasizing that an aesthetic text
involves "a particular manipulation of the expression", which "releases (and is released by) a
reassessment of the content", which in turn provokes "a process of code changing". This entire
operation may then produce "a new type of awareness about the world". Hence, the aesthetic text
represents "a network of diverse communicational acts eliciting highly original responses",
because the aesthetic sender focuses his attention to a large degree on the addressee's possible
reactions, and the addressee, on the other hand, "engages in a complex labor of interpretation"
(Eco 1976: 261).
Eco proposes that a message assumes a poetic or aesthetic function when it is ambiguous and
self-focusing. He goes on to define ambiguity semiotically as "a mode of violating the rules of the
code". Messages can range from totally ambiguous (such as /wbstddd grf/, which violates
morpheme structure rules and thus involves impossible lexical items), syntactically ambiguous
(such as /John has a when/, which violates subcategorization rules) and semantically ambiguous
(such as /green colorless ideas sleep furiously/). However, not all these types of ambiguity
necessarily produce an aesthetic effect. Stylistic ambiguity assigns additional connotations to both
isolated words and ready-made sentences. A text becomes self-focusing when it directs the
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attention of the addressee primarily to its own shape, which is mainly achieved by a violation of
norms on both the expression and the context plane (cf. Eco 1976: 262-264).
Eco also stresses the fact that aesthetics may become "the philosophy of the unspeakable" (Eco
1976: 265). He takes Jakobson's example of a political slogan, II like Ike/ (1960) to illustrate his
argument: the addressee's attention is focused on the phonic matter of the message, rather than on
the usual correlation between expression and content. Eco calls the physical aspect of the signal
the "matter of the sign-vehicle" (whereby /I like Ike/ is the sign-vehicle), and concludes that in an
aesthetic text, this matter of the sign-vehicle becomes an aspect of the expression-form. Thus, in
art there seems to be something more than language, something that stimulates reactions, has
perceptive and emotional effects, yet does not communicate contents (cf. Eco 1976: 265-267).
Tonal nuances, intensity of colors, consistency and rarefaction of materials, tactile sensation,
synaesthetic associations, vocal inflections, portamenti and vibrato in singing, etc., are all socalled "emotive performances" that are investigated by semiotic disciplines which deal with the socalled lower levels of communication. Paralinguistics, for instance, is concerned not only with
supra-segmental linguistic features but also with other semiotic codes, such as gestures, mimicry,
facial expressions, whistling, and drum languages (cf. Eco 1976: 267-268). Hence, Noth (1990:
357) concludes that "visual and acoustic recurrences [also] determine the panserniotic
poeticalness of media such as film, painting, and music".
In analyzing aesthetic texts, one might detect certain aesthetic idiolects; Eco hereby includes an
author's personal style as well as movement-idiolects and period-idiolects. He concedes, however,
that such idiolects can only be detected when they are highly standardized (cf. Eco 1976: 271272).
For this particular study, it is the singer-songwriters'/composers' personal styles, their musical
and vocal delivery of their songs that is of major interest, rather than their ability as lyricists,
because generally the lyrics of a song come alive only in combination with the music.
A feature which is entirely different in literature and popular music narrative, however, is the
role of the "author". Goodwin (1993: 75) notes that"[...] the division between the 'real author'
and the 'implied author' [...] that exists throughout the majority of mass-mediated storytelling does
not apply in the case of songs. Whereas the novel may make a distinction between the author of a
work and the fictional narrator [...], and where television and cinema provide an unseen narration
via the camera, which is usually isolated from the text's authors, pop songs continue to be
addressed to us directly, from the mouths and musical instruments of narrators who are not
entirely mass-mediated. [...] When a pop singer tells a first-person narrative in a song, he or she is
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simultaneously both the character in the song and the storyteller. Often the two positions become
confused for audiences" .

1.4. A SEMIOTIC APPROACH TO MUSICOLOGY
Nattiez points out that "musical symbolism is polysemic, because when we listen to music, the
meanings it takes on, the emotions that it evokes, are multiple, varied, and confused. These
meanings, these emotions, are the object of an interpretation that is thus always hazardous. Given
the looseness of the associations between music and what it evokes, we can no longer say with
certainty what constitutes the expressive, the natural, the conventional, the analogical, the
arbitrary association" (Nattiez 1990: 37).
Yet, the first problem a semiotician interested in music is confronted with is not determining
the music's meanings, but the definition of music itself. There is no single, culturally dominant
conception of music, but rather a whole spectrum of conceptions, from those of the entire society
to those of a single individual, varying from one culture to the other (cf. Nattiez 1990: 43, 54).
Hence, there is no such thing as music, but many musics. So, all those things we acknowledge
as musical facts in the western world are not necessarily thus categorized by everybody (cf.
Nattiez 1990: 60-61).
According to Nattiez, it is also difficult to separate the musical from the visual and the
kinesthetic when talking about music, because we seem to link music to live performance. And, as
Nattiez stresses, orchestral conductors, for instance, make it easier for the listener to grasp the
structure of a work with the help of contrasting styles of hand movements; and sometimes it is
just one smile of a performer that makes the difference (cf. Nattiez 1990: 43-45).
In defining music, the question arises whether every sound is appropriate for music. The
common distinction between "noise" and "music" does not seem all that clear. According to
Chocholle, noise can be described as "any sound that we consider as having a disagreeable
affective character, something unacceptable, [...]; the notion of noise is first and foremost a
subjective notion" (Nattiez 1990: 45). Consequently, from the perceptive point of view, the
criteria that cause a sound to be qualified as noise may range from too-high volume to lack of
organization and absence of defined pitch, and is always defined in relation to arbitrarily defined
norms, i.e. acceptability. Hence, there is no stable, physical basis for the distinction between
sound and noise, so that certain sounds which may be accepted as musical by the composer may
be considered unpleasant by the listener (cf. Nattiez 1990: 45-46).
Nattiez illustrates this phenomenon in the following manner (Figure 2):
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Figure 2 (Nattiez 1990: 46)

In 1929 Aronson played recorded noises of railway stations, harbors, the sea, wind, rain, etc.,
over the radio. He found out that only an insignificant number of noises were actually identified
by the listeners; the latter were only sure that they were exposed to noise but could not tell what
kind of noise in particular (cf. Jakobson 1973: 105).
Since there is no single, clear-cut definition and concept of music, it is almost impossible to
talk about the "universals" of music, even though many musicologists have pointed out that there
seem to be universal structural principles in music, such as the use of mirror forms, i.e. theme and
variation, repetition and binary form. In recent years, however, the musicological view has shifted
from the level of immanent structures to universal principles of functioning found in psychological
processes associated with music. Musicologists seek the universals of music in the behaviors
associated with sound phenomena, both in poietic and esthesic strategies (cf. Nattiez 1990: 6263).
The psychologist Dane Harwood (1976) considers universal such perceptive behaviors as
perception of pitches, generalization of the octave, differentiation between different scales,
dividing melody into component units, and grasping melodic contours (cf. Nattiez 1990: 65-66).
It is safe to say that music is primarily directed at the emotions rather than the intellect.
Nevertheless, most musicologists and researchers have focused on the structure of the musical
work itself, and not so much on the discussion of the esthesic plane. The term "open work"
should be introduced and explained in this context: Eco (1965) acknowledges that in a primary
sense, any work of art can be considered open, because it can at least be interpreted in different
way (cf. Nattiez 1990: 83). This definition should suffice for our understanding and will only be
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useful at the esthesic level, since none of the musical pieces under discussion in this study could
possibly be considered open on the physical level.
Nattiez stresses that on the work-immanent level, the analysis of the musical score is of major
concern to the researcher. He distinguishes between prescriptive notation and the descriptive
score. The first is also referred to as "classical score", and is written by the composer before the
work is performed; the latter is made after the experience of hearing the piece and is extremely
important for ethnomusicologists and musicologists dealing with oral music. It is clear, however,
that descriptive scores are transcriptions that are based on the analyst's own personal esthesic
criteria, whereas classical or prescriptive scores reflect the poietic side (cf. Nattiez 1990: 78-81).
Since most popular music is not originally written down but only transcribed into a musical
score (sheet music) after being performed, most researchers in this field - most notably Philip
Tagg (1987) and Susan McClary (1990) - refuse to lay main emphasis on the analysis of sheet
music. Instead, they advocate a more holistic approach, incorporating primarily the sound
recording itself into their analyses. In the following chapter, we will look in more detail at the
analysis of popular songs, as opposed to classical/western art music.
When analyzing a musical work - no matter what kind - Nattiez again proposes his threedimensional model of the poietic, the neutral, and the esthesic levels. By poietic, Nattiez, in this
context, understands "describing the link among the composer's intentions, his creative
procedures, his mental schemas, and the result of this collection of strategies; that is, the
components that go into the work's material embodiment" (Nattiez 1990: 92). The esthesic level
implies not only the artificially attentive hearing of a musicologist but also the description of
perceptive behaviors within a given population of listeners. The neutral level is defined as being
"in motion between the poietic and esthesic poles of'musical communication'"; some traits may be
heard without having been intended, while others may be intended without being heard (cf.
Nattiez 1990: 92, 96). And according to Nattiez (1990: 99), it is precisely this "displacement
between compositional intentions and perceptive behavior" which makes a thorough knowledge
and analysis of the sound material, i.e. the neutral level, indispensable.
Looking closely at the musical work itself, we can distinguish between intrinsic musical
meaning and extrinsical reference. The intramusical referring is achieved when we establish
connections between different moments in a musical work. Hence, Robert Austerlitz, in his essay
on "Meaning in music: is music like language and if so, how?" (1983), talks about music's
prediction: "[...] The musical text makes reference to the future, in that it challenges the listener to
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listen to predict the shape of the musical substance to come in the immediately impending future
[...]" (Nattiez 1990: 117).
Music's possibilities for extrinsic symbolization, on the other hand, can be established by three
large fields, namely the spatio-temporal, the kinetic, and the affective. Music is an experiencing of
time, in that it is an alternation of sound and silence. Music's expressive language rests upon the
basic psychological states, such as calm, excitation, tension, relaxation, exaltation, and despair,
which normally translate themselves as gestural forms that have a given rhythm. Thus, music
makes reference not only to feelings but also to movement (cf. Nattiez 1990: 118-119).
According to Nattiez, this accounts for the tremendous richness of music's representational
capacities. In "Parsifal", for instance, we encounter the descent to earth of the angels bringing the
Grail, which is said to be represented by ever-lower pitches. At times, high, rapid, or plucked
notes are used to suggest light things, whereas low notes are often employed to denote terror and
horror. Hence, we usually identify depth with darkness and height with light (cf. Nattiez 1990:
119-120).
Similarly, emphasis on certain degrees of the scale within a melody, or a chord, can provoke a
specific psychological state. Thus, the diminished seventh chord (dim7) may express a particular
feeling of anxious expectation and evoke uncertainty, aberration, trouble. If it is resolved to a
perfect triad, it consequently releases a feeling of light, of triumph. On the other hand, the tension
increases if seventh chords follow one another in succession. These perceptions are based on
convention rather than on a natural basis, for in Greek, Arab, and Jewish music, for instance,
these associations are reversed (cf. Nattiez 1990: 121-122).
Many classical composers have also been attracted to the ethos of tonalities, which goes back
to the Greek philosophers Plato and Aristotle. Below is a list of the moral character associated
with certain tonalities, as proposed by Carpentier, Rameneau, Hoffmann, and Lavignac (Nattiez
1990: 123, 125-126). Even though there are some discrepancies in the perception of some of the
tonalities among the four composers, this table clearly illustrates several of the associations and
will serve as a point of reference throughout this study.

22

Tonalities

M. A. Carpentier

C major

cheerful
and

Ramcau

Hoffmann

liveliness,
rejoicing

simple.
naive, free,
common

tenderness,
lamentation

somber,
dfamatic,
violent

warlike
C minor

gloomy
and sad

JLavignac

Cji minor

brutal,
sinister,
somber

D° major

alarming
full of charm
color
,dicalp
suave

D minor

solemn and
devout

sweetness.
sadness

serious,
concentrated

D major

joyous,
quarrelsome

liveliness,
rejoicing

gay.
brilliant.
alert

E minor

effeminate,
amourous,
plaintive

sweetness,
tenderness

sad.

E major

quarrelsome,'
shrill

songs tender,
gay or grand,
magnificent

E? major

cruel and
hard

?

o

E? minor

horrible
and hideous

}

5

F major

raging and
quick-tempered

storms,
rages

F minor

gloomy and
plaintive

tenderness,
lament,
dismal

agitated
firmness,
courage,
brilliant,
glittering

passionate
dialogue

' G minor

pastoral,
rustic
morose,
sorrow,
energetic
soft, calm

C* major
C major

brilliant,
warm, joyous
sonorous,
energetic

sweetly
joyous

songs tender
and gay

rustic, gay

severe,
magnificent •

tenderness,
sweetness

melancholy,
suspicious

A1" major

gracious
spirits

soft,
caressing,
pompous

A* minor

country of
eternal
desire

dismal,
anguish,
very somber

tormented
charm

simple,
naive,
sad, rustic

A minor

tender and
plaintive

A major

joyous and
pastoral

liveliness,
rejoicing

B* major

magnificent
andjoyous

storm,
rages

free.
sonorous
rustic,
springlike

noble,
elegant,
gracious
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Tonalities

M. A. Carpemier

B? minor

gloomy and
terrible

gloomy songs

B minor

solitary
and
melancholy

->

savage,
somber,
energetic

B major

hard and
plaintive

y

energetic

Hoffmann

Lavignac
funereal or
mysterious

Figure 3 (Nattiez 1990: 125-126)

In this context, it is also interesting to touch upon Susan McClary's feminist criticism of music.
McClary argues that"[...] tonality itself- with its process of instilling expectations and
subsequently withholding promised fulfillment until climax - is the principal musical means during
the period from 1600 to 1900 for arousing and channeling desire" (McClary 1991: 12). The
terminology "masculine" for the first, opening theme in classical music and "feminine" for the
second, subsidiary theme (which is less energetic, more tender in nature) hasfrequentlybeen used
in this connection. In opera, the narrative scheme of a masculine protagonist - the hero - who
makes contact with but must eventually subjugate the designated (feminine) is even more explicit
and obvious. Susan McClary therefore concludes that "in the world of traditional narrative, there
are no feminine endings" (McClary 1991: 16), since chromatism, which enriches tonal music but
which must finally be resolved to the triad for the sake of closure, operates on the cultural level of
"femininity". The major triad has always been the traditional sign not only offinalitybut also of
"happy ending". McClary also mentions the old semiotic principle that movement byfifthsis
strong (Le. masculine), while movement by thirds is weak (i.e. feminine) (cf. McClary 1991: 1316, 63, 77).
Similarly, the major key is semiotically associated with hope, escape, and freedom; deceptive
cadences spell disappointment, fades at the end of a piece of music (especially in popular music)
are associated with uncertainty; the sixth degree of the scale is often referred to as "feminine" and
frequently stands for a moment of desire, potential entrapment (as in Whitesnake's "Here I Go
Again"). Appogiatura-laden themes are often considered vulnerable, hypersensitive, indecisive (cf.
McClary 1991: 157-164,71).
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Philip Tagg mentions that tritones (as present in seventh chords) in popular music are a
stereotype of "longing", typically announcing relaxation of tension in a pre-cadential position (cf.
Tagg 1982:60).
These are just a few of the associations possible for certain musical features and patterns. We
will, of course, encounter numerous others in the course of this study, which will subsequently be
explained and discussed in greater detail.

1.5. SEMIOTICS COMBINING LANGUAGE AND
MUSIC
In his study on the relationship between visual and auditive signs, Roman Jakobson points out
the traits music and verbal expression have in common and contrasts them with visual signs:
"Pour etre produite, suivie et retenue, la sequence verbale ou musicale doit remplir deux
exigences fondamentales: presenter une structure systematiquement hierarchique, et etre
analysable en composants ultimes, discrets et strictement modeles et definis pour leur role. C'est
precisement le cas des traits distinctifs dans le langage at c'est de meme vrai en ce qui concerne
les mots dans n'importe quelle type de gamme musicale" (Jakobson 1973: 108). In this context,
Jakobson talks about "signes spatiaux", as found in visual signs, paintings, movies, etc., and
"signes temporels", as in language and music (cf. Jakobson 1973: 108).
Language and music have some basic patterns in common, which may explain why in opera,
popular music and other kinds of oral music, words and music not only go together but ideally
complement each other. The fact that visual signs do not follow the same patterns as auditive
signs may account for the difficulty of putting musical pieces into film.
Alan M. Perlman and Daniel Greenblatt also stress the structural similarities between music
and language, stating that there is an homology between the improvisation ofjazz and the
speaking of sentences: "Improvising musicians are in much the same position as speakers of a
language. They have an underlying message (chords, changes) in the form of a song. How they
'say' the song, even in which way they state the written melody, is up to them. Their
improvisations are facilitated by their knowledge of the available harmonic and melodic
possibilities and by their technical skill and imagination in combining and recombining these
possibilities in a novel way. They are constrained by overriding conventions of permissible
melodic lines and harmonic sequence, by the technical skill of the improvisationtst, and, of course,
by the underlying harmony of the song. The greatest jazz musicians are master technicians who
themselves create new harmonic and melodic possibilities. In much the same way do we
differentiate the mediocre, the competent, and the excellent users of language" (Steiner 1981:
182).
McClary emphasizes in this connection that music, like any social discourse, is meaningful
insofar as at least some people believe that it is, and act in accordance with that belief. She
concludes that meaning is inherent neither in music nor in language: "both are activities that are
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kept afloat only because communities of people invest in them, agree collectively that their signs
serve as valid currency. [...] The study of signification in music cannot be undertaken in isolation
from the human contexts that create, transmit, and respond to it" (McClary 1991: 20-21).
Blacking points out, however, that no matter how many common features there are in music
and language, music is organized very differently from verbal language. Blacking mentions one
major distinction which concerns code and message: in language, they can be distinguished
analytically without the need to invoke facts that are not linguistic, whereas in music, code and
message are inseparable. Here, the code is the message, and as soon as the message is analyzed
apart from the code, music is abandoned for sociology, politics, religion, and so forth. Blacking
furthermore contends that the flexibility of meaning in music is generally greater than in language
and depends almost entirely on the context of performance and the status of performers and
listeners (cf. Steiner 1981: 185-186).
Nattiez elaborates on this argument, comparing literary narrative with music. He states that in
literary narrative, there are, in principle, "no ambiguities in identifying the actors, or the nature of
their actions. Linguistic syntax, as we know, is grounded principally in a subject and a predicate,
and the predicate tells us what has been stated concerning the former. There is a logical
connection between the two. In music, however, connections are situated within the sonorous
discourse, not on the level of a story that this discourse is said to narrate [...]" (Nattiez 1990: 127128). Thus, Nattiez concludes with Adorno's paradoxical comment on Mahler that music is "a
narrative that narrates nothing" (Nattiez 1990: 128).
Middleton, in his discussion of countercultural rock, makes the point that music, as opposed to
lyrics, is badly suited to the expression of political argument, because its denotations are not
sufficiently precise. Yet, as we have mentioned above, music is widely felt to refer to subjective
associations, that is, to connote. What is connoted, however, is hard to verbalize and agree about
(cf. Cook 1983: 49).
McClary seems to concur with Middleton when she says that "music is an extremely powerful
medium, all the more so because most listeners have little rational control over the way it
influences them [...]" (McClary 1991: 151). She further contends that music, along with other
influential media such asfilm,teaches us how to experience our own emotions, our own desires,
and even our own bodies (especially in dance). Hence, music socializes us and cannot be seen
merely as leisure entertainment (cf. McClary 1991: 53-54).
Gino Stefani (1987: 23-24) explains the difference between a singing voice, which corresponds
to the principle of pleasure, and a talking voice, which corresponds to the principle of reality. A

27

pitched (singing) voice requires relaxation of the muscles involved in phonation and this, in turn,
indicates an emotive state of quiet, peace and tenderness in the person. Pleasure is subsequently
not only found in production but also in perception: a singing voice requires less effort to listen to
and it is, in fact, an easier message for the brain to decode than is speaking.
Nattiez mentions another problem that arises due to the combination of music and language.
He looks at it from the point of view of the music analyst and quotes M. Imberty (1975) to
underscore his argument that in determining musical meaning, one is tempted to offer nothing but
a verbal translation: "The musical signifier refers to a signified that has no exact verbal signifier
[...]; musical meaning, as soon as it is explained in words, loses itself in verbal meanings, too
precise, too literal: they betray it" (Nattiez 1990: 9).
It should nevertheless be clear by now that no analysis of musical or linguistic/poetic meaning
is possible without the help of verbal descriptions. However, we shall see in the course of this
work that it is difficult, indeed, to put into words what one feels and experiences when listening to
and discussing a piece of music. Some descriptions will seem rather vague, while others may look
too precise on paper. It is a shortcoming each and every researcher in the field of music especially in popular music - is confronted with and has to try to overcome.
Furthermore, we should keep in mind that the analyst's persona is always present behind his/her
discourse; thus, Nattiez concludes that an analysis, like a musical work, is a symbolic construction
(cf. Nattiez 1990: 201).

ILL POPULAR MUSIC: WHAT IS "POPULAR"?
Before briefly looking at the historical development of popular music, let us sum up the most
prevailing definitions of what constitutes popular music.
Richard Middleton concedes that in the broadest sense, "all music is popular music: popular
with someone" (Middleton 1990: 3). This definition will not suffice for any more detailed and
sophisticated analysis, however.
The term "popular" has been applied to various kinds of music, including what is now referred
to as "drawing-room ballads" of 19th century bourgeois society, music hall, Tin Pan Alley, and its
British equivalent in the first half of the 20th century (cf. Middleton 1990: 3-5). Charles Hamm
(1982: 3) also states that many apply the term to a wide spectrum of music, including rock'n'roll,
disco, urban blues, country and western music, punk rock, New Wave, jazz-rock fusion, minstrel
songs and sentimental parlor songs of the 19th century, and the like.
Today, several usages seem to coexist; one of them centers on the quantitative sense of
"popular", proposing that the most popular are the best-selling (cf. Middleton 1990: 5). Yet, there
seems to be a great danger in focusing exclusively on million-selling singles and/or albums,
because one not necessarily measures "popularity" but record sales. This dichotomy becomes
most obvious if we consider pop music critic Gregory Sandow's argument: "[Pop charts] represent
various facets of younger people's taste. A relatively small subculture of speed metal fans can
push a band like Metallica toward the top of the charts - but the no doubt larger group of Neil
Diamond aficionados barely weighs in at all" (Sandow 1989: A, 11).
This is the main reason why I have included some lesser-known songs in this study, that is,
songs which have never been released as singles and/or have never made it into the Billboard Top
100 Singles Chart; however, they all appear on albums which have at least reached gold status in
the US (i.e. 500.000 units sold). If nothing else, the Billboard Top 200 Album Chart and the Hot
100 Singles Chart give the researcher and the reader some idea about what sorts of music are
heard by a large number of people in the US at any given time.
Other definitions of "popular music", such as normative ones ("Popular music is an inferior
type"), negative ones ("Popular music is music that is not something else" - usually folk or art
music), or sociological ones ("Popular music is associated with/produced for and by a particular
social group") all coexist nowadays. Neither of them is satisfactory (cf. Middleton 1990: 4).
Similarly, there is no clear-cut definition of rock versus pop music, so that many academics and
critics use the two terms interchangeably; others consider "popular" the more general term, and
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refer to "rock music" as a kind of popular music. Some also describe popular music as calmer,
softer, and quieter, whereas they ascribe louder qualities to rock music (e.g. a stronger rock beat,
rock instrumentation as opposed to the "sweeter" sound of strings). In this study, we shall refer to
all songs as "popular music", and consequently follow the broadest of the above definitions;
nevertheless, we will apply other characteristics, such as "folk-rock", "pop-rock", or "middle-ofthe-road", to the individual songs. These terms are defined in the Glossary, and serve to illustrate
certain differences in style.
Ian Chambers, who seems to distinguish between rock and what he refers to as "pop-show
business", stresses nevertheless that the boundary between the two has always been hazy, since
many of the performers of Middle-of-the-Road music remain among the most successful record
sellers in both the LP and singles charts (cf. Chambers 1985: 115-116).
The following quote, taken from SPIN, will serve to illustrate the difficulty in pinning down the
individual performers' styles: "If Elvis is the alleged missing link between soul and country music,
then Neil [Diamond] is the link between rock'n'roll and pop. By putting the Tin Pan Alley back
into American songwriting, he has added a trivial but unforgettable footnote to American popular
taste" (Stim 1989: 74). Hence, the great difficulty in describing styles favored by individual
performers is partly due to the fact that most do not cling to one particular style but merge
various aspects in their music.
This inevitably leads us to American ethnomusicologist Charles Seeger's view of music: he
states that in studying, understanding, or enjoying music it is "not helpful to divide music into
good or bad forms or styles, into classical and popular music, into folk and art music, or even into
Western and 'ethnic' music" (Fry manuscript). Seeger advocates a concept of "world music", in
which he shows that sophistication and complexity of music do not necessarily depend on whether
a people is "civilized" or not. Consequently, a people's music is to be viewed as an artistic
expression of this people's experiences, of its social environment, customs and culture (cf. Fry
manuscript).
If we still want to get an idea of what "popular music" may mean, we will have to locate this
shifting meaning historically (cf. Middleton 1985: 6).

II.2. POPULAR MUSIC: A HISTORICAL SURVEY
In order to place my musical examples within a historical framework, I will have to briefly
sketch out a musical history for the last 200 years.
Middleton points out three moments of radical change which took place in all the developed
western societies, though the dating differs. First is the moment of the "bourgeois revolution",
which entailed "the spread of the market system through almost all musical activities, and [...] the
development and eventual predominance of new musical types associated with the new ruling
class" (Middleton 1990: 13). By the end of this period, most musical production was in the hands
of commercial music publishers, concert organizers, promoters, theater and public house
managers. As a consequence, most music was bought and not made for oneself. New kinds of
social dance and new kinds of bourgeois song developed (cf. Middleton 1990: 12-13).
By the 1890s, the second major situational change became apparent in the form of a "mass
culture" movement. Culture became more international and is associated particularly with an
emerging American hegemony. This was obvious not only in musical content (ragtime, jazz, Tin
Pan Alley songs, new dance forms), but also in new methods of mass production, publicity and
distribution: By World War I, music production and dissemination were centralized in New York
City's Tin Pan Alley and London's Denmark Street; the gramophone companies and later the
medium of the radio andfilmflourished.Hence, music in this period completed its drive towards
"one-way communication" (cf. Middleton 1990: 13-14).
Tin Pan Alley songs can be characterized as smoothly proceeding, well-crafted, fairly
predictable tunes, usually in the 32-bar form, mostly in the AABA pattern. Peterson and Berger
emphasize that during the 1948-55 era, songs expressed a fairly restricted range of sentiments in
rather conventional ways, with sexual references being allegorical and social problems unknown.
This was mainly due to the fact that Tin Pan Alley writers wrote their songs for a very broad
audience, ranging from children and teenagers to elderly people, so that the lyrics and the music
had to appeal to people of all ages (cf. Peterson/Berger 1990: 143-147).
The third moment of situational change set in sometime after World War II and is referred to
as the moment of "pop culture". It was the advent of rock'n'roll, in which there were major
changes in technology, new production methods, and the opening up of a new youth market. "By
the late 1960s, the new social patterns, technologies and musical styles [e.g. 'three-chord' electric
guitar] had been substantially assimilated into a reorganized music-industrial system, [...], vast
entertainment corporations, [...] mass audience radio and TV, [...] music press" (Middleton 1990:

15). Chart pop, stadium rock, disco, and middle-of-the-road styles emerged and became
predominant over the following years. To varying degrees, they still dominate the music market
today (cf. Middleton 1990: 14.15).
It was in the late 1950s already that singers became more important, partly because they were
encouraged by the new portable electrical microphone, which permitted a more personal and
intimate "crooning style" (cf. Chambers 1985: 36). David Buxton also stresses that the invention
of the microphone in general has contributed to the making of a characteristic voice and star
persona: it favors a relaxed style of singing, which, in turn, heightens the nuances of "personality"
in each singer (cf. Buxton 1990: 430, 435). Hence, singers were no longer part of a band, they
were accompanied by a band. This, in turn encouraged a switch in focus to the individual style of
a singer. The pioneers, Frank Sinatra and Bing Crosby, spawned a countless offspring, among
them Perry Como, Tony Bennett, Dean Martin and Al Martino (cf. Chambers 1985: 36).
The one figure in pop music who most notably influenced the development away from Tin Pan
Alley - many accredit him with actually triggering it off- was Elvis Presley. He managed to put
his own personal stance on more traditional musical elements: he took the romantic lyricism, an
element deriving from the established Tin Pan Alley technique, and what Middleton calls
"boogification", found in the black American subculture, and transformed these two elements into
new patterns. Romantic lyricism was mainly channeled into ballads, whereas boogification was
one feature of Presley's faster rock'n'roll songs (cf. Middleton 1990: 18, 20-21).
In the early 1960s, when the Tin Pan Alley system was gradually dying, a new kind of music
came out of Manhattan. It was still written in the Tin Pan Alley mold; yet, it was not written by
the older, well-established songwriters of Tin Pan Alley but by extremely young, talented people,
such as Neil Sedaka and Howard Greenfield, Carole King and Gerry Goffin, Ellie Greenwich and
Jeff Barry, and Neil Diamond. They wrote hits for the singing stars of the decade, Paul Anka
(who incidentally co-wrote many of his songs), Rick Nelson, Frankie Valli, Bobby Vee, and
groups such as the Monkees (who recorded the number one smash "I'm a Believer", penned by
Neil Diamond) and the Carpenters (who recorded many Neil Sedaka songs). As Timothy
Scheurer (1989: 125) points out, these so-called Brill Building melodies (all written in the Brill
Building on Manhattan's Broadway) brought a new sophistication to pop. Hence, these writers
actually helped define rock'n'roll: Paul Anka, Neil Sedaka and many others "crooned songs with
well-crafted melodies and harmonic changes that their rock'n'roll forebears would not have
conceived. Another Brill Building entrepreneur, Phil Spector, broke out of the songwriting
cubicle and transformed doo-wop into symphony and art song" (Scheurer 1989: 125).
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The songwriters in the Brill Building in New York were also to a large extent responsible for
another development within popular music: they helped establish teen idols and furnished them
with so-called teeny bopper songs. Teeny bop, according to Simon Frith and Angela McRobbie,
blends soft rock with pop ballad, is not explicitly physical and only hints at sexual interaction. The
teeny bop idol's image is of the young boy next door, with self-pity, vulnerability and need
constituting the key elements. It is mainly consumed by girls, who collect posters and pin ups of
their favorite stars (cf. Frith/McRobbie 1990: 375). Chambers, who calls this audience "bedroom
girls", states that, in a sense, these girls inadvertedly contributed to pop music in that the songs
addressed the girls' needs directly and shifted according to their wishes, hopes and fears.
Chambers further contends that the Philadelphia based TV show American Bandstand (presented
by Dick Clark) was largely associated with making new teen idols, such as the Monkees, the
Jackson 5, the Osmonds, David Cassidy, and many more (cf. Chambers 1985: 125-126).
Cock rock, on the other hand, stands in stark contrast to teeny bop. It is associated with rock
stars like Mick Jagger, Roger Daltry and Robert Plant, and their explicit, crude, often aggressive
expression of male sexuality. Their boastful, dominating and aggressive stance is most obvious in
live shows, where they usually appear in outfits that emphasize their hirsute chests, etc.. Guitars
and microphones are phallic symbols and their musical skills become synonymous with their
sexual skills. Needless to say, it is mainly boys and men who are attracted to this kind of music
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and performance (cf. Frith/McRobbie 1990: 374 -375).
Another kind of music, which evolved in the early 1970s and which falls between the two
categories described above, is the rather short-lived "glam" or "glitter rock". As Chambers
emphasizes, many performers of glitter rock "insisted on the basics of pop music, on its beat
(Slade), its R&B and soul heritage (Rod Stewart) and its lyricism (Elton John)" (Chambers 1985:
129). The core audience of glam rock artists, such as David Bowie, Lou Reed, Gary Glitter, and
the singers mentioned above, was made up of white, working-class teenagers (cf. Chambers 1985:
133-135).
This tripartition only provides us with a halfway useful grid when talking about different
musical and vocal styles within popular music; but as we shall see below, it can by no means fully
cover all the facets and forms of popular music. Frith and McRobbie (1990: 382, 388) point out in
this context that it is often far from easy to draw lines between musical styles; they stress that
sophisticated adult-oriented rock (AOR) usually has the imagery of the cheated, unhappy man as
a central theme - which is very much reminiscent of teeny bop - yet, the immediate object of such
performers is not only female sympathy, because girls are certainly not their only listeners.
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Therefore, Frith and McRobbie rightly conclude that pop and rock conventions widely overlap.
Frith furthermore puts emphasis on the fact that "rock is a commercially made mass music [and
that] most rock musicians aren't, in fact, different from any other group of entertainers [...]' (Frith
1981: 54). Consequently, he questions rock music's claim to be more artistic, less commercial
than other kinds of popular music.
There is yet at least one more movement which played a major role in the development of
popular music, the so-called "singer-songwriter movement". It started in the late 1960s and fully
emerged in the 1970s. As the term "singer-songwriter" already implies, we are talking about
artists who write and sing their own material. The movement basically started with the emergence
of the Beatles and other self-contained artists, such as Bob Dylan, who paved the path for
numerous musicians to follow. It was also this development which dealt the final blow to the Tin
Pan Alley system, including the Brill Building "music factory".
Participants in this singer-songwriter movement include Bob Dylan, Elton John, Don McLean,
Harry Chapin, and such Brill Building veterans as Neil Diamond and Carole King. Gary Burns
(1983: 28) explains the main difference between the music of the 1960s and that of the singersongwriters of the 1970s, stating that "as the 1960s had been a period of apparently happy and/or
artistically powerful musical groups, the 1970s were a period of pessimistic individuals, whose
hits were in many cases slow ([James] Taylor, [Joni] Mitchell, [Elton] John, [Cat] Stevens,
[Barry] Manilow, [Neil] Diamond), spare in instrumentation ([Neil] Young, [Lee] Michaels,
[Rod] Stewart, [Carole] King, Taylor, Mitchell, Stevens) or concerned with depression or despair
(almost all the artists named above had hits of this sort)". In the late 1960s and early 1970s,
mainstream society became something to escape from or resist, as is apparent in songs such as
"Under the Boardwalk" (1964), "Poor Side of Town" (1966), "Make It With You" (1970),
"Cracklin' Rosie" (1970) and "Candida" (1970). Pessimism therefore gradually replaced the 1960s
optimism as the dominant mood (cf. Burns 1983: 28-31).
The singer-songwriters' image has never been easy to pin down: they, like the Beatles before
them, didn't display the "boys-together aggression" of cock rockers or the "boy-next-door pathos"
but a combination of the two, so that they attracted both a female and a male audience (cf.
Frith/McRobbie 1990: 383).
The last style to be mentioned here is the heavy metal, macho style of, say, Led Zeppelin, the
Grateful Dead and other, newer heavy metal acts, such as Guns'n'Roses and Bon Jovi. It
developed out of the so-called "progressive music" of the late 1960s (cf. Frith/McRobbie 1990:
383).

34

Heavy metal music will not be part of this study and is therefore not described more
thoroughly. For more detailed analyses of heavy metal and punk rock see Simon Frith, Sound
Effects (1981), Will Straw's article on heavy metal music and Lawrence Grossberg's chapter on
punk, both in Frith/Goodwin, On Record. Rock, Pop. & the Written Word (1990), among others.
Herbert Goldberg (1970: 580) emphasizes that most popular song stars of the 1960s and
1970s - no matter what style they favored - were a far cry from what he calls the "slick and
smiling, phony crooner types of years past". This seems true for various reasons: first of all, pop
music provided the best vehicle for individualistic and rebellious self-expression, and secondly,
most of the 1960s and 1970s pop stars were at that time of the same generation as their audience,
which facilitated the audience's identification with the singers' material. Thirdly, most of those
popular figures wrote the songs they sang and were consequently able to communicate their
personal perceptions and experiences directly (cf. Goldberg 1970: 580-581).
This is also one main reason why I have chosen to analyze songs which are performed by their
writers, that is, singer-songwriters of the late 1960s up to the 1990s.
The late 1970s, then, brought another development which Philip Eberly (1982: 351) refers to
as the "graying of America". Artists, such as Nat King Cole, Nancy Wilson, Peggy Lee, Helen
Reddy and Neil Diamond were being heard more often and their music aimed at older
demographics, which was considered a safe bet for the future.
As we have seen, popular music has become a one-way communication over the years, and the
songs themselves may be the only way a listener can actually "interact" with the songwriter.
Edward R. Kealy (1982: 100-101) points out the paradoxical aspect of popular music aesthetic,
which involves millions of people in music but seldom involves direct personal interaction with the
creators of the musical event and rarely ever occurs in an immediate social context. Most people
listen to recordings alone or in small groups at home, in cars, etc., whereas attendance at concerts
and night clubs is much less common.
It is also true that, because of the new and highly sophisticated studio production methods and
techniques, many popular music performers don't think that live performances of their material
could ever match and live up to the original studio recordings, so that they dispense with live
concerts altogether or rely on merely lip-synching their hits. Thus, in some cases music becomes
almost entirely a studio product. Secondary listening, that is, listening to music on the radio, has
become much more commonplace, replacing two-way communication, as it takes place in a live
concert setting, where the recording artist performs in front of an audience and establishes some
sort of rapport. Consequently, the listener's role in music making has changed as well: at times,

music merely provides a pleasant background to other activities. Here, the term "musical
wallpaper" seems appropriate (cf. Wallis/Malm 1990: 168-172). This passive kind of listening to
music appears to have become more widespread in the 1980s and 1990s.
Most of the singer-songwriters discussed in this thesis, however, do perform live and still
attract a great number of people who sell out their concerts wherever they go.

II.3. POPULAR MUSIC ANALYSIS AND SEMIOTICS
113.1. A GENERAL FRAMEWORK
Simon Frith and Andrew Goodwin point out in their introduction to On Record. Rock. Pop. &
the Written Word (1990) that the academic study of popular music is actually rooted in sociology,
not musicology, and that the sociology of pop and rock is, in turn, rooted in the meaning of "mass
culture" and the empirical study of youth; that is, two nonmusical concerns (cf. Frith/Goodwin
1990: 1).
Philip Tagg (1982: 40) also stresses that the study of popular music is an interdisciplinary
matter, because "[...] no analysis of musical discourse can be considered complete without
consideration of social, psychological, visual and gestural, ritual, technical, historical, economic
and linguistic aspects relevant to the genre, function, style, (re-) performance situation and
listening attitude connected with the sound event being studied".
Tagg further admits that such a multidisciplinary knowledge is beyond any individual
researcher's scope, yet he talks about degrees of an inter- and intradisciplinary outlook and
mentions the possibilities of interdisciplinary teamwork (cf. Tagg 1982: 44).
Middleton emphasizes that popular music analysis has rightly insisted on the priority of
meaning. He goes on to give examples: "Much of the best work has been semiotic or
interpretative (Laing, Tagg, Bradby, Grossberg) or has pursued theories of social and cultural
homology (Hebdige, Shepherd)" (Middleton 1993: 177).
However, most analyses of popular music display one shortcoming, that is, they rely too
heavily on the song lyrics and less on the musical structure. McClary and Walser (1990: 285)
attribute that deficiency mostly to the fact that the techniques for dealing with texts are far better
developed. Donald Horton's 1957 article on "The Dialogue of Courtship in Popular Song" is an
early example of what has overall been the most common form of academic pop writing, which
relies on an elaborate content analysis of song lyrics (cf. Horton 1957: 569-578).
Tagg also concedes that"[...] although we have considerable insight into socioeconomic,
subcultural and psycho-social mechanisms influencing the 'emitter' (by means of biographies, etc.)
and 'receiver' of certain types of popular music, we have very little explicit information about the
nature of the 'channel', the music itself (Tagg 1982: 40). This is partly due to the fact that in
discussing popular music - the channel itself, to be more precise - most researchers and
musicologists have fallen back upon the methods and terminology of traditional musicology,
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which puts major emphasis on notations and features such as harmony, tonality, pitch
organization and certain conceptions of form (like motif, development, etc.) (cf. Middleton 1990:
104). Yet, most genres of popular music are based on recorded performance with all its gestures
and nuances, and sheet music is usually constructed after the fact (cf. McClary/Walser 1990:
282).
Hence, performance in popular music is clearly even more important than in classical music. As
Lee Evans points out in The Piano Quarterly (1983: 54), the main difference between classical
and popular music must be seen in the interpretation and performance of the musics: the
interpretation is of essence in popular music, whereas the composition is in classical music.
Yet, many popular music analyses wrongly take the analytical framework of western art music
analysis as their starting point. Adorno's theory of standardization (1941), derived from an
analysis of 1930s-Tin Pan Alley songs, is probably the best-known example of a study neglecting
performance (cf. Adorno 1990: 301-314). Adorno sees the prevalence of conventions and .
repetitive norms of popular music against the background of European bourgeois art music,
which automatically renders his theory depreciatory toward Tin Pan Alley pop. Yet, as Chambers
(1985: 8) stresses, "the vast body of known musics, both European and non, have persistently
worked with generally agreed musical structures whose skeletal frames have remained relatively
fixed. The major exception here, not the rule, has been 19th century European classical music
[...]". Thus, the main problem with Adorno's analysis is his comparing the European classical
tradition with the compositional techniques of Tin Pan Alley. Moreover, Adorno's theory lacks
analyses of specific songs; instead, he seems to talk about a kind of "Ur-pop song", to which no
actual song, however standardized, could totally conform (cf. Middleton 1990: 54). In addition,
Adorno completely misinterprets the impact of performance in popular music. Middleton (1990:
53) attributes much of pop music's appeal to actual performance, and here to vocal performance
in particular. He lists vocal quality, phrasing and pitch inflections as parameters of analysis. Like
Middleton, Antoine Hennion (1990: 199-200) also points to the significance of the voice, which,
in his opinion, contributes largely to the "magnetism" of a performer, to his star persona.
However, it is not the voice itself that matters most, but its expressive power. Thus, it is not of
utmost importance that the pop singer sing "well", i.e. with perfect pitch, in tune, but that he/she
furnish the song with an interesting sound, inflections, accents. McClary and Walser (1990: 279)
point out "the huge difference it makes for the voice to set up a tension against the regular beats
by means of minute hesitations or anticipations. Or an effect of sincerity can be located in the
carefully calculated roughness of vocal production that accompanies a particular word".
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Qualities like a harsh, cracked, or rasping voice, make a singer immediately recognizable; they
convey the singer's authenticity (cf. Hennion 1990: 199-200). It is these unique qualities of an
individual singer's voice that Roland Barthes (1977: 179-189) calls the "grain of the voice".
A study conducted by William A. Hamlen, Jr. (1991: 731) helps to illustrate the argument that
a popular singer's voice quality (associated with "richness" or "depth") only very insignificantly
determines record sales. Figure 4 shows the Top 20 (out of 100) recording artists and ranks them
according to actual and predicted record sales per year and their voice quality.

Actual Record Sales ($ Millions) Predicted Record Sales ($ millions)
1. Barbara Streisand (80)
X Billy Joel (68)
3. Elvis Presley (63)
4. Bee Gees (50)
5. Beatles (47)
6. Barry Manilow (43)
7. Alabama (41)
8. Willie Nelson (34)
9. Whitney Houston (32)
10. Paul McCartney (31)
11. Bob Dylan (28)
12. Donna Summer (28)
13. Neil Diamond (26)
14. John Denver (26)
15. Linda Ronstadt (21)
16. Anne Murray (20)
17. Beach Boys (18)
18. Frank Sinatra (18)
19. Johnny Cash (18)
20. The Carpenters (18)

1. Barbara Streisand (78)
2. The Beatles (62)
3. Anne Murray (53)
4. Frank Sinatra (47)
• 5. The Beach Boys (43)
6. Peter, Paul and Mary (42)
7. Elvis Presley (42)
8. Paul McCartney (41)
9. Roy Orbison (38)
10. Crosby Stills & Nash (37)

11. Hank Williams (31)
12. Neil Diamond (30)
13. Bob Dylan (30)
14. Carole King (29)
15. John Denver (27)
16. Dionne Warwick (25)
17. Judy Collins (24)
18. Alabama (22)
19. Ricky Nelson (19)'
20. Linda Ronstadt (19)

Voice Quality

1. Barbara Streisand (10.8)
2. Bing Crosby (8.3)
3. Frank Sinatra (6.0)
4. George B. Shea (5.1)
5. John Denver (5.0)
6. Billy Joel (4.9)
7. Donna Summer (4.7)
8. The Beatles (4.6)
9. Dion (4_5)
10. Alabama (4.3)
11. Peter, Paul and Mary (3.8)
12. Gene Autry (3.7)
13. Elvis Presley (3.6)
14. Roy Orbison (3.2)
15. Ricky Nelson (3.0)
16. The Supremes (2.8)
17. Pat Boonc (2.8)
18. Whitney Houston (2.6)
19. Debbie Boone (2.4)
20. Neil Diamond (2.3)

Figure 4: Top 20 Rankings (Hamlen 1991: 732)

With the exception of Barbra Streisand, who ranks first in all three categories and whose
success as a recording artist could consequently be attributed to voice quality, there is no clear
indication as to what extent voice quality - if at all - influences record sales. Bing Crosby, for
example, ranks second after Streisand in the voice quality category, yet doesn't even show up in
the Top 20 record sales categories, whereas Neil Diamond, who ranks 20th in the voice quality
category, does considerably better in both the actual (#13) and the predicted record sales
categories (#12).
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Taking all the features inherent in popular music into consideration, most researchers have
come to the inevitable conclusion that the general rules and terminology of traditional musicology
will not suffice for the analysis of popular song. In addition to this call for a new, more
appropriate terminology, Tagg (1987: 286) stresses that "it is clearly absurd to treat music as a
self-contained system of sound combinations [as does traditional musicology], because changes in
musical style are historically found in conjunction with [...] social changes"; that is, music is
related to events outside itself. Similarly, musical skills, be they passive or active, are chiefly
acquired by learning and are culturally specific.
Robert L. Root, Jr., like Tagg, Nattiez and most semioticians, proposes an analysis
encompassing three elements, namely composition, performance and response (cf. Root 1986:
15). "Composition" here is comparable to Tagg's "channel" and Nattiez's "neutral level";
"performance" corresponds to Tagg's "emitter" and Nattiez's "poietic level", and "response" to
Tagg's "receiver" and Nattiez's "esthesic level".
Root refers to his tripartition as "the dynamics of popular music" and stresses that the three
components constantly influence each other. The triad below illustrates Root's point (cf. Root
1986: 15-16).
As can be seen from Figure 5, the three individual components are themselves made up of
three major elements each. Accordingly, lyrics, for instance, are shaped to fit melody; melody is
made to contain lyrics; arrangements are designed to express both words and music. Normally,
these variables are designed to be disproportionate in popular songs and each of them can
dominate. Many singer-songwriters are known for their preference of one variable over the other,
which is not to say that they ignore the other two elements. Hence, Harry Chapin and Bob Dylan,
for example, emphasize words over music, while Neil Diamond often emphasizes arrangement
and Paul McCartney frequently accentuates melody. Of these three elements, arrangement is
obviously most directly tied to performance, since it is principally a means of preparing for it (cf.
Root 1986: 16).
This argument seems very plausible if we consider the case of Neil Diamond, who draws
heavily on energetic, charismatic and emotional live performances, whereas artists such as Bob
Dylan rely mainly on a literal communication with their audience.
"Performance" and its triangular concept go back to the communication triangle of the classical
rhetoric: ethos, logos, and pathos. "Ethos", here, implies attention to the persona of the speaker,
the character he/she projects, his/her personality. "Logos", then, is the way in which the subject of

40

the speech-act or composition is presented; "pathos" refers to the appeal to the audience, to the
attention to the listener's interests, attitudes and likely responses (cf. Root 1986: 16).
The third variable, that is, audience response, interacts complexly with both the composition
and the performance. It, too, is made up of three variables: taste, occasion, judgment. Taste is
essentially an intuitive response, determined by the individual background, experience, personal
and environmental factors. Judgment, on the other hand, is a rational response, formulated and
determined by exposure to some kind of formal criticism. Occasion is the response element most
determined by the immediacy of the experience: the setting of a live concert triggers responses
and emotions that may seem inappropriate and uneventful when listening to a recording at home
(cf. Root 1986: 18).

lyrics

melody

arrangement

purpose
mode

subject '

speaker
(Dersona)

audience

\ taste

occasion

judgment

Figure 5: The dynamics of popular music (Root 1986: 17)
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As indicated in Figure 5, two additional factors play a role in our triad: purpose and mode.
Purpose stands for the reasons for composition and performance, the effect or the goal that the
songwriter/performer hopes to achieve. Mode has to do with the form of the composition or
performance (e.g. blues, disco, etc.) (cf. Root 1986: 18).
Tagg (1987: 287) picks up where Root left off, namely with suggestions for the actual analysis
of the three components - "emitter", "receiver", and "channel" in his terminology. He grants that
the selection of method and the object of analysis (AO) greatly depends on the individual analyst's
"mentality". Similarly, it is up to him/her to focus on the emitter, channel, or receiver.
Right at the beginning, Tagg points out that describing the composer's, producer's, or
performer's (i.e. the emitter's) concept of the music under analysis often poses insurmountable
problems, because - apart from practical access difficulties - the researcher is frequently
confronted with an "emitter" who is unwilling or unable to be verbally explicit about the musical
messages he/she considers to be self-evident (cf. Tagg 1987: 288).
On the other hand, systematic studies of popular music reception are still rare and are mainly
concerned with psycho-social aspects of perception rather than with semiotic aspects of musical
discourse. Hence, Tagg (1987: 289-290) suggests asking respondents to jot down as quickly as
possible what they envisage after having listened to a musical sample of between 15 and 60
seconds.
I have included one such example of what Austrian college students associate with a piece of
music of about 50 seconds. I have then supplied thefindingswith more detailed and sophisticated
associations which were written down by the same students after I had played the entire song for
them and had distributed the song lyrics among them. Thefindingsof this exemplary study are
listed in III.4..
Let us now look at Tagg's example of how to analyze the "channel", i.e. the "sounding object"
The first step in Tagg's method is the "interobjective comparison" (IOC), that is, the establishment
of similarities in musical structure between the AO and "other pieces of music". The latter make
up the "interobjective comparison material" (IOCM), which, in the following, is searched for
structural elements similar to those found in the AO (e.g. snippets of sound, rhythm, timbre,
melody, etc.; or general sonorities and overall expressional constants). The next step is testing
those correspondences for extramusical associations, i.e. visual, verbal, gestural or any other
paramusical message (cf. Tagg 1987: 290-291). "If a particular set of musical structural elements
in different examples of IOCM are found to bear consistent relationships to the same sort of
extramusical phenomena, the latter may be considered as an 'extramusical field of association'
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(EMFA) and the corresponding musical structural elements as 'items of musical code1 (IMC)"
(Tagg 1987:291).
In discussing the structural level of AO, Tagg (1987: 285) introduces the term "musemes",
defining it as "minimal units of musical expression, corresponding roughly to 'motifs', musical
Gestalts, or thematic ideas". Thus, what the listener hears as an integral sound entity is in reality a
combination of several separately analyzable musemes. Those museme stacks seem to correspond
to the concept of "sound" in popular music, which encompasses the dualism between melody and
accompaniment (cf. Tagg 1987: 292). McClary and Walser (1990: 280-287) refer to these
musemes as a "stacking up" of elements - a phenomenon that creates a multilayered text which
consequently can be heard in a variety of ways, depending on where the listener places his/her
aural attention (with the rhythm, the voice, the backing, the lyrics, etc.). In this context, Tagg
(1987: 293) also talks about "block shifts", that is, simultaneous changes in many parameters of
musical expression within the same AO. Block shifts are most obvious in joins between verse and
chorus, A and B sections of a song.
For the analysis of AO, Tagg suggests the following parameters, which, for the most part, will
recur throughout this study, although not always explicitly mentioned:
(1) Aspects of time: duration of AO; duration of sections within the AO; pulse, tempo, meter,
periodicity; rhythmic texture and motifs, etc.
(2) Melodic aspects: register; pitch range; rhythmic motifs; contour; timbre; etc.
(3) Orchestrational aspects: type and number of voices, instruments; phrasing; accentuation;
etc.
(4) Aspects of tonality and texture: tonal center and type of tonality; harmonic idiom; harmonic
rhythm; type of harmonic change; chordal alteration; relationship between voices, instruments,
parts; etc.
(5) Dynamic aspects: levels of sound length, accentuation; audibility of parts; etc.
(6) Acoustic aspects: characteristics of (re-) performance venue; degree of reverberation; etc.
(7) Electromusical and mechanical aspects: panning, filtering, distortion, delay, mixing; muting,
tongue flutter; etc. (cf. Tagg 1982: 47-48).
However, all these parameters seem to work only on a level Middleton (1990: 232) calls
"secondary signification", which refers to the linguistic term "connotation". Middleton is quoted in
Lez Cook's article on "Popular Culture and Rock Music" (1983: 48) as saying that "the level of
denotation seems to be lacking or at least unclear [in music]. Except in the very rare cases of
direct imitation of animal sounds (for instance, the animal noises in the Beatles' 'Good Morning')
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there is no system of objective reference to concepts and perceptions concerning the 'outside
world'. Music isn't usually 'referential' in that sense". What is known as "denotation" in linguistics,
Middleton refers to as "primary signification". He names auto-reflection (e.g. quotations from
well-known songs or solos, self-quotation, stylistic allusion and parody) as an example. Hence,
"Blue Danube" belongs to "the waltz", that is, the musical event refers to the genre characteristic
of the category to which it belongs. By extension, this kind of reference can take in the associated
cultural setting and its associations: black ghetto bar, 19th-century European bourgeois dancehall, etc. (cf. Middleton 1990: 220-222).
Middleton (1990: 229) emphasizes that although the area of denotation is a problematic one as
far as the music is concerned, it is an important attribute of song lyrics. He stresses that the main
aim of song lyrics is "to make [...] ordinary language intense and vital [...]; to defamiliarize the
familiar, [...] to draw out of the concrete world of denotation some sense of those human
generalities translated by musical processes [...]". New coinings, such as the word "lovescape",
the title of Neil Diamond's 1991 album, are examples of the process of defamiliarizing familiar/
everyday language. "Lovescape" is obviously a blend of "love" and "landscape", whereby "land-"
is replaced by "love".
Thus, today's pop and rock music draws heavily on the tradition of Tin Pan Alley ballads, in
which language was conventionalized and the primary significations of what the singer had to say
were in the foreground. But it also derives from the "musical", rhythmic use of everyday language
common in black music. Hence, words have a musical side and music has a narrative aspect;
melodic contours often seem to mirror intonations of verbal phrases (cf. Middleton 1990: 229).
Antoine Hennion distinguishes between two categories of words, namely the predominant
category (familiar, predictable words) and certain key words: "The contrast is between 'wordquotes', which enrich the context (and have denotative power), and 'keywords', which serve as
metaphors (and move on more internally referenced levels of meaning)" (Middleton 1990: 230).
Those key words are important in that they provide some contrast to the obviousness of the other
words and lend an "open" style to the text - "open" to various ways of interpretation. Basically
any "word-quote" can be turned into a "key word" by its "musicalization", or alternatively, the
music's mythic power may be brought down to earth by it. The extent to which this is achieved
depends largely on the listener's situation and interpretation (cf. Hennion 1990: 196).
Such ambiguities in the music/lyric relationship may be seen as relating to the three-pole model
shown below in Figure 6 (cf. Middleton 1990: 231-232).
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The discussion of song lyrics leads us to the following chapter, in which we are going to
provide a brief summary of mainly text-related analyses.

STORY

Words is narrative tend to govern
rhvthmic/harmonic
tlow; voice tends
towards speech

AFFECT

CESTURE

Words 3S
expression tend to merge
with melody,'
voice tends
towards 'song'
(i.e. intoned
feeling)

Words is sound
- tend to be
absorbed imo
music; voice
tends towards
becoming an
instrument

r

Figure 6: Three-pole model of the music/lyric relationship (Middleton 1990: 231)

II.3.2. STUDIES IN POPULAR MUSIC PERCEPTION
Since the study of popular music is grounded in sociology (cf. Frith/Goodwin 1990: 1), we
shall briefly look at research done in this particular field to complete the theoretical framework.
Before discussing some exemplary studies, let us establish the groundwork of popular music's
seemingly never-ending success and appeal.
Tim Murphey (1989: 185) introduces an "identification - mirror - molding principle"; he
explains that we all identify with those around us, whether in novels, movies, poetry, songs, news
or on the street. To a certain extent we also mirror what we perceive, but we also perceive it in
our own ways and make it fit our concept of that world. Yet, we are also molders, which makes it
difficult to discern between how much we mold and how much we mirror.
Murphey (1989: 185-186) emphasizes that most popular songs leave themselves open to
completion and appropriation by leaving unnamed and imprecise the designation of the pronouns,
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and by the absence of time and place referents. Hennion (1990: 197) calls this "I - you"
relationship "direct style"; it enables the listener to identify with the hero of the song, allows for
the direct expression of feelings and invites the listener to put himself/herself in the situation of the
dreamer.
The great majority of songs doesn't mention time or place names, and even if they do, the time
and place indications are fairly vague (e.g. night, summertime, car, etc.). Often no gender
reference is given, either, which implies that these songs could be sung by either sex without
changing the words. This non-gender character of most lyrics provides pop music with another
imprecise feature, which makes the listener fill in the genders from their own psychological stock
of preferences. Of course, the androgynous characteristics of many voices and the image of many
singers plays upon this ambiguous possibility (cf. Murphey 1989: 185-188).
In contrast to this view, Vickers (1988: 186-187) argues that the contemporary "lyric I" in pop
songs is "predominately gendered as male; its message, for the most part, reminds us of the pain
of adolescent love; and its discourse often strikingly appropriates classic tropes of petrarchism,
now unrecognized as such because so thoroughly absorbed into the common idiom, into the
sociolect's repertory of themes and motifs [...]". Vickers names the self-conscious, self-pitying
self-portraits, present in most popular (love) songs, as examples of unconscious petrarchism (cf.
'Vickers 1988: 193).
In any event, the pronoun "you" has no gender; sometimes, it is used with forms that have the
power of" you", but do give gender, such as "boy" or "girl". At times, we get sentences like "I've
never seen a pretty girl look so tough, baby/You got that look" in "U Got the Look" by Prince,
which clearly fluctuates between third person and "you". This apparent confusion over who is
being addressed and who is the subject fits Piaget's description of a child's egocentric speech.
Hence, to a large extent, pop song discourse may be interpreted as an extension of egocentric
language into adolescence and adulthood (cf. Murphey 1989: 188-189).
Simon Frith (1981: 36) seems to agree when he says that the process of perception follows a
similar path: "[The goal of popular songs is] to transform our experience [...] into a live
immediate relationship - a relationship not only with the singer but also with other listeners [...]".
Listeners must, however, contribute by applying the words to their own situations (cf. Frith 1981:
37).
Thus, this process, due to the pseudo-dialogal form of most popular music, can be compared
to Piaget's egocentric language or Vygotsky's inner speech; songs may at first be pronounced for
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us, but are soon appropriated by us, psychologically and subvocally, if not actually sung aloud (cf.
Murphey 1989: 191-192).
Consequently, although our logic tells that it is not possible that we are being addressed
directly (through the "you" referent), subconsciously and perhaps illogically, we may receive the
message as directed toward us (cf. Murphey 1989: 186).
Hence, we can conclude that the lyrics - although they only make up one portion of the whole contribute in a significant way to a pop song's success. Goodwin (1993: 65) notes that "lyrics do
sometimes play a key role in establishing the mood of a song. [...] Lyrics often work to establish
an emotional mood or ambiance in songs, much as timbre or tempo do in music, or as a source of
metaphor". Hirsch (1971: 377) argues, however, that most teenagers - the chief audience of rock,
hard rock and heavy metal acts - are attracted to popular records more by their overall sound and
beat, or by the performing group, than by their verbal content.
Many studies, among them the one by Gantz, Gartenberg, Pearson and Schiller (1978), seem
to underscore Hirsch's argument: Gantz et al. found that among 468 high school and college
students in Buffalo, fewer than 20 per cent indicated that they very frequently paid attention to the
meaning of lyrics (cf. White 1985: 67).
Yet, Hirsch (1971: 373-377) contends that implied or explicit values expressed in lyrics may
influence the attitudes and behavior of listeners. This was especially apparent at the time when
protest songs were becoming increasingly popular in the mid-1960s.
Similarly, several songwriters who emerged in the 1970s and later have engaged in social
criticism: Bruce Springsteen, Bob Seger and John Mellencamp have all contributed heavily to
what many have labeled the "blue-collar protest song", i.e. social criticism from the working-class
point of view. Thus, they have achieved in more recent years what Bob Dylan achieved with
songs like "Blowin' in the Wind" in the 1960s (cf. Bindas 1992: 87).
Studies on Bruce Springsteen, for the most part, focus on the rock star's "working-class hero"
status. Robert D. Holsworth (1985: 430-431), for instance, calls Springsteen a "genuine culture
hero", and attributes his success mainly to the fact that he talks directly to the struggling
individual. Springsteen has not forgotten his working-class roots in Freehold, New Jersey, but
neither has he forgotten the liberating potential of rock and roll. His songs, although often
painting a dark picture of the American economy and social equality, usually hint at some kind of
legitimate hope, which is deeply embedded in the American psyche.
Other studies, such as James T. Carey's 1972 article on "Changing Courtship Patterns in the
Popular Song" (cf, DenisofJTPeterson 1972: 198-212), focus on a different aspect of popular
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music, yet still operate predominantly on the level of content analysis of the lyrics. Carey, for
example, distinguishes between two categories of songs, viz. those that in the 1960s still
incorporated "older values" (= lyrics which enjoyed the acceptance of conventional values,
romantic notions about boy-girl relationships, etc.) and those which embraced "newer values" (=
lyrics advocating a more autonomous relationship between the sexes and/or criticizing
conventional society). The latter category obviously overlaps with what Hirsch refers to as
"protest songs". Carey emphasizes that whereas Country&Western music seems to stick entirely
to old values, a great number of rock songs communicates new values. He lists Neil Diamond's
"Solitary Man" and Simon and Garfunkel's "I Am a Rock" among rock songs which carry new
values, such as acceptance of isolation and its interpretation as an opportunity to discover one's
real self (cf. Denisoff/Peterson 1972: 201-202, 205-208). This notion of isolation, which makes
audience-identification easy, is also prominent in some of the songs that will be discussed later on
in this thesis.
A study which is solely concerned with Canadian high school students' responses to popular
music was conducted by Julian Tanner (1981: 4-6) in an Edmonton high school in the early
1980s. Tanner established that the majority of students in both junior and senior high school
favored the Top 40 mainstream. Sex was one factor which influenced the pop music preference of
the adolescents to a considerable degree: while 79 per cent of the girls in junior high school and
66 per cent in senior high school favored Top 40 mainstream pop, only 56 per cent of all boys in
junior high and 54 per cent in senior high preferred mainstream music. On the other hand, boys
were more likely than girls to favor heavy rock (27% to 15% in junior high; 20% to 11% in senior
high). Hence, girls tended to favor more conventional forms of popular music, such as Elvis
Presley or Pat Boone. This pattern of sex differences was found to exist relatively independently
of class background.
Tanner points to a connection between school commitment and tastes in rock music, however.
He states that among both working-class girls and boys, low commitment to school was more
likely than high commitment to be associated with heavy rock, and that, conversely, students with
a high commitment to school were more likely to favor Top 40 pop. Among middle-class
students, on the other hand, no such relationship emerged (cf. Tanner 1981: 7-9).
In trying to explain this association between heavy rock and school rejection among workingclass adolescents, Tanner takes a closer look at the characteristics of heavy metal music. He
mentions that the music itself is distinguished by heavy amplification and dominated by guitar riffs.
On stage, the heavy metal groups adopt an aggressive, tough, and sometimes even violent stance -
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a feature referred to as cock rock by Frith and McRobbie (1990: 374). Consequently, Tanner
concludes that heavy metal provides a symbolic rejection of the prevailing values and assumptions
of the schooling process, and of society in general. Tanner also links juvenile delinquency to
heavy rock, pointing out that adolescents high on delinquent involvement appear more likely than
adolescents low on delinquent involvement to favor heavy metal music (30% to 13%) (cf. Tanner
1981: 9-11).
While no general trends can be derived from this study because some of the findings are not
clear-cut and the number of subjects is too small, it helps to illustrate the great diversity of factors
which play a part in audience preference of and response to certain kinds of popular music.
The study conducted by Jennifer L. Jonas (1991: 157-158) looks at a completely different
group of people, that is, elderly people, and their musical preferences. 63 senior citizens (average
age of 82.5) from four nursing homes in the South Central Michigan area were asked to comment
on different genres of music. The style of country music was preferred the most, followed by •
traditional jazz, art music, and lastly, popular music of today. The seniors could identify most
closely with Country& Western music, mainly because two of the four country music samples
were old songs from the 1940s. Although no significant relationship was found between education
level and preference for classical music, seniors with musical training did have the higher average
preference for art music. Seniors who grew up in smaller communities preferred country music
more. Jonas concludes that the elderly people's preferences may at least partly be influenced by
early exposure to a certain kind of music, which could also account for the fact that today's
popular music ranks last in Jonas's study.
After having discussed several of the more or less lyric-oriented, sociological studies of
popular music, which should furnish us with a broader view of popular music perception, there is
only one more aspect of pop music to be considered, viz. its visual treatment in videos.

II.3.3. POPULAR MUSIC IN THE AGE OF THE VIDEO CLIP
Goodwin (1993: 50) notes that "visuals are a key element in the production of musical meaning
before the intervention of video imagery, because of the circulation of visual representations of
pop in the music press, in advertisements, and in live performance". Thus, video clips are basically
built on the soundtrack's visual associations.
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Goodwin further elaborates on his argument, stating that musicians tend to visualize songs,
referring to colors, tone, shades and space. Listeners, as well as composers, "see" images when
music is heard. They picture sounds in their "mind's eye", they "see" visual imagery deriving from
their personal lives, from (American) popular myths (cars, beer, freeways, beaches, parties), they
"see" images of the performers/musicians, and they may also envisage individual memories
associated with particular songs (cf. Goodwin 1993: 50-52, 55-56).
This point will be illustrated in III.4., which lists associations of college students with one
particular song. It will also serve to underscore Goodwin's argument that these levels of
iconography mentioned above are already present in the music itself.
Video imagery, then, attempts to tap into visual associations that exist prior to the production
of the video clip, in the internal sign system of the audience. Here again, we are faced with a kind
of Vygotskian "inner speech" (cf. Mertz/Parmentier 1985: 59-60).
There may be a symbolic relation between sound and image where a musical convention has
been established, as is the case with the phallic association of heavy metal guitar solos. The sign
may also work iconically, that is, through resemblance. The resemblance here involves
onomatopoeia: guitars emulating police sirens and vocal performances that suggest sexual acts are
just two examples. Frequently, the sound-vision link is made indexically, that is, a casual link is
"seen" in the "mind's eye". This connection is likely to occur when the aural codes denote a "live"
performance (e.g. "noise", direct-address introductions to the song, "one-two-three-four" count
in, etc.) (cf. Goodwin 1993: 58-60).
Goodwin then shows how certain elements of the music itself are represented in the music
video clips. To represent the tempo of a song, a variety of techniques are used to visualize speed,
such as camera movement, fast editing, movement in the pro-filmic event, and post-production
computer effects. Accordingly, the lack of frenetic visual imagery may underscore the slow pace
of a song and/or the introspective nature of its lyrics.
Rhythm in music video clips is usually represented by cutting; however, it is not generally
represented through the technique of cutting "on the beat", but around the beat, often stressing an
"up" beat that accents the music (cf. Goodwin 1993: 60, 62).
As far as the arrangement of a song is concerned, music video can be seen to mirror the
prominence of the voice by foregrounding the singer's face and emphasizing key rhythmic
moments. This implies that "videos stress conventions already established in the lighting of rock
concerts, where spotlights highlight singers and instrumentalists at key moments, and where
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lighting is used to create dramatic effects that punctuate the music in accord with its rhythm"
(Goodwin 1993:63-64).
Many videos also employ imagery that mirrors shifts in melody and key changes, that is, the
song's harmonic development. This may be achieved by some emphatic visual changes during the
choruses, such as moving from black and white to color during the song's choruses. Changes in
mise-en scene, camera movement, or the pro-filmic event itself may also be used to signal an
instrumental segment (cf. Goodwin 1993: 64).
Song lyrics are frequently used for illustration in the video imagery as well. Suzanne Vega's hit
"Luka" is a classic example of this technique. Goodwin (1993: 65-66) notes that "the tragic story
of child abuse is matched with quiet, reflective music based mainly around an acoustic guitar and
Vega's voice. The downbeat content of the lyrics not only corresponds to the mood of the music,
but it is also illustrated in the visual imagery of the 'Luka' clip, which was shot in monochrome and
is presented in blue-tinted tones [...]. Color is used here to suggest the blues [...]. Shooting clips
in monochrome, often with stark, exaggerated shadows, is a typical method for suggesting
sadness, melancholy, and loss".
Gestures and movement, incorporated in dance, also play a major part in video clips; these
elements are vital in underscoring tempo, rhythm, harmonic development and lyrics. The gestures
and movements of the musicians, as well as the dancing of audience members or professional
dancers in the music videos constitute an important element of analysis (cf. Goodwin 1993: 6870).
As we have mentioned in the chapter on literature (I.3.)> the personality of the singer
("author") is often confused and mistaken for the "lyric I" and vice versa. Here, Goodwin
emphasizes that even where a second- or third-person address is used in lyrics, those words are
addressed to us directly, obviously more in the manner of a television news anchor than of an
actor. Hence, pop lyrics are always about both the content of the words and the voice/face/
character who is singing: "The linguistic address of pop music lyrics is thus quite unlike any other
discourse in the mass media. While its directness suggests a television newsreader, the level of
identification and emotional investment goes quite beyond that directed toward television
'personalities' [...]. In that respect, pop singers are more like movie stars" (Goodwin 1993: 76).
Goodwin concludes that this double address accounts for a good deal of the apparent
antirealism in music television. He again mentions Suzanne Vega's "Luka" as an example, noting
that no one takes the line "My name is Luka" literally, since we all know that the story is being
told by a pop singer, and yet Vega does not "become" the character in the manner of an actor,
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either. In the video clip, a child acts out visual motifs from the story, while there are additional
shots of Vega singing the song interwoven in the clip's narrative. Hence, the break with a "realist"
system of address is a convention of pop performance. Pop songs use a direct mode of address,
both aurally and - in performance - iconically. These conventions are derived from the television
"variety" show, which, in turn, derives from the theatrical conventions of the music hall. The
direct address is intended to mirror the codes of live performance, where the singer sings directly
to the concert hall audience (cf. Goodwin 1993: 76-78).
All in all, we have seen that video clips can be mere illustrations of the story of the song lyrics;
we talk about amplification, on the other hand, when the clip introduces new meanings that do not
conflict with the lyric but add other layers of meaning. Disjuncture between lyrics and image may
also be involved: either the imagery has no apparent bearing on the lyric, or the visual narrative
flatly contradicts the lyrics or (perhaps unintentionally) undermines them. Another widespread
means of constructing clips is the "performance" video, in which the audience is offered a
pseudodocumentary account of the act's "real" imagery. These "performance" videos are in
particular concerned with mirroring a sense of community within a group of musicians or between
the musicians and their fans (cf. Goodwin 1993: 86-89, 107).
Most music videos possess visual hooks (comparable to the musical hooks of the pop songs).
First of all, there are the routine close-ups of pop stars' faces, which are usually often repeated
during a song's chorus. Other mass media also draw heavily upon celebrity faces' sales power (pop
star faces on music magazine covers, etc.). Hence, music television establishes visual trademarks
for acts, as aural devices, such as a singer's voice (e.g. Michael Jackson's "yelp") account for their
musical trademarks (cf. Goodwin 1993: 90-92).
A second type of hook incorporates images of women that employ the classic techniques of
objectification, fragmentation, and (occasionally) violation. These scopophilic hooks are placed
throughout the clips and are designed to offer a visual incentive to keep watching.
The third kind of hook is more deeply rooted in the music itself; a visual image seems to carry
an emotive charge or set of associations that connects with a musical motif and is repeated
throughout the clip in parallel with its musical partner (cf. Goodwin 1993: 92-94).
All these features of video clips help to illustrate their main purpose: they should convey some
visualization of particular songs, provide pleasure, and promote other commodities, such as pop
singles and films (cf. Goodwin 1993: 41, 85).
An analysis of pop music videos will therefore have to include all the afore-mentioned elements
and take into consideration the purpose of video production.
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In addition, it may be useful to look at certain parameters used in the semiotic analysis of the
theater - especially for the discussion of performance videos. Fischer-Lichte (1983: 25-27), in this
context, mentions three kinds of kinematic signs which should primarily be looked at: mimic,
gestural, and proxemic signs. The first stand for facial movements; the second encompass
movements of the head, shoulders and arms; the third imply movement through a certain space,
such as the stage. Furthermore, the performer, be it an actor or singer, also displays a specific
look: face, hair style, body shape, clothes; he acts within a specific conception of the stage
(decoration, lighting, etc.).
Below is an illustration of how particular emotive states, such as happiness, surprise, fear, and
sadness, may be mimetically expressed:

Brauen/Stirn

Augen/Augenlider

Untere Gesichtspartie mit
Wangen, Naje, Mund, Kinn.

Cluck

..normal"

Faltchen unter dem unteren
Augenrand. Faltchen an den
aufieren Augenwinkeln.

Mundwinkel hochgezogen, tw.
Mund geoffnet, Zahne zu
sehen; Falten von der Nasc
zum aufieren Ende der Mundwinkel; Wangen hochgezogen.

Oberraschung

hochgezogenc Brauen; Haut unter der Braue gespannt; waagrechrechte FaJten auf der Stirn.

weit geoffnete Lider; das Weifie
des Auges ist fiber und haufig
auch unter der Iris zu sehen.

Unterkiefer fallt herunter, so
dafi der Mund ofiensteht, jedoch ohne jedc Spannung.

Angst

hoch- und zusammengczogene
Brauen; die Fatten auf der
Stirn sind in der Mitte, nicht
ubct d. ganze Stim.

Oberes Lid ist hochgezogen;
das Weifie des Auges ist zu
sehen, das untere Lid ist gespannt und angehoben.

Offener Mund; Lippen angespaxint und zuruefcgezogen
oder gestreckt zuruckgezogsn.

Traurigkeit

Die innere.n Enden der Brauen
sind hochgezogen, die Haut unter der Braue bildet ein Dreieck.

Das Augenlid ist a.d. Innenseite hochgezogen.

Die Mundwinlctl sind runtergezogen, Lippen zittern.

Arger

Brauen sind nach unten zusarnmengezogen; senkrechte Faltcn
zwischen den Brauen.

oberes Lid angepannt;
kann nicht hochgezogen sein;
unteres Lid angespannt;
die Augen starren und treten
leicht hervor.

1. fest zusammengeprefite
Lippen
1. offener Mund wie beim Anschreien.

Ekel/Verachtung

Brauen sind gesenkt, drucken
auf die oberen Lider.

FaJten erscheinen unter dern
unteren Lid.

Naseistvoller Faltcn(gerumpft)
Wangen hochgezogen; Oberlippe ist hochgezogen; Unterlippe entweder auch hochgezogen und gegen die Oberlippc
gedrangt Oder leicht gesenkt.

Figure 7: Facial expressions (Fischer-Lichte 1983: 51)

Although these features were assembled from studying stage actors, they provide a useful
framework for the analysis of performance videos as well.
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The last study I want to mention in this context is one effected by Keith Roe and Monica
Lofgren (1988: 305-309), which tries to link low educational achievement with regular video use.
Roe and Lofgren found that among the 15 to 16 year-old Swedish students of two Gothenburg
schools, 58 per cent of the low achieving group used music videos for over an hour a day during
the week, 21 per cent of them for over two hours a day. By comparison, only 26 per cent of
medium and 31 per cent of high achievers used them for more than an hour a day. The different
school achievement groups also differed in terms of how they used music videos: those with
lower school grades more often used music videos merely as background sound and as
accompaniment to other activities. They, moreover, tended to regard the visual aspects as
unimportant. In general, the higher the level of school achievement, the more the visual narration
was regarded as important. Girls generally found the visual aspects of music videos more
important than boys.
The motive for music video use most cited was "it helps to pass the time". Attention to songlyrics was cited by 32 per cent as often being a motive, which seems rather surprising in view of
the fact that earlier studies of motivations for music listening have reported this as one of the least
often cited motives for use. Mood control ("it puts me in a good mood") and atmosphere creation
were also fairly common motivations for music video use, while identification with persons
portrayed in the videos was chosen least often as being a motive for use (6%) (cf. Roe/Lofgren
1988:311-312).
Although it seems that music videos were experienced as less relaxing than music delivered via
a purely audio system, Roe and Lofgren believe that the term "visual radio" is the best and most
appropriate way of describing music video TV (cf. Roe/Lofgren 1988: 312-313).
What the study fails to provide is evidence that music video TV is associated with an increase
or decrease in the purchase of recordings. Only a weak relationship was found between the
amount of music video use and the number of singles bought. Girls tended to buy more singles
than boys, but overall, boys purchased more recordings than girls. Among low achievers, 47 per
cent bought recordings at least once a month, compared to only 16 per cent of the middle
achievement group and 20 per cent of the high achievers (cf. Roe/Lofgren 1988: 310-311).
In linking music video consumption to school commitment, this study underscores Tanner's
findings, discussed in II.3.2.. As opposed to Tanner, however, Roe and Lofgren conducted their
study in two predominantly working-class neighborhoods, so that no conclusions about the social
stratification of video use can be drawn.

III.1. INTRODUCTION TO THE STUDY OF
MAINSTREAM POP SONGS
In order to narrow down the diverse field of popular music, I have decided on two major
topics for this thesis - two subjects which have not been thoroughly examined yet: I) Personal
development, and II) Show business. The first of these two topics is then further divided into three
sub-categories: 1)1. growing up/childhood/youth; 1)2. adulthood/identity crisis; 1)3. old people in
society. Show business, on the other hand, incorporates three sub-categories which are not
explicitly separated, but nevertheless dealt with: the conception of show business in general, the
notion of music business in particular, and the power ascribed to music. Each topic is treated in
more detail in the individual introductions and is then illustrated by a thorough exemplary analysis
of one particular song (AO), followed by a detailed comparison (IOC) with several other songs
belonging in the same respective categories (IOC3VI).
I have deliberately omitted love songs from this study, although they make up by far the largest
catalogue in popular music. Yet, it is my conviction that the topics I have chosen do not only
provide an additional thematic complexity, but also allow a more "detached", "neutral",
"objective", and, if you will, "scholarly" approach. The songs discussed in this study are probably
more demanding, in that they ask for close listening and provoke an audience response that is not
entirely triggered by emotion but also by thought. That is not to say that all love songs are
"dumb", cliched, trite, or corny, even though the great majority might lack originality. There are,
of course, numerous examples of well-crafted, original, poetic love songs which go well beyond
the regular pattern.
Another reason for my neglecting this topic altogether has to do with the fact that several
studies have already been conducted on love songs, most notably the studies by James T. Carey
(1972) and Nancy Vickers (1988), but also a fairly elaborate study done by Barbara Bradby
(1990: 341-368) on the girl groups of the 1960s. Among many others, these works - if eclectic already provide a broad view of the topic.
Favoring a linguistic approach, I have chosen the song lyrics, i.e. the linguistic/poetic aspect of
song texts, as the starting point of all of the analyses. Also note that this study will not provide a
fully satisfying analysis from a musicological point of view. Nevertheless, I hope to be able to at
least put my finger on some of the mechanisms (both in the lyrics and the music) that are primarily
responsible for popular music's strong and seemingly longlasting appeal.
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I focus on what is generally referred to as "self-contained" artists, meaning performers who
also write their own material. Elvis Presley, featured with his rendition of "In the Ghetto", is really
the only exception to the rule in this respect.
All of the singer-songwriters whose songs are discussed here are either from the US, Canada,
or Great Britain, and are native speakers of English.
As for the musical style/genre, I have decided to concentrate on mainstream pop music,
because it is the kind of music most easily accessible to and considered very appealing by a very
diverse audience, ranging from children to grandparents. Mainstream pop, often referred to as
"Middle-of-the-Road" (MOR) music, is defined as "a music business term for ballad and easy
listening music" in Hal Leonard's Pocket Music Dictionary (1993: 78). Stephen Citron (1985;
303) refers to MOR as "a genre of songs in relaxed tempo with a smooth and very prominent
melody". It is often used derogatively, describing rather sentimental, schmaltzy music, aimed at
the post-30 demographics. A more objective term is "Adult Contemporary" (AC) music, which
encompasses the "softer" of contemporary pop and rock songs. In this study, MOR and AC are
both used interchangeably and unprejudicedly for adult-oriented pop and pop-rock.
To further illustrate and justify my choice, I shall quote Philip Tagg (1987: 284): "It would
seem to make more sense to analyze mainstream musical codes first (such as middle-of-the-road
pop, music for film, TV, and advertising) and to have some viable hypothesis about how these
work before proceeding to the discussion of the meanings and functions of subcultural, countercultural, or 'alternative' musical codes [...]. Using 'exceptions' as a basis for establishing general
rules does not seem to be an efficient intelligent strategy". Tagg already noted in 1982 that"[...] it
seems wise to select an AO [analysis object] which is conceived for and received by large,
socioculturally heterogeneous groups of listeners rather than music used by more exclusive,
homogeneous groups, simply because it is more logical to study what is generally communicable
before trying to understand particularities" (Tagg 1982: 47).
As a study effected by Marsden and Swingle (1994: 269-289) indicates, "oldies rock",
"country and western" and "mood/easy listening" are the three genres having the broadest appeal
to American adults in the early 1990s. On the other hand, styles which tend to be identified with
particular subgroups in American society - such as Latin/mariachi/salsa, reggae, rap, new age/
space music or heavy metal variants on rock - are among those with the narrowest appeal. Figure
8 also shows that unfamiliarity and lack of knowledge are highest for some of the less popular
forms of music (reggae, Latin and new age); other genres, like rap or heavy metal, are wellknown, if not well-liked. The numbers in parentheses represent the number of informants who
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were asked whether they liked very much/liked/had mixed feelings about/disliked/disliked very
much or did not know much about the types of music listed below (cf. Marsden/Swingle 1994:
281-282).

Oldies rock
Country/western
Mood/easy listening
Gospel music
Blues or rhythm and blues
Big band/swing
Contemporary pop/rock
Broadway musicals/show tunes
Jazz
Classical music - symphony
and chamber
Bluegrass
Folk music
Reggae
Latin/mariachi/salsa
Opera
New age/space music
Rap music
Heavy metal

Percent saying
"Like very much"
or "Like"

Percent saying
"Don't know much about"

68.5%
61.2%
59.6%
58.2%
55.8%
53.8%
53.4%
50.1%
49.9%
47.6%

2.6%
1.4%
4.5%
2.2%
3.5%
10.3%
3.1%
4.8%
2.4%
4.1%

(1596)
(1596)
(1593)
(1594)
(1594)
(1594)
(1594)
(1592)
(1591)
(1595)

44.3%
42.8%
28.0%
25.7%
20.7%
14.7%
12.7%
10.7%

10.2%
4.9%
18.5%
13.9%
5.2%
18.3%
3.8%
4.4%

(1595)
(1594)
(1595)
(1594)
(1593)
(1592)
(1595)
(1596)

Figure 8 (Marsden/Swingle 1994: 279)
The fact that older mainstream artists, such as Phil Collins and Billy Joel, continue to sell
records and sell out huge concert venues can primarily be seen as a direct consequence of what
Eberly (1982: 351) has referred to as the "graying of America". Goodwin (1993: 40) underscores
this point by quoting John Qualen (1985): "[...] the latest RIAA [Recording Industry Association
of America] survey indicates that in 1982 the 15-24 age-group accounted for 39 per cent of
record and tape sales as against 45 per cent in the years 1979-1981". Hence, it is not only the
recording artists that have grown older, but also their audiences. It is also clear that this
generational change has had and still has profound consequences for the music industry: it has
helped to fracture pop taste, so that now there is a market for music which is neither completely
youth oriented nor part of a pre-rock culture. The older demographic group is reached via out-oftown arena shows rather than through live performances at small, inner-city clubs. MTV
Networks established an adult-oriented all-music cable station, VH-1 (Video Hits 1) in 1985,
aimed at the 25-54-year-old demographic (cf. Goodwin 1993: 39-40).
It should not go unmentioned that career longevity also accounts for the success of today's
"older" pop artists and their drawing power as concert attractions. Hamlen (1991: 731) stresses
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that "clearly the strongest predictor of total record sales is career longevity [...]". This is also
illustrated by Hamlen's table of the Top 20 record sellers (Figure 4 in II.3.1.), in which almost all
pop acts mentioned have been successful in the music business for more than ten years, most of
them for 20 years and longer.
All these factors make for a more diverse music scene: more types of music coexist nowadays
and they all fulfill the needs of a more heterogeneous audience. Mainstream pop/rock probably
occupies the largest niche in the popular music market and is favored by both formats, the AM
and FM radio (cf. Eberly 1982: 227-230).
Within the mainstream, there are some artists who represent this genre more so than others,
and the one singer-songwriter who is often - sometimes derogatorily - credited with "inventing"
MOR is Neil Diamond. He paved the road for other artists such as Barry Manilow, John Denver,
Billy Joel, Elton John, and Kenny Rogers in the early 1970s. In the 1970s and early 1980s no
other artist sold more records than Diamond (by the early 1990s, he had sold over 92 million
records world-wide), and although his albums haven't sold that well in recent years (with his
output having slowed down considerably too), he remains one of the most popular concert
attractions in the USA, UK, and Australia, breaking box-office and attendance records wherever
he goes. Ffis audience is truly middle-of-the-road, crossing all age, sophistication and gender
boundaries. The great bulk of his audience is made up of white middle-class, white-collar workers
and professionals, predominantly female.
Answering the question of who he usually sees in his audience, Diamond told Tony Squires of
the Sydney Morning Herald in 1992: "Everybody [...]. Working people. Professional people.
Young people. Young married people. Children. Old people. Middle-aged people [...]. That's
what I see. I like it, too" (Squires 1992: 43).
Diamond's cross-generational appeal, which he shares with other AC performers such as Elton
John and Billy Joel, is the main reason why I have decided to focus on his rather diverse body of
work and compare other artists' songs with those of Diamond. Let us therefore look at Neil
Diamond's songwriting in general before we actually start to discuss some of his songs in detail.
Although Diamond now seems the perfect example of a MOR artist, he has not always been
that "middle-of-the-road". In the 1960s he wrote the number one smash "I'm a Believer" for the
Monkees and churned out rockers, such as "Cherry Cherry" and "Thank the Lord for the
Nighttime", for himself. However, come the 1970s and Diamond gradually abandoned the harder
edge of rock music for (sometimes admittedly overproduced) ballads. While his early songs relied
more on rhythm, tempo changes and a driving Latin beat, his slower songs are usually heavily
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orchestrated and contain well-crafted lyrics, more reminiscent of the Tin Pan Alley tradition than
of rock'n'roll and Rhythm&Blues. As a matter of fact, we have already mentioned that Diamond
worked out of the Brill Building in the early 1960s, then part of the slowly dying Tin Pan Alley,
and its influence, along with the country and western music of the Everly Brothers and others, is
still evident in Diamond's work.
As Robert Hilburn, the Los Angeles Times pop music critic, wrote in 1986: "While guilty in
recent years of belabored ballads, he has also written a wide range of first-rate songs, the best of
which are far more engaging than the work of such mainstream pop rivals as Billy Joel and Barry
Manilow. They range from the rock-edged introspection of'Solitary Man' to the sophisticated
trimmings of'Beautiful Noise1 to the strongly poetic edges of'If You Know What I Mean' [...]"
(Hilburn 1986: V, 11).
Greg Kot of the Chicago Tribune characterizes Diamond's songwriting as follows: "It's no
. small talent to produce such a wide and diverse body of work, and in this specialized era it's
become increasingly rare. Diamond's songwriting harks back to the pre-rock, Tin Pan Alley days,
when tunes were made to order, fitting a particular style or entertainment function rather than
serving a more personal muse. Diamond blended this formative influence with more introspective
folk and rock styles, as well as the exaggerated growls and inflections of blue-eyed soul, to
become one of the dominant pop acts of the last 25 years" (Kot 1992:1, 16).
Diamond sees himself as falling between two musical traditions: "I fell between two musical
generations [...]. I love Sinatra and Eddie Fischer. Yet I really loved the Beatles" (Cocks 1981:
71).
The fact that this study rests heavily on Diamond's rather versatile songwriting skills does not
have as a consequence a one-sided analysis which serves as a defense of Neil Diamond's
shortcomings or an extension of praise for his abilities. This study's purpose is not to evaluate
songs, praise one artist's work over another's, but to find elements that are common to most or all
songs, as diverse and different as they may seem at first hearing. It is the aim of the analyses to
show how songs work, what they are based on, what the elements are that make a three-minute
song a central part of many people's lives. As we have seen already, most songs work well
because the listener can identify with the lyrics, the flow of the music, or - ideally - both. And it is
precisely with this emotional identification with and attachment to a specific song that popular
music - and for that matter, all music - fulfills its main purpose: music makes people feel things,
moves them in one way or another, makes them happy or sad, inspires them to sing and dance,
makes them pause to think about certain lyrics, makes them more aware of their own and other
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people's situation. Thus, it is the main objective of this analysis to point out at least some of the
means with the help of which this emotive attachment is achieved.
Since all the songs I have selected for this study have moved me somehow, and/or have a
meaning to me that goes well beyond mere and objective listening, I may be reproached with
being biased. And I frankly admit to subjectivity in choosing these particular songs; nevertheless,
in the analysis itself there is little room for subjectivity. It consists of a detailed discussion of the
lyrics in combination with the music and of the synergy between the two. Hence, the parameters
of analysis - as we have described them in 1.2-4 and II.3. - are rather objective.
The main emphasis in this study will be on the analysis of the neutral level, that is, of the
individual songs themselves. Hereby I not only draw from methods illustrated in H.3., but also
from an exemplary study, done by Christian Klein (1991: 75-94) on Billy Joel's "Goodnight,
Saigon", in which he establishes a historical background as well as a musicological analysis, which
is repeatedly interrupted by references to the lyric. Klein combines two approaches, suggested by
Tagg and McClary, respectively. He looks upon a pop song as a kind of entity and deals with it
accordingly, never really separating the lyric from the music. For my study, I have adopted Klein's
holistic approach, because I am convinced that a semiotic analysis is only meaningful if these two
elements - lyric and music - are seen as complementing one another.
The esthesic level will only briefly be touched upon in a small exemplary study I carried out,
testing the reactions of listeners to Neil Diamond's "I Am .. I Said".
As Philip Tagg (1987: 288) has pointed out, it is almost impossible for the popular music
researcher to get any valid information that would make the analysis of the poietic level
meaningful and relevant. Since it was not possible for me to conduct interviews with any of the
singer-songwriters featured in this study, I can only refer to newspaper articles and interviews in
which those artists discuss their songs.
What might finally be of interest here is the different ways in which the individual songwriters
approach their craft: it seems that most songwriters first write the music and then the lyric,
whereby a concept or a notion frequently precedes the actual process. Neil Diamond, Billy Joel,
and Paul McCartney, e.g., are only three songwriters who belong in this category. Billy Joel has
said about the process of songwriting: "It's agony [...]. I get in this strange state. I even dream a
lot of the music. I wake up and recall bits and pieces of stuff. That triggers other ideas. I slowly
pull it all together. It's like pulling teeth" (Hunt 1993: F, 9). Neil Diamond, who has written songs
everywhere, including the New York subway, the back seat of a car, and airplanes, seems to agree
with Joel: "The writing is all-consuming [...]. It's always been hard. It's hard to bring a good idea
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to fruition. It's one thing to say, 'Let's write a song about the inner anguish of a person who is
feeling kind of lost and apart from all his roots and trying to build a new life'. I'm referring to 'I
Am ... I Said'. A lot of it has to do with that moment of inspiration, when you find an idea that's
so exciting, so substantial that you're willing to work five or six months to make it into a song"
(Bream 1992: V, 2). Diamond further elaborates on the aim he pursues in his songwriting:"[I am]
searching for the point where music becomes more than music, becomes something tangible that
can actually touch somebody inside, something more than a melody and some words. Then you're
talking about something almost... spiritual [...]" (Harrington 1992: D, 6).
Leonard Cohen, as opposed to Diamond, Joel and McCartney, is a noted poet much more than
a songwriter, and consequently uses his poems as a starting point. Similarly, Bernie Taupin
provides Elton John with lyrics for which John then composes a melody. Other songwriters start
by writing down one line. Bobbie Gentry, for example, jotted down the sentence "Billy Joe
McAllister jumped off the Tallahatchee Bridge", which supplied the seed for her number one hit
record "Ode to Billy Joe" (cf. Billboard 1992: 229).
In addition, many singer-songwriters who play more than one instrument compose their songs
on one or the other, depending on what kind of song they are working on. Neil Diamond and Paul
McCartney, for example, write most of their rhythm songs on guitar, whereas they tend to
compose their ballads on piano (cf. KashaMrschhorn 1979: 93). According to Diamond, the two
instruments bring out very different sides of his musical personality: "For me, writing on the guitar
suggests rhythmic motion, while my piano songs are either very grand or very sad" (Holden 1989:
C,5).

IIL2. INTRODUCTION TO PERSONAL
DEVELOPMENT
This broad topic encompasses 1) songwriters' descriptions of childhood and adolescence
experiences; 2) their portraits of adulthood, adult and identity problems; and 3) their accounts of
the situation of old people in our society. The main emphasis will be on the first two subcategories, with the third (including three songs only) serving as an adequate completion of the
topic.
Many of the songs, especially those treating adult and old people's hardships, but also several
of the songs tackling the growing-up process, deal with loneliness and alienation from society.
They depict the individual's situation (frequently represented by the "lyric I") to point out
problems often found in modern society and therefore achieve a high degree of identification
among the listeners. Obviously, the audience is ready to identify with, or at least feel sympathy for
the "outsider".
According to B. Lee Cooper (1978: 168-174), these songs all follow a long tradition, in which
they have exploited the lives of exceptional people - predominantly men. Cooper refers to this
balladeer's trade as a kind of "folk ethic", which has served to highlight the growing popularity of
biographical themes. Outlaws, such as "Bad, Bad Leroy Brown", written and sung by Jim Croce,
who reject all conventional forms of social courtesy and involve themselves in socially
unacceptable and illegal activities, are equally popular with audiences as more complex and subtle
outsiders, depicted as heroes by more sophisticated artists, such as the Beatles. The latter do not
necessarily attract the general listening public, but rather an audience "that comprehends the
subtle problems of a faceless/nameless "Nowhere Man1, or an alienated Father McKenzie [in the
Beatles' 'Eleanor Rigby'], or the splendid isolation of a 'Solitary Man' [by Neil Diamond], or an
individual who declares 'I Am a Rock1 [by Simon and Garfunkel]" (Cooper 1978: 174). Hence,
according to Cooper (1978: 176), it is only in these songs that the human desires for honesty,
integrity, warmth and tenderness are considered. Cooper further suggests that "the lyricized
behavior of outsiders in popular songs serves as an emotional outlet enabling individuals
vicariously to overcome the frustrations of living in an alienating, repressive society" (Cooper
1982: 77). Consequently, more violent heroes ("Bad, Bad Leroy Brown", Johnny Cash's "A Boy
Named Sue", etc.) have emerged as a mythical force to challenge that which the listener feels
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helpless to defeat, that is, organized society, the system. They are what Cooper refers to as "the
audience's alter ego" (Cooper 1978: 175).
In this study, however, all of the songs dealing with "outsiders" depict loneliness and alienation
as their main theme, rather than a villain's fight against the law, and they generally show the plight
of these "emotionally marginalized" individuals without offering a solution.
Eight songs, namely "In the Ghetto", "Ode to Billy Joe", "Mama's Arms", "Ballad of Lucy
Jordan", "Eleanor Rigby", "The Last Song", "Morningside" and "The Living Years" explicitly
mention death; some of them make it their main topic. It is interesting to note here that death is
obviously considered equally a part of the childhood/adolescence experience as it is of adult and
old people's lives.
Thrush and Paulus (1979: 219-228) found enough evidence in their study on "The Concept of
Death in Popular Music: A Social Psychological Perspective" to state that the vast majority of
songs dealing with death address themselves to death and dying in a manner acceptable to society;
that is, they do not challenge the more common vision of death: "The perspectives offered by the
composers reinforce the basic techniques used by our culture for coping with these experiences.
The music exhibited in varying degrees the mechanisms of guilt, denial, repression, illusions of
impermanence, and the anxiety manifest by the overriding concern for death's unfairness. Many
songs emphasize the catastrophic and destructive element of death. Death becomes an
interference rather than an inevitability" (Thrush/Paulus 1979: 227).
The emotional state of most of the heroes in the songs to be analyzed can, therefore, be
described as unhappy, unfortunate, desperate, or sad. The way these feelings are conveyed seem
to differ greatly, though, especially in the lyrical treatment, but also in the use of specific musical
devices. The diverse approaches will be examined and compared in great detail.

III.2.1. CHILDHOOD EXPERIENCES, GROWING UP
Let us now look closely at one pop-rock song which seems to incorporate many of the notions
of and associations with growing up. It is the only song in this study which describes childhood
and youth as an overall positive experience, although it, too, points to loneliness, frustration and
fear as ever-present feelings.

III.2.1.1. "BROOKLYN ROADS"
"Brooklyn Roads"

If I close my eyes
I can almost hear my mother
Callin1, "Neil, go find your brother
Daddy's home, and it's time for supper
Hurry on"

And I see two boys
Racin' up two flights of staircase
Squirmin' into Papa's embrace
And his whiskers warm on their face
Where's it gone
Oh, where's it gone?
Two floors above the butcher
First door on the right
Life filled to the brim
As I stood by my window
And looked out on those
Brooklyn roads
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I can still recall
The smells of cookin' in the hallways
Rubbers drying in the doorways
And report cards I was always
Afraid to show

Mama'd come to school
And as I'd sit there softly crying
Teacher'd say, "He's just not trying
He's got a good head if he'd apply it
But you know yourself
It's always somewhere else"
I built me a castle
With dragons and kings
And I'd ride off with them
As I stood by my window
And looked out on those
Brooklyn roads

Thought of going back
But all I'd see are strangers' faces
And all the scars that love erases
But as my mind walks through those places
I'm wonderin'
What's come of them
Does some other young boy
Come home to my room
Does he dream what I did
As he stands by my window
And looks out on those
Brooklyn roads
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The song, with words and music by Neil Diamond, was a moderate hit for Diamond in 1968,
reaching number 58 on the Billboard Top 100 Singles Chart. The single version also appeared on
Diamond's 1969 album Velvet Gloves and Spit and represents the basis for this particular analysis.
"Brooklyn Roads" can be described as an autobiographical song, of which Diamond himself
said in 1992: "Now that was consciously autobiographical. I wanted to try and capture what it
was like growing up in Brooklyn - for myself, just to have that feeling for a moment" (Hilburn
1992: CAL, 5).
In their unauthorized Neil Diamond biography, Grossman, Truman and Yamanaka (1987: 60)
write that '"Brooklyn Roads' was basically an extension of the biographical sentiments developing
in 'Shilo' [a song we shall discuss later in this chapter]. 'Brooklyn Roads' delved into the lonely
city-born child's adolescence, sharing his hopes and dreams of one day conquering the rawness of
the city".
In order to see how these feelings are stirred within the listener, we will have to closely
examine the overall structure of the song as well as the message of the lyric and the mood created
by the music.
The song, like most pop songs, has a 4/4 time signature and is written in the key of C major - a
key which is considered to denote joy and happiness rather than sadness (cf. Nattiez 1990: 125126). The rhythm throughout the song is moderately fast, with quarter and eighth notes
predominating.
"Brooklyn Roads" consists of a four-bar instrumental introduction, in which a guitar figure is
repeated twice. It contains an accidental in the first chord and moves up chromatically, making for
a rather strange and interesting sound right away. This guitar riff recurs again six times in each
verse and can be seen as a kind of rhythmic leitmotif. It provides the listener with a familiar, yet
distinctive feature right from the beginning.
The introduction is then followed by an A section, that is, the verse, consisting of two
segments (a and a'), the first of which is ten bars long; the second, a1, contains 12 bars and is a
melodic and rhythmic variation of the first (a) segment. The B section, that is, the chorus, begins
right after the a1 segment of the A section and runs for eleven bars. The last time the chorus is
sung, the eleventh measure is omitted and a four-bar coda is added instead. Hence, the basic song
structure can be characterized as ABABAB, whereby the third A section contains a ten-bar
instrumental solo (= the a segment), and the third B section is expanded by the coda.

The overall sound of "Brooklyn Roads" can be described as rather unusual, not easy to sing
along to. The song lacks a genuine "hook", which may account for the fact that the song didn't
find its way up into the Top 40 of the charts.
The extraordinary effect alluded to above is achieved in part by the many non-diatonic chords
Diamond uses in this song. The frequent use of the bVII and bill chords, that is, the subdominant
minor Bb7 chord and the tonic minor Eb chord, creates a bluesy, melancholy, poignant feeling,
which perfectly mirrors the wistful look back described in the lyric. The bVImaj.7 chord
(Abmaj.7) is used only once in the instrumental solo and provides a quality similar to that of bVII
(cf. Josefs 1989: 161-167). The IVm (Fm) chord, like the bVH and bVImaj.7 chords, is a
subdominant minor chord and occurs only once in the chorus and in the instrumental solo. The
VH7 chord (B7), used in the verse, is a secondary dominant, namely the V7 chord of the II chord
(Em) in the key of C. Other non-diatonic chords include the #IV7 chord (F#7), which is part of
the guitar figure.
Interestingly, the song (or more precisely, the verses) starts out on the dominant V7 chord
(G7) in the key of C, not the tonic C, which conveys some tension from the start. The dominant is
often defined as "needing to resolve" (usually to the tonic, which is usually described as "being at
rest") (cf. Josefs 1989: 53-54). However, the G7 chord is sustained for the first six bars of the a
and a1 segments of the verses, only interrupted twice by the guitarriff,and is finally resolved to
the tonic I chord in bar 7 of each segment.
The melodic motif is introduced in the first measure of the verse, on "If I close my eyes":
G7
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The use of the "lyric I" conveys the notion of a personal statement; and the image of closing
one's eyes connotes a daydream-like situation. Hence, the setting of the song's story is in the "lyric
I's" head; the descriptions that follow are consequently reminiscences, memories. The four-note
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motif is built around an ascending melody line, starting on g on "If I", moving up a major third to
b on "close", a minor third to d' on "my", andfinallya perfect fourth to g' on "eyes", whereby
"eyes" is not only highlighted by the highest note, g', but also by an anticipation of a downbeat.
The motif (including the offbeat) is then repeated in measures 3 and 5, with the last interval being
altered, leaping up a perfect fifth from d' to a' on "hear" and "find", respectively. Bar 11, the
beginning of segment a', repeats the original motif exactly, whereas bars 13 and 15 repeat the
variation of the motif. The expansion of the motif, first introduced in measure 4, following the
first variation of the original motif, contains a descending melody line and is repeated exactly in
bars 6 and 14; in bar 16, on the other hand, the expansion is altered melodically. All the
repetitions furnish the song with an already familiar melody; thus, the listener is more ready to
concentrate on the lyric rather than on rhythmic or melodic features. The music, therefore, can be
considered primarily a prosodic device, underscoring and highlighting key words and emphasizing
rhymes.
Having set the "stage" for further descriptions, the first verse moves on to introduce all the
other characters, that is, the narrator's family: "I can almost hear my mother/Callin', "Neil, go find
your brother;/Daddy's home and it's time for supper/Hurry on!". The fact that Diamond uses the
modifier "almost" suggests the distance the "lyric I" feels when talking about the past: the
memories are still present, warm and fond in a way, yet "almost" is also a clear indication of these
events being in a past that will never come back. Thus, the a segment of the first verse serves to
familiarize the listener with the setting, using very personal devices, such as the direct speech in
lines 3-5 to liven up the story and also to illustrate "almost hear" in the line before. Diamond uses
his first name, "Neil", in his mother's addressing him to make clear the autobiographical character
of the song - a device also successfully applied by Billy Joel years later in "Piano Man".
The family is portrayed as rather close-knit: the entire family, mother, father, and their two
sons are having dinner together; "supper", then, assumes an additional meaning, standing not only
for food but also for an act the family performs together. The warmth and loving feeling
predominant in the family is further indicated by Diamond's use of "Daddy", and later, "Papa" and
"Mama" - more affectionate terms for "father" and "mother".
The a1 segment describes the setting more explicitly: "And I see two boys/Racin' up two flights
of staircase". The listener now knows that the family must have lived on the third floor, a fact
which is again underlined by the first line of the first chorus: "Two floors above the butcher".
Diamond once recalled in an interview that he had in mind his family's apartment on Flatbush and
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Church Avenue in Brooklyn, New York, when he was writing the song (cf. Grossman/Truman/
Yamanaka 1987; 15).
"I see", like "almost hear" in the a segment, functions on the daydream level, in the
songwriter's mind, linking the story, which is set in the past, to the present. This connection is also
effectuated by the use of the present tense throughout the first verse, emphasizing the "lyric I's"
strong ties to the past.
The notion of closeness and love is again revived in "Racin' up two flights of staircase/
Squirmin1 into Papa's embrace/And his whiskers warm on their face": the alliteration in line 9,
"whiskers warm", intensifies the feeling of affection and heartfelt emotions, as does Diamond's
vocal performance, which conveys just enough schmaltz to make the song personal and touching.
Diamond hits d" - the highest note of the song - on "warm", stressing the word and the
alliteration.
The use of "two boys" and "their face" again suggests that things have changed, that those two
boys are grown now, which is further underlined by the following two lines: "Where's it gone/Oh,
where's it gone?". Those rhetorical questions display a regretful, nostalgic, sentimental, almost sad
and wistful quality, which is present throughout the entire song. The listener is left with the
feeling that the narrator is desperately trying to hold on to the past, even more so because
Diamond's voice, when singing "gone", has a whining quality to it. The repetition of "Where's it
gone" in itself adds to the "lyric I's" sadness over the loss of his childhood days, and the
exclamation "oh" also expresses these nostalgic feelings. The repetition is emphasized by the
melody line, which not only mirrors the intonation pattern of human speech (moving up at the end
of a question), but also contains a repetition: the first time, the melody moves from f down to e1
and up a minor third to g' on the anticipation of the third beat, highlighting "gone"; the second
time, the melody is repeated exactly a step lower. Thus, the first verse - and for that matter, all
verses in "Brooklyn Roads" - ends on f against a G7 chord, creating a flat seventh; and since G7
is also the dominant V7 chord in the key of C, the combination of both makes for a rather unique,
melancholy sound on "gone", which hangs suspended, longing to be resolved to the tonic.
Together with Diamond's vocal delivery, this one bar is a perfect example of excellent prosody.
The three choruses, although containing the same melody, have different words, which is
rather unusual in pop music and partly accounts for the lack of a "hook". In the case of "Brooklyn
Roads", the choruses add interesting, almost indispensable pieces of information to the song's
verses and contribute to the mood of the song. The music in the choruses, although in C major as
well, has a strong tendency toward Bb, the secondary dominant of C, lending an even more
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melancholy quality to the song. Dark vowels and diphthongs predominate in all choruses,
especially in the last three lines, providing a notion of sadness and nostalgia. The melody line like in the verses - primarily encompasses the middle of the range of a twelfth (from g up to d");
therefore, we can state that the tessitura in both the verse and the chorus is about the same,
although the lowest note (g) only occurs in the verses. This feature is also fairly uncommon in
popular music, where the melody in the verses frequently stands in contrast to that of the chorus a point we shall see time and again in the course of this study.
Nevertheless, the first chorus does provide some rupture in "Brooklyn Roads" as well, since
Diamond for the first time introduces the past tense in tines 3, 4 and 5. He gradually shifts the
description of the geographic setting ("Two floors above the butcher/First door on the right") to a
more metaphorical level: "Life filled to the brim/As I stood by my window/And looked out on
those/Brooklyn Roads". With the help of these detailed descriptions, the listeners can really
picture the place, the building, the apartment's location; they are by now so familiar with the
setting that they might get the idea that they have already been there.
"Life filled to the brim" is an image in itself: one can "see" the lively streets, packed with
people talking, walking by, children screaming and playing in the street; in other words, the
listener is supplied with the notion that there must have been a lot to look at for a child staring out
the window. The fact that it is "my window" implies that the boy has something of his own, if only
a window. "Window" will also assume additional meaning in the subsequent choruses.
Another contrast to the verses is the move away from a purely realistic description to a more
imaginative level, which peaks in chorus 2 and is kept up to some degree in the third chorus. By
"imaginative" I mean the notion the listener gets when he/she hears "As I stood by my
window/And looked out on those/Brooklyn roads". Looking out a window not only implies
seeing people but also day-dreaming, imagining things inside one's head. So the listener gets the
notion that the boy was a dreamer, lived in his own world, apart from the one Diamond describes
in the verses. This, in turn, links the young boy's personality to the "lyric I" as he is at the moment
of describing the past: still a dreamer, looking back, wondering how certain things might have
developed.
With this change, a new musical feature sets in as well, underscoring the daydream-like quality
of the chorus; a string section comes in on "right" and plays throughout the chorus, lending a
more sentimental touch to this particular part of the song. The stings take away some of the
narrator's emotional unevenness displayed by a sometimes unusual melody-harmony relationship,
such as the flat sevenths created by a bb' sung against a C7 chord and an ab' sung against a B7
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chord, both occurring on strong third beats on "two floors" and "first door", respectively. Other
than those two instances, the chorus is more consonant, less exotic-sounding than the verses, with
a melody composed primarily of thirds and roots of the harmonic accompaniment. It contains only
one more unusual harmony-melody relationship on "those", created by Diamond singing a b
against a Bb chord in bar 8, whereby the b is part of the only melisma of the entire song. The bass
line descending underneath the melisma adds to the woeful quality of the chorus. It is also one of
the few instances in which the bass goes beyond its main function in this song, that is, it
transcends its use as a rhythmic device. The b in the melisma is sustained for one measure and is
finally resolved to bb, that is, the root, on "Brook[lyn]" in bar 9.
Likewise, the C major tonality is fully restored again in bar 10, with Diamond singing a c'
against the tonic C chord on "roads" on the anticipation of a downbeat. The sudden jump from
the bVII chord (Bb) to the tonic C adds to the drama, as does the pedal point in bars 10 and 11. It
is created by the C-F/C-C7 chord progression and recurs on the four measures of the coda at the
very end of the song as well. The pedal points provide a haunting, dramatic quality and make for
an additional climax each time they occur.
As we have seen, the title "Brooklyn Roads" appears only at the very end of each chorus and
consequently receives special emphasis. It is further highlighted by Diamond's reaching down to
fairly low pitches to denote emotion and drama, and by the half rest, which precedes "Brooklyn
roads" and builds anticipation. Moreover, the instrumental accompaniment is suspended when
Diamond sings "Brooklyn" and sets in again without strings on "roads".
The title alone suggests a rather poor, working-class and lower middle-class neighborhood.
Brooklyn, one of the five boroughs of New York City, has always been a rather notorious and
infamous part of the city. And yet, Diamond's voice denotes affection and love for the place he
grew up in. The trombones setting in on "roads" echo the melody sung on "Brooklyn Roads", and
with their rather dark sound add to the melancholy feeling. The relatively low tessitura in bars 810 of the chorus also provides an effective link between the chorus and the following verse, which
again starts out on the lowest note of the entire song (g).
"I can still recall", the first line of the a segment of verse 2, signifies the distance between
present and past once more. In the following, Diamond describes the setting further; yet, this
time, he not only uses the past tense but also alludes to a sense other than auditive and visual:
"The smells of cookin' in the hallways/Rubbers drying in the doorways". The smells add to the
homely feeling, and the picture of rubbers drying out indirectly hints at other people living in the
building as well, apart from the narrator's family.
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In contrast to the a segment of the first verse, in which key words such as "eyes", "hear", and
"find" are highlighted by anticipations of downbeats and the highest notes of the respective
musical phrases, prosody in the a segment of verse 2 seems less than perfect, with its emphasis on
"in" in lines 2 and 3, which definitely takes away from the effect those lines might otherwise have
had.
Having completed the description of the setting, Diamond moves on to another level with
"And report cards I was always afraid to show". The new subject matter is still tied to the family
in a way, yet transcends it to incorporate a different setting, namely school. Diamond sings a d" on
"I", almost crying out, indicating that he still thinks painfully back to those days: the homely,
warm and caring family setting is disrupted by the reality of school, which appears to have been a
rather unpleasant one. The last line of the a segment smoothly segues into the a' segment, which
elaborates on the boy's school days. The smoothness is not only achieved by the foreshadowing
but also by strings setting in on "afraid to show", indicating another dramatic turn.
"Mama'd come to school/And as I'd sit there softly crying/Teacher'd say, 'He's just not
trying/He's got a good head if he'd apply it/But you know yourself/It's always somewhere else'"
brings in the new geographic setting - school - and stresses it by the highest note within the motif,
g', and by an offbeat. The listener can very well picture the scene: the teacher talking, complaining
about the boy; the mother embarrassed, distressed, ultimately agreeing with the teacher; and the
young child sitting there, afraid, hurt, and angry. The scene must have repeated itself several times
throughout the boy's school career, as is indicated by the use of "would" in "Mama'd come", T d
sit" and "Teacher'd say". Practically everybody can identify with the boy when recalling their own
school days: school is seen as ultimately frustrating - a notion most people will agree to. The
experience is described in a very subtle and touching way, evoking compassion and sympathy
among the listeners on "softly crying", which is effectively emphasized by Diamond's emotional
delivery, by two offbeats' and a descending melody line, denoting the sensitive child's sadness, fear
and frustration. The teacher, too, is portrayed as an understanding, if strict man/woman, who even
empathizes with the boy to a certain extent. "Just not trying" implies the teacher's frustration over
not getting his attention, of being at a loss of means. So both the teacher and the boy feel
misunderstood - a perspective which indicates the "lyric Fs" maturity as he looks back. He sees
things more clearly now, as opposed to the little child crying out of anger and shame; he
recognizes his own shortcomings, is more detached, which effectively illustrates the passing of
time. Things in general may seem less dramatic, easier to cope with, and may even be embellished
to some extent (as, for example, the descriptions at the beginning of verse 2). Yet, in contrast to
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some of the other songs we are going to look at in this study, childhood and youth - if wistfully
looked back upon - are not idealized.
The direct speech in the a' segment of the second verse again makes the teacher's argument
seem more authentic, less mediated through the songwriter himself. When Diamond hits the d" on
"he'd" in "He's got a good head/If he'd apply it", he sings with frustration, even resignation in his
voice - the kind his teacher must have felt years ago. The two alliterations provide some
additional urge and feeling of powerlessness. From the direct speech we also learn that it is a
dialogue between the mother and the teacher, in which the boy does not really participate: "you
know yourself is addressed to the narrator's mother to evoke her understanding. "It's always
somewhere else", then, picks up from the first chorus, and alludes to the boy's daydreaming: he
would be bright enough to do well at school, yet he cannot concentrate on school work. This line
also leads to the second chorus, in which Diamond describes how the young boy escaped the
pressures of school and of everyday life: "I built me a castle/With dragons and kings". The "lyric
I" found comfort in his dream world, took shelter with his imaginary friends - a notion present in
many of Neil Diamond's songs, most notably "Sbilo". The fact that he dreamed about a castle is
very revealing in itself: the castle is symbolic of wealth, power, riches; the same holds true for
"kings". Young Neil obviously dreamed about a better, more satisfying life, the opposite of what
he was surrounded by, which was basically the filthy streets of Brooklyn, loneliness and. problems
at school. Those "dragons and kings" always appear in fairy tales and the boy used a fairy tale
world to escape reality: "And I'd ride off with them/As I stood by my window/And looked out on
those/Brooklyn roads". Here, the window facing the street becomes symbolic of the child's
dreams and "my" in connection with "window" assumes an additional notion: it is there that his •
very private dreams have their roots, begin to flourish; it is at the window that reality - although
present everywhere in the street - gives way to dreams, and it is at the same time the window that
nourishes those dreams. Imagined "dragons and kings" become real and alive by the window,
which does not only represent a connection with reality but also a kind of barrier: the young "lyric
I" is partly excluded from real life, maybe does not aspire to be part of it, has his dreams instead.
The inner rhyme "I'd ride" stresses the notion of breaking free, of escape, of the hope of getting
out of Brooklyn, of being rich. The notion of family has drifted into the background here, as the
feeling of isolation and loneliness predominates the second chorus. The string section here again
reinforces the mood, and the offbeats highlight the key words, such as "castle", "kings", "them",
"stood", "window" and "roads". The melisma once more stresses "those", which, as in the other
two choruses, is part of a false rhyme pattern encompassing "window - those - roads".

73

What is especially noteworthy in all three choruses is Diamond's phrasing: he sings two onebar phrases in a row and then adds a long, four bar-phrase on "And I'd ride off with them/ As I
stood by my window/And looked out on those", which effectively builds up drama and is further
reinforced by the sustained Bb chord. It isfinallyresolved to another one-bar phrase on
"Brooklyn roads". Each of the musical phrases starts after the downbeat, bringing some regularity
to the segment.
The instrumental bridge, following the second chorus and encompassing the a segment of the
third verse, is dominated by the nostalgic, rueful and melancholy sound of strings and a
harmonica, and is enriched by a subtle guitar and percussion accompaniment. The bridge seems a
perfect device not only to underscore the mood but also to bridge the gap between present and
past. Up to that point, the main descriptions related to events that took place in the narrator's
childhood and early youth, whereas verse 3 introduces yet another time level, that is, the
immediate past, which eventually leads seamlessly to the present. Hence, the instrumental bridge
serves to denote the passing of time.
The a' segment of the third verse starts out in the past tense, only to come full circle three lines
down, employing the present tense like at the beginning of verse 1. "Thought of going back"
suggests that the "lyric I" is now grown and has moved out of Brooklyn. Yet, unlike his childhood
dreams, he is not happy where he is at now; the memories of the place he grew up in keep coming
back. "Thought" again implies the imaginative level, which isfollyillustrated by the use of
"would" in the following line; it seems that most of the narrator's life is acted out in his head
rather than anchored in reality. The subsequent lines, "But all I'd see are strangers' faces/And all
the scars that love erases" clearly indicate that the "lyric I" is torn between his old home,
Brooklyn, where he has lost touch with people and would be a stranger himself, seeing all the
things he once hated about the place, and a new city he does not feel at home in. This feeling of
being lost is again taken up in Neil Diamond's 1971 hit song "I Am... I Said", which explicitly
deals with his move from New York to Los Angeles in 1969. The song will receive special
attention in IH.2.2.1..
The key words "back", "strangers' faces" and "love erases" are highlighted by offbeats and by
Diamond's emotional vocal performance. In addition, the seconds created by Diamond singing an
a' against a G7 chord on "strangers'" and "love" on anticipations of downbeats, and the flat
sevenths, created by f against G7 on "faces" and "erases" on two anticipations of strong third
beats provide a dramatic, haunting quality.
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The string section comes in on "But as my mind walks through those places/I'm
wonderin'/What's come of them" to supply a softer quality, which is again mirrored by the lyric.
While the first three lines talk about the roughness of what might be, effectively emphasized by
the harsh quality of the guitar figure recurring three times, the last three lines again display the
narrator's more loving attitude towards his hometown. This change is introduced by the sweeter
sound of strings and by "but", which clearly points to a change. "My mind walks through those
places" contains a kind of personification of "mind" in combination with "walks". It also indicates
the narrator's closeness to Brooklyn: his mind still wanders through those streets, in a way he
never really left the place. The synergy between the arrangement, the lyric and Diamond's singing
works to perfection again on "I'm wonderin'/What's come of them", with the strings crying almost
like Diamond's voice, lending a touching, tender quality to the segment.
The third chorus picks up musically and thematically from the last verse, using strings and
continuing on the imaginative plane: "Does some other young boy/Come home to my room?".
The passing of time is nicely illustrated by "some other young boy", yet the distance is almost
completely eliminated by Diamond's use of the possessive pronoun "my" with "room" and again in
line 4 with "my window": the "young boy" and "he" are contrasted with "my"; although the "lyric
I" no longer lives in this apartment, he still feels as if it belonged to him. The notion of home
described in the first two verses has disappeared, which is effectively represented by this "he" "my" contrast. Another opposition concerns the use of tenses in lines 3-5, "Does he dream what I
did/As he stands by my window/And looks out on those/Brooklyn roads". The alliteration "does
... dream ...did" reinforces the contrast between present and past tense, and for that matter,
between the narrator's past dreams and another person's life.
All in all, the song is a mirror of the songwriter's present and past dreams, effectively brought
together in the last chorus. Thus, "Brooklyn Roads" really works on two imaginative levels, that
is, the one introduced right at the beginning with "If I close my eyes", which is rooted in present
reality and serves as a kind of frame for the entire song; and the second, which can be described as
a dream within this dream: it is the portrayal of the young narrator's dreams outlined in the second
chorus.
The rhyme scheme, which is irregular, serves to tie certain lines together more closely. But, as
we have seen before, the content, the message of the lyric seems to be more important to
Diamond than the formal aspects of the song. Many of the line-end rhymes are so-called false
rhymes (cf. KashaMrschhorn 1979: 45), such as "mother - brother - supper" in verse 1 and
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"yourself- else" in verse 2. The rhymes are very subtle and provide additional coherence and unity
without interfering with the natural flow of the lyric.
The drama of the words is efficiently underscored by a melody that is composed of nearly as
many exotic seconds, sixths, fourths and flat sevenths of the harmonic accompaniment as of roots
and thirds, especially in the verses.
The varying length of the musical phrases equally supplies tension. We have briefly illustrated
this point in our discussion of the second chorus. In addition, it should be stated that the starting
point of all but one phrase is after the downbeat and consequently provides some regularity; the
only exception is the last phrase in each verse, which musically echoes the last portion of the
preceding phrase: it starts on a pick-up note (on three pick-up notes in verse 2), that is, before the
downbeat, indicating a musical/melodic change, which sets in with the chorus.
One final observation concerns Diamond's vocal delivery, which displays some typical features
of New York City English. This is true for all of his songs, because even though Diamond has
been living in Los Angeles since 1969 he has never lost his thick New York/Brooklyn accent. This
feature is especially effective in the many autobiographic songs Diamond has written and sung,
and constitutes an indispensable element in "Brooklyn Roads", lending even more authenticity to
the song. Except for the pronunciation of "butcher" /t>viia<-/, the post-vocalic Itl is lost, with
Diamond singing "mother" /WA^S :/, "whiskers" /wzs ka:«/ s "their" A<= •» ••/, etc.; the New York
accent is also evident in the pronunciation of the word "hurry", General American /Pian/, which
Diamond sings as /PiAn/.
In recent years, Diamond has taken to performing the song live with a radically different
arrangement, possibly to accommodate his by now slightly narrower vocal range. Instead of riding
on the ups and downs of the melody, he tends to talk over the tune, which entails a loss of drama
and assumes the quality of someone telling a fairy tale. The song is played more slowly, with
emphasis on acoustic guitar, percussion and bass. The choruses are highlighted more by the use of
percussion, and synthesized strings replace the acoustic string section of the original recording.
Thus, some of the schmaltz is edited out of the live version because of the more narrative mood
and the different instrumentation; however, the original studio version seems more engaging and
powerful, conveying more genuine feeling and recreating the notion of growing up in Brooklyn.
The live version only works in a context where Diamond makes up for the loss of musical drama
by gestures and facial expressions denoting the appropriate sentiments. The recording of the live
version, as it appears on Diamond's The Greatest Hits 1966-1992, on the other hand, does not
work as well as the original recording.

IH.2.1.2. COMPARISONS
After having provided a detailed analysis of "Brooklyn Roads", which should also serve as an
exemplary discussion, we shall now look more closely at how other singer-songwriters have
treated the subject of growing up.
The following songs are being compared: Suzanne Vega's hit single "Luka", which appears on
her 1987 album Solitude Standing; Bruce Springsteen's "My Hometown", from his 1984 album
Born in the USA; Elvis Presley's version of "In the Ghetto", written by Mac Davis, and a number
one hit for Presley in 1969; Bobbie Gentry's "Ode to Billy Joe", a number one hit single in 1967;
Harry Chapin's "Cat's in the Cradle", which was co-written by his wife Sandy, first released on his
1974 record Verities & Balderdash and a number one hit single for Chapin in the same year; Neil
Diamond's "Shilo", a number 24 hit of the year 1970; and "Mama's Arms", by newcomer Joshua
Kadison, a track on his 1993 debut album Painted Desert Serenade, which also contains the hit
singles "Jessie" and "Beautiful in My Eyes".
In general, we may state that in contrast to "Brooklyn Roads", which mentions positive as well
as negative aspects of childhood experience, all other songs listed above focus on rather
problematic, sad and even deadly instances.
However, despite obvious differences, all songs have in common a certain longing for security,
warmth and love, which seems symptomatic for certain sections of American society, in which
children are often forced to grow up too fast, be it due to a wrecked family life or a disastrous
economic or social situation. Accordingly, the protagonists in all songs under discussion in this
study yearn for safety and emotional stability, and are almost always left alone in their quest for
love and understanding.
All songs use everyday language, as opposed to poetic language - a feature which seems
justified and appropriate, in that it reflects the toughness, rawness and unmerciftilness of reality.
Direct speech, characteristic of the colloquial register of speech, is present in all songs. Bruce
Springsteen, in his 1985 number six hit "My Hometown", further underscores the roughness of
life by occasional slang words and expressions, such as "seems like there ain't nobody wants to
come down here no more" (verse 3, line 2), in which a non-standard triple negation is combined
with the slang word "ain't" for "isn't" and the omission of the connecting relative pronoun "who".
Springsteen's language and East Coast (New Jersey) accent provide a perfect framework for the
social setting of the song, that is, a working-class neighborhood in a dead-end town. Similarly,
Bobbie Gentry employs double negations and makes effective use of her own distinct southern

77

(Louisiana) accent to mirror the language of people living in the Mississippi Delta region in "Ode
to Billy Joe". In "Luka", Suzanne Vega undertakes the difficult task of reflecting the speech of an
abused boy by singing rather short sentences and using colloquialisms. The fact that Vega herself
sings the song, thus "playing" the boy's part, may make the identification with the main character,
Luka, more difficult for the audience; yet, the song was a number three hit single for Vega in
1987, which clearly illustrates Goodwin's argument that a singer of popular music does not
assume the role of an actor, yet is not reduced to that of a mere narrator, either (cf. Goodwin
1993: 76-78).
All songs are written from the perspective of a "lyric I", and five of them are at least partly
autobiographical. All but one song, namely "Luka", describe a story in the past and relate it to the
present. In "Shilo", Diamond depicts his loneliness as a child, his despair and escape into a fantasy
world and links it to the present in the song's chorus, especially the last one, in which he mourns
the loss of his imaginary friend Shilo: "Shilo, when I was young/I used to call your name/When no
one else would come/Shilo, you always came/Come today". In that the song resembles the time
structure of "Brooklyn Roads": both songs first provide a detailed description of the child's
emotional state and then leap to the present.
In contrast, "My Hometown" can be divided into three main stages, namely childhood ("I was
eight years old"), youth ("In '65 tension was running high at my high school"), and
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adulthood ("Last night me and Kate, we laid in bed talking about getting out"). It can
consequently be described as a story song, which Stephen Citron (1985: 322) defines as "a song
whose narrative is its most important feature. Story songsfrequentlyuse the verse-chorus form",
which is true for this song too. Unlike "My Hometown", "Brooklyn Roads" and "Shilo" are
descriptive songs, that is, songs "whose lyricfs] describef...] a person or a place" (Citron 1985:
311). In both songs, Diamond describes himself when young. Contrary to those two songs, "Cat's
in the Cradle" and "In the Ghetto" do not stop at a specific age but describe the main characters'
lives from birth to adulthood, and death, in the latter case, without neglecting their primary
objective of portraying the growing-up process. Hence, Chapin and Davis, as well as Springsteen,
in some way provide a more complete picture of childhood and youth experiences, or, at least, a
more chronological account of events. They introduce the listener to the hero at a very early stage
and follow his development.
In "In the Ghetto", a narrator who is no more than an observer and does not play an active
part in the goings-on comments on a young boy's fate: he describes the boy's life, beginning with
his birth in a Chicago ghetto: "As the snowflies/Ona cold and gray Chicago mornin'/A poor little
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baby child is born in the ghetto". The stage is already set for a tragic development from the start,
as is implied by the many words connoting coldness: "cold and gray", "Ghetto", "poor", "snow".
The boy's life seems preordained, and in verse 3 we learn that he has grown into a neglected
"hungry little boy with a runny nose" who "starts to roam the streets at night/And he learns how
to steal and he learns how to fight/In the ghetto". The dramatic turn from poor baby boy to
juvenile delinquent is effectively underscored by a melody line which is composed mainly of rather
dissonant fourths, seconds, and sixths of the harmonic accompaniment, denoting tension and
drama. The parallelism in the last line of verse 3 also highlights the turn for the worse. The
frequent use of linking words, especially "and", signifies a slow development, the process of
growing up, whereas in verse 4, Mac Davis replaces "and" by commas, denoting a much faster
development of things: "And then one night in desperation/A young man breaks away/He buys a
gun, steals a car/Tries to run, but he don't get far". To underscore "tries to run but he don't get
far", Davis makes effective use of a ritardando after "run", that is, the music becomes gradually
slower, and in that mirrors the event described in the lyric. This verse definitely represents the
climax of the song, the culmination of all the bad influences the young man has experienced. Here
again, as in the first and third verse, darkness plays a major role: it is night time, possibly pitchdark and cold, making for a gloomy, hopeless and frustrating setting, which in turn reflects the
young man's anger provoked by his dead-end life in a Chicago ghetto.
The fourth verse is also interesting in that it shifts the focus away from one particular man to
"a young man", whose fate becomes symbolic of that of most people growing up in a ghetto.
Hence, Davis moves on to a broader, more general level of observation. "Gun" then stands for
violence in general, while "car" assumes the quality of a status symbol, something everybody can
afford, except for people living in a ghetto.
Mac Davis himself has said of the song: "Disturbed by the riots of the Sixties, I tried to picture
myself living in the slums, and wrote a song called 'In the Ghetto'" (Davis 1976: 94).
The following line, "And his mama cries", again serves as a kind of foreshadowing: the listener
is aware that the young man has not made it, that something bad has happened. The tempo is back
to its original speed (a medium folk beat) and the story comes full circle at this point: it started
with a mother's tears after the birth of her child and now she weeps because of his death. This
kind of parallelism is highlighted by a repetition of the musical motif every time "And his mama
cries" occurs. The motif first appears in the first line and is never repeated exactly but with minor
rhythmic variations. It always consists of an ascending major second interval from a up to b,
followed by another ascending major second from b to c#'. The descending line again contains
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two major seconds and consequently comes full circle, reflecting the vicious circle described in the
lyric. This vicious circle is most effectively illustrated by the last verse in which Presley sings:
"And as her young man dies/On a cold and gray Chicago mornin'/Another little baby child is born
in the ghetto/And his mama cries". Thus, the young man had a wife who now shares his mother's
grief as well, and the listener can easily imagine what is going to happen to the baby. The death of
"an angry young man/Face down in the street with a gun in his hand/In the ghetto" triggers off a
chain of events which cannot be stopped. Presley's rich and emotional voice furnishes the song
with an extra spark and emphasizes the drama and sadness of the message. The female
background singers echo Presley's "in the ghetto" at the end of each line it occurs in, enhancing
the mood. The chord progression is interesting in that it is built on I-IIIm-IV-V triads and
enriched by other diatonic chords, such as the subdominant Ilm. Great portions of the song,
however, contain no more than a constant alternation between I and IV chords. The great number
of line-end melismas adds to the drama and tension and is reinforced by Presley's rich, powerful
voice. The vocal range of a tenth encompasses a at the bottom and c#" at the top and seems to
limit Presley's wide range to some extent. Since the song is built upon an AAAAA pattern, with
none of the verses being exactly the same musically, the tessitura is about the same in each verse.
The highest note (c#") only occurs once as part of the melisma on "see" in verse 2 and serves to
attract the listener's attention, to make people aware of the problems predominant in American
slums. The second verse is the only one which does not focus on the development of the ghetto
kid but is directed at the audience, which is a common device of social message songs to involve
people: "Take a look at you and me/Are we too blind to see/Or do we simply turn our heads and
look the other way?"
People's indifference toward grievances in society is a very popular and often cliched topic of
social message and protest songs. To some extent, Suzanne Vega also alludes to inactivity and
indifference in "Luka". In contrast to "In the Ghetto", Vega makes the "lyric I" the hero of the
song and subsequently succeeds in bringing the problem even closer to the listeners by talking to
them directly throughout the song, addressing them with "you". This personal pronoun actually
stands for Luka's neighbor: "My name is Luka/I live on the second floor/I live upstairs from you",
but since this neighbor's name is never mentioned and he/she never emerges as an independent
character, it is a sort of "everyman" Luka is addressing; everyone in the audience could be the
neighbor who is basically unaware of the abusive situation the child is confronted with.
The song's structure can be described as AABAA, whereby the first verse (A) is preceded by a
13-bar instrumental introduction and the last verse is stretched by a 12-bar coda, followed by a
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14-bar instrumental finish. The eight-bar bridge (B), which is an instrumental solo, serves to build
up tension with its steadily accelerating beat and loudness. Contrary to "In the Ghetto" and all the
other songs in this category, the motif in "Luka", which is introduced on "My name is Luka" in
the first line, is not repeated again throughout the verse and occurs only in the first phrase of each
verse. This two-note motif, which moves up and down a major second between a' and g', contains
a regular rhythm and seems rather unspectacular. It is Vega's strong, yet sensitive voice more so
than the music that draws attention to the message of the song, although it is clear that the music,
with its folk-rock style beat and repetitive melody, too, serves to underscore the emotional
"wasteland" Luka experiences. The I-Vsus4-IVsus2-Vsus4 chord progression is repeated over
and over again and does not interfere with the lyric. The melody itself, although repetitious,
moves up and down constantly, and together with the many offbeats reflects Luka's agitated
emotional state. The acoustic guitar/percussion arrangement is forceful and provides the basis for
the musical representation of Luka's inner turmoil, his pain and frustration, which is reinforced by
each verse ending on the dominant Vsus4 chord (Csus4). Hence, Vega succeeds in building up
additional tension, since the listener is longing for the resolution to the tonic I chord (F).
The bass line, like that of "In the Ghetto" and "Brooklyn Roads", is primarily a rhythmic device
and only contains a melodic upward movement underneath the diatonic Dm7 (VIm7), which each
time leads up to the dominant Vsus4 chord. Thus, the ascending bass line highlights the Csus4
chord, against which Vega always sings very high notes, and on "trouble/that/broken" hits g", the
highest note of the song. As we can see, verses 1 and 3 (and for that matter verse 4 as well, which
repeats the first verse's lyric and melody exactly) stress key words, whereas prosody seems less
perfect in verse 2, in which "that" is emphasized. The vocal range spans from f to g", that is, a
ninth, whereby the tessitura in the a segment of each verse (the first eight measures) is slightly
lower than that of the a1 segment (the following ten bars), the latter of which contains the highest
note as well. The tessitura in the coda can be compared to that of the a' segment of the verse, and
consequently brings about an additional climax, which leaves a deep impression with the audience
since it occurs towards the end of the song.
"Luka" is the story of an abused boy - the "lyric I" - whose mental, emotional and physical
state is captured not retrospectively but in the present tense, which makes the entire topic of child
abuse more pressing and relevant for the listener. Vega manages to describe the boy's ambivalent,
almost schizophrenic attitude toward his parents, which is so typical of abused children: on the
one hand, Luka is crying out for help, and on the other hand, he still loves his parents and doesn't
want them to get in trouble because of him: "Yes, I think I'm okay/Walked into the door again/If
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you ask that's what I'll say/And it's not your business anyway". Hence, Luka explains his bruises
by his own clumsiness, gives a kind of "official version", because he would never admit that he
has been abused - be it out of fear of or love for his parents, possibly both. The line-ending
rhymes tie the individual lines together and make for a tightly-knit rhyme scheme. Luka covers up
for his parents and refuses to talk about the goings-on in his apartment. Suzanne Vega conveys
some obstinacy in her voice as she sings those lines, which effectively mirrors the boy's attitude.
Chris Willman of the Los Angeles Times quite rightly characterizes Vega's voice as "a cutting
instrument" rather than "the kind of settling, sleepy presence that would induce easy listening",
mainly because "the vocals are mixed way up front, right in your ear" (Willman 1987: CAL, 57).
Interestingly, Vega never explicitly mentions child abuse, yet hints at it throughout the song; in
lines 5-9 of the first verse, after having introduced Luka and the setting, that is, an apartment
complex, she sings: "If you hear something late at night/Some kind of trouble, some kind of
fight/Just don't ask me what it was". At this point, the listener learns that Luka's family argues and
fights a lot, but becomes aware that this aggression is directed at the boy only in verse 2: "I think
it's because I'm clumsy/I try not to talk too loud/Maybe it's because I'm crazy/I try not to act too
proud/They only hit until you cry/And after that you don't ask why/You just don't argue
anymore". Like in verse 1, Luka protects his parents and even tries to justify their hitting him by
his clumsiness and craziness. The parallelisms (lines 1 and 3; 2 and 4) and the alliterations in lines
2 and 4 underline Luka's effort to please his parents. The notion of resignation, of not being able
to do anything about the parents' anger prevails in lines 5-7 and is reinforced by the repetition of
line 7 in lines 8 and 9. Those repetitions, like the ones in the other verses, serve to manifest the
feeling of despair, hopelessness, pain and anger in the listener's brain and are symbolic of the
repeated abuse Luka has gone through.
After telling his concerned downstairs neighbor that he doesn't really know why his parents
beat him, Luka tenses up, retreats from society, and deliberately isolates himself not to be
confronted with his neighbor's questions: "I guess I'd like to be alone/With nothing broken,
nothing thrown/Just don't ask me how I am". The last line is again repeated twice, whereby
Vega's use of the word "just" alone suggests resignation and fear.
The coda, following the exact repetition of verse 1 in the fourth verse, contains the lyrics of
lines 5-9 of verse 2; the melody-harmony relationship of the coda is a lot more consonant,
however, with the melody line being built predominantly on roots and fifths of the harmonic
accompaniment. Thus, it is a. lot more easy-going, less tense than the music in the verses, the
melody of which is composed of sevenths, seconds and sixths of the harmony equally much as of
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its thirds, roots and fifths. Nevertheless, the more easy-going ending is not an indication of peace
and quiet here, but rather a reflection of Luka's resignation and hopelessness. The fact that Vega
does not stop there but adds another lengthy instrumental solo to the coda implies that the boy's
ordeal is far from being over, which is also mirrored by the repetitive character of the solo.
What is interesting in this song is the fact that Suzanne Vega does not offer any comment,
which Willman (1987: CAL, 57) traces back to Vega's "detached Buddhist's calm that can
sometimes be unnerving, suggesting but rarely allowing emotion". It is also due to the fact that
Vega chose to write a descriptive situation song, that is, a song in which "the protagonist is fixed
in a period of time" and which "creates a dramatic situation", only telling "part of a story by
painting a dramatic scene" (Citron 1985: 110). It is true, however, that both the song's lyric and
instrumentation are no more than suggestive and never allow for a strong emotional identification
with the protagonist.
So let us now turn to the undoubtedly most emotional singer-songwriter of this study, Neil
Diamond, and his song "Shilo". Diamond, as opposed to Vega, tries to elicit an emotional
response from his audience which is triggered more by a kind of "gut feeling" than intellect. He
succeeds mainly because of his deep and warm voice and songs that are carried by strong
melodies and lush arrangements. As do Mac Davis and Presley on "In the Ghetto", Diamond too
uses strings frequently to highlight certain segments and bring about numerous climaxes within a
song. This sort of arrangement - a trademark of MOR music - is a far cry from the much more
monotonous and bared sounds of Vega and Springsteen, who - although part of the mainstream
as well - have their roots in folk-rock and hard-rock, respectively.
In "Shilo", Diamond deals with his own feelings that resulted from a lonely childhood. He
himself has said about the song: "It was me, it was the story of my life as a child" (Wiseman 1987:
58). The "lyric I" is a solitary and neglected boy who reverts to conjuring up imaginary friends
when he is ignored by family and friends: "When children play/Seems like you end up alone/Papa
says he'd love to be with you/If he had the time/So you turn to the only friend you can find/There
in your mind". The drama is underscored by a string section coming in at the beginning of the a'
segment of verse 1, on "Papa", lending a gentle touch to the song. Another very interesting
feature is the descending bass line starting on "time", moving down diatonically from F to E to D
and finally to C, adding to the sadness expressed in the lyric. This motion is mirrored by the
harmonic progression F-Em-Dm-C (IV-IIIm-IIm-I) and is echoed by the string section. The last
two musical phrases of the a1 segment contain another descending harmonic pattern, starting
underneath the melisma on "find" with a G chord, going down a step on each downbeat of the

subsequent measures (G-F-Em-Dm) until finally resolving to the tonic C chord on the downbeat
of the first bar of the chorus. The downward motion is played against an ascending bass line in
each bar.
Diamond's approach is noteworthy too, in that he starts out in more general terms, using "you"
instead of "I" in both segments of the first verse, which renders the autobiographical song more
easily accessible for the listener. The use of "you" at the beginning causes some confusion,
however, when Diamond shifts perspective in the first chorus, singing: "Shilo, when I was young/I
used to call your name". It becomes clear that "I" represents the "Young child with dreams" from
verse 1, and "you" now stands for "Shilo", since Diamond addresses his imaginary friend directly
in the chorus. The change in perspective is also underscored by the change of tenses: while
Diamond employs the present tense throughout the first verse, he uses the past tense for the rest
of the song.
It is not until verse 2 that the listener learns more about the protagonist's imaginary friend:
"Young girl with fire"; "fire" here implies temperament, strength, the girl's ability to lead the
young boy out of his isolation, to brighten up his solitary existence. The way Diamond describes
Shilo is revealing, in that it clearly illustrates the characteristics and traits the child was looking for
in friends: "Something said she understood/I wanted to fly/She made me feel like I could". The
main emphasis here is on the descending melody lines on "understood", "made me feel" and "like I
could", and the gently ascending melody underneath "I wanted to fly". The fact that the boy
imagines his friend taking the time to learn about him, understand him and help him "fly", that is,
escape from his outsider position, is vital to him. It also implies that he feels misunderstood,
underestimated. The alliterations and the line-end rhymes ("understood - could") stress the key
words, which are further highlighted by striking melodic leaps. In general, we may state that the a
segment, that is, the first 16 measures of each verse, contains a much more vivid melody than the
a' segment (ten bars) and the chorus, the latter of which sounds very monotonous in comparison.
The melody line of the verse effectively reflects the protagonist's agitated state, and with its
numerous intervalic leaps, such as the ascending major sevenths in bars 6 and 13, and the
ascending major sixths in bars 7 and 14, conveys despair, fear and frustration. For a musical
illustration see next page.
With its 3+3+2/8 rhythm, the a segment highlights both the low and high notes (see above),
whereas the considerably faster rhythm of the a' segment primarily accentuates the words
occurring on low notes, such as "time-find-mind" in verse 1; "child-smile-mind" in verse 2; and
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"plans-understand-understand" in verse 3. In that, the line-end rhymes are stressed at the same
time.
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The young boy's insecurity and his need to be shown his way in life are most evident in the a'
segment of verse 2, in which Diamond affectionately and woefully sings about his companion:
"Held my hand out and I let her take me/Blind as a child/All I saw was the way she made me
smile/She made me smile". The repeated use of "she made me" in the second verse suggests the
protagonist's inactivity; he is unable to break loose, is passively waiting for someone to make him
happy ("smile"). It also underscores Shilo's importance, which is further reinforced in each chorus.
Although large portions of the song are melodically monotonous - especially the chorus, which
introduces a two-bar melody and subsequently repeats it three times - Diamond succeeds in
keeping the listener's interest up by changing the harmonic accompaniment or alternate chords
where only one chord would be necessary. This happens in the chorus, which is built upon the
tonic I chord only and therefore stands in stark contrast to the verse; yet, instead of sustaining the
C chord, Diamond changes it to a Csus4 chord and constantly alternates between the two. In
every other measure, the C chord is sustained against a descending bass line, lending a nostalgic
quality to the chorus. It is further emphasized by a tessitura that is considerably lower than that in
the verses.
In contrast to Vega, Diamond also provides some harmonic variation: the motif, introduced on
"Young child with dreams", and its expansion make up the first eight bars of the verse and are
repeated in a subtle melodic variation in the following eight measures. Instead of repeating the
chord progression established in bars 1-8, however, Diamond replaces the tonic I-Isus4-Iadd2
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progression with the subdominant Ilm-IIm add2-IIm progression, enhancing the melody of the
segment.
The second chorus leads up to the instrumental solo, in which strings feature heavily. The solo
is played over the 16-bar a segment of verse 3 and is rendered more dramatic by the sweeping
string section and a more prominent steady beat. Very much like "Brooklyn Roads", the solo
serves to indicate the passing of time, since it takes the listener right up to the a' segment of the
third verse, in which Diamond sings: "Had a dream and it filled me with wonder/she had other
plans/'Got to go, and I know that you'll understand'/I understand". This segment clearly shows
that the "lyric I" must have grown up and is now ready to part with his imaginary companion. It is
interesting, however, that the protagonist imagines Shilo leaving him, instead of him ridding
himself of her. It resumes where verse 2 left off, namely with the boy's passivity and fear, which
have led him to surround himself with his fantasy world as a kind of protective shell in the first
place. The direct speech here is representative of the way the boy must have talked to Shilo in his
mind. Now it seems that as a grown person he is ready to face his solitary situation, break out of
it to enter the real world. Yet, in the last chorus, Diamond plaintively cries out "Come today",
which indicates that he has not fully succeeded in integrating himself into society, that he is still an
outsider who is longing for a companion like Shilo, a friend he can count on.
The rhyme scheme is regular, but contains many imperfect rhymes or mere repetitions of
words, as in verse 2 ("smile) and verse 3 ("understand"), which deprive the lyric of some of its
artistic value. The last line of each chorus is different, yet the line-ending words rhyme ("playstay-today"), which links the individual choruses together and provides some unity.
As I have tried to show before, the music here seems to work against the content of the lyric to
some extent, especially with its steady drum beat and moderately fast tempo, which appear
reassuring and upbeat rather than fearful and sad, almost as if Diamond was trying to hide part of
the song's message behind a vivid arrangement. In addition, many of Diamond's songs - among
them both "Shilo" and "Brooklyn Roads" - are written in the key of C major - a key denoting
brightness, vividness. This fact has also prompted Robert Hilburn (1972: 13) to note: "If you
trace Diamond's lyrics, you can find many of the troubles he's had over the years, many of the
uncertainties he's lived with. They are often hidden inflavorfulmelodies and his own strong,
reassuring voice, but on paper they point up some of the starkness he has felt".
Another strongly autobiographical song - Joshua Kadison's "Mama's Arms" - deals with a
young boy's pain after his mother's untimely death. As a matter of fact, Kadison's mother died
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when he was 16 years old, which induced him to drop out of high school, leave home and start
playing the piano professionally in bars across the USA (cf. Flick 1993: 19).
Interestingly, Kadison chooses to use the personal pronoun "you", instead of "I" - very much
as does Diamond in the first verse of "Shilo" - possibly to underscore the topic's universal validity.
Although the listener gets the hint that Kadison must have gone through a similar experience in
his life, provided by the singer's touching and tender vocals and a very understated, quiet, gentle
arrangement, "Mama's Arms" appears less personal a song than, say, "Shilo" or "Brooklyn
Roads".
The boy's grief, sorrow and despair are depicted as the central theme, while other people's
reactions to the tragic situation are only briefly touched upon. The entire story is seen through the
eyes of the by now grown man, which is already indicated by Kadison's singing "Going back to a
tender age" in the first line of verse 1. "Tender age" suggests a young, fragile, sensitive, helpless
child, and "Going back" clearly implies past events. This clarification makes it possible for
Kadison to continue writing in the present tense, which is effective in that it not only shows the
relevance of the topic but also indicates that this traumatic experience will always be close to the
protagonist, that he will never be able to detach himself from it in a way that would make it
definitely seem in the past. The first two lines of verse 1 contain no subject and serve as a kind of
foreshadowing, setting the mood together with Kadison's haunting piano accompaniment and rich
background vocals harmonizing with Kadison's lead. The female backup singers, who hum the
tune and only sing the words of the hook, "All you want is Mama's arms", over Kadison's lead
vocals, contribute significantly to the dark, sad quality of the song, reminiscent of a requiem.
It is also noteworthy that the first six lines only indirectly introduce the protagonist, when his
father is quoted as saying, "Boys, your Mama's gone". The plural in "boys" suggests that the
protagonist has at least one brother - an assumption which is clarified in verse 2 with "your
brother". The direct speech here seems rather cold, not very feeling, matter-of-fact. "Gone", a
euphemism of "died" typical of our society's reluctance to deal with the topic, and "throwing dirt"
in the following line both stand for the protagonist's mother's death, her funeral and the mourning
congregation surrounding the grave. People try to comfort the grieving boy at the cemetery:
"There's a hand on your shoulder as you're throwing dirt/Someone says, 'Time heals the hurt/Little
man you got to keep on keepin' on'". "Someone" represents a faceless person, signifies that
person's insignificance and reinforces the boy's pain; no one can replace his mother. "Little man"
seems affectionate and yet it also implies the process of growing up too soon; the boy is forced by
his mother's death to be strong, to take on more responsibility - in short, to grow up, which is
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poetically expressed in line 5 of the second verse: "An early winter in that heart of yours",
whereby "winter" stands for coldness, hardship, pain and death. It becomes clear to the listener
that the boy is not ready to cope with the loss of his mother, and subsequently, of his childhood
and youth, when Kadison sings: "But all you want is Mama's arms" at the end of each of the four
verses. This kind of hook ties the individual verses together, as does the regular rhyme scheme,
which consists of one embracing rhyme (lines 3 and 6) and rhymes in lines 1 and 2; and 4 and 5 in
each verse. The hook carries emotion and manages to illustrate the boy's despair and loneliness.
Joshua Kadison further emphasizes this notion by his voice's aching tone. "Mama's arms" are
symbolic of love, comfort, shelter, warmth, protection and ultimately, safety and happiness. The
line receives special emphasis by the background vocalists as well as by the tempo that is slightly
slower than in the verses, with Kadison applying a half note to each syllable. The diatonically
descending melody line on "all you want" is repeated exactly on "Mama's arms"; it adds to the
sadness and leads the listener directly to the next verse.
The second verse, then, focuses on the situation right after the funeral: "You ride back home in
a limousine/The saddest car that you've ever seen/Your brother cannot look you in the eye". The
limousine is personified by its being characterized as "sad"; since most limousines are black, the
quality may also be indicative of the color appropriate for a funeral. Both brothers are devastated
and cannot face each other; they are trying to hide their pain from one another and others, which
is further underlined by "But you swear you won't let them see you cry". The protagonist pretends
he is all right, although he is hurting inside; he doesn't need anyone else to comfort him. In
addition, this line displays an attitude typical of teenage boys: they consider crying in public a
weakness and consequently hide their feelings inside. In that Diamond's hero in "Brooklyn Roads"
seems an exception to the rule when he openly, if silently, cries in front of his mother and teacher.
In the second verse, Kadison also provides an almost Biblical image with "lightning strikes,
thunder roars", which is highly reminiscent of Christ's crucifixion. The parallelism and the violent
images of a thunderstorm with its destructive powers add to the drama and make the protagonist's
mother seem larger than life, almost Christ-like.
Verse 3 picks up where the first verse left off and describes other people's reactions: "The
neighbors come and bring you pies/Endless words and futile sighs". They feel sorry for the boy,
try to help him over his loss by bringing him pies and talking to him; yet nothing makes sense to
the hero and the listener gets the impression that he wants his neighbors to leave, probably
because he can't fight back the tears any longer and wants to be alone: "And you run up to your
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room and lock the door". The boy, very much like Suzanne Vega's Luka, deliberately isolates
himself, doesn't let anyone near him, locks the other people out of his room and his life.
The melody, which is built around the tonic D chord and repeats the four-note motif
introduced on "Going back to a tender age" over again, is rather monotonous, basically moving
up and down from d' to f#' to a1. Consequently, the melody is rather downbeat, containing no
spectacular intervalic leaps, except for the major sixths created by the pick-up note on a, which
precedes each f#' on the downbeat at the beginning of each phrase. Thus, the vocal range is rather
narrow, ranging from a to a', that is one octave. The structure of each verse is reflective of what is
known as Bar in classical music: it consists of an a (three phrases), an a' (three phrases) and a b
segment (one phrase). The monotonous, yet tragic and haunting quality of the melody and its
smooth and consonant harmonic accompaniment underscore the emotional state the hero is in: he
is numbed by the loss of his beloved mother. He sees himself in his "Sunday best/The way your
Mama would have had you dressed", which again operates on the level of the funeral: the boy's
black suit, his "Sunday best" becomes symbolic of his mother's death and funeral, just like
"throwing dirt" in verse 1 and the "limousine" in verse 2. The suit is connected to the protagonist's
mother in yet another way: she was the one who took care of the boy's appearance and made sure
he was dressed nicely and appropriately for the occasion. His mother seems to have been the most
important person in the hero's life, which is reinforced by "And you realize it doesn't matter
anymore": the boy is fully aware of the situation, understands, yet cannot make any sense of his
mother's passing. His "Daddy" is mentioned only once in the entire song, and like the neighbors
and the mourning crowd has a subordinate role at best.
Up to this point, the story is set on one day only, that is, the day of the funeral. In the fourth,
and at the same time last verse, Kadison indicates that some time has passed: "Round and round
and round it goes/The seasons change, the young boy grows". The parallelism in the second line
provides some regularity and underlines the lyric, which describes the cycle of life and death as a
natural phenomenon; it is seen as a kind of "plan", which the boy has grown up to understand. In
the following line, Kadison uses the past tense to clearly indicate the passing of time, and the fact
that the protagonist now looks back on things, accepts the "plan": "You used to wonder what it's
all about/Now those are questions you can do without/You laugh them off and do the best you
can". The young man is obviously trying hard in life, although the question about the meaning of
certain things, like his mother's death, still go unanswered. And when Kadison plaintively sings
"But all you want is Mama's arms" and repeats it again right afterwards, the listener is left with
the impression that even as a grown man, the protagonist is not completely over the loss; his
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mother's death has left behind an empty space no one will ever be able to fill. This notion makes
for a rather depressing ending and - like "Brooklyn Roads", "Shilo" and "In the Ghetto" "Mama's Arms" comes full circle, implying that what you have gone through in your childhood
and youth will always stay with you, will come back to haunt and burden you, and will determine
your path later on in life one way or other.
In its overall structure and sparse chordal harmony, "Mama's Arms" is reflective of "Luka",
which, too, contains four A sections; the lyric development, however, is more reminiscent of
Diamond's "Shilo" and "Brooklyn Roads", where the last verse of each song is also dedicated to
an account of the protagonist's present situation, and as opposed to "In the Ghetto" or "My
Hometown", Kadison, like Diamond, effectuates this passing of time by a major leap;
nevertheless, this jump forward appears more abrupt here because Kadison's song, in contrast to
Diamond's, does not contain an instrumental solo or bridge to make the listener more aware of the
change to come.
The schmaltzy quality of "Mama's Arms" easily surpasses that of Presley's and Diamond's
tunes, especially because of its reliance on a mere piano accompaniment, the backing singers and
Kadison's sentimental rendition of the song.
Death of a different kind also features in Bobbie Gentry's "Ode to Billy Joe". This song is
basically about life in a small town in the southern part of the US, about growing up, and about
suicide. It is interesting to note that neither the "lyric I" nor any of the narrator's family named and
described in the song are the actual main characters, but Billy Joe McAllister up on Choctaw
Ridge, who "jumped off the Tallahatchee Bridge". In contrast to the protagonist of "In the
Ghetto", however, we do not learn much about his relationship with the other characters, either;
the main focus is on those characters' reactions to the news that Billy Joe has committed suicide.
The "lyric I" - presumably a teenage girl - assumes additional importance in that the story is seen
through her eyes. Yet, she is only an observer for the most part, which makes her role in the song
seem much closer to that of the narrator in "In the Ghetto" than that of the fairly egocentric
protagonists of "Brooklyn Roads", "Shilo", "Luka" and "Mama's Arms". In "Ode to Billy Joe",
the "lyric I" only emerges briefly as an emotional human being in verses 4 and 5, where she
becomes the center of attention for a few lines.
Yet, it is not only Gentry's approach to the song but also her use of an alternating harmony,
which make this song unique: no homogeneous tonality is established, so that we can state that
the song's tonal focus is on D and A. The song contains five verses, no chorus and no hook. Its
structure, then, can be described as AAAAA, whereby each A section is 25 measures long. Its
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melody, like "Mama's Arms" and "Luka", is highly repetitive. The song is consequently built on its
bluesy quality, its rhythm, which is syllabic except for the melismatic cadences of each musical
phrase, and Gentry's cutting and unsettling vocals.
The vocal range in this song is fairly wide, namely a twelfth, from a up to e", and the
instrumentation is anchored in the folk-rock tradition of the 1960s: it is a guitar-based tune, to
which violins and cellos are added to provide it with more emotion.
The atmosphere in "Ode to Billy Joe" is grounded in Gentry's upbringing in the Mississippi
Delta (cf. Billboard 1992: 229). Verse 1 introduces the setting: "It was the third of June, another
sleepy, dusty delta day". Hence, Gentry presents the Mississippi Delta in late spring as a region
where nothing is going on, everything seems as usual, rather laid-back and monotonous. The
alliteration "dusty delta day" and the melisma on "day" reinforce the mood. The following three
lines help illustrate the notion ofjust another ordinary day: everybody goes about their daily
work: "I was out choppin1 cotton and my brother was bailin' hay/And at dinner time we stopped
and walked back to the house to eat/And Mama hollered at the back door, 'Y'all remember to
wipe your feet'". Although the listeners do not learn until the fourth verse that the "lyric I" is a
girl, they are aware from the beginning that the narrator and her brother perform farmwork while
their mother is portrayed as a housewife who cooks and cleans the house. Their father, a fanner
himself, is mentioned briefly in verse 2; to complete the picture of a typical southern family, the
small town's new preacher is referred to in verse 4 to underscore the family's religious faith and
close affiliation to the church: "That nice young preacher Brother Taylor dropped by today/Said
he'd be pleased to have dinner on Sunday [...]". The regular rhyme scheme, which contains perfect
rhymes in lines 1 and 2; 3 and 4; and 5 and 6 of each verse, together with the repetitious melody,
and musical phrases that start on pick-up notes without exception provide a kind of regularity,
which mirrors the uneventfully flowing everyday life in a southern town. The rhymes in lines 5 and
6 ("Ridge-Bridge") are the same in every verse and supply a link between the individual verses
that would otherwise be absent for lack of a chorus. All rhyming words are highlighted by
rnelismas and by anticipations of downbeats. The ones that are sung against an A7 chord - except
for the one on "Bridge" - are further stressed by a melody which creates a fairly tense-sounding
sixth and only gradually resolves to the root on the anticipation of the third beat.
The motif introduced on "It was the third of June" moves from a' down to f#' and up again to
a', repeating that motion several times. It is used again at the beginning of the second phrase in
bar 5, whereby the first pick-up note (a') is dropped. The expansion is also very much reflective of
the original motifs expansion. While phrases 3 and 5 introduce a different melody, phrases 4 and
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6 reverse the original motif in an interesting way: unlike the latter, this variation does not consist
of a descending and then ascending minor third interval but of two major seconds, the first
ascending from e' to f#', the second again moving down to e'. Both the original motif and the
variation are built around f#', however, and with the repetition of the harmonic chord progression
of A7-Em7-A7 provide a familiar sound.
The last two lines of verse 1 abruptly disrupt the "sleepy, dusty delta day" when the narrator's
mother tells the family gathered around the dinner table: "I got some news this mornin' from
Choctaw Ridge/Today Billy Joe McAllister jumped off the Tallahatchee Bridge". The way she
breaks the news to her family is not particularly emotional, but rather matter of fact.
The subsequent three verses deal with the family's reactions to Billy Joe's death - reactions
which may also be considered symptomatic of an indifferent, cold and numb society; the narrator's
father is quick to disqualify the boy as stupid: "Well, Billy Joe never had a lick o' sense, pass the
biscuits, please" and immediately returns to eating. He is portrayed as a tough, unemotional
indifferent man who is taken up by his hard work: "There's five more acres in the lower forty I've
got to plow". His preoccupance with eating and work clearly indicates that life goes on without
Billy Joe, although the girl's mother does at least show some sympathy for the boy: "And Mama
said it was a shame about Billy Joe anyhow/Seems like nothin' ever comes to no good up on
Choctaw Ridge/And now Billy Joe McAllister's jumped off the Tallahatchee Bridge". Billy Joe's
suicide is consequently linked to a streak of bad luck. Interestingly, Gentry starts out with
reported speech, then shifts to a kind of direct speech, indicated by a change from past to present
tense.
The third verse focuses on the narrator's brother and his reaction to Billy's death: he, like his
father, hasn't lost his appetite, but at least mentions some memories he has of the boy: "Brother
said he recollected when he and Tom and Billy Joe/Put a frog down my back at the Carroll
County picture show/And wasn't I talkin' to him after church last Sunday night/I'll have another
piece of apple pie, you know, it don't seem right". Hence, the girl's brother recalls better, happier
days of their childhood, when they all seemed very much like friends. And even when he last saw
Billy Joe at a time when they seemed more distanced, lessfriendlywith each other, there was
nothing unusual about the boy that would have indicated what he was going to do. And although
there is a trace of disbelief in the brother's comments, he is not disturbed or shaken enough to
stop eating. Eating, then, becomes symbolic of the family's indifference of and disconcern for
other people's lives and fate.
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Bobbie Gentry here again starts out with indirect speech and falls back on direct speech, which
reflects the girl's speech very clearly; it is obviously easier for her to report what was being said
at the dinner table on June 3 by using direct speech. It also makes the dinner table conversation
come alive and underscores the fact that the family's reactions are still very close to the "lyric I".
In verse 3, the girl becomes the center of attention because she is the only one in the family
who has suffered a loss of appetite: "Mama said to me, 'Child what's happened to your appetite?/I
been cookin' all mornin' and you haven't touched a single bite1". The mother's concern for her
daughter is revealing: she seems hurt rather than worried because her daughter doesn't feel like
eating. She evidently can't imagine why the girl hasn't eaten; her superficiality is also very
effectively illustrated by her quickly changing the subject and talking about Brother Taylor
without waiting for a response. It doesn't even occur to her that her daughter might have been
friends with Billy Joe, possibly his girlfriend: "He [the preacher] said he saw a girl that looked a
lot like you up on Choctaw Ridge/And she and Billy Joe was throwin' something off the
Tallahatchee Bridge". In the direct speech, like in the entire song, colloquialisms and slang
expressions abound, which illustrates the social and geographical environment the song's story is
set in. Additional interest is created by the obscurity of the object's identity: the listener does not
know what it is that was thrown off the bridge. For Gentry, however, the object itself is not
important: "The song is a sort of study in unconscious cruelty. But everybody seems more
concerned with what was thrown off the bridge than they are with the thoughtlessness of people
expressed in the song - and what was thrown off the bridge really isn't that important. Everybody
[...] has a different guess about [it] - flowers, a ring, even a baby. Anyone who hears the song can
think anything they want [...], but the real message of the song, if there must be a message,
revolves around the nonchalant way the family talks about the suicide. They sit there eating their
peas and apple pie and talking, without even realizing that Billy Joe's girlfriend is sitting at the
table, a member of the family" (Billboard 1992: 229).
The fact that the song is called an "Ode" already implies that for the "lyric I", Billy Joe was at
least a good friend, a special person worth paying homage to. The Hal Leonard Pocket Music
Dictionary (1993: 83) defines "ode" thus: "A lyrical poem set to music in honor of a person or
occasion". Since the lyric is not very "lyrical" or poetic but rather colloquial, the song title is
slightly misleading but still serves its purpose as a tribute to the late Billy Joe McAllister.
In the last verse, the boy's death is put into perspective with the present: "A year has come and
gone since we heard the news 'bout Billy Joe". The listeners subsequently find out what has
happened in between: "Brother married Becky Thompson, they bought a store in Tupelo/There

was a virus goin' 'round, Papa caught it and died last spring/And now Mama doesn't seem to want
to do much of anything". All this is talked about in a very detached, almost unconcerned manner,
reminiscent of the family's reaction to Billy's suicide. The "lyric I" doesn't seem too much affected
by her brother's leaving, her father's passing and her mother's troubled state. It also becomes clear
that her boyfriend's suicide has touched her much more than the loss of her father, possibly
because Billy Joe was the only person she could relate to, she had a rapport with: "And me I
spend a lot of time pickin' flowers up on Choctaw Ridge/And drop them in the muddy water off
the Tallahatchee Bridge". The girl's picking flowers for Billy Joe stands for her great affection for
the boy and for her missing him still. With "muddy water", the lyric comes foil circle, reminding
the listener of the "sleepy, dusty delta day" of line 1. This is also illustrated by the verse starting
out on a' and ending on the same note, only an octave down, lending a darker, more nostalgic
quality to the song, which can certainly be considered symbolic in that the song's beginning is
much more innocent, unencumbered and lighter than its ending.-In a way, all the characters seem
doomed, there is not much hope left in the end. Similar to "Shilo", "Brooklyn Roads" and
"Mama's Arms", the past catches up with everybody and consequently overshadows the present.
This may also account for the fact that these songs deal primarily with the past and only move on
to the present in the last verse. Like Suzanne Vega, Gentry displays a detached, emotionally
spartanic approach, which caused Mosher (1972: 169) to note: "In 'Ode to Billy Joe', Bobbie
Gentry emphasizes the uneventful narrative background of eating and working with simple rhymes
and monotonous melody as a counterpoint which keeps the sensational events of death and
suicide from appearing too melodramatic".
"Ode to Billy Joe" is the only song in this study that makes the rural, southern lifestyle an
essential element of its story. With the discussion of Bruce Springsteen's "My Hometown", we
are back on the East Coast of the United States, in an economically depressed town - the "lyric
I's" hometown. The monotonous melody, which is built on variations of the three-note motif and
its expansion, the steady rock beat, the guitar-anchored arrangement, and the fairly slow tempo of
the tune reflect the downbeat quality of the lyric. Springsteen's raspy, hoarse voice is also wellsuited for this song, since it mirrors the hardship of life described in the verses. Yet, Springsteen
also lays emphasis on a more emotional, softer delivery of lines that demand a gentle approach,
without folly removing the rough edges.
"My Hometown" consists of three sections and can be laid out as follows: ABABCBAB; A
stands for the verses, B for the chorus, and C for the bridge. The last B section is expanded by a
coda, which is repeated ad libitum and slowly fades out.
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The entire song is built upon I-IV-V-VIm chords, which are all diatonic. After an eight-bar
instrumental introduction, which features two pedal points to build up anticipation, synthesized
trombones and a dark drum beat which remains prominent throughout the song, the first verse
opens with the narrator's vision of the world at eight years old. The past tense of verses I and 2
implies that these events are mere remembrances and do not have much in common anymore with
the "lyric I's" present situation. The hero recalls his relationship with his "old man", which seems
to have been fairly close: "I'd sit on his lap in that big old Buick and steer as we drove through
town/He'd tousle my hair and say, 'Son take a good look around'". The "big old Buick" suggests
that the family were probably poor but content and happy. The narrator's father is proud to show
his eight-year-old son around his hometown. The four-time repetition of "This is your hometown"
in the first chorus reinforces the notion of pride. The last time "hometown" occurs, it is sung
against the subdominant D chord, which is quickly resolved to the tonic A chord via the dominant
E chord.
Both the chorus and the verses consist of a great number of pedal points to denote tension,
which in the first verse and chorus can be considered a kind of foreshadowing for things to come.
Indeed, in the second verse, the narrator has entered high school and finds a world of racial
strife and violence: "In sixty-five, tension was running high at my high school/There was lots of
fights between the black and white, there was nothing you could do/Two cars at a light, on a
Saturday night, in a back seat there was a gun/Words were passed in a shotgun blast, troubled
times had come/To my hometown". Prosody is perfect on "running high", which contains a
diatonically ascending melody line and peaks on d" on "high" - the highest note of the song.
According to the second verse, the narrator was obviously no more than a helpless, slightly
confused witness of the race riots in 1965. Indirectly, Springsteen brings in a part of American
history many Americans are very uncomfortable with, namely racial discrimination. In that, the
song represents a contrast to Davis's "In the Ghetto", in which racially motivated fights are at best
alluded to.
The great number of inner rhymes in this verse are very effective, especially the "light-night"
rhyme, which holds two contrasting notions, that is, "light" and "dark", and in a figurative sense,
"black" and "white". The notion is taken up again one line down with the image of a "shotgun
blast", which lights up the dark night. The tension provided by the lyric is reinforced by the pedal
points, created by E and A chords, which are repeated over a sustained a in the bass, or F#m and
E chords played over an E bass; hence, Springsteen employs the two most common pedal points
in popular music, namely the tonic pedal, where the bass note is the root of the key (A), and the

dominant pedal, where the bass note is the fifth note of the scale of the key (E). The V bass is
sustained for three measures each time it occurs and, like the I bass, which is sustained for two
bars, creates an intense, unresolved feeling, reflecting a certain longing for better times and a
regretful look back.
"Troubled times", reinforced by the alliteration, sums up the dark mood predominant in verse 2
and provides another instance of foreshadowing.
It may be important to mention here that "My Hometown" can be seen as partly
autobiographical: Springsteen was born into a working-class family in Freehold, New Jersey in
1949, was in high school in 1965 and was consequently 35 - as mentioned in the last verse - when
the song was released in 1984. So, part of the accounts described in the song may actually have
their roots in Springsteen's personal experiences. Julie Lyons and George H. Lewis (1989: 258259) point out that Freehold is typical of the small towns Springsteen often writes about in his
songs. Moreover, Springsteen's father, who worked as a factory worker, prison guard and bus
driver, was obsessed with cars andfrequentlytook his son for rides - an image which is clearly
reflected in the extensive car and highway imagery of many of Springsteen's songs. However,
unlike Kadison's and Diamond's songs, "My Hometown" cannot be considered a consciously
autobiographical song, even less so because certain details, most notably "me and Kate" and "we
got a boy of our own now", do not correspond to Springsteen's life.
From the second chorus, Springsteen moves on to the bridge, whose melody - in contrast to
the extremely consonant verses - is composed of almost as many sixths and fourths as of thirds
and fifths of its harmonic accompaniment. Pedal points, however, are less prominently featured in
this C section and are only created by the I bass, which takes away some of the excitement.
"Now" already indicates a shift from past days to the present, which is also effectuated by the
change from past to present tense. The town is now portrayed as being in decline: "Now
Mainstreet's whitewashed windows and vacant stores/Seems like there ain't nobody wants to
come down here no more"; the stores have closed down, many people have consequently left the
town and are not coming back. The alliteration reinforces the desolation of the narrator's
hometown, which once must haveflourishedand now can't even provide work for its inhabitants.
"They're closing down the textile mill across the railroad tracks/Foreman says, 'These jobs are
going boys, and they ain't coming back/To your hometown'". The emphasis on the dying town is
rendered more authentic by the direct speech: the listener gets the impression that the narrator
was employed at the mill himself and is now unemployed. There is no hope left, the "lyric I"
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obviously has no future in this town. The decline is also mirrored by the three-note melismas on
"stores" and "tracks", which glide down scalewise and provide a sad, melancholy sound.
In addition, the bridge is the only section in the song which ends on the dominant E chord on
"back", and in that reinforces the tension, even more so because the V chord leads up to the V/II-V/I-I progression of the third verse, which, with its pedal point, conveys tension on its own.
In the last verse, the narrator, by now married and father of a boy, thinks about leaving his
hometown: "Last night me and Kate, we laid in bed, talking 'bout getting out/Packing up our
bags, maybe heading south". Thus, Springsteen shifts back from the more general view of the
town described in the bridge to the "lyric I's" life and to how he and his family are personally
affected by the economic decline. As Miller (1987: 83) stresses,"[...] it is important to see that
the boy in 'My Hometown' is not destroyed when his world is destroyed: he endures and struggles
to build a new world. [...] Springsteen's character has least the option to leave the place where his
world ended". This is much more than the protagonist of "In the Ghetto" could hope for. And it is
also evident that here the hero is not haunted by the past but by the present economic depression,
which sets the song apart from such songs as "Shilo", "Brooklyn Roads" and "Mama's Arms", in
which the protagonists have all suffered psychological scars during a problematic and lonely
childhood and youth - scars they cannot rid themselves of so easily by moving to another place.
Before Springsteen's character leaves his destroyed world, however, he repeats the act that
started the song: "I'm thirty-five, we got a boy of our own now/Last night I sat him up, behind the
wheel, and said, 'Son, take a good look around/This is your hometown'". Even though the act is •
quite the same, the images the boy receives are radically different from the ones his father - the
narrator - received. Whereas the grown man was born into a world of hope and pride, his son is
born into an abandoned, bankrupt town full of despair. This notion is also reinforced by
Springsteen's vocal delivery, which in the last verse conveys more sadness, despair and
melancholy than before.
In general, we may note that offbeats, especially anticipations of strong third beats, are
frequently used throughout the song to enhance the monotonous melody. The bass line seldom
changes pitch within one measure and mainly serves to establish a rhythmic pattern. The chorus's
phrasing stands in stark contrast to that of the verses and the bridge: while the chorus contains
short one- and two-bar phrases, the verses' and the bridge's phrases run through three, mostly four
measures (although interrupted by many rests). The tessitura, on the other hand, is the same
throughout the entire song, predominantly staying in the middle part of the vocal range of an
eleventh.
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"My Hometown" can be seen as an indirect criticism of the Reagan administration, under
which small farmers and industries died in great numbers, especially in the East and Midwest of
the US. Therefore, the vision of a new life down South stands for the prospect of a new world
that hasn't been similarly destroyed. Yet, the listener is kept in suspense as to whether the narrator
and his family will actually succeed in replacing their broken dreams by a world which is still very
much intact.
As we have seen, "My Hometown" covers both the first (childhood/youth) and the second
(adulthood) categories ofpersonal development. Harry Chapin's "Cat's in the Cradle" goes
one step further to include old age as well. The late singer-songwriter does so in a completely
different way, however, focusing on the relationship between a father (the "lyric I") and his son.
Contrary to "Shilo" or "Brooklyn Roads", this parent-child relationship is described from the
father's perspective.
The song is grounded in an ABABABAB pattern, whereby the last A section is nine bars
longer than the preceding verses and contains a kind of bridge. The two-note motif, which is
already presented in the first measure of the eight-bar instrumental introduction, establishes a
familiar sound from the start. Nevertheless, the motif- with its ascending perfect fifth interval
from f to c" - is not very prominent in the song; whenever it appears it is disguised by a different
rhythmic pattern, so that it is basically only the perfect fifth interval which makes it recognizable.
The perfect fifth interval also serves as a sort of figure in the introduction and the last five bars of
the song, in which it is repeated over and over again. It is true, however, that the melody and
rhythm are not built so much on actual repetition but rather on similarities that provide a certain
"sameness" in sound.
Interestingly, "Cat's in the Cradle" - much more so than any of the other songs in this category,
save "Mama's Arms" - has a very consonant, uneventful melody-harmony relationship, based
primarily on foots, fifths, and a few thirds. Basically all notes occurring on strong beats or their
anticipations are part of the F, Bb and Ab triads. Nevertheless, it has to be stressed here that the
overall quality of the song is by no means easy-going, since Chapin makes three non-diatonic
chords, namely the bVH (Eb), bill (Ab) and Vm (Cm) chords, an integral part of the song. The
frequent use of these chords, which is reminiscent of "Brooklyn Roads", lends an unusual, intense,
bluesy quality to the song. Consequently, the consonant melody-harmony relationship can only be
kept up with the help of a great number of accidentals (e flats for the most part), which, in turn,
provide tension within the melody and keep the tune exciting and less predictable.
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"Cat's in the Cradle", like "In the Ghetto" and "My Hometown", is a story song, which starts
out with the birth of the narrator's son. The event is described as something very natural, ordinary,
unspectacular: "My child arrived just the other day/He came to the world in the usual way". The
use of the verb "arrived" is fairly unusual in the context of child birth; it is more associated with
plane and train schedules and cars, which already underscores the narrator's preoccupance with
his career: "But there were planes to catch and bills to pay". This line represents the stereotypical
excuse or justification of a father for not spending enough time with his child. It is highly
reminiscent of two lines in "Shilo": "Papa says he'd love to be with you/If he had the time".
As a consequence, the narrator doesn't even see his boy grow up: "He learned to walk while I
was away/And he was talkin' fore I knew it and as he grew/He'd say, Tm gonna be like you,
Dad/You know I'm gonna be like you'". The alliteration in line 4 stresses the quick passing of
time, as does the inner rhyme ("knew-grew") in line 5. Lines 6 and 7 would sound very flattering
for a father, indeed, were it not for the context they are written in: here the listeners already
suspect that the boy's words don't mean anything good or desirable. The repetition reinforces the
uneasy feeling among the listeners and serves as foreshadowing as well. The descending bass
underneath lines 5 and 6, and to a lesser extent underneath line 7, reflects the dark mood of the
lyric and is illustrated by several chordal inversions: F-Eb-Eb/D-Cm7-Eb/Bb-Ab-Cm/G-F and AbCm/G-F, respectively. The first chord progression recurs in the bridge following verse 4 - to the
same effect.
Verse 2 also contributes essentially to the listener's opinion of the narrator: he is portrayed as a
rather superficial man who is totally numb to and unknowing of his son's needs. He gives him a
present for his birthday, yet does not realize that material gifts are not enough to make a child
happy: "My son turned ten just the other day/He said, 'Thanks for the ball, Dad, come on let's
play/Can you teach me to throw?' I said, "Not today/I got a lot to do' He said, 'That's okay'/And
he, he walked away, but his smile never dimmed/It said, 'I'm gonna be like him, yeah/You know
I'm gonna be like him'". The boy, at age ten, slowly learns not to count on his father's promises
anymore, he has given up hope and walks away; yet, the fact that he is bound to become like his
father assumes an additional meaning: his smile is not only an indication of his strength not to
show his disappointment, pain and frustration, but also of a certain vindication. In this light, the
word "smile" seem almost ironic. The use of "him" instead of "you" in lines 6 and 7 also suggests
the growing distance between father and son; it carries a more impersonal, detached notion.

99

Artistically, this verse seems the least well crafted: to maintain the rather sophisticated
aaaab(b)b rhyme scheme, Chapin employs many run-on lines, which interrupt the natural flow of
the lyric and make the line-ending rhymes sound very artificial indeed.
In contrast, the 16-bar chorus sounds extremely smooth because of its many alliterations, yet is
a lot more monotonous melody-wise than the verses and has a slightly lower tessitura. The
highest note, c", which surprisingly appears already in bar 1 of each verse as part of the motif,
does not recur in the chorus, in which the highest note is g'; yet, the melody there moves down to
the lowest note of the song, c', repeatedly, making for a darker, gloomier, less lively sound. The
melody and rhythm of the chorus are more reminiscent of a hammering sound, especially in
phrases 1 and 3, which are composed primarily of eighth notes that remain on the same pitch for
more than one measure. The instrumentation in the chorus, on the other hand, is more
sophisticated than in the guitar-based verses and bridge: a string section, drums and percussion
come in right at the beginning of the chorus and provide a richer, more dramatic sound.
The first two choruses are identical, whereas the last two choruses show some irregularities.
They all contain a kind of imagery associated with children: "And the cat's in the cradle and the
silver spoon/Little boy blue and the man in the moon", which also mirrors a child's speech. The
imagery is interrupted by the boy's question: "When you comin' home, Dad?", which clearly
indicates the child's longing to be with his father, and with its omission of the auxiliary verb "are"
sounds very authentic. The narrator is quick to answer: "I don't know when/But we'll get together
then/You know we'll have a good time then". He tries to reassure the boy of his love and wish to
play with him, yet conies off sounding superficial at best. In an interesting twist, it is the father in
choruses 3 and 4 who asks the question: "When you comin' home, son?" and his grown son
replies: "I don't know when/But we'll get together then/You know we'll have a good time then".
The fact that the roles are reversed as soon as the boy is grown can be seen as a direct
consequence of his upbringing.
Verses 3 and 4 are devoted to the boy as a young man and his shallow, almost non-existent
relationship with his father, which is then reinforced by the choruses. The "lyric I" is surprised to
find his son grown one day; "Well, he came from college just the other day/So much like a man I
just had to say/Son I'm proud of you, can you sit for a while?'" The repetition of "just the other
day" at the beginning of each verse stands for the quick passing of time; it is here indicative of the
chances people like the narrator have missed along the way and cannot make up for later in life.
This becomes clear when the grown man cuts short his father, who now is the one longing for his
son's company: "He shook his head and he said with a smile/What I'd really like, Dad, is to
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borrow the car keys;/See you later, can I have them please?"'. The young college student's smile is
an indication of his superiority; he doesn't need his father's love anymore, has given up waiting for
his father to spend time with him, and has instead turned to other people. "See you later" and "car
keys" are only two hints at the uncaring, superficial relationship between father and son.
Verse 4 elaborates on this development, and in that moves on to the "lyric I's" retirement: "I've
long since retired, my son's moved away". The song's time structure is again reflective of that of
"Shilo". "Brooklyn Roads", "Mama's Arms", "Ode to Billy Joe", "My Hometown" and "In the
Ghetto". The passing of time is not only implicit in the use of the present perfect tense and "long
since", but also in the geographical distance between the narrator and his son ("moved away").
Even though Chapin goes back to the immediate past of the day before and therefore again uses
the past tense, it is clear that the last verse is representative of the current situation: "I called him
up just the other day/I said, I'd like to see you if you don't mind1". The way the father pleads with
his son appears desperate and humiliating, which is also reflected in Chapin's vocal performance: .
his voice is very quiet when he sings "if you don't mind" and conveys sadness. Yet, the listener
already knows what the son's answer will be, which renders the song even more tragic; although
the boy's life was preordained from the beginning because of his father's neglecting him, there
seems to be a shift of sympathy away from the son in the direction of the father. The listener gets
the impression that the "lyric I" not only realizes but also deeply regrets his failures; yet his son is
unforgiving, probably because he is just like his father. He is preoccupied and it does not even
occur to him that his father might be lonely and really longing to see him - which reminds the
listener of the narrator's inability to empathize with and understand his son. Thus, the son answers
politely as ever: "I'd love to, Dad, if I can find the time/You see, my new job's a hassle and the
kids have the flu/But it's sure nice talkin1 to you, Dad". For the old man, there doesn't appear to be
much hope to get together with his son; however, the young man mentions not only his job as an
excuse, as did his father, but also his children, which is an indication that he is trying to be a better
father for his own children. So, amid all the dark and cold images, the listener sees a ray of hope
for the next generation: the young man may have been able to break out of the vicious circle
which still burdens his relationship with his father and makes both himself and his father victims of
past and present mistakes.
The short bridge, which follows the fourth verse, has a fairly low tessitura, and, like the last
three phrases of each verse, contains a more monotonous melody, which shows a certain
assimilation to the chorus and provides a smooth transition. The bridge also represents the
ultimate lesson the narrator has to learn: "And as I hung up the phone, it occurred to me/He'd
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grown up just like me/My boy was just like me". The repetition here again makes the line sound
sadder; it is reinforced by the exact repetition of the melody and the descending bass line (AbCm/G-F). In addition, the words are highlighted by a sparse instrumental accompaniment, which
is restricted to a chord progression strummed on a single guitar.
Like "Shilo" and "Brooklyn Roads", this song is a personal statement of the singer-songwriter;
yet, as Harry Chapin stressed in an interview for the Chicago Tribune in 1977,"[The song] has
some implications for all parents. [...] I wrote it from a personal view" (Campbell 1977: VI, 15).
The song was written following a poem by his wife, Sandy, of which he said: "It scared me. [...]
She was zinging me for running around the country and spending all my time on promotion work,
trying to be famous [away from his six children]" (Campbell 1977: VI, 15).
In contrast to the protagonist in "Shilo", the young boy in "Cat's in the Cradle" grows up to be
a fairly ordinary man, who only turns his anger and frustration on his father by ignoring the tetter's
needs. The "lyric I" in "Shilo", on the other hand, seems more self-destructive and in danger of
breaking, since he has chosen a very fragile world within bis mind rather than reality to escape
from his pain and frustration - a world he still longs for as an adult.
While "Cat's in the Cradle" and "My Hometown", despite their autobiographical overtones, and
"Luka", "In the Ghetto" and "Ode to Billy Joe" talk in more general terms about society and only
depict one person's fate and plight as an example to make it easier for the listener to identify with
the character, "Shilo", "Brooklyn Roads" and "Mama's Arms" do not fully succeed in
transcending the deeply personal level - and Diamond and Kadison probably fail to do so
intentionally and deliberately. They ask more of their audience, yet also give more of themselves.
Their vocal performances are undoubtedly the most engaging and most poignant of all, perhaps
because the songs are very close to the heart of the songwriters. As Kasha and Hirschhorn (1979:
121) state: "Neil Diamond's 'Brooklyn Roads' is a penetrating self-portrait, much closer to the
soul of the author than 'Cracklin' Rosie"1. The latter was a number one hit for Diamond in 1970
and is a rhythm track with a much more irrelevant, universal content, which people could easily
sing along and dance to.
Another point I would like to make concerns the different keys these eight songs are written in.
As we have already noted, the two Diamond tunes are composed in C major, to disguise the
melancholy, sad message behind a moreflavorfulfacade; "In the Ghetto" and "My Hometown"
are both written in the key of A major, which is usually also associated with rather joyful, lively,
happy music, as is D major, the key "Mama's Arms" is written in. On the other hand, the use of F
major in "Luka" and "Cat's in the Cradle" reinforces the mood set by the words more than the

102

keys mentioned above. The key of F major isfrequentlyused for raging or passionate musical
segments and therefore denotes a more agitated emotional state. Since "Ode to Billy Joe" does
not establish a single tonality at all, it can be seen as an exception here - it is in fact the only song
in the entire study which fails to do so.
As we have seen in the preceding discussions, however, it is other musical and lyrical elements
much more so than tonality which establish the mood and overall quality of a song.
The last feature left for us to discuss briefly is the song titles; some of the titles already connote
a rough upbringing, merciless reality, or at least some kind of hardship: "In the Ghetto"
immediately suggests the tough life of a ghetto kid, and this notion is reinforced by the six-time
recurrence of the title in the verses. Kasha and Hirschhorn (1979: 40) refer to this kind of song
title as a "mood title", because it creates "such a strong mood that dozens of story possibilities
immediately occur to the writer who conceived [it]". "Brooklyn Roads" is also a mood title,
although a more specific one, since a place name is explicitly mentioned. And even if the audience
is not familiar with the fact that Diamond himself was born in Brooklyn, New York, the title alone
suggests a more specific, possibly more personal story, which is set in a less prestigious part of
New York City. "My Hometown", on the other hand, is certainly more neutral, not negatively
connoted, and only fully emerges as an undesirable, dying place in the song. Each chorus repeats
the title or a variation of it ("your hometown") five times, which makes it the most prominently
featured title in this category. "Cat's in the Cradle", which is also part of the first line of each
chorus, hardly hints at the song's message, either. The alliteration, however, enhances the quality
of the title. The remaining four songs mention a person in the title: "Mama's Arms", which is also
part of the hook, makes it clear that "Mama" will at least be one of the main characters of the
song; the same holds true for "Ode to Billy Joe". Although the title is never fully mentioned in the
song, the name recurs once at the end of each verse. "Luka", which is only used twice in "My
name is Luka", is a boy's name and implies that the story will have to do with his life. "Shilo" is
the only song which depicts an imaginary person as the center of attention, and Diamond
appropriately uses the girl's name in the title.
Moreover, it is important to note here that none of the song titles is longer than four words,
which facilitates the process of remembering for the audience; titles like "Luka" or "Shilo" stick to
the listener's memory upon first hearing. The accessibility and memorability of song titles is a key
element in popular music: persons, places and names are very highly featured, as are one-word
titles, which, according to Sheila Davis (1985: 19) make up ten per cent of all contemporary
successful records. And although most song titles do not really hint at the story, they give rise to
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associations and images among the listeners and keep them interested in the songs, in that they stir
their curiosity.
Let us conclude this chapter by saying that most, if not all eight songs succeed on both the
musical and the lyric plane; they elicit some kind of emotional and intellectual response from the
audience. It should be noted that six of these songs were in the Top 40 at one point, three of them
were number one hits in the USA, which is very revealing, in that it plainly shows a tendency
among US citizens to identify with song characters who have suffered one way or other during
their childhood. It also helps to prove that many pop songs offer more to their listeners than an
interesting groove and beat, and consequently also evoke reactions on a level other than physical
(i.e. dance, body movement).

III.2.2. ADULTHOOD, IDENTITY PROBLEMS
As a starting point, we shall again look at a Neil Diamond song in great detail. The song, "I
Am ... I Said", will subsequently be compared to other songs dealing with adulthood and its
problems, resulting from newly assumed responsibilities and opportunities.

III.2.2.1. "I AM ... I SAID"
"I Am ...I Said"

L.A.'s fine, the sun shines most the time
And the feeling is lay back
Palm trees grow and rents are low
But you know I keep thinkin' about making my way back
Well, I'm New York City born and raised
But nowadays I'm lost between two shores
L.A.'s fine, but it ain't home
New York's home, but it ain't mine no more

"I am," I said
To no one there
And no one heard at all
Not even the chair
"I am," I cried
"I am," said I
And I am lost, and I can't even say why
Leavin' me lonely still
Did you ever read about a frog who dreamed of bein' a king
And then became one
Well, except for the names and a few other changes
If you talk about me, the story's the same one
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But I got an emptiness deep inside
And I've tried, but it won't let me go
And I'm not a man who likes to swear
But I never cared for the sound of being alone
"I am," I said
To no one there
And no one heard at all
Not even the chair
"I am," I cried
"I am," said I
And I am lost and I can't even say why
"I am," I said
"I am," I cried
"I am," ...

The song, with words and music by Neil Diamond, was released on Diamond's 1971 album
Stones and was a number four hit single for him in the same year. The same version also appears
on the fairly new MCA compilation, Neil Diamond - Glory Road (1992) and serves as the object
of analysis here. Many rock critics consider "I Am ... I Said" as one of the best, if not the best
song Diamond has written.
"I Am ... I Said" is strongly autobiographical, and in that can be regarded as a sequel to "Shilo"
and "Brooklyn Roads". In Rich Wiseman's unauthorized Diamond biography (1987: 118),
Diamond is quoted as saying:"['I Am... I Said' was] a statement on my part, for the first time in
my life, which said essentially 'I am, I exist, I recognize it, and love me, accept me'. It said all of
the things I needed as a child - all the schools that I had been to that I was never accepted in, all
of the times that I had spent alone at home. It was the self-esteem that I never had that I wanted".
And as recently as 1992, Diamond said of the song. "It was very personal, all about self-doubt. I
was really saying, 'God, I really am nothing1" (Tresidder 1992, III).
The song was inspired by a screen test Diamond did in 1971, in which he thought he had done
terribly: "I had the idea while doing a screen test for a picture they were going to do about [late
stand-up comedian] Lenny Bruce's life. I had done a couple of scenes in the morning, and during a
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lunch break, I felt really down and depressed. I had my guitar in the dressing room, and I wrote
the melody and the title that day. But I spent the next four months trying to finish it. It was by far
the most difficult song I have ever written - and probably the best song I have ever written"
(Hilburn 1992: CAL, 5).
The title "I Am ... I Said" alone suggests a very personal song, of a person with no real
identity. The three dots are essential here, since they represent the "lyric IV feeling of being
nothing, of not really knowing who and what he is. In that, the song title already sums up the crux
of the entire song without giving away the actual message. The title recurs four times in each
chorus and in the coda as direct speech and is embedded in a context each time.
The song's structure is best described as ABAB, whereby the A section consists of two eightbar segments and the chorus (B) contains an a, an a', and a b segment (with the a and a' segments
each being eight bars long and the b segment encompassing four measures). The second B section
is only 16 -bars long and is followed by a coda, which gradually fades.
"I Am ... I Said", like all songs analyzed so far, is written in 4/4 meter, with one meter change
to 2/4 in each a segment of the chorus, on "even the chair" and "even say why". The song is
composed in the key of Bb major, providing a majestic, elegant, yet stirring and haunting quality.
These notions are reinforced by the rather slow tempo of the tune. The rhythm, with its eighth and
sixteenth notes is more vivid in the verses, whereas quarter and half notes predominate in the
chorus. On the other hand, the melody line in the verses is very monotonous, while it is
considerably more agitated and lively in the chorus.
The eight-bar instrumental introduction sets the mood, starting out very quietly and subdued
with one acoustic guitar being picked. This guitar figure, which is also repeated in between the
chorus and the second verse, produces a melancholy sound, which is further supported by a dark,
soft drum beat, setting in in bar 3, and a string section, added in the fifth measure.
After a few more bars, the vocals come in and introduce a melodic motif consisting of one note
only - a feature that does not occur in classical music and is very rarely used in popular music
because of its monotony. Here, however, the single-note motif is extremely effective, in that
Diamond's baritone and the dark, melancholy quality of his vocal performance are highlighted. In
addition, the weary, downbeat feeling created by the motif and its various repetitions is an
indication of the narrator's emotional state. And although the first three lines, "LA's fine, the sun
shines most the time/And the feeling is lay back/Palm trees grow, and rents are low" paint an
almost idyllic picture of life in sunny, laid back Los Angeles, the listener gets a hint that this
relaxed, peaceful setting is about to be disrupted. The tension created by the single-note motif on
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bb and its subsequent repetitions on different pitches (on g and a) works against the calming effect
of the lyric. Key words, such as "L.A.", "palm trees", or those belonging to the extremely wellcrafted, tightly-knit inner rhyme scheme ("fine-shines-time"; "grow-low-know") are accentuated
by downbeats, offbeats and/or quarter and half notes. The subtlety of the inner rhymes is most
evident if we look at the great number of imperfect ("false") rhymes, which do not interfere with
the natural flow of the lyric, do not sound artificial or stilted, and yet add to the song's
smoothness in a very artful way. The gentle guitar accompaniment and the sustained strings do
not overpower Diamond's strong, yet sensitive reading of the song, and the I-IV-V chord
progression moves along nicely too. However, the intense, unsettling quality of the dominant F
chord played against the third line is the first sign of an impending change, which is immediately
introduced by "but": hitherto, only the tranquil California setting has been described without the
mention of a person; now, however, the word "but" does not only indicate an abrupt change for
the worse but also a shift from a broader, purely geographical plane unto a more personal level:
"But you know I keep thinkin1 about makin' my way back". The "lyric I" comes in here for the
first time and his suggested outlook on life makes the listener curious. "You know" adds to the
colloquial character of the song and provides a more "intimate", almost confessional atmosphere;
the listener is actively involved, as if the narrator were talking to him/her directly, face to face.
The familiar style makes the rather complex song more easily accessible and neutralizes the
elaborate network of rhymes.
"Way back" creates a two-rhyme with "lay back" in line 2; these kinds of rhyme are highly
uncommon in popular music lyrics (except for Tin Pan Alley songs) and in their singularity
provide additional polish wherever they occur.
The a' segment of the first verse, then, is a sort of explanation of the narrator's longing to go
back home: "Well, I'm New York City born and raised/But nowadays I'm lost between two
shores/L.A.'s fine, but it ain't home/New York's home, but it ain't mine no more". The "lyric I" has
obviously uprooted himself, moved West from his East Coast roots, to start a new - possibly
better, happier - life. Still, he is "lost between two shores", torn between his roots back in
Brooklyn and his new life in L. A., which, judging from the outward circumstances, could be
fulfilled and successful. But the narrator feels homesick, even though he is aware that he has lost
touch with people in his hometown. The notion of being a stranger in one's hometown, of
belonging nowhere prevails in this portion of the first verse and is underscored by a melody line
which gradually becomes more lively, less passive and monotonous. Furthermore, Diamond
manages to create more tension by playing the dominant seventh chord, F7, on "New York's
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home, but it ain't mine no [more]". It has a richer sound than the dominant F chord and needs
resolution even more urgently.
"But" is the most dominant word in verse 1 and underlines the narrator's dichotomous attitude:
he states something positive and immediately contrasts it with a shortcoming. The more hectic
lifestyle of a typical New Yorker, a restless person, a workaholic, is set against the more relaxed
manner of Californians, and is seen as an insurmountable obstacle.
The feeling of despair, frustration, anguish and a certain sense of resistance against his own
situation is most effectively and touchingly illustrated by Diamond's vocal performance, which
builds up drama in accordance with a gradually growing instrumentation and peaks on bb' on "no
more", which Diamond sings with a cry in his voice and sustains for over one measure. The note,
bb', is also the highest note of the entire verse and is further highlighted by the crescendo in the
cadence, underneath the tonic Bb and Bbsus4 chords, which subsequently explodes in the chorus.
It is also interesting to point out here that the verse, like the chorus, comes full circle twice with
its I-IV-V-I chord progression, denoting the emotional vicious circle the hero is in.
Diamond's thick New York accent is especially apparent on "New York City born and raised"
and "no more", which are pronounced by the singer-songwriter as /«« : J^'-k &<& ^:n ' n rend /
and fr*v w W , respectively. Like in "Brooklyn Roads", it adds to the autobiographical character
of the song. Indeed, Gary Pucket and the Union Gap's version of "I Am ... I Said" lacks
authenticity and strains at plausibility, simply because Pucket employs a Standard American
pronunciation of words such as "New York" Aw 3 => *• K /, "born" / b i - n / and "no more" fa air
w r ^ y e t proclaims "Well, I'm New York City born and raised". This example serves to
illustrate the importance for any singer to step inside the character he/she is portraying. This
identification is certainly achieved in a more satisfying way by artists who write their own
material, even more so if the songs are autobiographical.
In the chorus, the rather slow song gathers momentum: the dramatic intervalic leaps, which are
scattered about the chorus, and Diamond's voice crying out, wrestling with the upper Emits of his
vocal range, create the image of someone struggling with a personal problem. The descending
major sixth interval on '"I am,' I said" is repeated exactly in the a' segment of the chorus on '"I am,'
I cried", whereby the main emphasis is on "am", "said" and "cried", which occur on strong third
beats or downbeats and are furnished with dotted quarter notes and whole notes. "I", on the other
hand, only receives eighth notes and appears on weak beats each time. The quick alternation
between high and low notes underlines the fragile, desperate state the "lyric I" is in and
symbolizes the close succession of ups and downs in his life.

109

0

A

Chorus
A

0

H

#—,^—r—:
}— L

"I am",

_-=J

tf

10

TT

said .

/

FTP

s,

i 1?<—J

to no one

there._

f

Pedal

In addition, the percussion section becomes a lot more prominent and produces a richer sound.
Furthermore, Diamond makes effective use of the melancholy quality of a horn section, which
plays an ascending melody line right after the first and second lines of each a segment.
The lines "'I am,11 said/To no one there" imply a loss of identity after moving from New York
to L A ; the narrator does not know what to tell people about who he is, what he is all about. The
major sixth on "to no", jumping from d" down to f, reinforces the feeling of despair and
loneliness, just like the offbeats and minor sixth leaps up and down, from g' up to the highest note
of the song, eb", on "And no one heard at all, not e[ven the chair]". It is noteworthy here that
Diamond stresses the negatively connoted words by providing them with high notes: "no", "[no]
one", "at [all]", "not". His voice at times threatens to crack from emotional strain, which helps to
convey the mood of authenticism. The narrator's insignificance is mirrored by the other people's
lack of interest in him as a person and by his own inability to articulate himself. The descending
bass line underneath "even the chair" in the 2/4 bar, brought about by the quickly strummed
diatonic chord progression of Eb-Dm-Cm-Bb (rV-IIIm-IIm-I), famishes the cadence with a dark
and somber quality. As we have seen, Diamond uses the same chord progression in the key of C
major in "Shilo" (F-Em-Dm-C), and together with the descending bass line achieves a similar
effect. In "I Am... I Said", however, the quick succession bears a much more dramatic, agitated
notion. The "chair" here not only stands for a wooden object used for sitting but for the narrator's
loneliness; there is no one around him to talk to, no one who cares to listen. Moreover, "chair"
can be considered as a piece of furniture associated with contemplation and quiet reasoning. In

no
that, it assumes an almost symbolic quality, which certainly makes more sense than taking the
word at its face value.
Right before Diamond's vocals come in for the a' segment of the chorus, all instruments cut out
and Diamond sings '"I am,' I [cried]" with no instrumental accompaniment, screaming against a
background of complete silence. This is extraordinarily effective because Diamond's voice, like
the character portrayed in the song, is thoroughly alone.
The instruments come back in on "cried"; Diamond sustains the f on "cried" for more than one
measure against the horn section playing again a high-pitched ascending melody, which is echoed
on even higher pitches against Diamond's sustained g' on "I" in the following phrase. "And I am
lost, and I can't even say why" is again highlighted by the liveliness of the melody line, which is
identical to that in phrase 3 of the a segment. The scalewise descending bass line and its diatonic
chord progression on "even say why" underscores the narrator's hopelessness, discouragement,
and his inability to define what makes him feel lonely, abandoned and depressed. The shift from
past back to present tense indicates the words' validity for the hero's present state.
In contrast to the cadence of the a segment, the a' segment sustains the tonic Bb chord for only
one measure and then shifts to the dominant F chord to add tension. Shortly after, all instruments
cut out and Diamond sings "Leavin1 me lonely still" in a quiet, downbeat manner denoting the
character's resignation. On "lonely", a single acoustic guitar comes back in and repeatedly plays
the guitar figure presented in the instrumental introduction. The ascending minor sixth from d1 on
"[lone]ly" up to bb' on "still" denotes a lack of resolution and indicates a recurrence of the feeling
of solitude and sadness. It is gracefully reinforced by the solitary sound of Diamond's guitarpicking, which leads up to the second verse, and by an audible sigh on "still".
The low tessitura of the verse stands in stark contrast to the comparatively high tessitura of the
chorus: the melody in the verse never goes beyond bb1, whereas the chorus moves up and down in
between f and eb" for the most part and only reaches down to eb1 and d1 in the cadences of each
segment. The vocal range in "I Am ... I Said" is outstandingly wide, encompassing a thirteenth,
from the very low g up to eb".
In the first segment of verse 2, like in verse 1, Diamond sets out to describe a rather pleasant,
positive aspect of life: he likens his life to a fairy-tale come true: "Did you ever read about a frog
who dreamed of bein' a king/And then became one?/Well, except for the names and a few other
changes/If you talk about me, the story's the same one". Here again, Diamond involves the
audience by addressing them directly ("Did you"). The "frog", like in the fairy tale, "Der
Froschkonig", stands for an insignificant, small animal, which is personified here ("who"). The
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narrator consequently sees himself as a basically unimportant, maybe even worthless person who
was lucky and became a "king", whereby the word "king" certainly carries the notion of power,
riches, wealth and success - all of which Diamond himself had in the 1970s when he was
considered the "King of Pop". In an interview with Robert Hilburn (1972: 13), Diamond
explained the word "king" thus: "When I speak of dreaming about being a king in 'I Am ... I Said',
the king represents acceptance. I was never accepted as a kid [...]. I always wanted to be
something [...]. It's difficult to face the reality that all the things we've been told will make you
happy - money, success, security - can't get you straight inside. That's something you have to
work out for yourself.
Hence, with verse 2, Diamond moves on to a more metaphorical plane. The positive images although reinforced by the tight rhyme scheme - are again contradicted by the music, which can be
interpreted as a kind of foreshadowing here too. The inner rhymes are false rhymes without
exception and are accented by offbeats. "Read-dreamed-king" and "names-changes" are also key
words, and together with the second two-rhyme in the song, "became one-same one" in lines 2
and 4, make for the smooth yet natural flow of the a segment of verse 2.
However, the affirmative message of the first four lines is abruptly, but not surprisingly,
disrupted by "But I got an emptiness deep inside/And I've tried, but it won't let me go". "But"
already reverses everything, and the following lines clearly pick up where lines 5-8 of verse 1 left
off: "emptiness deep inside" is a more general description of the narrator's loneliness,
homelessness and feeling of being lost. It nourishes the image of a hollow spot in which joy,
laughter and happiness should grow. The inner rhyme created by "inside-tried" connects the idea
of emotional exhaustion to the "lyric Ps" struggle to free himself of the void. "But it won't let me
go" implies that this struggle has been in vain; the fact that "it", i.e. the "emptiness" itself rather
than the narrator is the subject of the sentence indicates the narrator's helplessness: the listener is
left with the impression that it is not up to the "lyric I" anymore to determine his happiness and
fulfillment, but it is the void that has taken possession of him and haunts him. The following lines,
"And I'm not a man who likes to swear/But I never cared for the sound of bein' alone" leads
directly to the chorus. They portray the narrator as a usually quiet, soft-spoken person, who may
be prone to cursing and crying out "I am, I exist and accept me" only because of his despair,
solitude and isolation. "The sound of bein' alone" provides an interesting description for its use of
an auditive representation, as opposed to a visual image: the listener can only conceive the
"sound" as a "sound of silence", to quote Simon and Garfunkel's number one hit of the same
name. The visualization is then provided in the chorus, in which the listener will picture the
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narrator by himself in a room, probably sitting on a chair, brooding and contemplating his
isolation.
The song certainly borders on existentialism: despite his fame and fortune, the "king" is still
very much like his insignificant counterpart, the "frog"; they are both lonely, if for different
reasons. The "king" is put on a pedestal and assumes an air of inaccessibility, whereas the "frog"
is too meaningless and small for us to even bother to look at. Yet, they both are longing for
nothing but acceptance and love. In the end, it seems that the narrator has moved too far from his
roots socially and geographically and has lost the concept of himself as a person. In order to
regain control of his life he needs to reassure himself of his existence: "I am", which Diamond
again belts out in his gravely voice, straining against his own range, recurs three times in the
second chorus and is repeated in an even more strained way throughout the coda. The horns are
applied to the coda in much the same way as in the chorus and consequently make the coda and
the fade sound more intense, suspended and dramatic, echoing Diamond's charged vocals.
James F. Harris (1978: 340) lists "I Am ... I Said" in connection with existential alienation,
which, according to some existentialism philosophers results from the gnawing dread (angst)
which lies at the center of our existence. Harris sees a parallel between Albert Camus's "The Myth
of Sisyphus", in which the sole meaning of life is expressed in such phrases as "keep on keeping
on" or "keep on trucking", and Diamond's song, in which the same theme of self-assertion is
echoed.
The fact that Diamond chose not to end the song on a chord but to let it fade out on "I am"
rules out any sort of solution: there is no end to the narrator's solitariness. Diamond's powerful
vocal delivery, which carries the notion of a cry for help, hauntingly drones on and mirrors the
song's ultimate message: you cannot escape the past by running away from one place and starting
anew in a different one, even less so if you have left the old life in a turmoil. All the feelings you
have never dealt with before, the fear and frustration are eventually going to catch up with you,
no matter where you go.
Although "I Am ... I Said" is a very personal song, it has universal meaning: most people at
least once in their lives try to be something they are not, wish to run away from certain calamities,
are lost or disappointed in themselves and strive to get some spiritual meaning out of their lives.
Thus, in his struggle for acceptance and his alienation from society, the hero in "I Am... I Said" is
without any doubt a character a lot of listeners can identify with, which may have accounted for
the song's commercial appeal and success.
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It is obvious that the lyric is of primary importance to its writer, as Diamond half-speaks the
first segment of each verse against an understated instrumental accompaniment. The toned-down
guitar and string arrangement of the verses is also mirrored in the solely consonant melodyharmony relationship, which unobtrusively backs Diamond's poignant vocals. In contrast, the
chorus is based on emotion and an agitated melody line, and is underscored by a richer and fuller
orchestration. These two parts of the song ideally complement one another and make for a hit
record.
"I Am ... I Said" is one of Diamond's signature songs and is usually the last song in his live
repertoire, followed only by one or two encores. The live versions, however, tend to differ greatly
from the original studio version, especially more recent live recordings. With their omission of the
coda and fade (parts of the verses are repeated instead, and "oh no's" are used as fillers in
between), the live versions are not as desperately sounding and even have a calming effect. Of
course, this is mainly due to the fact that fades are almost impossible to recreate technically in a
live setting. Nevertheless, the live renditions are at times overly dramatic and make one long for
the unpretentious, yet touching 1971 studio version.

III.2.2.2. COMPARISONS
The thorough discussion of "I Am ... I Said" now leads us to a comparative study of the
following songs: "Eleanor Rigby" and "Nowhere Man", both by the Beatles, both Top 20 hits for
them in 1966; Leonard Cohen's 1969 ballad "Bird on the Wire", which never cracked the Top 100
but can nevertheless be considered a well-known song; Bob Seger's number twelve hit single
"Like a Rock", from his 1986 album of the same name; and "The Last Song", written by Elton
John with words by Bernie Taupin, and a number 23 hit for John in 1992.
To varying degrees, all songs deal with the individual's alienation from society, with the
individual's struggle for a better, happier and more gratifying life. Ultimately, none of the
characters is successful, and they are either doomed to lead the kind of disappointing and
frustrating life they have so desperately fought against, or they perish with the notion of having
failed in mind.
"Bird on the Wire" is the only song here which - unlike "I Am... I Said" - is written in a more
poetic way, and displays many comparisons, symbols and other poetic devices - which is not very
surprising if we consider Cohen's reputation as a poet. The other songs contain numerous
colloquialisms, which are obviously seen as a perfect representation of the raw edges of life.
The songs in this category differ considerably in their approaches: Bob Seger's "Like a Rock"
and Cohen's "Bird on the Wire" are at least partly autobiographical and are consequently written
from the point of view of a "lyric I". In "The Last Song", which depicts the last few hours of a
young man dying of AIDS as its central theme, Elton John adopts the role of the AIDS victim. On
the other hand, McCartney and Lennon chose more detached narrators for their songs; this is
especially obvious in "Eleanor Rigby", where the narrator never emerges at all and assumes the ..
function of an authorial, omniscient narrator often found in novels.
In "Nowhere Man", Lennon and McCartney establish a kind of relationship between the
narrator ("me") and the protagonist ("Nowhere Man", "he"); they even involve the audience
("you") by asking them a rhetorical question: "Isn't he a bit like you and me?", and set up a
connection between the protagonist and the "Nowhere Man" in all of us. The use of the present
tense throughout the song underlines the timelessness of the message.
"Nowhere Man" is described as "sitting in his nowhere land/Making all his nowhere plans for
nobody", that is, as a person not getting anywhere, living. "Nowhere land" can be compared to
Diamond's image of homelessness and rootlessness, of the protagonist's dislocation from the rest
of society. The picture painted in the chorus of "I Am ... I Said", the solitary man sitting on a
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solitary chair in a solitary room, is certainly present here as well: "Nowhere Man" is the portrait of
a secluded, isolated, estranged, lonely human being, living in his "ivory tower". "Sitting" connotes
passivity; the protagonist is waiting for something positive to happen in his life, contemplates his
"nowhere plans" without looking around him, trying to get in touch with reality again.
The first four measures of verse 1 are based on four-part a cappella singing, which provides a
sincere setting and manages to catch the listener's attention and interest by not distracting him/her
from the message of the words by any instrumental accompaniment. There is no "sweetening"; the
pure facts are stated right into the listener's ear. The melodic motif introduced on "He's a real
nowhere man" starts out on b', then leaps up a perfect fourth to e" on "real", and afterwards
descends scalewise back to b'. The fact that the melody comes full circle mirrors the protagonist's
not getting ahead. The following six measures contain the expansion of the motif, which is built
upon variations of the original motif and consists of different intervals and rhythm, whereby the
melody line of phrase 2 starts out on a1 in bar 4 and ends on g#'; and phrase 3 begins on f#' and
reaches down to e#' in bars 6 and 7. The descending melody line makes for a rather pessimistic
beginning and takes away some of the warm, grand and joyous quality denoted by the key the
song is written in, E major. In each verse, the motif is repeated in a rhythmic variation, and the
chord progression comes full circle too (E-B-A-E-A-Am-E). The moderately slow tempo and the
highly repetitious melody make for a monotonous sound, which effectively mirrors the
protagonist's numb, apathetic mental state.
The guitar-bass-percussion accompaniment sets in with "Making all his nowhere plans for
nobody" and lends some liveliness to the tune. McCartney and Lennon continue their
characterization of "Nowhere Man" and the instrumentation in the second verse: "Doesn't have a
point of view/Knows not where he's going to" reinforces the notion the listener has acquired after
hearing the first verse: "Nowhere Man" has no opinion, does not stand up for his ideas, dreams
and plans, and consequently has no future.
Up to this point the melody has been composed of fifths, roots and thirds of the harmony
exclusively. With the subtle shift away from "Nowhere Man" to society in general in the last line
of verse 2, "Isn't he a bit like you and me?", the melody-harmony relationship becomes less
consonant, with the sixth created by the f#' on "isn't", sung against the subdominant A chord; the
sharp seventh on the anticipation of the downbeat on "bit" (g# against the non-diatonic Am
chord); and the second created by f#' on "me" against the tonic E chord. Although all dissonant
relationships are resolved instantly, they nevertheless provide a tense, restless quality.
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The chorus contains some more unusual sevenths and fourths, which are not immediately
resolved but linger on. The melody line, unlike that of the verses, is not as gently and uneventfully
moving but gathers momentum with the help of some major leaps: on the first line, "Nowhere
man, please listen", the melody plunges down from c#" on "please" to e#(, which is a major sixth.
The melody introduced in the first two measures, including the descending major sixth interval, is
repeated exactly in the following two bars on "You don't know what you're missing". It is
interesting to note here that "Nowhere Man" is addressed directly now, so that "you" now stands
for the protagonist and not for the listeners anymore. It makes for a rather confusing "he-you-me"
relationship, which prompts James A. Winn (1984: 14) to state: "By talking about 'Nowhere Man'
and then immediately talking to him, John [Lennon] gives the song's point of view a rich
confusion. How can we project ourselves into this song? 'Please listen/You don't know what
you're missing1 sounds like a message to us about the growing complexity of Beatles music, but if
we accept that identification of ourselves as "Nowhere Man1, the song is accusing us of
blindness". However, Lennon himself suggests another possibility in his account of the making of
the song: "I was just sitting, trying to think of a song, and I thought of myself sitting there, doing
nothing and getting nowhere [...]. Nothing would come. I was cheesed off and went for a lie
down, having given up. Then I thought of myself as "Nowhere Man' - sitting in his "Nowhere
Land"' (Winn 1984: 14). In any event, there is a clear uncertainty about identity and point of view,
which, to some extent, leads to failed communication. Yet, since "Nowhere Man" is "a bit like" all
of us, not the entire message is lost. The last line of the chorus, "Nowhere Man, the world is at
your command", indicates that the protagonist could actually change his life by breaking out of his
protective shell and starting to actively take his life into his own hands. The melody line eventually
descends to b", after peaking on e#" on "world", and moves to the dominant B chord in the last
measure of the chorus, rather than resolving to the tonic E, which leaves the melody suspended; it
keeps up the tension created by the melody-harmony relationship. The dominant V chord is
resolved to E only in the first bar of the third verse. The same feature can be seen in "Bird on the
Wire", in which Cohen sustains the V chord (A) at the end of the chorus for even longer, namely
four entire measures, before resolving it to the tonic I chord (D) in bar 1 of the following verse.
The formal structure of "Nowhere Man" is best described as AABCABABA, whereby the A
section stands for eight-bar verses, the B for the eight-measure chorus, and C for the instrumental
bridge. This instrumental solo, following the first chorus, is eight bars long and features a
prominent melody line, which is picked on an electric guitar and is a variation of the melody in the
verse.
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The solo leads up to the third verse, which again describes the protagonist: "He's as blind as he
can be/Just sees what he wants to see". "Nowhere Man" is too much absorbed by his fantasy
world to become aware of the goings-on around him. "Blind" stands for the protagonist's
withdrawal, his inability to face reality with its good and bad aspects. Subsequently, the
alternation of description and address is recapitulated in even briefer compass: "Nowhere Man,
can you see me at all?"
The second chorus continues its direct address: "Nowhere Man, don't worry/Take your time,
don't hurry". The tone is again more reassuring than in the verses. "Take your time" implies that
there is no need for the protagonist to rush a change; it becomes clear that the process of change
is a time-consuming venture and cannot be brought about alone: "Leave it all till somebody else
lends you a hand". Like in the first chorus, the background vocals singing "la la la", harmonizing
on the cadence of each phrase with Lennon and McCartney's lead vocals, underscore the more
light-hearted, optimistic approach of the choruses.
To limit the overall positive feeling, verses 2 and 1 are repeated again, interrupted only by the
more optimistic first chorus; the two-time repetition of "Making all his nowhere plans for nobody"
in the song's eight-bar coda stresses the notion that the protagonist is ultimately stuck and in
danger of being caught within his isolation forever.
On the lyrical level, "Nowhere Man" - although more repetitive - is similar to "I Am ... I Said",
because both songs list more positive aspects of life, only to snatch them away again instantly.
The overall feeling of both songs is pessimistic and reinforces the notion of being trapped in a web
of self-doubt, and a lack of self-esteem, which prevents the protagonists from acting.
Also, the almost as tightly-knit rhyme scheme of "Nowhere Man" similarly provides intensity.
The end-rhymes in lines 1 and 2 of each verse are tied to another rhyming word in line 3;
additionally, the third lines of each chorus rhyme ("command-hand-command"), mirroring the
hero's closed state of mind - a feature reminiscent of the rhyme scheme in "Shilo".
On the musical plane, however, "I Am ... I Said" is the by far more varied, less repetitious
song, which is also reflected in its exceptionally wide vocal range of a thirteenth. In contrast, the
vocal range of "Nowhere Man" encompasses an octave only, and the tessitura in the A and B
sections of the song is about the same.
Whereas the title "Nowhere Man" alone carries rather negative images of an insignificant,
estranged, faceless person, the title of the next song under discussion, "Bird on the Wire"
contains more positive connotations: "bird", at least, is symbolic of a quest for freedom,
independence; "wire", on the other hand, modifies the positive images that arise from our

118

associations of the word "bird"; a wire is seen as something thin, yet not necessarily unstable. The
picture of a fragile, light bird sitting on the wire evokes another image, namely that of a person
balancing on a high wire. Figuratively speaking, life is seen as a juggling act.
In the first verse, the narrator likens himself not only to a bird on a wire but describes himself
in the following terms: "Like a drunk in a midnight choir/I have tried in my way to be free". This
image opens up two ways of interpretation: a "midnight choir" may stand for pleasant sounding
voices, and therefore conveys an almost romantic image, while the picture of a drunk man
disrupting the peaceful setting seems very disturbing: the "drunk" obviously doesn't fit in, he is
clumsy, loud, unpleasant - in short, he is an outcast. On the other hand, "midnight choir" might
also be representative of a late-night orgy, of a group of drunk people singing loudly, out of tune.
The "lyric I" admits both, the more graceful, noble part of his personality, represented by the
bird, and the more vulgar, crude and bad-mannered side, symbolized by the drunk.
In the following line, the narrator compares himself to a "worm on a hook" - a creature
struggling for freedom, for life. A worm, like the "frog" in "I Am ... I Said", is a fairly irrelevant,
maybe even sleek creature; the "hook" is the worm's prison, its death and the symbol of its
preordained life. In the subsequent lines, Cohen brings in a more romantic image, namely that of
courting and graceful mannerism: "Like a knight from some old-fashioned book/I have saved all
my ribbons for thee". This rather cliched picture of a knight wooing his beloved one also implies
the "lyric I's" clinging to, or being caught within certain traditions. This notion is reinforced by
Cohen's use of the archaic word "thee" instead of "you", which also rhymes with "free" in line 3
and ties the two segments of the first verse together. The "ribbons" stand for something beautiful,
desirable, the best part of the narrator's personality.
The dark, almost gloomy, doomed atmosphere created by the lyric is effectively supported by
the music. The three-note motif, first used on "like a bird", is sung a cappella and contains a
diatonically descending melody from f#' down to e' andfinallynestling on d1. Whenever a
comparison is introduced by "like a", the motif is repeated - sometimes exactly, sometimes in a
rhythmic variation. The sparse guitar and bass accompaniment comes in on "on a wire" and
continues throughout the a segment of each verse. For the second segment (a1) and for the chorus,
Cohen adds strings to provide a more dramatic sound. Cohen's dark baritone and the slow,
Gospel Waltz tempo (3/4) of the song reinforces the downbeat, depressing quality of the tune.
Cohen, more than Diamond, struggles with the upper limits of his vocal range, which is apparent
on "midnight" and "old-fashioned", where Cohen wrestles with d" and e" notes and hereby mirrors
the narrator's problematic situation. Moreover, the melody is based on almost as many dissonant
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sixths of the harmonic accompaniment as of roots, thirds and fifths, and even though those
relationships quickly resolve to more consonant ones (especially on the melismas), they
nevertheless create tension. The drama is further underlined by such striking intervalic leaps as the
ascending perfect octave from d1 on "drunk" and "knight" to d" on "in a" and "from some".
Prosody works to perfection, in that calmer melody lines are applied to more passive images, such
as "bird on the wire" and "worm on a hook" ("Like a baby stillborn" in verse 2), while
comparisons containing more active images, such as "Like a drunk" and "Like a knight" ("Like a
beast" in verse 2), are set to more dramatic, vivid melodies. The key of D major provides a rich,
if more positive and upbeat sound.
As opposed to the verses, the chorus starts out on an ascending melody line. The tessitura of
the chorus is also higher than that of the verse. It is foreshadowed musically by the ascending bass
line introducing the chorus. The vocal range of a tenth covers the notes in between d' and f#",
whereby the highest note appears in the chorus only and the lowest one occurs in the verses
exclusively.
"If I, if I have been unkind/I hope that you can just let it go by/If I, if I have been untrue/I hope
you know it was never to you", the lyric of the first chorus, displays another trait of the narrator's
personality: his hesitant character is hinted at by the repetition of "if I". It is also an indication of
the protagonist's honesty and makes the plea for hisfriend'sforgiveness and understanding vis-avis his flaws sound more sincere. "Unkind", like "untrue" in line 3, is highlighted by the f#" and
Cohen's cracking voice, which provides the descending melisma with an aching touch.
The first two lines of the chorus stand out in another respect: they are the only ones which
contain a false end-rhyme ("unkind-by"). Otherwise, lines 1 and 2, 3 and 6,4 and 5 of the verses,
and lines 1 and 2, and 3 and 4 of the choruses incorporate pure or perfect rhymes exclusively. The
imperfect rhyme underscores the more colloquial quality of the first chorus, in which the narrator's
friend, presumably his girlfriend, is talked to directly.
The second verse returns to the metaphorical level and lists some more comparisons: "Like a
baby stillborn/Like a beast with his horn/I have torn everyone who reached out for me". The
tragic image of a baby who never had a chance to live and prosper is reinforced by the alliteration
and can be linked with the helplessness of the "worm on a hook" in verse 1. Lines 2 and 3
incorporate a much more violent picture: "beast" stands for a ferocious, savage animal, which like the "frog" in "I Am ... I Said" - is personified ("his"). The following line supplies this image
with an even more dangerous instrument, namely a "horn", which the beast employs not only to
defend itself but also to deliberately hurt others. Since the "lyric I" likens himself to a beast, the
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listener gets the notion that in his search for freedom, the narrator has become a reckless,
egocentric person who prevents anybody from approaching him. Yet his aggressive way of
fighting for his privacy and independence somehow hints at his vulnerability as well: he scares
people away because he is afraid of being found out to be no more than just another ordinary
person. So, in a way, all the images complement each other and describe the narrator as an
aggressively defensive, yet vulnerable and scared man.
The a1 segment of the second verse takes up the notion of love and courtship again: "But I
swear by this song/And by all that I have done wrong/I will make it all up to thee". The move
away from the present perfect tense to thefixturetense ("will") and the use of "but" at the very
beginning of the sentence indicate a change for the better. The protagonist promises his beloved
one that after recognizing his shortcomings, the future will look brighter. "I swear" reinforces the
narrator's determination and sincerity. "Thee", like "you" in the chorus, carries the notion of a new
start, of hope, a source of strength for the hero, and although the aspect of love is only very
subtly alluded to, the listener learns about the importance of "thee" for the narrator's future.
The fact that Cohen goes back a step in the second chorus to describe events that happened in
the protagonist's past implies that it is impossible to draw a clear line between present and past:
like "I Am ... I Said", "Bird on the Wire" stresses that one cannot start anew without the past
influencing the present and future. We have seen this topic come up time and again in this study,
which points to the songwriters' great interest in and preoccupation with this subject.
Like all the animals depicted to characterize the narrator, the two people mentioned in the
second chorus are far from being average persons: the "beggar leaning on his wooden crutch" is
symbolic of the poor, the handicapped, the outcast, the loser - in short, the beggar stands for a
person who has at one point been let down by society and consequently is no longer part of it
anymore. He is the kind of person who gets by without owning anything, and therefore advises
the protagonist to be modest, not to expect too much of life: "He said to me, 'You must not ask
for so much"1. The "pretty woman leaning in her darkened door" represents a prostitute, that is,
another disrespected person in society; yet, as opposed to the beggar, she has not resigned but
asks for more in life, is never satisfied, searches for happiness in all the wrong places. Whereas the
"crutch" symbolizes the beggar's passivity, the "darkened door" stands for the prostitute's activity,
for forbidden pleasures and desires. It is only natural that she should encourage the protagonist to
keep looking for fulfillment and pleasures in life: "She cried to me, 'Hey, why not ask for more?'".
Both the beggar and the prostitute are also symbolic of the two parts of the narrator's
personality: he is passive "like a baby stillborn" and at the same time displays the same kind of raw
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aggression and activity as the prostitute: "like a drunk in a midnight choir" and "like a beast with
his horn".
In the second chorus, Cohen also alludes to the opposition of old and young: usually we
associate old age with a beggar, while we apply the image of a young, pretty woman to the
prostitute. This indicates that the "lyric I" is torn between his more active, lively youth and his
more passive maturity. Young people always ask for more, are not content with what they have
got, whereas older people are more easily satisfied, having learned the hard way. In that, the song
points to the protagonist's mid-life predicament, if not a full-fledged crisis. The melismas on
"crutch", "much", "door" and "more" enhance the tense, agitated quality of the lyric and are
reinforced by Cohen's croaky voice. The descending bass line used in both choruses to link lines 1
and 2, and 3 and 4, helps to set a pensive mood. The chord progression in both segments of the
chorus also adds tension by starting out on the subdominant IV (G) chord, segueing into the tonic
I chord (D), and moving on to the substitute subdominant Ilm (Em) chord, which in the last
segment is followed by the dominant V chord (A) and is left suspended. It is then released in the
first bar of the last verse, in which the a' segment is omitted. Hence, the verse consists of 16
measures only and contains the same lyric and music as the a segment of verse 1. The exact
repetition entails a feeling of resignation of the narrator's surrender to reality and sacrifice of his
hopes and dreams, and in that is very much reminiscent of "Nowhere Man". The descending
melody here again denotes sadness and is enriched by an overall diatonically ascending bass
motion. As should be obvious by now the pattern of "Bird on the Wire" consists of a succession
of ABABA sections, whereby the last A is only half as long as the preceding A sections.
The only song in this category which takes the comparison between the hero's youth and
maturity as its central theme is Bob Seger's "Like a Rock". Seger explained the making of the
song in a Chicago Tribune interview in 1986: '"Like a Rock1 was the very first song that I wrote
for this album [the 1986 record Like a Rock], back in the fall of 1983, when I had just gotten off
of a tour [...]. I was kind of feeling [...] a little drained. What I was trying to do in that song was
look back on the strength of the innocence you have when you're 18. [...] As I get older, I seem to
see things less and less clearly. Things are vaguer. Instead of black and white, there are these gray
areas. You look back at your life and wonder if you've been true to yourself all those years. It
makes things pretty confusing [...]. Maybe it's all the commitments. You get so committed to so
many different people and things and you get buried by that. When you're younger [...], you're just
committed to being happy" (Van Matre 1986: Xffl, 5).
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In an interview with Stephen Holden of the New York Times. Bob Seger elaborated on the
autobiographical nature of the song: '"Like a Rock' was inspired partly by the end of a relationship
I had that had lasted for eleven years. [...] You wonder where all that time went. But beyond that,
it expresses ray feeling that the best years of your life are in your late teens when you have no
special commitments and no career. It is your last blast of fun before heading into the cruel world"
(Holden 1986: C, 18).
"Like a Rock" is consequently very much reflective of Diamond's "Brooklyn Roads" and
"Shilo", in that it uses the past as its starting point and compares the protagonist's present
situation to his life as a teenager. In contrast to "I Am ... I Said", "Nowhere Man" and "Bird on
the Wire", the hero's present state is never described in detail.
The song starts out on a four-bar instrumental introduction, which - like the first two verses is sparsely orchestrated and provides a more intimate setting. The pedal point, created by the I
bass (Ab), is sustained throughout the introduction and is prolonged for two measures into the
first verse. It sets a strained, tense mood from the beginning. The tonic pedal point is also used to
the same effect at the end of each verse, of the first segment of the chorus and of the guitar solo.
The extreme shortness of the musical phrases - most contain no more than four eighth notes or six
sixteenth notes - makes for a very uneven, "rocky" tune and mirrors the message conveyed by the
lyrics.
The song is based on an AAABCAABC structure; hereby A stands for the eight-bar verses, B
for the 16-bar choruses, and C for the 16-bar guitar solo, which is repeated as the coda at the" end
of the song. "Like a Rock" is written in the fairly energetic, rich key of Ab major, is a moderately
fast rock ballad in 4/4 meter. It contains an extraordinarily wide vocal range, namely that of a
fourteenth; the lowest note, db1, only occurs in the verses, while the highest one, c"', is used
repeatedly in the chorus exclusively. In contrast to "I Am ... I Said", which has an almost equally
wide vocal range, drama is created here mainly by the uninterrupted succession of high notes. Bob
Seger seems to denote emotion best by hitting many high notes in a row, whereas Diamond tends
to take advantage of his exceptionally deep voice and frequently reaches down to low notes to
create a dramatic atmosphere and mirror the inner anguish and confusion of a person described in
the lyrics.
Unlike the protagonist in "I Am ... I Said", the hero in "Like a Rock" is not confused or
frightened, but disillusioned: he knows exactly where he is at, and recognizes that he has gone
astray. This is well reflected in Seger's raunchy vocal delivery, which is less agitated than
Diamond's.
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The melodic motif of "Like a Rock", presented on "Stood there boldly", is repeated exactly or
in an artful variation throughout the tune. It is a three-note motif, which descends gently and
uneventfully, providing a subtly woeful, almost nostalgic quality. Since the expansion is in itself
very much reflective of the motif, the melodic downward movement predominates the verses and
works against the positive images of verses 1, 2 and 3.
The title, "Like a Rock", is repeated at the end of verses 1 to 3 and in each chorus (four times).
The "rock" is symbolic of strength, toughness, determination; it is hard, unbent, and stands for
youth and all its positive connotations in the song.
Seger describes the protagonist's youth as the prime of his life, "the height of summer", in
which he "Stood there boldly/Sweatin' in the sun/Felt like a million/Felt like number one". All
those images carry the notion of strength, invincibility, power, youthful idealism, dreams and
aspirations. The parallel sentence structures of lines 3 and 4 reinforce the notion of being at the
peak of one's existence. Up to this point, the listeners do not know what age Seger is referring to;
they are only aware that those descriptions belong to the hero's past, because of the repeated use
of the past tense.
In verse 2, however, Seger specifies his glorification of youth: "I was eighteen". The age is
significant in that it is symbolic of graduation from high school, starting an independent life. At
18, the "lyric I" has to decide what he wants to do with the rest of his life; yet, he is still young
enough not to worry too much about the future, about money or a steady job: "Didn't have a
care/Workin1 for peanuts/Not a dime to spare". The bVII(add2) chord (Gb(add2)) on "But I was
lean and" in bar 5 provides a nostalgic, wistful feeling. The use of this subdominant minor chord
in the fifth measure of each verse, chorus and guitar solo significantly adds to the emotional
impact of the song: it is always combined with lyrics which look back regretfully at the more
glorious days of the narrator and consequently is a very effective device of prosody. The aching
quality of Seger's raspy voice supports the message conveyed by the words and the music.
"Lean" and "solid" are also depicted as signs of youthful energy, and are associated with the
qualities of a "rock". More positive images focusing on physical strength are listed in the third
verse: "My hands were steady/My eyes were clear and bright/My walk had purpose/My steps
were quick and light". Seger refers to a great amount of innocence ("clear", "bright"), idealism
and determination ("purpose", "quick") when he talks about the physical vigor of an 18-year-old.
There is no room for self-doubt: "And I held firm/To what I felt wasright/Likea rock"; ideals,
dreams and goals were pursued and fought for. The pedal points at the end of each verse
(measures 7 and 8) mirror the narrator's longing to be youthful and strong again. "Like a rock" is
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furnished with the same ascending melody line every time it is repeated, and underscores the
positive qualities associated with "rock".
In the chorus, as opposed to the verses, "Like a rock's" upward melody is sung against a
descending bass line, which serves to reinforce the pensive mood. The first eight bars of the first
chorus mainly illustrate the protagonist's teenage vigor and hint at the by now more mature man's
pride of his own past aspirations; the 18-year-old emerges as unscathed, unaffected by the
hardships of life: "I was strong as I could be/[...]/Nothin' ever got to me/[...]/I was something to
see". The rhymes link the positively connoted images and are supported by the higher tessitura of
the chorus. The second segment displays an even higher tessitura; there is no real relief because
the melody stays within cb'" at the top and db" at the bottom. The drama created by the high notes
and Seger's constant wrestling with the upper limits of his vocal range is effectively supplied with
a powerful percussion accompaniment and increasing loudness; while the first part of the chorus is
played mezzoforte, the second segment is played forte. The images are again very much reflective
of those used in the verses: "And I stood arrow-straight/Unencumbered by the weight/Of all these
hustlers and their schemes/I stood proud -1 stood tall/High above it all/I still believed in my
dreams". The last line's descending melody line is contrasted by a diatonically ascending bass
motion. The tension is supported by a shift from the subdominant Hm7 chord (Bbm7) in bar 15 to
the dominant V chord (Eb) in bar 16 and a crescendo which leads up to the more aggressively
played electric guitar solo (fortissimo). It is highlighted by the subtle musical background created
by percussion and piano, and can be considered representative of the young protagonist's virility
and vitality. In the performance of the guitar solo, Seger comes close to what Frith and McRobbie
(1990: 374-375) refer to as "cock rockers". Unlike true cock rockers, however, Seger does not
stop at the glorification of the narrator's past strength, but provides a connection to the present,
which was already alluded to in the chorus by "all these hustlers and their schemes". The listener
gets the idea that the protagonist has moved on to a different stage of his life, which is, of course
evident from the use of the past tense up to this point as well.
Verses 4 and 5 consequently reinforce the nostalgic, regretful look back: "Twenty years
now/Where'd they go?/Twenty years/I don't know/I sit and I wonder sometimes/Where they've
gone". The listener learns that the youthful optimism has given way to mid-life disillusion: the
protagonist is very critical of where he has ended up, is disappointed and dissatisfied, cannot look
back on a fulfilled, purposeful life. His achievements are obviously rather small and insignificant
compared to the goals he set for himself as a teenager. As in "Brooklyn Roads", the question of
where the time has gone lends a woeful and sad quality to the song. Like in "I Am... I Said", the
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protagonist expected his life to take different turns; yet, as opposed to the hero in Diamond's
song, Seger's character is not trying to shrug off his past and start anew, but hopes to revive his
past forcefulness and power. Apparently unable to do so, he deplores the loss of strength and
idealism, and is left with only memories to hold on to: "And sometimes late at night/When I'm
bathed in the firelight/The moon comes callin' a ghostly white/And I recall, I recall". It is
significant that "night", "moon" and "firelight" are depicted as the verse's setting now; these
images stand in contrast to "sun" and "summer", both of which are used by Seger to describe the
protagonist's youth. "Night" signifies that life is much darker, more obscure, less clear nowadays
than it used to be; the narrator seems to have been side-tracked by commitments, obligations and
paying dues along the way and is now caught within the web of his present life. He mourns the
loss of his ideals, is even haunted by his unfulfilled dreams, which is also implied by Seger's use of
the word "ghostly". The haunting quality is further supplemented by a melody which is composed
of almost as many dissonant seconds, fourths and sevenths as of thirds, fifths and roots of the
harmony. The feeling of hurt and despair is most effectively evoked when Seger woefully cries
out "I recall".
The second chorus again reaches back to the hero's past glory and has Seger shouting out "like
a rock" eight times. Instead of the ascending melody from f up a minor third to ab1 used
throughout the song on "like a rock", Seger moves the melody up an entire octave and repeats the
interval there, providing additional drama. Similarly to the first chorus, key words are highlighted
by offbeats and quarter notes.
"Hard against the wind/Like a rock -I see myself again/Like a rock" in bars 12-15 links the
idealistic image of swimming against the current to the hero's more passive, present state ("I sit
and wonder") for the last time and accounts for a last wistful and nostalgic glimpse back. The
energetic, forceful instrumental solo features a prominent electric guitar again and underscores the
narrator's urge to regain at least part of the energy and vigor he used to have.
In contrast to the pure rock sound of Seger's record, "Eleanor Rigby" is more anchored in
traditional pop. It basically consists of three A sections, that is, three verses, which incorporate
two identical a segments and an eight-bar hook; in addition, an eight-bar introduction is repeated
exactly in between verses 2 and 3. Like "Nowhere Man", "I Am... I Said", "Like a Rock" and
"The Last Song", it is written in 4/4 meter; as opposed to all the other songs analyzed in this
study, however, it is not composed in the major mode, but is more reminiscent of the Phrygian
Church mode. The entire song is based on two chords, namely C and Em, which provide the song
with a unique, melodramatic sound. The vocal range of an eleventh includes e' at the bottom and
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a" at the top, whereby the tessitura of the introduction and its repetition is higher than that of the
verses. The high notes right at the beginning of the song make for an early climax:

Moderately, with a steady beat

Em

£EE£
Ah.

look
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In fact, the introduction not only sets the mood but sums up the message of the song, which
basically says that there are too many lonely people in the world. The audience is talked to
, directly, "look at...", and the "ah", emphasized by a half note, lends a sad, lament-like quality to
._
the introduction. The bass line descends under "people" and thereby underlines the lonely peopL
le's„
deplorable situation. The string quartet dominates the entire song and supplies a tragic, emotional
tone. The first four measures of the introduction are repeated exactly in the following four bars
and lead up to the first verse, which - like bars 4 and 8 of the introduction - is provided with an
interesting sound because of the triads in the bass, which are all played staccato up to the hook.
The melodic motif, sung against an Em chord, first moves up on "Eleanor" and then M s on
"Rigby". The four-note motif is repeated in bar 6 of the verse and recurs twice in each of the two
following verses. The names of the two protagonists, "Eleanor Rigby" and "Father McKenzie" an
consequently highlighted. The expansion of the motif is also highly reflective of the motif itself; it
is enhanced by a great number of syncopations, which perfectly emphasize the key words.
Another proof of the great craftsmanship of Lennon and McCartney is the fact that each verse
consists of the same number of syllables, which is rarely ever the case in popular music. The
rhyme scheme is also regular and can be described as aabbcc for each verse. In the first line of
verse 1, Lennon and McCartney introduce one of the main characters and the setting: "Eleanor
Rigby picks up the rice in the church where a wedding has been". The entire song evolves around
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the church, in which Eleanor obviously spends a lot of time, possibly cleaning up after sermons
and weddings. The "rice", which is thrown at newly-weds, is symbolic of happiness, marriage, a
new exciting part of two people's lives. Eleanor Rigby, however, is not so lucky: she only cleans
up the rice, has evidently missed the wedding and is alone in the church now.
The four-bar phrase is succeeded by a one-bar phrase: "Lives in a dream". The notion of
Eleanor living in a fantasy world to escape her loneliness is reinforced by the subsequent lines:
"Waits at the window, wearing the face that she keeps in ajar by the door/Who is it for?". The
"face" she leaves at home, hidden away in ajar is probably her true self; yet she doesn't have the
courage to show her identity to people and steps into a different personality whenever she leaves
the house. She has her fagade ready for the public eye, keeps her feelings, her loneliness and
vulnerability to herself.
Paul McCartney once described Eleanor Rigby's personality thus: "At first, I thought it was a
young Miss Daisy Hawkins, a bit like 'Annabel Lee', but not so sexy, but then I saw I'd said she
was picking up the rice in church, so she had to be a cleaner; she had missed the wedding and she
was suddenly lonely. In fact she had missed it all - she was the spinster type [...]" (Dowlding
1989: 133-134).
Like in "Brooklyn Roads", the "window" (and the "door") is symbolic of the person's isolation:
Eleanor Rigby stays inside her own world and "waits", is passive, does not know how to escape
her solitude. The rhetorical question at the end - like the first nine measures of the verse - is an
excellent example of perfect prosody: the melody climbs up scalewise from g' to c"; on "for", the
melisma glides down to.b' again and in that mirrors human speech. Similarly, key words, such as
"rice", "church", "wedding", "been", "dream", "window", "face", "keeps", "jar", "door", and "for"
are all highlighted by syncopations and by high or low notes. This is also true for verses 2 and 3.
The hook, which is repeated exactly at the end of each verse, continues where the introduction
left off: "All the lonely people, where do they all come from?/AU the lonely people, where do they
all belong?" Hence, the hook is again more general in its approach. The questions, which are
furnished with a descending melody line, are rendered more dramatic because of the only two
major leaps in the whole song; the first question is introduced by an ascending perfect octave
interval from e' on "where" to e" on "do", whereas the second question contains an even more
unusual ascending minor tenth interval, from e1 up to g". The tension is increased by the pedal
point created by the Em7-Em6-C/E-Em chord progression.
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The two questions are never really answered in the song, but imply that "lonely people" do not
belong anywhere, are lost and uprooted, very much like the heroes in "I Am ... I Said" and
"Nowhere Man".
In verse 2, a second character is introduced: "Father McKenzie, writing the words of a sermon
that no one will hear/No one comes near". McKenzie and Rigby are not only connected because
of their solitary existence but also by the church - a detail which is elaborated upon in verse 3.
Father McKenzie leads a life that ultimately doesn't make any sense; no one listens to his sermons.
The image of an empty church recurs here: no one attends his services; the church becomes a
symbol of isolation, although it was originally intended as a meeting place for its congregation.
Yet, it assumes the quality of the "chair" in "I Am ... I Said" and stands for people's indifference,
disconcern toward others. The image of the lonesome and secluded priest is reinforced by the
following lines: "Look at him working, darning his socks in the night when there's nobody
there/What does he care?" The audience is.again addressed directly and is encouraged to picture
the scene. "In the night when there's nobody there" alludes to the priest's celibacy and indirectly
criticizes the Roman Catholic Church, which deliberately isolates priests. Father McKenzie shields
himself from his loneliness by working. He seems indifferent to his situation, resigned.
The repetition of the hook and the subsequent repetition of the introduction shift the song's
focus back to a broader, more general level. Verse 3, on the other hand, directs the listener's
attention back to the two protagonists: "Eleanor Rigby died in the church and was buried along
with her name/Nobody came". Eleanor doesn't leave a trace of her life behind, she is buried
without really ever having lived or achieved anything. The rather depressing thought of having
lived an empty life which had no purpose or meaning is reinforced by the use of the past tense,
which can be seen as a kind of rupture, since the first two verses are written in the present tense;
the past tense puts an end to Eleanor's life, whereas the use of the present tense in the subsequent
lines suggests that the solitary life of Father McKenzie is not over yet: "Father McKenzie, wiping
the dirt from his hands as he walks from the grave/No one was saved". The priest was the only
one present at the funeral, he buried her and her wasted life; there is no feeling of grief or sadness;
Father McKenzie couldn't do anything to save her modest soul, which holds true for his own life
too: he does not draw any strength from his "vocation", considers it no more than his duty, which
is effectively illustrated by the almost careless gesture of the priest cleaning his hands after the
funeral.
The hook at the end makes the song come full circle; the universal truth and validity of the
song's message is stressed again. In that, "Eleanor Rigby" is fundamentally different from such
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autobiographical songs as "I Am ... I Said", "Like a Rock", or "Bird on the Wire". Nevertheless,
"I Am ... I Said", "Bird on the Wire" and "Eleanor Rigby" all see the theme of belonging nowhere,
both geographically and emotionally, as a crucial factor in a person's loneliness. Both the Beatles'
song and Diamond's tune mention a lack of communication as one reason for people's isolation:
"to no one there/And no one heard at all" in "I Am ... I Said", and "no one comes near/no one will
hear" in "Eleanor Rigby".
Fear and solitude of another kind is the central topic of Elton John's 1992 hit song "The Last
Song", taken from his 1992 album The One. Like the other songs in this chapter, it is a situation
song which focuses on a particular stage in the protagonist's life. John and his lyricist, Bernie
Taupin, touchingly describe the angst and tormented mind of their hero, who is dying of AIDS.
"The Last Song" is without any doubt the most specific song because it links the protagonist's
isolation , fear and despair to his deadly disease. The other songs in this category are much more
general, in that they only loosely tie certain facts, such as a geographical move or the protagonist's
introverted personality, to their characters' seclusion and alienation.
Although the deadly illness is at no point explicitly mentioned in the song, Elton John has made
it clear in interviews, and most of all in the video he did to accompany the release of the single,
that he and his lyricist are referring to AIDS in "The Last Song". The video will also serve as the
basis of an exemplary study of video clips in III. 5..
The song is composed in 4/4 meter in the key of C major. Its structure is based on an AABAB
division. The first eight-bar verse is slightly different from verses 2 and 3, and the second chorus
(B) is shorter than the first one, encompassing nine instead of eleven measures. It is a pianoanchored ballad, which conveys drama and dignity because of its slow tempo and string-laden
instrumentation. The vocal range of afifteenthis the widest in the entire study; it ranges from g to
f.
The five-bar instrumental introduction sets the mood, with synthesized strings starting out
pianissimo and slowly building to mezzo forte within the first two measures. In bar 3 of the
introduction, Elton John's piano playing becomes dominant and adds drama.
The descending two-note motif on "Yesterday" reinforces the dark yet gentle feeling. It
consists of an uneventfully descending major second from d' to c' and a perfect prime. The
rhythmic pattern is slightly more interesting, in that it contains an offbeat, which puts emphasis on
the first word as a whole. The motif is very understated and consequently not very prominently
featured in the song, although it does recur in a rhythmic variation at the beginning of each verse.
The expansion of the original motif, which is never repeated exactly either, and the second
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segment of the verse display a constant melody movement, which perfectly mirrors the tragic, yet
agitated state of mind of the "lyric I" and is aptly supplied by dark drum beats. It is interesting to
note, however, that the motif and the first word of the song are both highly reminiscent of another
Beatles song, namely "Yesterday".
The songwriters touchingly capture the protagonist's fear of dying, his anger about his doomed
situation. The relationship between the hero ("I") and his father ("you") is at the center of the
song. The father-son rapport is already alluded to in the first line of verse 1: "Yesterday, you
came to lift me up/As light as straw and brittle as a bird". However, the listener does not know
until the last line of the first chorus that "you" actually stands for the protagonist's father: "I guess
I misjudged love between a father and his son". "Yesterday" obviously refers to the hero's
childhood, when he was "light" and "brittle". The fact that the word "yesterday" starts the song
and is followed by positive images connotes that there is no future, that only the past counts. In
that, it underlines the message conveyed by the title, which indicates that there will be no more
"songs", words, deeds. Since the hero's childhood was only "yesterday", that is, not long ago, the
listener may conclude that the protagonist is still fairly young.
The alliteration on "brittle as a bird" works nicely here and stresses the child's dependence on
his father, which is further illustrated by the fact that "you" is the subject and "me" the object of
the sentence. The movement of lifting the boy up is also signified by the ascending minor sixth
interval from e' on "lift" to c" on "me". "Straw" and "bird" both stand for a child's fragility,
innocence and beauty. The comparisons in verse 1 lend a poetic touch to the song and in lines 3
and 4 poignantly describe the "lyric I's" present physical condition: "Today, I weigh less than a
shadow on the wall/Just one more whisper of a voice unheard". "Today", like "tomorrow" and
"tonight" in verses 2 and 3, stands in stark contrast to "yesterday": as a child, he was "light" but
now, as a grown man, he is even lighter, like a "shadow", which clearly alludes to the rapid loss of
weight of AIDS patients. The image created by the "shadow on the wall" is extremely powerful: it
is dark, mysterious, always present, death-like. The "whisper" also indicates his wasting away, his
weakness. The perfect octave from c' on "on" to c" on "the [wall]", sung against the tonic Vim
chord (Am), adds to the drama.
When John shifts from the dominant V (G) chord on "whisper" to G7 on "unheard", he creates
more tension because the G7 chord contains a tritone (B and F) and therefore has a greater need
to resolve than the G triad. The drama is also supplied by an ascending intervalic leap of a perfect
octave from g on "of a" to g' on "voice", and the following melody line, which ascends scalewise
and contains an offbeat on "[un]heard".
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The second verse elaborates on the hero's feeling of helplessness in view of his impending
death: "Tomorrow, leave the windows open". "Windows" - like in "Brooklyn Roads" and
"Eleanor Rigby" - signify a barrier; although you can look through them you are nevertheless
excluded from the outside world. Yet, they represent the protagonist's only connection to the
world, and by wanting the windows open, he desperately reaches out to others; he also wants to
breathe fresh air and for the last time longs to see beyond his (hospital) bed. The image of open
windows also works against the wide-spread popular belief that if you keep doors and windows
shut, death will pass you by. So, the "lyric I" seems ready to face death but cannot do so alone:
"As fear grows, please hold me in your arms/Won't you help me3 if you can, to shake this anger?/I
need your gentle hands to keep me calm". His father's "arms" and "hands" provide strength and
comfort, and ease the hero's pain and fear. "Please" in line 2 makes the request sound more
pleading, more desperate and more touching, which is underscored in the subsequent two lines as
well. "Anger", on the other hand, refers to the young man's frustration and bitterness about his
untimely death; it seems that in his mind he still revolts against his fate, but his physical weakness
and the knowledge of the deadly illness ultimately rule out a fight.
The description of the father's hands as "gentle" indicates a rather warm and affectionate
father-son relationship and reinforces the notion of the son's dependence on his father's
comforting presence. The rallentando at the end of the second verse effectively underlines th©
calming effect of the father's arms, as the music gradually becomes slower.
In contrast to the verses, the melody line introducing the chorus moves upward, which mirrors
the mood of the lyric: '"Cause I never thought I'd lose/I only thought I'd win". The tense melody,
which contains high notes almost exclusively - among them the highest note of the song, that is,
the f' on "never" - displays the protagonist's despair. In a way, the chorus is reminiscent of Seger's
character's youthful optimism and idealism: like the protagonist in "Like a Rock", the AIDS victim
always believed in his seemingly unlimited strength. The similar message of the first two lines is
highlighted by the parallel sentence structure and stresses "lose" and "win" by offbeats and quarter
notes. It also indicates the thin line which is drawn between losing and winning and which can
easily be crossed.
The following lines are built upon similar sentence structures: "I never dreamed I'd feel this fire
beneath my skin/I can't believe you love me/I never thought you'd come/I guess I misjudged love
between a father and his son". They all start with "I" and are followed by a verb which expresses
some kind of opinion. "Fire" is symbolic of a burning feeling, which also bints at the healthdestructive process going on inside the protagonist's body; it is also reminiscent of the notion of
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being "burned out". On the other hand, "fire" stands for passion and can consequently be
interpreted accordingly with all its sexual connotations as well. Both readings are possible because
the next three lines do not limit the meaning of "fire", but motion the focus from the protagonist
back to his relationship with his father. The young man is moved by his father's unconditional love
and understanding for him. The notion of surprise suggests that the father has not always
understood or agreed with decisions his son has made. The descending bass motion underneath
the chorus, illustrated by the chord progression of V/VII-VIm-V-IV, provides a pensive and
reflective quality, which is rendered more dramatic by the dominant pedal point (I/V-IV/V-V) in
bars 7 and 8. The pedal point, created by the G bass, highlights the last line of the chorus and
makes the audience eagerly anticipate its resolution to the tonic I chord (C).
Throughout the song, the melody-harmony relationship, although overall consonant in nature,
contains some tense seconds, fourths and sixths, especially on downbeats, which helps to build up
drama and mirrors the hero's tragic situation. In addition, Elton John's vocal delivery conveys
sadness and despair as he rides on all the ups and downs of the melody. The tessitura of the verses
is considerably lower than in the chorus, but the melodic downward movement of the musical
phrases is kept up in both sections of the song and makes for a somber and heavy-hearted
atmosphere.
The last verse centers around the father-son relationship and consequently represents an ideal
supplementation of the chorus: "Things we never said come together/The hidden truth no longer
haunting me/Tonight, we touched on things that were never spoken". The "hidden truth" and
"things that were never spoken" probably refer to the young man's lifestyle that led to his illness.
He is relieved now that it has been talked about, now that it is out in the open. "Come together"
implies explanations, facts, missing pieces in the two men's lives that havefinallybeen put
together and start making sense. The listener can only guess that those were also the things that
put a strain on the otherwise loving and close relationship between father and son. The young
man's homosexuality is only very subtly alluded to in the song. We shall see later in this study that
the video clip is a lot more explicit in this respect, showing a photograph of the young man and
his boyfriend in a loving embrace at his bedside.
The last line, "That kind of understanding sets me free", indicates that the father has succeeded
in calming his son, in erasing part of his anger and pain. Reassured of his father's love and
forgiveness, he finds it easier to face death; things that used to haunt him no longer torture his
mind. He has gained the inner strength and peace he will need to get through his final hours.
"Free" itself is positively connoted, standing for unburdened, light, and is reminiscent of the image
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of a flying bird referred to at the very beginning of verse 1: the father has lifted all the fears and
thoughts that used to torment his son from the latter's shoulders, has set him free and has made it
possible for him to travel light, unburdened.
The exact repetition of the chorus, which is played in a much more forceful way (forte), serves
to underscore the father's importance in the final days of the protagonist. The ritardando on the
last three words, "and his son", provides the song with a depressing, yet peaceful closure, which is
resolved to the tonic C chord on "son". Since the tonic I chord is characterized as "being at rest"
(Josefs 1989: 53), the C chord at the very end of the song is also symbolic of the hero's more
peaceful mental state.
Like in all the other songs, the rhyme scheme in "The Last Song" is essential, in that it
connects key words and highlights complementing notions, such as "arms" - "calm" (lines 2 and 4
of verse 2) or "[no longer haunting] me" - "[sets me] free" (lines 2 and 4 of verse 3).
All songs in this category have at least one trait in common: they all portray characters who are
struggling to come to terms with the life they are leading. These protagonists are isolated from
society for various reasons: the heroes in "I Am... I Said", "Nowhere Man", "Bird on the Wire"
and "Eleanor Rigby" suffer from psychological and emotional problems, which automatically set
them apart from other people, and when they are refused in their effort to break out of their
seclusion, they withdraw even more. Eleanor Rigby even dies lonely and vanishes without a trace.
Elton John's hero, on the other hand, suffers from an incurable illness and is therefore
marginalized by society. It is solely his father who reaches out to him and provides comfort and
strength. "Like a Rock" is certainly an exception here, in that it doesn't explicitly deal with fear or
isolation. The song does, however, reflect the disappointment in one's achievements and the
longing for a better, happier and more fulfilling life alluded to in "I Am... I Said", "Bird on the
Wire" and "The Last Song". In contrast to the protagonists in "Eleanor Rigby", "Nowhere Man"
and "The Last Song", the heroes in the other three songs are still strong enough to fight for some
of their dreams, although they, too, seem to walk a thin line between hope and resignation.
One Bob Seger song which does treat loneliness as a major topic and falls in this category
should be mentioned briefly here. "Against the Wind", a number five hit for Seger in 1980,
comes closest to the message of "I Am... I Said" and "Bird on the Wire", when Seger sings in his
raspy, hoarse voice: "And the years rolled slowly past/And I found myself alone/Surrounded by
strangers I thought were my friends/I found myself further and further from my home/And I guess
I lost my way" (verse 2). Similar to "Like a Rock", Seger's career in the music business is hinted
at in "Against the Wind": "Well, those drifter's days are past me now/I've got so much more to
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think about/Deadlines and commitments/What to leave in, what to leave out" (verse 3). In this
respect, "Like a Rock" and "Against the Wind" ideally complement one another and provide a
more satisfying picture of the "lyric I".
It is also safe to say that despite their disillusionment and their disappointment in themselves,
Seger's protagonists display enough energy and vigor to carry on, whereas Diamond's characters,
and those portrayed in "Eleanor Rigby", "Nowhere Man", "Bird on the Wire" and "The Last
Song" are liable to break. This is especially well illustrated by Diamond's and John's more
sensitive vocal delivery.
One last song should at least be touched upon briefly, as it deals with the consequences of a
misunderstood and solitary existence. Marianne Faithful, in her 1980 song "Ballad of Lucy
Jordan", describes the day which leads up to the protagonist's (Lucy Jordan's) suicide. Her
unfulfilled dreams ("In a white suburban bedroom in a white suburban town/As she lay there
'neath the covers/Dreaming of a thousand lovers") and her boringly ordinary life ("Her husband,
he's off to work and the kids are off to school") leave her alone at home with two all but exciting
options: "She could clean the house for hours or rearrange the flowers". Lucy is tired and weary
of her life because "at the age of thirty-seven, she realized she'd never ride through Paris/In a
sportscar with the warm wind in her hair", that is, she became aware of the fact that it was too
late to translate her dreams and ideals into action. Faithful's voice conveys a threatening and at the
same time resigned quality as she sings "The evening sun touched gently on the eyes of Lucy
Jordan/On the rooftop where she climbed when all the laughter grew too loud". The monotonous
beat and melody created by a synthesizer-dominated arrangement perfectly mirrors the harassingly
dull and humdrum life of the heroine. Lucy's jumping off the roof is seen as her one and only way
out of this dissatisfying, monotonous life: "She knew she'd found forever as she rode along
through Paris with the warm wind in her hair". The alliterations reinforce the deadly reality and
yet make it sound less dramatic, almost poetic.
Although "Ballad of Lucy Jordan" also displays some feminist overtones - the description of
housework and family life as unsatisfactory are clear indications - the song never excludes a more
general interpretation. Like in the other songs discussed in this chapter, it is ultimately the lack of
communication, the lack of trust in oneself and others that causes the protagonist to give up hope.
Similar to the heroes in "I Am ... I Said", "Nowhere Man" and "Eleanor Rigby", Lucy Jordan is
isolated and left alone with her shattered dreams. What sets her apart from the others, however, is
her inability and/or unwillingness to hang on and keep leading a more or less passive life.
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Thus, except for Seger's songs, the songs in this category have in common indirect criticism of
an egocentric society, which is indifferent to the individual's needs and wants. Hence, many
songwriters take public hypocrisy and carelessness as the basis for personal alienation.
In the following two chapters, we will again encounter this kind of social criticism, which was
frequently alluded to or mentioned explicitly ("People, don't you understand" in Presley's "In the
Ghetto") in chapter III.2.1. as well.

III.2.3. OLD PEOPLE IN SOCIETY
As has been indicated before, this topic shall only serve to provide a more complete picture of
personal development. The subject has already been touched upon in such songs as Harry
Chapin's "Cat's in the Cradle" and Elton John's "The Last Song", both of which depict the fatherson relationship as a central theme. Dan Fogelberg's "Leader of the Band" also focuses on the
narrator's rapport with his father; yet, it describes music as their principal means of
communication and is therefore discussed in III.3.. The three songs analyzed and compared here
all deal with the younger generations' lack of understanding for elderly people. The first song, Neil
Diamond's "Morningside", receives a more detailed treatment, while Mike and the Mechanics'
"The Living Years" and Ralph McTell's "Streets of London" are subsequently compared to the
Diamond song.

III.2.3.1. "MORNINGSIDE"
"Morningside (For My Children)"

Morningside
The old man died
And no one cried
They simply turned away
And when he died
He left a table made of nails and pride
And with his hands, he carved these words inside
"For my children"

Morning light
Morning bright
I spent the night
With dreams that make you weep
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Morning time
Wash away the sadness from these eyes of mine
For I recall the words an old man signed
"For my children"

And the legs were shaped with his hands
And the top made of oaken wood
And the children that sat around this great table
Touched it with their laughter
Ah, and that was good

Morningside
An old man died
And no one cried
He surely died alone
And truth is sad
For not a child would claim the gift he had
The words he carved became his epitaph
"For my children"

"Morningside" was first released on Diamond's 1972 album Moods. Although the song was
never released as a single and consequently never made it into the Top 100 Singles Chart, it is one
of Diamond's best known songs and has been the subject of many scholarly discussions.
Wiseman (1987: 142) quotes Diamond as saying that the song, which depicts a master carver's
passing as its starting point, was written in tribute to Diamond's grandmother, "who died alone in
a New York hospital with no one even caring".
Oxa Moods, "Morningside" is preceded by a 37-second instrumental piece called "Prelude in E
Major", which features a gently picked acoustic guitar only. It sets a pensive mood from the
beginning and serves as a kind of prologue to "Morningside", which is also written in the key of E
major. The key alone makes for the tune's grand, majestic, yet sad and requiem-like quality. It is
composed in the 4/4 meter and can be characterized as a poetic ballad in moderately slow tempo.
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"Morningside" is a descriptive situation song, which also encourages the listeners to think. It is
built upon an AABA structure, with A being three 30-bar verses and B standing for the 16-bar
bridge. The last A section is followed by a 13-bar coda.
The instrumental introduction is unusually long and features an acoustic guitar, which is gently
picked, and an understated bass. The mood created by the Prelude is kept up to build anticipation
and make the listener more attentive to things to come.
The song is based on the three primary chords exclusively: the tonic I chord, E; the
subdominant IV, A; and the dominant V7, B7. Each chord is usually sustained for four measures,
making for a rather uneventful chord progression and harmonic rhythm. What is noteworthy,
however, is the fact that each verse starts out on the dominant B7 chord and resolves it to the
tonic I chord only in bar 5, building up drama and tension. We have seen a similar feature in
another Diamond song, namely "Brooklyn Roads", in which Diamond also uses the V7 chord to
introduce the motif in the first measure to the same effect.
A dark drum beat sets in on "Morningside" and accompanies the guitar-bass arrangement,
rendering it more dramatic. The two-note motif contains an ascending melody, moving up from b
on "Morn-" to f#' on "-ingside", that is, a perfect fifth. The opening interval reminds the listener of
classical music, in which opening intervals of a perfect fifth are fairly common (e.g. the first
movement in Haydn's Symphony No. 94, "Surprise"). All in all, the harmonic scheme of
"Morningside" is strongly reminiscent of classical music, which is also reflected in the quasiclassical, almost symphonic arrangement. The instrumentation is fairly sophisticated, in that each
section of the song receives individual treatment, thus sounding fresh and varied even though the
melody is repeated in each verse.
The first musical phrase, that is, the motif, starts on the downbeat, whereas the remaining
phrases either start on'pickup notes or after the downbeat. Consequently, the motif comes in
strongly and is emphasized not only by the downbeat but by an anticipation of a strong third beat
on "-side" as well (see next page).
The motif is repeated in numerous variations throughout the song: measure 5 contains an
intervallic and rhythmic variation (a perfect fourth) and starts on a pickup note, while the original
interval remains unaltered in bars 9 and 23. In measure 15, the entire motif is moved up five half
steps, hence starting on e1 and leaping up a major sixth to c". Similarly, in bar 19, the motif starts
on g#' and moves up a minor third to b'. In the cadence of each verse, we have another variation,
which begins on g# and climbs up a minor sixth to e'. Since the motif is only repeated exactly in
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bar 1 of each verse, its recurrence in various guises provides a certain familiarity without getting
boring or monotonous.

Moderately
B7

Morn-ing - side,Morri-ing - light,_
Morn-ing - side,_
JTM-T

-F

4 •

4—lfr
r 4

sempre legato

The setting of the song is clear from the beginning: Morningside, a part of Manhattan, receives
special emphasis by the motifs perfect fifth leap and its being set against the tense dominant V7
chord. The following line then introduces the main character: "The old man died". The fact that
Diamond employs the definite article right at the start makes the audience feel as if they were
already familiar with the protagonist. It is a device frequently used in modern literature as well.
The song's topic is also evident from the first two tines: the death of an old man is depicted as
the starting point for a brief discussion of his life and the reaction of other people after his
passing: "And no one cried". Like in "Eleanor Rigby", no one seems to miss the old man; the
notion of the individual's insignificance is predominant again. Yet, in contrast to Eleanor Rigby,
the old man has given a lot and has gotten back nothing at all, which makes the situation even
sadder. The feeling of loneliness and isolation in death becomes more obvious in the second
segment of the verse: "They simply turned away/And when he died/He left a table made of nails
and pride/And with his hands he carved these words inside./'For my children'". It is clear from line
8 that "they" stands for the old man's children, which renders the lyric even more tragic and
evokes sympathy for the protagonist among the listeners! The children are described as ungrateful
and cold; they do not appreciate what their father has done for them, has left behind for them to

140

cherish. On "And when he died", shakers and another acoustic guitar, which is strummed, come in
and provide a richer sound. This arrangement is kept up until the beginning of verse 2. The
scalewise ascending melody line and the two offbeats on "They simply turned away" together with
Diamond's struggling with the upper limits of his vocal range, add to the drama. "Table" is
highlighted by the anticipation of a downbeat and the highest note in the song, e". The word
suggests that the man was a cabinet-maker or carver. "Nails" are tools usually associated with the
making of a table, whereas "pride" is not: it is not bought but comes from inside, from the heart,
and reflects the old man's dignity and his desire to leave a trace behind before dying. The
alliteration in line 7 intensifies the heartfelt motivation for and pride of his achievement: he wanted
his gift to be personal, made with his own hands, dedicated to his children. In that, the "table" is
not only symbolic of the old man's love and affection for his children but of his life in general: he
has built a life on his own, with the ultimate goal of planting a tree within his children which
would incorporate part of his life ("table") as well. In this interpretation, the "nails" also represent
hardships in life, scars and wounds afflicted by careless people.
The diatonically ascending bass line (B-A-G#-F#-E) in bar 26, leading up to the last phrase,
"For my children", reinforces the sad and pensive quality of the song. It is played against the
dominant B7 chord, which is subsequently resolved to the tonic E chord on "children". The
authentic cadence (V7-I) provides a closure to each verse and stands in contrast to the more
aggressive musical beginning, and in that mirrors the depressing, melancholy quality of the lyric.
Hence, the whole sadness of the song's message is already summed up in the first verse: the
audience is moved by the old man's act of love, his desire to leave behind a gift for his children to
remember him by, and is insulted by and shocked at the children's coldheartedness after his death.
The emotional reaction is also triggered by Diamond's rich baritone, which connotes sadness,
helplessness and despair, and the string-laden arrangement, which is enhanced by a tender guitar
and percussion accompaniment.
Impressive coherence is achieved by an artistically well-crafted regular rhyme scheme, in which
the first three lines rhyme ("side"-"died"-"cried" in verses 1 and 3; "light"-"bright"-"night" in the
second verse), and lines 5, 6, and 7 rhyme again ("died"-"pride"-"inside" inverse 1; "time""mine"-"signed" in verse 2; and "sad"-"had"-"epitaph" in verse 3). In the first verse, the end
rhymes are all based on "-side", so that six lines actually rhyme with the title.
The second verse does not repeat the title but brings in another angle: the narrator, who up to
this point has not emerged at all and has only commented on the goings-on, is introduced as the
"lyric I". Although he doesn't seem to be part of the family described in the song, he still appears
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deeply moved by the children's lack of feeling and respect for their father: "Morninglight/Morning
bright/I spent the night/With dreams that make you weep". The guitar-based arrangement is
enhanced and rendered more dramatic by Diamond bringing in an orchestra at the beginning of
verse 2: at first, strings are sustained on high pitches, followed by the darker and more subdued
sound of cellos. The darkness of night, reflecting the children's attitude, is effectively contrasted
with the light of morning, in which the "lyric I" seeks shelter and comfort from the sad dreams
that have haunted him all night: "Morning time/Wash away the sadness from these eyes of mine".
"Sadness" is a reinforcement of "weep" in line 4, and like "table" in the first verse is particularly
stressed by the offbeat and the highest note, e". "Eyes" not only picks up the notion of tears
("weep") but hints at the narrator's ability to see things others aren't even aware of: "For I recall
the words an old man signed/For my children"1. The last line is again emphasized by its shift back
to the tonic and the anticipation that is created by two whole rests and a half rest, which delay the
last phrase and finally introduce it on two pickup notes. This is also the only instance in which a
slightly dissonant harmony-melody relationship can be observed in the verses, with the a sung
against the B7 chord creating a seventh. Otherwise, the melody is composed of consonant roots,
thirds and fifths of the harmonic accompaniment.
Verse 2 offers yet another interpretation of the entire song, which seems to concur more with
what Diamond had in mind when writing the song; the old man's story is a dream the "lyric I" had
one night - a dream that may well be rooted in reality. Neil Diamond himself introduced the song
thus in his 1972 Greek Theatre appearance in Los Angeles: "This is a fantasy, true fantasy,-it's a
dream, a dream about an old man who dies alone and leaves a gift behind. And it is a fantasy".
The song's message, nevertheless, remains the same whether we see the story as a dream or not.
Contrary to the verse, the bridge, in which Diamond speaks rather than sings the words,
contains two sixths, created by c#" spoken against E, and a second (c#" against B7), making for a
more haunting, desperate quality. An acoustic guitar, which is softly picked, and the full sound
provided by the orchestra, dominate the B section. Diamond's speechsinging on the bridge is a
nice musical contrast to the verses, which contain a fairly vivid melody, and underlines the
opposition in content as well. Although the "table" is again the focus of attention, the bridge
depicts the happier past as its central theme: "And the legs were shaped with his hands/And the
top made of oaken wood/And the children that sat around this great table/Touched it with their
laughter/Ah, and that was good". The numerous alliterations enhance the nostalgic mood, and the
repetition of "and" at the beginning of lines 1, 2, 3, and 5 supplies the section with a continuous
flow and a similar sentence structure. There is considerably less bass motion in the bridge, which
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furnishes the passage with a rhythmic uniqueness within the song. It also reflects the singularity of
the big oaken table, which was made with love and care. The scalewise ascending bass line in bar
12 is identical with that of bar 26 in the verses and has the same melancholy, pensive quality to it.
In the bridge, this downward movement in the bass is used to link lines 4 and 5, and to
consequently highlight the woeful mood emphasized by the last line. Diamond's vocal delivery is
very feeling, especially on "Ah, and that was good", on which his voice displays a wistful, sad
quality, and mirrors the longing to hold on to those pleasant memories. "Laughter", "great" and
"good" are the only words in the entire song that carry positive meanings and provide some
additional contrast between the B and A sections.
The scalewise descending melody line, which spans one and a half octaves and is played
quickly on an acoustic guitar, underscores the nostalgic mood of the bridge and leads directly to
the third verse, which continues where verse 1 left off: the first segment repeats the sparse
arrangement and the lyric of the a segment of verse 1, replacing "the old man died" by "an old
man died", which makes the message more universal: Diamond is not only talking about a
particular person, but about society in general; the carver's life and death, as portrayed in the
narrator's dream, is an exemplary study in people's indifference and coldness and has universal
meaning.
The second segment of verse 3 concentrates on the old man's fate once again, and has
Diamond singing plaintively and heavy-heartedly: "He surely died alone/And truth is sad/For not a
child would claim the gift he had". Those lines again reinforce the notion of isolation, of being
alone and lonely in view of death. The children have turned their backs on their father, do not
appreciate the precious legacy he left behind. The alliteration on "he had" is very subtle, possibly
unconscious, but serves to emphasize the song's focus on the man and the fact that ultimately
everything, including his children's lives, come from him. In that, the "table", that is, the carver's
"gift", becomes symbolic of love and life once more. "Child" is highlighted by the highest note, e",
and the anticipation of the downbeat. The diatonically descending melody on "would claim the
gift" effectively mirrors the sadness of the lyric and contrasts "child" with "gift", the latter of
which receives the lowest note of this musical phrase, namely g#', and occurs on the downbeat.
Strings and cellos are added again on "He surely died alone", and are used until the very end of
the song, lending a dramatic, yet somber and downbeat quality to the song.
Overall, the song gathers momentum in the second segment of each verse, mainly because its
melody line is more vivid and the tessitura is higher than in the a segment. The vocal range of the
entire song reaches from g# up to e", that is, a thirteenth, whereby the highest and the lowest
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notes occur in the second segment of the verses only. Moreover, the phrase length in the second
part is more varied; while the first segment consists of one-bar phrases exclusively, the second
segment's phrases mainly span over two or three measures, with only the second being a one-bar
phrase. Diamond's interesting phrasing adds to the tune's unpredictability in a significant way.
Prosody is perfect throughout the song, with Diamond saving very high and extremely low
notes for key words and rhymes. The last two lines of the song serve to illustrate this point: "The
words he carved became his epitaph:/'For my children"1. Two syncopations (on "carved" and
"[bejcame") and the descending melody line in bar 22, all played legato, reflect the tragic lyric; the
ascending perfect fifth interval on "epitaph" - identical with the original motifs interval - mirrors
normal speech, in which the voice is naturally raised to indicate that the sentence/phrase is
continued. It also helps to emphasize the word "epitaph" itself and underscores its dramatic, tragic
connotations. The same holds true for the ascending minor sixth on "children", in which Diamond
conveys sadness by reaching down to g# and adds drama by leaping up to e'5 stressing both
syllables equally.
The coda in the original recording is instrumental and highly reflective of the introduction,
since it also features a bass and an acoustic guitar which plays a similar melody. The full
orchestration of the coda certainly serves to let the pensive mood of the song linger on. Diamond
lias said that the sound of strings makes him cry, and the effect on the listeners which he achieves
by using them carefully here, is similar, or at least makes them contemplate the lyric's message
longer and more intensively.
In a live setting, Diamond uses an orchestra (or synthesizers imitating the sound of strings) in
the musical introduction, thus supplies it with a more symphonic sound. He also adds one word to
the coda, namely "home", which he repeats ad libitum in every fourth measure. The word, like the
instrumental in the original recording, receives special emphasis by a grace note - an acciaccatura,
to be precise - which also occurs in the treble clef. The repetition of the word "home" in live
recordings, as they appear on Diamond's 1992 compilation The Greatest Hits 1966-1992 and his
legendary 1972 album Hot August Night, recorded live at the Greek Theatre in Los Angeles,
provides the song with an even more dramatic closure, alluding to the old man's journey from this
world into another, "home". The rolled tonic E chord in the last measure puts a graceful, yet
definite end to the song and to the old man's legacy. Consequently, "Morningside" can be seen as
incorporating social and mental as well as spiritual meaning.
In comparing Diamond's "Morningside" to Jethro Tull's "Aqualung", Thrush and Paulus (1979:
222) contend that although both deal with an old man, the Tull group strives for apparent shock
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value by concentrating on stark physicality, whereas Diamond explores the social and spiritual
impact of the protagonist's passing and sets the old man's rejection against what he offered
society. Thrush and Paulus stress that "clear cut mechanisms of rejection and denial are present in
both songs [...]. In 'Morningside' emotional insulation assists the children in 'not noticing' that
which might arouse their anxiety. [...] Both [songs] zero in on the presence of negativism in our
cultural views of death at an advanced age" (Thrush/Paulus 1979: 222).
As opposed to society, represented by the master carver's children in "Morningside", Diamond
seems to consider the old man's death as leading him on to another plane ("Going home"), which
induces the listener to see the coda as a sort of release. It is not death itself which is considered as
unfair or horrible - possibly for its inevitability - but the people's reaction to death and dying. In
that, "Morningside" is in opposition to Elton John's "The Last Song", in which the protagonist's
father helps the hero to face death, and therefore makes it possible for him to die with dignity.

145

01.2.3.2. COMPARISONS
Since we already started a comparison of diverse songs dealing with death at an old age in
III.2.3.1., let us continue by bringing in at least one more song which depicts the isolation of an
old man in his final hours as its starting point. The song, "The Living Years" was a number
one hit for Mike and the Mechanics in 1988. It was written by Mike Rutherford (a member of the
British rock group Genesis) and B.A. Robertson for their 1988 album Living Years.
Although the point of departure is similar in both "Morningside" and "The Living Years", the
latter concentrates on the gap between two generations rather than the younger man's immediate
reaction to his father's death. The song title alone suggests the songwriters' preoccupation with
life and death. The old man's passing triggers a process of soul-searching in his son, which is
effectively mirrored in the most unusual sounding melody-harmony relationship: throughout the
song, the melody is composed primarily ofseconds, fourths, sixthsand sevenths of its harmonic
accompaniment, creating an obscure, haunting effect. It enhances the fairly uneventful phrasing
and is reinforced by a dominant pedal point in bars 13 and 14 of each verse.
"The Living Years" is written in a 4/4 meter in Ab major - a relatively uncommon key, as we
have seen with Bob Seger's "Like a Rock". The song is based on an AABABAB pattern, which is
preceded by a lengthy 12-bar instrumental introduction. The A section consists of 16-bar verses,
while the B stands for the 16-bar chorus, which contains two musically identical segments. The
last chorus is followed by a four-bar coda, which is repeated and gradually fades out.
The introduction as well as the A and B sections are dominated by the sound of synthesizers
imitating strings. Electric guitars and percussion are fairly prominent as well.
A three-note motif is established in the first measure of the verse on "Every generation" and is
repeated in numerous variations in the four verses, usually with a subtly altered rhythmic pattern
or on a different pitch. Sometimes, only a portion of the motif is repeated, as in the third measure
of each verse. The original motif is rather monotonous in its melody, but displays a fairly
sophisticated rhythm containing two syncopations. The diatonically descending melody starts on
c" and slowly moves down to ab'.
The first verse begins in very general terms: "Every generation/Blames the one before/And all
of their frustrations/Come beating on your door". The first few lines already allude to the
generational conflict, which is subsequently narrowed down to the relationship between the "lyric
I" and his father ("he"). The broad approach at the start facilitates the identification with the
narrator and is reinforced time and again throughout the song to underscore the topic's
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universality. It is clear from the beginning that the "frustrations", "hopes" and "fears" of preceding
generations cannot be cast off, although their offspring is not very likely to admit that they have
anything in common with former generations. The three words are representative of past dreams,
failures and successes, of problems the generation before has not solved, yet expects the young to
cope with more successfully. When Rutherford regretfully concedes that "I know that I'm a
pris'ner/To all my father held so dear/I know that I'm a hostage/To all his hopes and fears" it is
evident that the father's personality is seen more as a burden than an enrichment. Yet, the young
man recognizes his father's ideas and understands that he, too, clings to some of them. The
parallel sentence structures in lines 5 and 7, 6 and 8 mirror the similarity in content and reinforce
two strongly negatively connoted words, "pris'ner" and "hostage". And although the common
ground father and son walk on was not necessarily chosen but rather imposed on them, the
parallelisms point to the mutual influence on each other. The use of the non-diatonic, subdominant
minor chord bVII (Gb) against lines 5 and 6 lends a wistful quality to the song, which is then
underscored in the last two lines of the first verse: "I just wish I could have told him/In the living
years". Hence, the listener is now aware that the protagonist's father has died, which renders the
entire verse more touching and woeful. It is only in the chorus following verse 2 that the notion of
death is taken up again: "It's too late when we die/To admit we don't see eye to eye".
The second verse, on the other hand, focuses on the problematic father-son relationship and
reinforces its universal validity by employing the more general pronoun "you" instead of "I" in the
second segment. "Crumpled bits of paper/Filled with imperfect thought" evokes the image of
letters never mailed and thrown away; "imperfect thought" also reminds the listener of the fact
that no one is all right or all wrong, all good or all bad. "Stilted conversations/I'm afraid that's all
we've got" implies a lack of communication, beating around the bush, fighting over issues that are
ultimately insignificant. Stubbornness and obstinacy prevail in the second part of verse 2, as is
illustrated by the polarization between "you" (i.e. the "lyric I" and young people in .general) and
"he" (i.e. the narrator's father, old people): "You say you just don't see it/He says it's perfect
sense/You just can't get agreement/In this present tense". No compromise seems possible, no one
is ready to give in, which leads to the first few lines of verse 3: "So we open up a quarrel/Between
the present and the past/We only sacrifice the future/It's the bitterness that lasts". "So" actually
serves to link the second and third verse together. A harder, more driving percussion beat
provided by tam-tams comes in, and the loudness is altered from mezzoforte to forte, reflecting
and reinforcing the tension created by the lyric and the melody-harmony relationship. "Present"
and "past" not only stand for different times but also for young and old, son and father, their
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ideas, ideals, feelings and views. "Future", consequently, implies that the following generation (i.e.
the son's children) suffer most from the feud between father and son, because nothing is achieved
by fighting. That is why the "lyric I" pleads with the listeners to learn from the mistakes he has
made: "So don't yield to the fortunes/You sometimes see as fate/It may have a new
perspective/On a different day/And if you don't give up and don't give in/You may just be okay".
Like in verse 2, the use of "you" lends a more general touch to the song, goes beyond the
relationship of two people to encompass the audience. This sets "The Living Years" apart from
"Morningside", which also criticizes society, yet does so without urging the listener to get
involved. Hence, the social message of the Diamond tune is considerably more subtle, less direct,
which is also illustrated musically by the substantially less aggressive, more graceful arrangement.
Here again, we see that Diamond tries to achieve some effect by touching the heart of his
audience and only indirectly appeals to their intellect, whereas Mike Rutherford is a lot more
straightforward in addressing his listeners and urging them to take some action.
The third verse in "The Living Years" is succeeded by the chorus, in which the impact of a
backup group is noteworthy: unlike most background singers, they take lead in the chorus and
have the actual lead singer, Mike Rutherford, echo their singing. Apart from the effective use of
backup singers, the chorus displays some more striking contrasts to the verses; its rhythm is much
slower, with quarter, half and whole notes dominating. Interestingly, all the words used in the
chorus, with the exception of "admit" and "listen", are monosyllabic, and in their slow delivery
represent a kind of release after the tense and rhythmically more sophisticated verses in musical as
well as lyrical respect. Unlike the verses, the melody in the B section moves up in most musical
phrases. The chorus also sounds more consonant, since its melody is composed of as many fifths
and thirds as of sixths and flat sevenths of the harmony. In addition, the tessitura in the chorus is
lower.
The vocal range of an eleventh incorporates c' at the bottom and f at the top, whereby most
parts are sung in the middle and upper range, increasing the tension. The highest notes only occur
in the verses, while the lowest ones are used in the chorus exclusively.
The parallelism in line 1 of the B section, "Say it loud, say it clear" stresses the urgency and
sincerity of the message to come: "You can listen as well as you hear/It's too late when we die/To
admit we don't see eye to eye". All three lines can be seen as a kind of advice to the listener to try
to understand other people's views, hopes and shortcomings. In that, the chorus is most successful
as a link between verses 3 and 4, because the last verse actually explains why it is so important for
the narrator to reach an agreement through conversation: "I wasn't there that morning/When my
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father passed away/I didn't get to tell him/All the things I had to say". As the focus of attention is
shifted from a more general angle back to the individual plane of the father-son relationship, the
heavy percussion beat cuts out and is replaced by a much gentler and quieter arrangement, again
dominated by a synthesized sound. The feeling of guilt, sorrow and sadness conveyed by the lyrics
is reinforced by the tenderly delivered melody and a musical background which is performed
piano. It is taken up again in the last two lines of the verse, when Rutherford ruefully sings: "I
wish I could have told him/In the living years".
The second segment of the fourth verse brings another poignant aspect to the song and also
leaves some hope for the future: "I think I caught his spirit/Later that same year/I'm sure I heard
his echo/In my baby's newborn tears". "Baby", the only positively connoted word in the whole
song, is placed toward the end, thus emphasizing the possibility of a new beginning, a new life. It
also alludes to the protagonist's process of maturity in view of the new responsibilities brought
about by fatherhood. The last few lines also indicate that the "lyric I" understands his father's
position better now that he is a father himself, and is haunted by the tragic relationship to his
father ("echo"). Here, the song comes full circle, and although the ending is slightly more
optimistic than the beginning, the notion of "pris'ner" and "hostage" prevails with the use of key
words such as "echo" and "tears". The haunting quality of the "father's spirit" is successfully
underlined by the dominfjit pedal point.
Contrary to "Morningside", prosody does not seem as perfect in "The Living Years"; at times
words other than keywords or rhymes are stressed by quarter or half notes, which is especially
apparent on "In the living years" (verses 1 and 4), where "in" and "the" receive primary emphasis
by the highest quarter notes of the musical phrase, whereas "living" uneventfully glides down on
diatonically descending eighth notes. The phrase gathers momentum again on "years", which is
sung on the anticipation of the downbeat and stressed by ab1, the lowest note of the phrase.
Yet, it is not only prosody which separates the two songs, but also the perspective they are
written from and the portrait of society's reactions to the old men's passing: whereas in
"Morningside", no one in the hero's family seems to mind his death, the son in "The Living Years"
feels sorry and guilty for not having been there for his father. "Morningside" is without any doubt
the more depressing song, because the old man's legacy is buried with him ("epitaph") in the end,
while the "father's spirit" lives on in the protagonist's newborn baby in "The Living Years".
Nevertheless, both songs have in common the general refusal and/or inability of the young to
realize and recognize the worth of older people, their wisdom and love for their offspring. The
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young seem burdened rather than enriched by old people, and therefore tend to turn their backs
on them, which is impressively illustrated in the third song we are going to discuss here.
Ralph McTell's "Streets of London" is a touching portrait of old people living as "down
and outs", marginalized by their poverty and social as well as emotional isolation. Although the
story is set in London, it could actually take place in any big city, hence has a universal message,
much like "Morningside" and "The Living Years".
The song is based on the traditional ABABABAB pattern, and its musical realization can be
characterized as folk. The instrumentation heavily relies on acoustic guitars, which are picked and
strummed, and a bass, which lays out the rhythm. The hauntingly melancholy sound of a
harmonica is added in between each chorus and the following verse.
"Streets of London" is composed in the key of D major and contains a predominantly
consonant and uneventful melody-harmony relationship. The chord progression, in contrast to
both "The Living Years" and "Morningside", is fairly sophisticated and the harmonic rhythm is a
lot faster; the harmonic progression contains many inversions and makes extensive use not only of
its primary chords, but of the diatonic Vim and Him chords and the non-diatonic, secondary
dominant 117 (E7) chord. The tempo in "Streets of London" is faster than in the other two songs
of this category.
Since the bass line descends scalewise underneath large portions of the song (as in bars 2 to 7
in each verse: V/VII-VIm~IIInW-IV-I/III-II7), it lends a somber, pensive quality to the song, and
in that serves as an effective device of prosody. The eight-bar instrumental introduction, featuring
the lively, yet reflective sound of acoustic guitars, sets the mood and is followed by a 17-bar
verse. The two-note motif, which is repeated in several variations throughout the verses and once
in the chorus, consists of four perfect primes, a minor third from ffl up to a', and another perfect
prime. The ascending melody reflects natural speech, in which the voice is raised at the end of a
question: "Have you seen the old man". The last two words are highlighted by the highest pitch of
the song (a1) and a quarter and half note, respectively.
The first verse then goes on to describe the old man "in the closed down market/Kicking up the
papers with his worn-out shoes". He is portrayed as a poor ("worn-out") and lonely ("closed
down") man, who is ashamed of himself and his life, as is evident from the look in his eyes and his
conduct: "In his eyes you see no pride/Hand held loosely at his side". The alliteration in line 4
stresses the notion of resignation, which is further illustrated by "loosely", standing for
purposelessly, weakly and will-lessly.
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"Yesterday's paper telling yesterday's news" then goes beyond its literal meaning, implying that
although no one seems to have noticed, the solitary existence of old people is nothing new; yet,
precisely because it is "yesterday's news" does it not grab people's attention. Hence, the singersongwriter apparently sees his main goal in shaking his listeners into action. Similar to "In the
Ghetto" or "The Living Years", the audience is directly talked to ("you") and reminded of its
blindness concerning social grievances. The questions introducing verses 1, 2 and 4 are purely
rhetorical and imply "no" as an answer, which is also indicated by lines 3 to 5 of the chorus: "Let
me take you by the hand/And lead you through the streets of London/I'll show you something to
make you change your mind". The person addressed (i.e. the listener) has to be led through
London and has to be made aware of the solitude and isolation of old and homeless people. The
last line refers to the beginning of the chorus, in which the narrator ("me") accuses the other
person ("you") of unjustified pessimism: "So how can you tell me you're lonely/And say for you
that the sun don't shine". The use of "don't" instead of "doesn't" supplies the chorus with a
colloquial touch and increases its authenticity. The scalewise descending melisma on "lonely"
emphasizes the negatively connoted word, as does the a - the lowest note of the song - on "shine".
The descending major sixth interval from f#' on "Lon-" to a on "-don" stresses the title, that is, the
song's geographic setting. In that, the song is reminiscent of "Morningside", in which the title also
receives particular stress by the perfect fifth interval, and stands in contrast to "The Living Years",
which does not succeed as well in accentuating its title.
Since the melody in "Streets of London" moves up smoothly and only contains downward
leaps, which are less dramatic than their upward counterparts, they can be sees as symbolic of
older people's fall from grace, their depressing and hopeless situation.
In verse 2, another main character is introduced: "Have you seen the old girl who walks the
streets of London". The use of "old" in connection with "girl" is paradoxical, but effectively
illustrates society's disrespect for homeless people. A group of backup singers comes in at this
point; their "ah's", harmonizing with McTell's lead vocals, are used much to the same effect as the
strings and cellos on "Morningside" and are reminiscent of Joshua Kadison's "Mama's Arms".
They render the song softer, and at the same time more dramatic and haunting, even more so
because the background vocals - like in Kadison's tune - become an integral part of the song's
harmonic structure and continue to enhance the pensive mood until the end of the song.
Poverty is again signaled by "dirt in her hair and her clothes in rags". Tension is created by the
dominant A13 chord, which is played against ffi on "rags", producing a fairly dissonant sixth. The
alliteration stresses the woman's shabbiness and neglect and hints at her homelessness: "Carrying
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her home in two carrier bags". She is a drifter whose belongings fit in two bags. She, like the "old
man" in verse 1, is ashamed of her situation and does not engage in conversation at all: "She's no
time for talking/She just keeps right on walking". Her life, similar to that of the old man, seems
purposeless, hopelessly lonely and wasted.
In verse 3 we are back with "the same old man" from verse 1. Since no new character is
introduced in this verse, the beginning is different than in the other verses; it does not start out
with a rhetorical question but mentions a new setting: "In the all night cafe at a quarter past
eleven/Same old man sitting there on his own". As the time and "all night cafe" indicate, the old
man is glad to spend some time in a room with people, although even there he is lonely, "looking
at the world/Over the rim of his tea cup/And each tea lasts an hour, and he wanders home alone".
Those lines indicate that life passes him by; "his tea cup" is representative of his small world,
while "the rim" signifies an obstacle he cannot overcome - very much like the "window" in
"Brooklyn Roads" and the "door" in "Eleanor Rigby". "Looking at" implies passivity, as opposed
to participation, and mirrors the same kind of resignation alluded to by the description of his
bearing in the first verse. Since he doesn't have much money, he only drinks inexpensive tea for
hours and then walks home by himself without having talked to anyone. "Wander" carries the
notion of purposelessness, a dreamlike strolling at slow speed.
Verse 4 portrays another old man, obviously a war hero who is gradually losing his mind over
his isolation and the ingratitude and hostility society shows toward him: "Have you seen the old
man outside the seaman's mission/Mem'ry fading with the medal ribbons that he wears". The
"medal ribbons" hint at the man's more glorious past and illustrate that anybody can fall victim to
misfortune, that life is potentially merciless and takes its toll. The fact that he still wears his
ribbons is typical of old people, who tend to desperately hold on to the past. "And in our winter
city/The rain cries a little pity/For one more forgotten hero and a world that doesn't care" once
again emphasizes the indifference with which people meet other people's fate. "Winter" suggests
coldness, and is symbolic of society's disconcern for the individual person. "City", like "London",
carries the notion of anonymity, of merciless competition and people failing to cope with the
pressures of everyday life. "Rain" is personified here and represents tears, sadness and despair,
while "one more forgotten hero" indicates that the old man is just one of the many victims of
society. "Hero" is effectively contrasted with "mission": the former is positively connoted,
standing for a brave and independent young man, whereas "mission" is the last resort for an old,
confused and helpless man who has been let down by life.
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The fairly narrow vocal range of an octave seems to limit the otherwise vivid melody. The
tessitura of the verses consequently does not differ from that of the chorus. Drama is created
mainly by the background vocals, McTell's emotional and touching performance and his superb
phrasing; the entire song is built upon four-bar phrases, whose starting point varies and provides
the song with a certain degree of unpredictability. The rallentando in the cadence of the song and
the rolled tonic D in the last measure are reminiscent of "Morningside" and furnish the tune with a
definite close.
Like "Morningside", "Streets of London" is written and performed from the narrator's point of
view - a narrator who is not directly concerned by the fate of his heroes, but is moved by it. In
"Morningside", the "lyric I" emerges for an entire verse to show his attitude and thoughts to the
listener and to make his relationship with the story's hero clear (a dream), whereas in "Streets of
London", the narrator remains hidden in the verses and becomes alive only in the chorus. In
contrast, the "lyric I" in "The Living Years" is at the same time the main character: he is not only
an observer appealing to the conscience of his audience but the person most concerned by his
father's life and death.
The rhyme scheme is of major importance in all three songs and plays an important role in the
overall well-crafted lyrics. Because of their many symbols, images and other rhetorical figures,
"Morningside" and "Streets of London" appear slightly more poetic than "The Living Years" - a
trait which indicates the greater distance of the narrators in the first two songs, with which they
portray their heroes.
In conclusion, we may state that these songs describe the reality old people live and die in as
tough and relentless, and in that clearly concur with Thrush and Paulus's argument, which points
out that most pop songs mirror the manner in which society in general deals with specific topics
(cf. Thrush/Paulus 1979: 227). However, the "lyric I" in each song offers an alternative, and
directly or indirectly encourages the listener to bring about a change in attitude (verse 2 in
"Morningside", the chorus in "Streets of London", verse 3 and the chorus in "The Living Years").
Thus, like in the protest songs of the 1960s, cliches and stereotypes are only used as a starting
point for social criticism. In that these three songs go well beyond the pattern Thrush and Paulus
have established, and represent a sequel to the songs discussed in categories HI.2.1. and III.2.2.
and bring the broad topic of personal development to an adequate close.

15.1

III.3. INTRODUCTION TO SHOW BUSINESS
As we have mentioned in III. 1., this topic - like personal development - contains a tripartition,
namely 1) a general account of show business; 2) the more specific portrait of music business; and
3) the description of music as a powerful medium. In contrast to personal development, the
division here is not as clear-cut, so that a separate discussion of each subcategory would seem
illogical and would not provide us with the necessary data to draw general conclusions.
Songwriters dealing with this topic cannot count so much on Murphey's "identification - mirror
- molding principle" (cf. Murphey 1989: 185; II.3.2.), since most listeners are in no way involved
in show business and therefore might find it hard to identify with the life style of show business
stars. However, some of the problems and difficulties alluded to in the songs are universal and
consequently lend themselves to a more general interpretation. When Albert Hammond sings "My
future in the system was talked about and planned/But I gave it up for music and the Free Electric
Band" in his 1973 hit song "Free Electric Band", "music" and "band" represent freedom and
independence, that is, ideals basically everybody longs for and can identify with. Some songs also
talk about values such as friendship, or about being let down (Neil Diamond's "Someone Who
Believes in You" and "Stargazer"; Elton John's "Candle in the Wind"; or Billy Joel's "The
Entertainer"); and even though the songwriters tie these notions to a life in show business in
particular, these are feelings that have a much more general meaning as well.
On the whole, a dichotomy becomes apparent between the songwriters' positive attitude
towards music and their resentment against the fickle nature of show business. Music is usually
seen as liberating, soothing, "a potion for the soul", to quote Neil Diamond's liner notes on his
1974 album Serenade. Music business, on the other hand, seems to interfere to a large extent with
the creative process and the appreciation of the beauty of music. While many songwriters consider
the actual making of a song as a fairly unpleasant experience (cf. III. 1.), they regard the output
(i.e. the music, the songs) as uplifting. This elevation is perhaps best described in Neil Diamond's
"The Gift of Song", which talks about "songs that make you free" and "songs to fill the heart".
The glorification of music, as it is present in this 1974 Diamond tune, stands in stark contrast to a
more recent song written by Diamond which points to the harsh, relentless and competitive
atmosphere prevailing in the movie and music industry. This song, "Someone Who Believes in
You", will receive a detailed analysis and will subsequently be compared to several other songs
with respect to lyrics, content and music.
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IH.3.1. "SOMEONE WHO BELIEVES IN YOU"
"Someone Who Believes in You"
Believe me
I'm someone who believes in you

Say you really had a million dollars
And a car for every day of the week
So what
You know what
It wouldn't mean not a single thing
Without that someone who believes it too
Yeah, you gotta have someone who believes in you

Say you really had a Hollywood contract
And your face up on a big billboard
Big car
Big star
You'd move a lot but you wouldn't get far
Without that someone who believes it too
You better have someone who believes in you

You are the truest part of me
That quiet place
Where I can be strong
You come to fill my deepest need
You call my name
And I hear your song

Believe me
There's someone who believes in you

'
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So you really got the hots for stardom
All you need is some big guitar
To take you
And make you
Into an overnight star
And then you'll find that stars get lonesome too
And you better have someone who believes in you

You are the truest part of me
That tender place
Where I can be strong
You come to fill my deepest need
You speak my name
And I hear your song

So you really want a job in the circus
Paint your face and make the people smile
Hey clown

>

Come on down
You've been too long walking that high wire
When you're falling you'll be calling too
Be calling out to someone who believes you
Someone who's there when nobody needs you
Calling out to someone who believes in you

The song, with words and music by Neil Diamond, is a cut on his 1991 album, Lovescape, and
was never released as a single. In Stereo Review (1991: 108), "Someone Who Believes in You" is
characterized as a piece of "advice to a loved one who mistakenly believes show business will
make him happy". The song undoubtedly mirrors to some extent Diamond's own and very
personal ambivalent thoughts about show business, money and fame. In that, it partly zeros in on
the existential angst of "I Am... I Said".
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"Someone Who Believes in You" is written from the point of view of a "lyric I" - obviously a
person who, like Diamond himself, knows the ropes in the business and tries to keep a younger
friend, possibly also his child, from making the same mistakes he has made. The narrator directly
talks to the other person ("you"), whereby Diamond never specifies the addressee's gender, age,
or relationship with the "lyric I"; the overall quality of the song is not reminiscent of a love song,
however, so that a simple boyfriend-girlfriend relationship can be ruled out. The main emphasis
certainly rests on the fact that in show business, as in life in general, you cannot make it on your
own, you need someone to help you, care for you and believe in you and your talent.
"Someone Who Believes in You" is based on an AABABA structure, with A representing 18bar verses and B standing for the 18-bar chorus; a coda is added to the last verse, making it 24
measures long. The first verse is preceded by an eight-bar introduction, half of which is repeated
in between the first B section and the third verse.
The song is composed in the key of C major, but modulates the last verse to Eb major, that is,
moves the melody and harmony up three half steps from C to Eb, It is what Josefs (1989: 86)
calls "arranger's modulation", which implies the repeating of harmonic and melodic material of a
song in a different key. Josefs stresses that it is used frequently on the final chorus of a
verse/chorus song to create a dramatic and/or uplifting effect and to provide contrast. Usually, the
melody and harmony are moved up no more than a half step or a whole step, which makes the
minor third leap in "Someone Who Believes in You" seem rather exceptional. The modulation is
effectuated in an abrupt, direct way here, that is, the song literally jumps from one key to the
other without any preparation. In our discussion of "Beautiful Noise", another Diamond tune, we
shall encounter the alternative way to modulate, namely "pivot chord modulation".
The tempo is moderately fast; the vocal range of a thirteenth (from a up to f') is fairly wide,
like in most Diamond songs. The song's "sound" is more contemporary than the great majority of
Diamond's tunes; he employs electric guitars and keyboards to provide a synthesized sound.
Percussion, drums and congas supply a steady beat and are enhanced by acoustic guitars and a
bass.
The wailing quality of an electric guitar leads up to "Believe me/I'm someone who believes in
you". The basis of sincerity, truthfulness and intimacy is established from the beginning ("believe
me", "I-you"). The tonic pedal point seems to contradict the reassuring lyric by creating tension;
the C bass is sustained throughout the introduction and the first seven bars of the first verse, and
can be interpreted as a kind of subtle foreshadowing, hinting at the more negative lyrics to come.
The descending melody line on "Believe me" is a further indication of the more pessimistic
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attitude displayed in the following verses. It consists of a descending major second from a' to g', a
perfect fifth from g' down to c'. This motion is repeated in the second phrase (line 2) and recurs in
the inserted section, between the first chorus and the third verse.
The musical motif, in contrast, is more monotonous: it is introduced in the first two measures
of verse 1, on "Say you really had a million dollars", and consists of three notes, whereby the first
bar's melody is locked in on one pitch, e'; "million doll[ars]" then receives a scalewise descending
melody from f down to d', with the first syllable of "dollars" occurring on an offbeat; the melody
moves up a major second to e' again on the word's last syllable, which indicates a continuation of
the fictitious assumption (as implied by "say" and "really"). The fairly uneventful motif is repeated
in rhythmic and melodic variations twice in each verse. The steady beat established in the
introduction is maintained in verses 1 and 2, both of which deal with the advantages of "making it
in show business": "Say you really had a million dollars/And a car for every day of the week"
(lines 1 and 2 of the first verse) and "Say you really had a Hollywood contract/And your face up
on a big billboard/Big car/Big star" (lines 1 to 4 of the second verse). Yet, the gain brought about
by success is seen in purelyfinancialterms: "big car" and "a car for every day of the week" stand
for wealth and abundance; "car" is still considered a status symbol in our society - and the more
cars you own, the richer you are thought to be. Money and material possessions are foregrounded
by parallelisms and descending melody lines denoting the insignificance offinancialinsulation in
view of longer-lasting, more spiritual or human values in life. Thus, the advantages of having "a
Hollywood contract" and a well-known face (emphasized by the alliteration in "up on a big
billboard") are quickly shattered by Diamond singing "So what?" in line 3 of the first verse. The
colloquial tone in the verses reflects the "lyric I's" sincerity and makes the advice appear more
authentic. The listener can really picture two people talking and arguing, which is also mirrored in
the more vivid melody in bars 4 to 6, which leaps from c" on "So" down a perfect fourth to g' on
"what", jumps back up to c" on "You know", only to hit gf again on "what". The quarter notes
applied to "So what" and "know what" emphasize each syllable equally, highlight the two-rhyme,
add drama and have Diamond's voice riding on the ups and downs. "It wouldn't mean not a single
thing/Without that someone who believes it too" reinforces the unimportance of material goods.
The non-standard double negation again illustrates the lyric's colloquial quality and is
representative of the intimacy and closeness of the two characters. The descending melody on
"single thing without" is sung against a diatonically ascending bass line, as is mirrored in the chord
progression of Dm7-C/E-F (Ilm-I/III-IV). The a, the lowest note of the song, stresses "[with]out"
and is sung against the subdominant IV chord, which is sustained for four measures. Underneath
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the F chord, the melody subsequently moves up the scale in half notes, fom c1 on "that" up to d1
and e' on "someone", then drops down to a again on "who", and finally ascends smoothly up to e'
on "too", hence accenting the inner rhyme ("who"-"too"). The melody comes foil circle, too,
having started on e' and now finishing on e1 as well.
In contrast to the words and expressions associated with show business, the notion of
friendship, honesty and trust, as carried by "believes", is highlighted by a melodic upward
movement, echoing the positive connotations of the word. The last line, "Yeah, you gotta have
someone who believes in you" serves to reinforce the point made above, and is accented by the
affirmative "yeah". The plagal cadence (IV-I) used here, which according to Hal Leonard's Pocket
Music Dictionary (1993: 90) is typically used as the "amen" of hymns, has a calming effect on the
rather lively, strong and driving arrangement and Diamond's strained, yet powerful vocal delivery.
Surprisingly, the melody-harmony relationship is consonant throughout the entire song, so that
the instrumentation and Diamond's voice are really the main components in mirroring the intense
quality of the lyrics in this song.
Verse 2 supports the "lyric I's" portrait of show business as a solitary, competitive and tough
profession, thus underlining the need of a friend: "You'd move a lot, but you wouldn't get
far/Without that someone who believes it too/You better have someone who believes in you". The
future Hollywood star would consequently get to see the world and have several homes scattered
all over the US; still, the "lyric I" maintains that wealth would not necessarily make him happy.
The colloquial "You better" goes beyond the quality of a piece of advice and sounds almost
threatening, like a warning.
Contrary to the verses, the chorus has a much gentler tone to it and has a slightly "sweeter"
arrangement, with synthesized strings coming in for the fourth phrase. Diamond's vocal rendition
is considerably softer as well, with the rough edges of his voice, present in the verses, removed
and replaced by a more emotional quality. This change appropriately mirrors the content of the
chorus: "You are the truest part of me" already implies the "lyric I's" strong attachment to "you".
"Truest part" carries the notion of "best", "most precious" and suggests that this person is closer
to the narrator than even he himself; it makes the identification of "you" with the "lyric I's"
son/daughter more likely too.
The first four words are sung against an ascending bass line, illustrated by the harmonic
progression of Am-G/B-C (VTm-V/Vn-I). Each syllable of the first line is emphasized by a
quarter note, lending weight to each individual word and consequently denoting sincerity and
truthfulness. The importance of the person addressed is supported in the next few lines: "That
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quiet place/Where I can be strong"; the addressee is obviously someone the "lyric I" draws
strength from and can retreat to. The second chorus substitutes "tender" for "quiet", which
appears even more affectionate; both words denote love, peace and comfort. Similarly, lines 4 to
6 lay particular emphasis on the emotional relationship between the two characters; although
Diamond does not mention in "You come to fill my deepest need" what the "lyric I's" greatest
need might be, the listener gets the impression that the addressee is vital to the narrator, probably
meeting the latter with love and understanding.
As opposed to the verses, prosody is not as well-crafted here, since the highest note of the
phrase, f, which is at the same time the highest pitch of the entire song, occurs on "to", whereas
the actual key words, "deepest need", are furnished with a gently descending melody from d" to c"
and finally down to g'. The repetition of the chorus differs slightly in this respect, hence displaying
better prosody: "deepest" also receives major stress by f, and even "need" stays on the fairly high
pitch of c". The tessitura of the chorus is higher than in the verses, providing the section with a
more dramatic and emotional touch.
"You call my name/And I hear your song" further exemplifies the characters' caring and tender
relationship; the fact that somebody's calling (or speaking, as in the second chorus) one's name is
considered a "song" clearly shows the affection the "lyric I" feels for the other person.
The rhyme scheme in the chorus is more elaborate and tightly-knit than in the verses and can
be described as abcabc. The only point I would consider noteworthy in the verses' rhyme pattern
is the last two end-rhymes ("too"-"you"), which are the same in each verse and consequently tie
the individual verses together more closely and provide some unity.
The tonic pedal point at the end of the B section directly leads up to the repetition of the
introduction's lyric and melody (the former slightly altered), and already points to the more
intense and restless character of the following verse. The introduction's recurrence at this point
seems very clever, as it effectively reinforces the intimate and sincere mood created by the chorus
and once again emphasizes the "lyric I's" desire to spare the younger, less mature and unknowing
person the pain, frustration and disappointment he himself has experienced.
Verse 3, then, continues where verses 1 and 2 left off, without moving the lyric back to a
purely hypothetical plane: "So you really got the hots for stardom" sounds more realistic than the
first two verses, which are both introduced by "Say you really...". "Hots", a term borrowed from
American slang, also contrasts the more poetic, sentimental language employed in the B section.
The heavier, richer drum beat coming in right at the beginning of the third verse supports the
harsh, rough tone of the lyric and has Diamond adopt a more aggressive stance again.
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On the whole, the third verse appears to contain the least well-crafted lyric, especially because
of the many run-on lines, which in this particular case seem to interfere with the natural flow of
the words.
Whereas "Hollywood contract" in verse 2 allowed for a more general interpretation of "big
star", "All you need is some big guitar/To take you/And make you/Into an overnight star"
narrows down the concept to that of a pop/rock star ("guitar"). These lines also allude to the
young person's naivity and idealism. "Overnight star" is provided with a scalewise descending
melody, while the following line "And then you'll find that stars get lonesome too", like the sixth
phrase of each of the preceding verses, receives special emphasis by the gently ascending melody
and half notes for each syllable. The line supports the notion that you cannot buy everything in
life; happiness and personal satisfacion are not things that automatically result from professional
success; on the contrary, the life as a "star" entails isolation and loneliness - a conception
encountered earlier in this study in our discussion of "I Am ... I Said" (the "frog" - "king"
opposition). Thus, Diamond again draws heavily on cliches, yet once more gets away with it
because he manages to transcend the stereotypical view by lending a personal, if not
autobiographic touch to it.
The fourth verse moves onto a more symbolic level, which is effected musically as well by the
direct modulation, which abruptly and surprisingly moves the melody and harmony up to Eb. This
key is characterized by M.A. Carpentier as "cruel and hard" (cf. Nattiez 1990: 125) and
effectively underscores the lyric's message. The fourth verse is probably also the most interesting
one, in that Diamond succeeds in painting a picture of life in a circus, which can be taken at face
value as well as symbolically: "So you really want a job in the circus". "Circus" can consequently
be considered a synonym of "manege", but at the same time is descriptive of show business in
general, and in that functions as a pars pro toto. In its pejorative meaning, the word also alludes
to craziness and insanity, and therefore implies that all kinds of people are involved in the
business.
The next few lines elaborate on the circus setting: "Paint your face and make the people smile/
Hey clown/Come on down" likens the popular entertainer to a circus clown, who slips into a
different role on stage ("paint your face"), who becomes someone else. This line is reminiscent of
"Eleanor Rigby", in which Eleanor wears "the face that she keeps in ajar by the door" only when
she is by herself. Similarly, the entertainer and the clown walk out on the stage and have to
project happiness, power and strength, although they may feel weak and like crying inside. It is
their task to make people enjoy the performance, to make them happy ("smile"). The
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schizophrenic attitude displayed in "I Am ...I Said" is completed here, in that Diamond directly
links live performances in show business to this dichotomous state, which clearly reflects
Diamond's own philosophy of performing. He said in 1972: "I see myself as another person on
stage. It's the person I really want to be [...]. But [...] the two [identities] are getting closer and
closer together [...]" (Grossman/Truman/Yamanaka 1987: 86). Later, he updated his 1972
statement, noting: "They're both the real me. When I'm on stage I do feel confident [...]. But it's
more difficult to live your own private life [...]" (Harrington 1982: II, 4).
While verses 1 to 3 all contain two-rhymes at this point ("so what" - "know what"; "big car" "big star"; and "take you" - "make you"), Diamond is content to use a one-rhyme in the fourth
verse, namely "clown" - "down". Line 4 refers to the following lines, "You've been too long
walking that high wire/When you're falling you'll be calling too", which indicate that success and
survival in show business is a juggling act where you are likely to stumble and fall. Thus, "high
wire" is representative of the dangers of getting up too high, losing control and getting hurt; it
also stands for the fickle, unpredictable nature of success, which is also taken up in Diamond's
1976 tune "Stargazer", to be discussed later. The entertainer is compared to the circus athlete
who has to be careful and constantly watch out for obstacles and pitfalls. "Falling" represents
failure, a shift in popular taste, which may result in a fall from favor for many artists. Word
painting is far from perfect here: "When you're falling" is supplied with a gently ascending melody
line, thus working against the words' meaning. The public let-down makes the "fallen stars" long
for "someone who believes you/Someone who's there when nobody needs you" and has them
"calling out to someone who believes in you". The last few lines sound reassuring, in that the
"lyric I" stresses that he will be the one the other person can count on, no matter what happens.
Nevertheless, the tense quality of the tune is kept up by the high tessitura of the coda and
Diamond reaching up to eb" on "believes in you" at the very end of the song. No release is
provided by the abrupt close either, which is effectuated by a struck, inverted tonic Eb chord
containing a tritone that lingers on and produces a blurred and obscure effect.
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HI.3.2. COMPARISONS
Neil Diamond seems preoccupied with the impact of show business and music on the artist's
life like no other pop/rock singer-songwriter. This is why he is the most heavily featured
recording artist in this chapter. Many of the songs discussed in the following have never been in
the American Top 40, yet have reached a fairly significant degree of popularity and for the most
part appear on Greatest Hits compilations of the individual singer-songwriters. I have refrained
from analyzing such well-known hits as Don McLean's "American Pie", because these songs have
been the subject of several pop music analyses; consequently, a discussion here would break no
new ground. Instead, I have included some obscure songs, such as Neil Diamond's 1969 tune
"Holiday Inn Blues" or Neil Sedaka's 1975 song "Queen of 1964", both of which most effectively
describe insecurities, failures and the tiresome life on the road as direct consequences of a life in
show business.
Apart from the two songs mentioned above, there will be brief analyses of the following tunes:
Neil Diamond's "Stargazer" and "Beautiful Noise", both cuts on his multimillion-selling and
critically acclaimed 1976 album, Beautiful Noise - a concept album about the death of New
York's Tin Pan Alley; the title track was a number 13 hit in the UK, but was never released as a
single in the US; Diamond's 1974 ballad, "The Gift of Song", released on Serenade; Elton John's
tribute to Marilyn Monroe, "Candle in the Wind", first released on Goodbye Yellow Brick Road in
1973, but not a hit until 1987, when its live version peaked at number 6 of the US Singles Chart;
Billy Joel's "Piano Man", a number 25 hit for him in 1974, and "The Entertainer", a number 34 hit
in the same year; Albert Hammond's 1973 hit single "Free Electric Band"; and Dan Fogelberg's
"Leader of the Band", which peaked at number 9 of the US charts in 1981.
As pointed out before, "Stargazer", a Dixielandish, brass-dominated tune in C major, is a
piece of advice to a novice to show business. The "lyric I" - similar to the narrator in "Someone
Who Believes in You" - is an older artist, most likely a musician, who has been in the business for
a while and warns the newcomer of the dangers of getting entangled in show business. Fear of
public failure, of falling from public favor is apparent everwhere in the song. Like in "Someone
Who Believes in You", the other person ("you") is addressed directly; however, this time "you" is
much more general, since there doesn't seem to be a close rapport or bond between the "lyric I"
and the addressee. Another major difference between "Someone Who Believes in You" and
"Stargazer" is the latter's well-crafted lyric, which contains many inner rhymes and an overall
regular rhyme scheme.
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The vocal range of an octave is comparatively narrow for Diamond's standards; because of the
liveliness of the melody, however, the narrow range does not limit the song's emotional impact.
The song's structure can be described as AAAB AA; the first A stands for an 8-bar verse, the
second and third represent 16-bar verses, while the fourth A section encompasses the last nine
measures of the 16-bar verse only; the last A section is again 8 bars long. The B section runs over
16 measures and is more or less an instrumental version of the verses.
The Dixielandish quality of the tune is primarily provided by brass, horn and string sections and
is enhanced by the sound of a banjo, an acoustic guitar, a ukelele and drums. The great number of
offbeats provides the tune with a rapidly-moving, jazzed-up rhythm. The lengthy instrumental
introduction, with its fast harmonic rhythm, establishes the moderately fast tempo and together
with the song's instrumentation makes for a crispy, lively tune.
The first verse characterizes the addressee as a young, unknowing idealist and dreamer:
"Stargazer/You with your head in the heavens/You'll never get by walkin1 that high off the
ground". The two-note motif is noteworthy for its Dixiland rhythm rather than its melody; it
introduces the title and especially stresses the first two syllables with the help of two
syncopations. The melody glides down a minor third from c" on "Star-", occurring on the
anticipation of the third beat, to a1 on "-gaz-", reinforced by the anticipation of the downbeat, and
finally leaps back up to c" on the word's last syllable. The motif recurs only at the beginning of
each verse and consequently highlights the song's title three times (verse 2 starts out with
"Moondreamer", which as a three-syllabic word receives exactly the same treatment as
"Stargazer"). The alliteration in line 2 and the inner rhyme in line 3 ("by" - "high") are emphasized
by high notes and offbeats. The third line is sung against the dominant G7 chord and supplies a
tense feeling. "High off the ground" indicates that the young man is not in touch with reality.
The word "stargazer" is a fairly affectionate way of addressing the novice and implies that the
"lyric I", too, knows about the hopes, dreams and ideas of newcomers, which is underscored in
the first segment of verse 2 as well: "Moondreamer/IVe been around and I've seen it".
"Moondreamer", like "Stargazer" in the first verse, is sung over a diatonically ascending bass line,
which glides down the scale again in bar 2. The upward movement in the bass is representative of
the dreamer's looking up to the sky, his "walkin1 that high off the ground". The parallelism and the
inner rhyme in the second line underscore the message and lead up to the third line, "The higher
you get, the harder they let you down", which is again built on an inner rhyme and a parallel
sentence structure. "The higher you get" is furnished with a scalewise ascending melody and
mirrors the lyric. "They" obviously stands for the public, the audience, but also for record
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companies and their executives, who drop you as soon as they realize that the public doesn't
support you anymore. The two contradictory notions of "walking that high off the ground" and
"they let you down" are tied together by a false end rhyme and in that emphasize the thin line
between success and failure.
The b segment of the second verse has a higher tessitura than the first segment and introduces
a new melody and harmonic progression. The message remains the same, however: "You pay
your dues/It seems forever/And if you're clever/You may be in for a while/Then you're out of
style" underlines the unpredictable nature of show business and implies that even if you pay a high
price ("dues", "forever") to finally reach the top, there is no guarantee that you will remain
invincible; on the contrary, your success is predestined to be short-lived from the beginning. "Pay"
and "in for" are stressed by the highest note of the song, d"; the slowly descending melody on "in
for a while/Then you're out of style", which Diamond sings without instrumental accompaniment,
is perhaps the most impressive device of prosody in the entire song: the melodic downward
motion perfectly illustrates the let-down the popular artist is eventually subject to, and when
Diamond reaches down to e' on "style" the downfall is completed.
The tight rhyme scheme in the b segment can be characterized as abbcc and makes up for the
lack of inner rhymes in this part of the song. The half cadence (I-V or I-V7) on which each verse
ends adds to the poignant and passionate quality of the lyrics.
The a segment of verse 3 again addresses the beginner directly: "(Hey), Stargazer/Probably
think I'm crazy/And you haven't heard one single word I've said". The fact that the novice
considers the "lyric I's" advice and warning as "crazy" indicates that the former is naive and
blinded by the bright light of fame and fortune, and doesn't listen to what the show business
veteran has to say. The alliterations and inner rhymes in line 3 emphasize the words' relevance and
importance. The melody in the a segment is composed predominantly of thirds, roots and fifths of
the harmonic accompaniment, and in its consonance seems symbolic of the young person's ideals
and dreams. The melody-harmony relationship in the b segment, on the other hand, is a lot more
dissonant, containing sevenths, seconds, fourths and sixths to illustrate the tension created by the
lyric.
"Now I don't want/To burst your bubble/But you got trouble/Don't you know the higher the
top/The longer the drop" takes up the notion of the novice's unknowing view of show business;
the "bubble" is representative of his dreams and unrealistic ideas. The alliteration intensifies the
feeling that his dreams are shattered by reality. Word painting is again perfected on "the higher the
top/The longer the drop", on which the melody abruptly jumps up a perfect fifth from g' on "the"
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to d" on "higher" to indicate the peak of the artist's career; then, the melody descends a minor
third to b' on "the top", followed by a major third down to g' on "the longer"; next, Diamond hits
f on "the" and finally e' on "drop". The descending melody line, which Diamond again sings a
cappella, perfectly mirrors the drop, the passage from public favorite to failure.
The instrumental bridge creates a "live atmosphere" by having Diamond shout over the solo:
"Hey, Stargazer... alright... play that thing, boys". Right after the bridge, the b segment of the
third verse is repeated exactly and is succeeded by "Hey, Stargazer/Look out son", the melodic
repetition of the first A section and the four bar introduction, which again provides a vivid,
jazzed-up sound with its brisk alternation between the tonic C and the subdominant F7 chords.
The disillusionment expressed in "Stargazer" is echoed in many pop songs, among them Billy
Joel's "The Entertainer", which will be discussed later in this chapter. In Kevin Johnson's

"RockVRolI (I Gave You the Best Years of My Life)", a minor country hit for Mac
Davis in the 1970s, the disappointed and deflated "lyric I" plaintively notes: "Rock'n'Roll, I gave
you all the best years of my life/All the crazy lazy young days, all the magic moonlit nights", and
eventually realizes that "I was so busy on the road singin' love songs to you/While you were
changin' your direction, never even knew/That I was always just one step behind you". The
protagonist finally gives up trying, admitting to himself that "I will always be one step behind
you".
Similarly, Neil Sedaka's heroine in "Queen of 1964" can't cope with the public turning its
back on her; in contrast to "Rock'n'Roll", Sedaka's protagonist, Jenny, was a pop "queen" in the
1960s and can't accept the fact that she is no longer in demand: "There were times she could have
shown you how/But nobody wants an overaged groupie now"; "Rock'n'Roll kinda took its toll
when she shared her inhibitions/Too many scenes in limousines and dressing room intermissions"
hint at the reasons why Jenny has fallen from public favor. This, in turn, made her sink even
lower, and in the end she is uncared-for and demoralized to the point where she can't pull herself
out of the abyss anymore: "I'm afraid that the morning trade had a sad obituary/[...j/Just an
autograph book and a stereo, there was no one she was close to/She was found with her arms
around an Elvis Presley poster".
In that, "Queen of 1964" is reminiscent of the fate of Marilyn Monroe, as it is portrayed in
Elton John's "Candle in the Wind". The song is built upon an ABABAB pattern, and like
"Queen of 1964" is a descriptive song. The tempo is that of a slow ballad, and the melodyharmony relationship is consonant throughout and similar to "Someone Who Believes in You"
only contains a few unusual seconds and fourth, all of which are resolved immediately. The key of

166

E major provides a rich, celebrative sound and is enhanced by the piano-anchored
instrumentation, which also features a heavy percussion/drum, bass and electric guitar
arrangement.
The first verse is preceded by a four-bar instrumental introduction, which is played mezzoforte
over a scalewise descending bass line, mirrored by the chord progression B-A-E/G#-F#m7-E (VIV-I/III-IIm7-I); the downward motion helps to set a pensive, melancholy mood. Like most pop
songs, "Candle" is based upon the three primary chords, I (E), IV (A) and V (B), and is enriched
only sporadically by the diatonic IIm7 and Vim chords and some inverted chords. The two-note
motif introduced in the first measure of the 16-bar verse is reminiscent of that of "Stargazer": it
descends a major third from g#' on "Goodbye Nor-" to e' on "-ma", only to move up again to g#'
on "Jean"; both "Norma" and "Jean" are stressed by syncopations. Like in "Stargazer", the motif
is repeated only twice, at the beginning of each verse, and consequently emphasizes Marilyn
Monroe's real name, "Norma Jean [Mortenson]" twice: It is revealing that John and Taupin
decided to have the "lyric I" address Monroe by her real name: it implies a more personal, indepth look behind the fagade of the beautiful blonde. "Candle in the Wind" is an account of the
person rather than the movie star and sex symbol Marilyn Monroe. "Norma Jean" is portrayed as
an innocent, young woman who was perhaps a little naive and did not realize what the others
around her were up to. Ultimately, she broke under her fame, because she was taken advantage of
by so many people. Hence, "Candle in the Wind" concentrates on the part of Marilyn Monroe's
personality the public knows and cares little about, namely her isolation, frustration and despair
despite - or precisely because of- her success. The song is not only a tribute to a movie star but
also a sort of personal farewell to the human being for whom Marilyn Monroe, the public figure,
was the main problem. "Though I never knew you at all" clarifies the "lyric I's" relationship with
Norma Jean right away: he is "the young man in the twenty-second row/Who sees you as
something more than sexual" (verse 3, lines 6-7) and admires her for her graceful, dignified
conduct, although he never met her and only knows her from movies and newspaper articles."
"You had the grace to hold yourself/While those around you crawled/They crawled out of the
woodworks/And whispered into your brain". "Crawl" is indicative of a quiet, humiliating, but also
sneaky way of moving forward; "they", standing for people involved in the movie industry, are
likened to worms, parasites who came out of nowhere and undermined Norma Jean's natural
intuitions. The melody on line 5 sneaks up the scale and is representative of the words' message.
The diatonically ascending melody line is set against the subdominant A chord and adds to the
drama. "They" tried to influence and ultimately possess her and therefore "sent you on a
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treadmill/And they made you change your name". "Treadmill" implies a wheel that keeps turning
because people keep it in motion; hence, show business is considered a vicious circle, an addictive
drug that won't let you go once you are on it. In that, the concept of fame and success expressed
in this song is reflective of Neil Diamond's 1969 song "Glory Road", in which he sings: "Now I
know/Glory Road won't set me free".
The name change entails a loss of identity, much like the geographic move and the rise from
"frog" to "king" in Diamond's "I Am ... I Said". Norma Jean's passivity, illustrated by the similar
sentence structures in "they sent you" and "they made you" points to the artificiality not only of
her new name but also of the star persona that was created without consideration of Norma Jean's
true personality. The melisma on "brain" and the offbeat on "name" link the end-rhymes and
render the lyric more poignant.
It is interesting that the songwriters stress the anonymity of the people surrounding Monroe by
not mentioning their names; "they" are portrayed as not worth getting to know, faceless,
nameless.
The verses all end on the subdominant A chord and pass some tension on to the chorus, which
starts out on the dominant B, and consequently creates an even more intense and haunting quality.
The B section also provides some more symbolic images: "And it seems to me/You lived your life
like a candle in the wind/Never knowing who to cling to/When the rain set in". The title used in
the chorus furnishes the song with the image of a lit candle, which could easily be wiped out any
minute. Hence, in comparing Marilyn Monroe to a candle, John and Taupin portray the actress as
a sensitive and fragile person who is likely to break. "Candle" also carries romantic connotations,
which can also be seen in our discussion of Neil Diamond's "The Gift of Song". It stands for
something bright, giving light and warmth. "Rain" in line 4, on the other hand, is representative of
sadness, tears, loneliness and isolation: the burning flame is consequently drowned in the rain, that
is, in the fact that she has no friends, no one she trusts. "Rain" is emphasized by the anticipation of
a downbeat and by a melisma, and is sung against a sustained dominant V chord to produce more
tension. The "oo's" and "ah's" sung by a backup group throughout the chorus (and portions of the
last verse), and the pedal point, created by the sustained tonic E bass underneath line 3, add to the
B section's haunting quality.
The second part of the chorus elaborates on the image of the lit candle and brings in the "lyric
I" again: "And I would have liked to know you/But I was just a kid/Your candle burned out/Long
before your legend ever did". The sixth phrase of the chorus contains a descending major sixth
interval from c#" on "just" down to e( on "a [kid]", which stresses the "lyric I's" personal
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involvement and his admiration of and affection for the late movie star. "Burned out" can be taken
literally or figuratively, standing for the actress's getting "burned out" by show business.
In general, the melody builds up to a climax in the middle of a musical phrase and then
descends again toward the end of each phrase, making for many ups and downs, which are
symbolic of Monroe's life. The vocal range of a thirteenth is fairly wide and is effectively made use
of by Elton John's engaging vocal delivery.
The diatonically descending bass motion at the end of the 16-bar chorus leads up to verse 2,
which elaborates on Monroe's artificial image: "Loneliness was tough/The toughest role you ever
played" indicates that for the public, she really played the part of the glamorous and happy blonde,
while she was hiding her pain and solitude, as is also illustrated in the following lines: "Hollywood
created a superstar/And pain was the price you paid". The alliteration ("pain" - "price" - "paid")
points to the great amount of dues she paid and is supplied with a descending melody line to
denote sadness. The following lines play on the stereotypes that were created and publicized
around Monroe: "And even when you died/Oh, the press still hounded you/All the papers had to
say/Was that Marilyn was found in the nude". According to the songwriters, Monroe is treated
disrespectfully and humuliated even after her death, because she is not seen as a human being but
as a sex object. The exclamation "Oh" lends a sad touch to the verse and denotes the "lyric I's"
pity for the actress.
The last verse repeats the first four lines of verse 1 and subsequently reinforces once more the
"lyric I's" view that Monroe was considered public property: "Goodbye, Norma Jean/From the
young man in the twenty-second row/Who sees you as something more than sexual/More than
just out Marilyn Monroe". The possessive pronoun "our" indicates that everybody felt like they
knew Monroe, owned at least a part of her. The two-time repetition of "Goodbye, Norma Jean" in
the third verse sounds like a final bow and salute to a very special star.
As we have already seen in this study, death features highly in song lyrics; however, "Candle in
the Wind" is unique here in that it talks about the passing of a well-known personality and has the
"lyric I" address her directly. Thrush and Paulus (1979: 223-226) list some more songs dealing
with the death of celebrities, such as the Righteous Brothers' "Rock'n'Roll Heaven", Dion's
"Abraham, Martin and John" (talking about Abraham Lincoln, Martin Luther King and John F.
Kennedy), and Neil Diamond's "Done Too Soon". Diamond's song is basically a list of many
illustrious names, including Jesus Christ, Wolfie Mozart, Humphrey Bogart, H.G. Wells, Sholom
Aleichem, Albert Camus, Henri Rousseau and Graham Bell. In the bridge, Diamond arrives at a
philosophical conclusion which stresses the preciousness of life by equating all in the uniform
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moment of death: "And each one there has one thing shared:/They have sweated beneath the same
sun/Looked up in wonder at the same moon/And wept when it was all done/For bein' done too
soon". Like in "Done Too Soon", Marilyn Monroe's death is considered untimely ("done too
soon") in "Candle in the Wind".
A song concerned with survival in show business rather than death, namely Billy Joel's "The
Entertainer", is the subject of our next analysis. "Candle in the Wind" and "The Entertainer"
display some similarities, nevertheless; they both describe show business as merciless and in that
echo "Someone Who Believes in You" and "Stargazer". The individual only counts as long as
he/she can be "sold", is a profitable article of merchandise. Diamond seems to reflect this
ambivalent feeling about the entertainment industry when he says: "You still have to struggle just
to keep your bit of the spotlight. No matter how big you are or how big you think you are, there
is always somebody coming up from behind trying to take the spotlight. And you never know if he
is going to take it for the rest of your life. So you have to be there. You want people to remember
you, so you do [concerts] - if you can still do it" (Tresidder 1992: III).
Thus, show business and music business in particular are described as fickle and superficial,
which in turn makes entertainers shallow in their pursuit of short-time happiness; they seem to
follow the old proverb "carpe diem" to achieve some sort of fulfillment, to get the best out of
their short-lived success and fame: "I've played all kinds of palaces, and laid all kinds of girls/I
don't remember faces, I don't remember names" (verse 3, lines 2-3). Women are treated by the
entertainer much the same way as he is dealt with by recording industry executives and the public,
that is, as objects, as commodities, "like a can of beans" (verse 6, line 6).
The song's structure is uneventful, as is its harmonic scheme; it is based upon seven
consecutive A sections which do not vary a great deal musically. The song lacks a genuine hook,
so that the repetitions of a few musical ideas throughout the song are crucial to the tune's
memorability, and ultimately to its success; "The Entertainer" is actually built on the original fournote motif and its expansion. The motif is introduced on "I am The Entertainer" and is repeated in
a melodic variation in the first two bars of each verse, which all start with the same words and
consequently highlight the title. The opening interval of a major sixth from d' on "I" up to b' on
"am" is fairly striking; the liveliness is not continued, however, but is replaced by a calmer melody
containing two perfect primes, a descending major second from b' on "en-" to a' on "-ter", another
perfect prime, and another descending major second from a' to g' as part of the melisma on "-tain". This feature of a smoothly descending melody line is an integral element of the song and
signifies the slow public let-down most entertainers are subject to. Interestingly, the lowest note
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of the tune, d', is hit right at the beginning. The vocal range of a tenth spans from d1 to f#",
whereby these low and high notes are saved for key words to denote tension.
The key of G major seems rather easy-going, yet is intensified by the fast rock beat and tempo
and an arrangement that builds nicely and arouses interest. The synthesized sound of sirens in the
musical introduction lends an alarming quality to that portion of the song and is reminiscent of the
sirens of an ambulance, in which doctors fight for the life of their patient. Hence, the struggle for
survival in show business is alluded to from the start. The synthesized sirens occur in between
each verse and can be characterized as a musical figure.
Joel adopts a fairly aggressive, energetic stance right away, and in that projects the frustrations
of the entertainer who realizes that: "Today I am your champion, I may have won your hearts/But
I know the game, you'll forget my name/And I won't be here in another year/If I don't stay on the
charts". According to the songwriter, it is considered a must for the artist to have a high profile,
to constantly write hit tunes, so that people remember his name and face. The scalewise
descending bass line underneath "I may have won your hearts" underscores the fickleness of show
business and the insecurities of the artist that go with it (expressed by the rather tentative "I may
have won"). The fast tempo is symbolic of the quick pace in the recording industry, the constant
strain the entertainer is under. The dark drum beat which comes in after verse 1 provides more
tension.
The second verse elaborates on the entertainer's beginning in the music business and stresses
his paying dues and being haunted by people who want to share in his sudden success: "I am The
Entertainer and I've had to pay my price/The things I did not know at first I learned by doing
twice/But still they come to haunt me, still they want their say/So I've learned to dance with a
hand in my pants/I let 'em rub my neck and I write 'em a check/And they go their merry way". The
first two lines are reminiscent of the novices in "Someone Who Believes in You" and "Stargazer",
while the following four lines portray a celebrity who knows the ropes in the business, who
already knows that he can pay for his privacy. "Dance", which is highlighted by the highest note in
the song, f#", and the anticipation of the third beat, is suggestive of the "circus" and the "high
wire" in "Someone Who Believes in You", and stands for ajuggling act again, for doing two
things at a time to satisfy people. The half cadence (IV-V) in phrase 2 adds tension, as does the
descending bass motion underneath the third musical phrase (line 3).
Touring is alluded to in the verse 3: "I am the entertainer, been all around the world", but is
not seen so much as enriching the artist but as boring and burdensome, and in that echoes Neil
Diamond's "Holiday Inn Blues", to be discussed next. '"Cause after a while and a thousand
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miles/It all becomes the same" implies that touring has lost its charm, is only part of paying dues
and helps to pay the bills, but does not elate the entertainer anymore. This verse, more so than the
others, mirrors Billy Joel's personal thoughts about performing live. He has been quoted as saying
that he is physically drained after every show and loathes living out of hotel rooms (cf. Harrington
1993: G, 3). He also mentions one aspect of touring often overlooked by the public: "Tours are
such major, expensive undertakings that once you get it organized you have to do it for a long
time to make it pay. I don't think I want to go through this again" (Hunt 1993: F, 9).
The entertainer in the song would like to settle down, but is on a merry-go-round and cannot
afford to rest: "I'd like to spend a day or two but I can't stay that long/I got to meet expenses, I
got to stay in line/Got to get those fees to the agencies/And I'd love to stay but there's bills to
pay/So I just don't have the time" (verse 4, lines 2-6). The quick succession of the linguistic
phrases is an indication of the inhumane nature of show business, of the constant compulsion the
entertainer is exposed to. While the third verse is set to a more powerful and louder percussion
arrangement, verse 4 brings in the sound of a banjo and mixes it up front, with the other
instruments staying in the background. The tightly-knit rhyme scheme, including inner rhymes,
reinforces the "lyric I's" stressful life style, which is further illustrated in verses 5 and 6. The
intensity is matched by the fairly dissonant melody-harmony relationship, which consists of almost
as many haunting seconds and sixths as of thirds and roots, and by Joel's agitated and powerfully
dramatic vocal delivery. At times he conveys the feeling that he curses out the words.
The fifth verse emphasizes the entertainer's lack of creative freedom, which is sacrificed for the
sake of commercialism: "You've heard my latest record, it's been on the radio/It took me years to
write, they were the best years of my life/It was a beautiful song, but it ran too long/If you're
gonna have a hit you gotta make it fit/So they cut it down to 3:05". The sound of an acoustic
piano, Joel's trademark, is brought in here and emphasizes the songwriter's autobiographic link to
the song. The lyric is reminiscent of Kevin Johnson's "Rock'n'Roll (I Gave You the Best Years of
My Life)" and conveys the notion that the years were actually wasted, that the entertainer's effort
didn't really pay off even though he has landed another hit record. "They", that is, the record
moguls, executives and managers have the say rather than the artists. The music business is
depicted as a commercial enterprise where artistic freedom and feelings are oppressed by the
quest for money. This impression is again nourished in the sixth verse, in which Joel sings: "I am
The Entertainer, the idol of my age/I make all kinds of money when I go on the stage/You see me
in the papers, I've been in the magazines". Thus, like in "Someone Who Believes in You", wealth
is considered the only positive side-effect of a successful show business career, and even there,
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the artist has to sacrifice at least part of his/her personality, individuality and integrity. As is hinted
at by "sold" in "[...] if I get cold, I won't get sold/I get put in the back in the discount rack/Like
another can of beans", money seems the primary force behind the music business and the
entertainer's drive to succeed. Yet, like the "lyric I" in "Someone Who Believes in You", or even
more clearly in "I Am ... I Said", the entertainer in Joel's song apparently tries to fill the emotional
void that has been created by commercial success, because he, too, realizes that life has passed
him by in his chase for fame and glory. As opposed to Diamond's heroes, however, Joel's
entertainer attempts to rid himself of his emptiness and isolation by seeking the company of
superficial show business acquaintances and by throwing himself into short love affairs and onenight stands. Diamond's protagonists, on the other hand, brood over their solitude and struggle to
find a deeper, philosophical meaning in life instead of embracing short-term satisfaction.
The seventh verse repeats the lyrics and melody of verse 1, but contains a different
arrangement, which serves as the song's final climax. As we have seen, the arrangement builds up
drama by adding instruments in each verse, and ultimately has them sound together in the last two
verses. "The Entertainer" is perhaps the best example of a song whose repetitive melody is
enhanced by a powerful and rich arrangement. However, despite its effectively building to a late
climax, the song drags toward the end, especially because the lyric - although well-crafted
artistically - is very staightforward and does not give the audience a difficult task to get into. That
is why the repetition of the first verse at the end of the tune seems redundant; it adds too little to
the song's impact and message to justify the repetition. This is also a point which prompted Los
Angeles Times' pop music critic Robert Hilburn to note that "as a lyricist, [Joel] needs to
remember that he's not paid by the word" (Hilburn 1979: CAL, 4). Indeed, many of Joel's songs
last over five minutes and therefore lose momentum and poignancy.
Even though "Holiday Inn Blues", which runs for 3:16 minutes, is only insignificantly
shorter than "The Entertainer" (3:38), it nevertheless seems more varied. Like Joel's song,
Diamond's "Holiday Inn Blues" is a situation song which is based on three A sections exclusively.
It is composed in Bb major, the same key as "I Am... I Said", which is associated with elegance
as well as rage. Like "The Entertainer", the song's tempo is moderately fast, with its rhythm being
laid out by a steady percussive rock beat. The vocal range of a tenth includes bb at the bottom and
eb" at the top, whereby the tessitura of the first 20 measures of the verse is considerably lower
than that in the last 12 bars. Although the chord progression is rather simple, based on I-IV7-V7
chords, it does contain one surprising moment, when the secondary dominant C7 chord (the V7
chord of F7, the dominant V7 chord in the key of Bb) is used in the second part of each verse.
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Another remarkable feature which is found in many early Diamond tunes is the songwriter's
obvious reluctance to use substitute chords; hence, the primary chords are often sustained for
several bars and are only enhanced by a vivid melody line and an interesting instrumentation.
"Holiday Inn Blues" is no exception in this respect; it is carried by Diamond's downbeat, yet
sometimes humorous vocal delivery, a guitar-based rock arrangement and the singer's superb
phrasing, which - in contrast to "The Entertainer" - provides some variation and liveliness, as the
individual musical phrases range in length from one-bar to four-bar phrases.
Similar to the other songs in this category, "Holiday Inn Blues" employs the familiar register
and colloquial sentence structures, which is especially apparent in the frequent omission of the
sentences' subject and in the use of direct speech to liven up the story. As opposed to "The
Entertainer", "Stargazer" and "Someone Who Believes in You", Diamond mentions names in this
song and consequently lends a more personal, autobiographic touch to it: "Tom", "Ken", "Artie"
and "Max" are the first names of four musicians who played on Diamond's early albums and
toured with him in the late 1960's and early 1970's. The mention of those names adds to the
familiar style the song is written in.
Interestingly, the first two measures of the four-bar musical introduction feature a bass solo;
the bass plays a descending movement in each bar, which underscores the negative attitude
manifest in the song title already ("Blues"). An acoustic guitar and percussion come in in bar 3
and move along briskly. The four-note musical motif is established in the first measure of the first
verse on "Haifa day from nowhere". Like "The Entertainer", it starts out on the lowest note of
the song, bb, and foreshadows the depressing, low-key description of life on the road. The motif
consists of a perfect prime, an ascending major third from bb on "a" up to d' on "day", followed
by a drop down to bb again on "from"; the melody the picks up again and leaps up a perfect
fourth to eb' on "no-" and moves up another major second to f on "-where". The motifs
expansion minimizes the more upbeat quality denoted by the motifs ascending melody by gliding
down the scale again. The lowered a' occurring on the downbeat on "hurry-" is a non-diatonic
note (= an accidental) which supplies the second phrase with a flat seventh, that is, a fairly
dissonant melody-harmony relationship. It is important to note here that the song contains many
accidentals on the whole, which make for an interesting sound and provide tension. Likewise, the
melismas, which appear in the cadence of almost all musical phrases, add to the drama. The motif
and its expansion are a key feature of the first part of each verse, whereas the second segment is
dominated by a completely different melody, which is also evident from the higher tessitura of this
part of the song.
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The first verse focuses on the band's tiresome trip from one place to another: "Haifa day from
nowhere, hurryin' to get there/Ninety miles an hour in two Plymouth wagons/The Avis lady gave
us a smile". The first two lines already imply that traveling is boring and burdensome; the
"Plymouth wagons" are rented, as is indicated by the mention of the car rental agency "Avis", and
probably carry the sound equipment and instruments. The drivers are forced to speed ("hurryin"1,
"ninety miles an hour") in order to make it in time for the next show. Due to the long journey, the
band members react in different ways: "Tom is gettin1 uptight, Max'll make it all right/Ken's asleep
in back, Artie's readin' a map/That's takin1 us where we're headin1 to/We should be there soon".
The inner rhymes as well as the end rhymes reinforce the intense lyric. The second segment of the
first verse, then, concentrates on the "lyric I", who thus far has only been alluded to ("us" and
"we"): "There's that sign up ahead/Wash my face and get fed/And that voice in my head keeps on
sayin' I'm lonely but I'm only payin' my dues/Holiday Inn Blues". The last but one phrase runs over
four bars and builds anticipation. It is set against the non-diatonic C7 chord and later against the
dominant F7, both of which create more tension. Several offbeats stress key words such as
"voice", "head", "lonely" and "payin"'. The "lyric I" is lonely although surrounded by other people,
which he attributes to "payin' my dues", to sacrificing a normal life for a life on the road. In that
"Holiday Inn Blues" is highly reflective of "The Entertainer"; show business is seen as putting
pressure on the artist to show his/her face to the public in order to stay on top.
In the second verse, Diamond describes what the band has to cope with once they have
reached their final destination for the day, their hotel - one of the well-known American chain
"Holiday Inn". He does so in an ironic way, which is fairly unusual for Diamond. The sarcastic
attribute of the lyric definitely enhances the song's quality and serves to amuse the audience
without really distracting it from the core of the message. "Had a reservation, best
accommodation/We get the word they never heard/We were comin' by at all/See what they can do
for me/Only got one room free/Little bit confined but if you guys don't mind/We'll put you up in
our bridal suite/The view can't be beat". The direct speech makes the scene more authentic and
lively. The shift in perspective from "they-me" (reminiscent of "style indirect libre") to "we-you" is
also indicative of the colloquial style used in the song. Similar to "The Entertainer", the tight
rhyme scheme containing numerous inner rhymes furnishes the song with additional intensity
without sounding artificial.
Offering the "bridal suite" to five men is amusing in itself, but to top it off, Diamond puts a
crass understatement into the hotel manager's mouth: "Little bit confined". The sarcasm does not
stop there, however, since Diamond goes on to sing plaintively: "And a fine view they've got/Of a
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new parking lot/And I can't repeat what's in my mind as I lay back resigned and kick off my
shoes/Holiday Inn Blues". The use of "lay" instead of "lie" is very common in colloquial American
English and here once more underlines the informal and conversational tone of the song's lyrics.
The descending melody line in the long four-bar phrase is again representative of the frustration
and resignation the "lyric I" feels. Like in the other two verses, Diamond succeeds in building
anticipation right before the hook by delaying it for a quarter rest, which makes the last phrase
stand out in another respect as well: all but one of the phrases preceding the hook either start on
pickup notes or directly on the downbeat. Moreover, all instruments cut out after the four-bar
phrase, and Diamond sings the hook a cappella, with a single bass coming back in on "Blues". The
bass repeats the downward motion of the introduction and leady up to the short instrumental
bridge, which features a keyboard solo, and like many of Diamond's instrumental bridges signals
the passing of time; in verse 3, it is already "Time to put a show on/It's gettin' time to go on/
People call for more, we do two encores/Take our bows and we're feelin' fine/We got to unwind".
The actual performance seems to work well, everything appears perfect on stage, people applaud
and react enthusiastically to the band's songs. Hence, live performance per se is portrayed as
uplifting and rewarding, and also offers an explanation as to why the band goes through the daily
ordeal of traveling from one city to the next. In that, "The Entertainer" differs greatly from
"Holiday Inn Blues": although the actual traveling is depicted as stressful and unpleasant in both
songs, Billy Joel's hero does not even seem energized or enthused by live shows anymore but
appears weary and workout, whereas Diamond's protagonist reaches his emotional high on the
stage. However, the upbeat quality of this part of the song, underscored by the ascending melody
movement of most phrases, is quickly destroyed by the depression which follows elation during
the live performance: "Want some coffee, but then/This town closes at ten/Looks like I'm gonna
spend one more night by the light of the late show and Charlie Chan's crew/Holiday Inn Blues".
The "lyric I" is stuck in a small town ("hah0 a day from nowhere"), in his hotel room and is left
with nothing but his TV; boredom and frustration are again evident, as is illustrated by the
protagonist's watching "the late night show" and a detective show on TV as a means of killing
time. The coda repeats the title again and has Diamond singing "I feel so down" and "What am I
gonna do" with despair in his voice.
The picture that is painted about touring in "Holiday Inn Blues" is very much reflective of
Diamond's own experience. He said in 1974: "I'm a songwriter, first. I love concerts, but for every
hour that you're performing, you're spending 23 in transit. It's not a real life [...]. Hundreds of
motels in the beginning, and then better hotels and better planes and then private jet planes and all
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that stuff. You start to ask yourself a lot of questions [...]. You have to get away from it every
once in a while. Straighten out your head" (Ostroff 1974: 268).
While "Holiday Inn Blues" is concerned with a musician's reality after his rise to fame, Billy
Joel's "Piano Man" depicts the beginning of a career in music as its main topic. The song is at
least partly autobiographical, since Joel himself started out as a piano player in bars. "Piano Man"
is strongly reflective of another Joel song, "Scenes from an Italian Restaurant", in that it too
focuses on the description of bar scenes to provide a portrait of life in general. Unlike "Scenes
from an Italian Restaurant", "Piano Man" is a situation song rather than a story song; Joel
concentrates on a particular time (i.e. "a Saturday night" sometime in the past, although the song
is written in the present tense) and place ("bar").
Robert Hilbura (1979: CAL, 4) stresses that "Piano Man" is highly reminiscent of Harry
Chapin's story songs of the time in its structures and overall sound. It is built upon an
AABAAAABAAB pattern, whereby the first, third, fifth and seventh verses are sung one octave
lower than the other A and B sections. Thus, the melody in each section is actually the same and
only appears more varied because it is moved up an octave for verses 2, 4, 6, 8 and the chorus.
The even-numbered verses are followed by a twelve-bar vocal figure ("da da da de de da"), which
leads up to the chorus and provides some contrast to the otherwise repetitious melody. It serves
as an additional hook and represents the "piano man's" playing and singing. The tessitura in the
even-numbered verses and the chorus is logically a lot higher than that in the odd-numbered
verses; the melody in the figure moves within the middle of the wide vocal range of a fourteenth
(from a up to g").
As opposed to all the other songs in this category, "Piano Man" is not written in 4/4 meter but
in 3/4. The key of C major, on the other hand, is not as unusual - it is actually the most common
key in the entire study; eight songs are composed in this key, followed by D major (4 songs).
The 16-bar instrumental introduction is dominated by the haunting sound of a harmonica,
which recurs in between each section. The four-note motif is built on a descending melody line
and is repeated exactly at the beginning of verses 3, 5 and 7, and in a rhythmic variation in
measures 9 to 12 of these verses; the even-numbered verses and the chorus, on the other hand,
move the motif up an octave and repeat it in a rhythmic variation. The original motif consists of
three perfect primes on "It's nine o'clock" (g1), then glides down scalewise to f on "on" and to e'
on "a", moves up a minor second to f again, only to descend to e1 andfinallya major third down
to c' on "Saturday". The bass descends diatonically underneath the motif and provides the song
with a pensive mood from the start.
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Music is seen as the only element in life supplying some stability, happiness and pleasure. This
is especially apparent in the chorus, on which Joel celebratorily sings: "Sing us a song, you're the
piano man/Sing us a song tonight/Well, we're all in the mood for a melody/And you've got us
feelin1 alright". The alliterations in the first three lines reinforce the people's wish to hear a song;
they underscore their need for a song to make them feel good and forget about their everyday
problems. The chorus is probably the single most important section of the entire song, because it
furnishes the tune with a unified structure and supplies the lyric with a complementary picture of
the bar scene. Without the B section, the individual verses would seem disjointed. Moreover, it is
only in the chorus that the "piano man" actually becomes the center of attention and his gift to
entertain and delight people is highlighted.
Verse 1 introduces the setting: "It's nine o'clock on a Saturday/The regular crowd shuffles
in/There's an old man sitting next to me/Making love to his tonic and gin". The melody is fairly
vivid, as is illustrated by the minor sixth leap from a on "love" up to f on "to his tonic", and adds
to the drama. The scene is staged in a bar, where many people ("crowd") are gathered to drink
and escape their troubles. The old man's request is representative of the entire crowd: "He says,
'Son, can you play me a memory/I'm not really sure how it goes/But it's sad and it's sweet and I
knew it complete/When I wore a younger man's clothes'" (verse 2). Like in the chorus, the "lyric
I", that is, the "piano man" is addressed directly; "memory" signifies the passing of time, the old
man's clinging to the past, and the old song itself. The alliterations and inner rhymes, stressed by
high notes, reinforce the melancholy mood. The many instances direct speech is used in the song
render the lyric more lively and authentic - a feature we have already encountered in a great
number of songs in this study. As in "Stargazer", "son", often used by older people, is a fairly
affectionate way of addressing a younger person and stresses the older person's greater
knowledge of life.
The following vocal figure sounds considerably more joyful and light-hearted and emphasizes
the piano player's gift to lighten up people's otherwise depressing and uneventful lives. The
diatonically or chromatically descending bass lines in the figure, however, furnish this passage
with a reflective tone again and lead up to the chorus, which - as opposed to the much more
quietly played figure - is performed forte to highlight the need of the people gathered in the bar to
be elated by music.
Verses 3 and 4 concentrate on the bartender, John, who, like everybody else in the bar is
dissatisfied with the way his life has turned out and has higher aspirations: "Now John at the bar is
a friend of mine/He gets me my drinks for free/And he's quick with a joke or to light up your
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smoke/But there's someplace that he'd rather be". Those lines indicate that both the bartender and
the "piano man" have been working in the bar for a long time and consequently know each other
well. John is characterized as friendly, good-humored; yet, he too is disappointed, because "He
says, 'Bill, I believe this is killing me'/As a smile ran away from his face/Well, I'm sure that I could
be a movie star/If I could get out of this place1". Thus, Joel works with cliches here: although we
do not know what city the song's story is set in, Los Angeles comes to mind immediately. Most
unemployed actors earn a living as waiters and parking lot attendants there and just wait for their
chance to prove themselves in front of a camera. The great majority - like John - never get a
chance, simply because they cannot afford to quit their jobs to pursue happiness and fulfillment as
actors. As we have seen, the mention of the songwriter's name in "Brooklyn Roads" ("Neil") as
part of direct speech lends an autobiographical touch to the song; similarly, "Bill" indicates that
the piano player portrayed in the song is actually the singer-songwriter himself as a young and
struggling artist. The tightly-knit rhyme scheme, which links lines 2 and 4 of each verse together
by end-rhymes and additionally contains numerous inner rhymes, is reminiscent of "I Am... I
Said" and equally provides "Piano Man" with a well-crafted, intense lyric.
The other people in the bar originally had their hopes set high too; yet, they all earn their living
in a very ordinary way, as waitresses, real-estate brokers, businessmen or soldiers: "Now Paul is a
real-estate novelist/Who never had time for a wife/And he's talkin' with Davy who's still in the
Navy/And probably will be for life". Paul's passion is writing, but he has been taken up by his job
as a broker so much that he hasn't even gotten married. Davy has not achieved much in life,
either, is stuck with the Navy, which is described almost like a life sentence. The tonic pedal point
in the last two measures, mirrored by the harmonic progression of C-F/C-Cmaj7 (I-IV/I-Imaj7),
helps to build up excitement and tension.
The subsequent verse, "And the waitress is practicing politics/As the businessmen slowly get
stoned/Yes, they're sharing a drink they call loneliness/But it's better than drinkin1 alone" points to
people's solitude which is partly caused by a stressful life. At the bar they are all united in their
desire to "forget about life for a while"(verse 7, line 4). The waitress seems malcontent with her
job, talks about more important things like politics. Like the businessmen, she is not successful at
escaping her life; she may only do so and pretend to be someone she is not on a Saturday night,
when everyone around her is getting drunk and the "piano man" is playing his tunes to cheer them
up.
The melody-harmony relationship in "Piano Man" is comparable to that in "Someone Who
Believes in You", in that it only contains a few less consonant-sounding flat sevenths and sixths;
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like "Someone Who Believes in You", Joel's song is carried more by the singer's powerful and
emotional vocal delivery, denoting the frustrations of people leading a dead-end life, and by the
arrangement, which supplies the tune with a melancholy, sad sound with the help of the harmonica
solos and Joel's able piano accompaniment.
The last two verses shift their focus away from the people in the bar to the musician: "It's a
pretty good crowd for a Saturday/And the manager gives me a smile/'Cause he knows it's me
they've been comin' to see/To forget about life for a while" (verse 7). The bar manager seems the
only person satisfied because his main attraction, the "piano man", has drawn a large crowd,
which in turn helps his business. These people have come to the bar on a Saturday night because
they have nowhere else to go; they are lonely, and the piano player's songs strike a chord with
them and help them to forget their isolation for a few hours. Hence, music is described as
uplifting, freeing the burdened minds of people, letting them escape to other times and places. In
that "Piano Man" clearly mirrors the four songs yet to be analyzed, "The Gift of Song", "Beautiful
Noise", "Free Electric Band" and "Leader of the Band".
Verse 8 brings in an aspect other than visual or auditory: "And the piano sounds like a
carnival/And the microphone smells like a beer". The smell of beer - like the "smells of cookin1 in
the hallways" in Diamond's "Brooklyn Roads" - makes the scene come even more alive and
completes the detailed description of the barroom and its guests. "And they sit at the bar and put
bread in my jar/And say, 'Man, what are you doin' here?'" hints at the piano player's talent; he
seems to be wasting his talent playing in this bar and like the others was meant for a better career.
Knowing that this song is at least partly autobiographical and was Joel's first hit single, we are
aware that the "piano man's" career has gone uphill ever since 1974. Hence, we know that he
made it out of the bar to realize his dream of becoming a pop star.
It might appear that an exceptionally long song like "Piano Man" (5:36 minutes) becomes
boring after listening to it for a minute, especially since I have already pointed out its repetitive
character melody-wise. Yet, this is not the case, because Joel creates contrasts by adopting a
more aggressive attitude on those verses which are moved up an octave. The heavily featured
piano and percussion instruments effectively underscore the interesting waltz rhythm and display
Joel's great talent as a piano player. The constant alternation between sections played mezzopiano
and forte enhances the drama and mirrors the emotional and professional ups and downs of the
people present in the bar, including the "piano man". The quick harmonic rhythm adds tension as
well as variation to the tune and is enriched by inversions and the use of not only the three
primary chords but also of the diatonic Vim and IJIm chords. Like in "Holiday Inn Blues", one
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non-diatonic chord is used, if only for one measure in each verse; it is the secondary dominant 117
(D7), that is, the V7 chord of the dominant V chord (G) in the key of C.
The song to be discussed next, Neil Diamond's beautiful ballad "The Gift of Song", is also
composed in the key of C major. With its 2:22 minutes, it is the second-shortest song in this
study. Diamond is a much more economical lyricist than Billy Joel, and with his more emotional,
less aggressive approach, he manages to capture countless shades of the human psyche. "The Gift
of Song" is a very quiet and tender ballad, which Robert Hilburn (1974: CAL, 54) describes as "a
gentle ode to the power of music to affect one's emotions and imaginations [...]".
The song's structure can be characterized as AAB, whereby A stands for nine-bar verses and B
for the equally long chorus. "The Gift of Song" is based on the three primary chords and contains
authentic (or perfect) cadences exclusively (V-I, or V7-I), making for a peaceful musical setting.
The melody is composed mainly of consonant thirds, fifths and roots of its harmonic
accompaniment; the few instances in which a second or fourth is created in the melody-harmony
relationship add drama without overwhelming the overall quiet and gently-flowing tune. The fivebar instrumental introduction sets the mood from the start. It features a tenderly played acoustic
piano, which remains dominant throughout the song.
The three-note motif interestingly starts on a syncopation, that is, the anticipation of a strong
third beat, putting special emphasis on "Songs", the song's number one keyword.
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to make you free
to fill the heart.

The word is additionally highlighted, because it occurs right at the beginning of each verse and
is sung on a', which creates a fairly tense second against the dominant G chord. The motifs
melody then resolves down to g1 on "to make", moves up a major second to a' again on "you", and
finally descends a perfect fourth to ef on "free", creating a very peaceful-sounding third against the
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tonic C chord. Since the third is considered the most consonant of all melody-harmony
relationships (cf. Josefs 1989: 115), it not only fully satisfies the listener's ear but also serves to
stress "free", and in that can be seen as an effective device of word painting. The motif is repeated
exactly in the first measure of verse 2, but never recurs at any other point throughout the song.
The song's lyrics are highly poetic, and together with the subdued piano-anchored arrangement
provides a romantic and calm mood. The first line of verse 1, "Songs to make you free" already
refers to music's power to free people's minds, to relieve them of their burdens in life; this notion
is illustrated in the following: "And songs that take you to another time/Forgotten reasons that are
made of rhyme/For you and me/The songs of life that somehow make us free". The alliteration in
line 2 reinforces music's ability to make people remember past events, things that have been
forgotten for a long time and are suddenly brought back to people's memories at the sound of a
familiar tune. Diamond hereby alludes to the contemplative aspect of music consumption: music
represents life in a much more beautiful guise and therefore makes people feel things anew. The
romantic description of "forgotten reasons that are made of rhyme" hints at the poetic aspect of
song texts, at their talking in rhymes about life and things that were once obvious and present
with the listener, then forgotten and now seem to come back. The positive notion of regaining
long-lost feelings is underscored musically by the smoothly ascending bass motion under lines 3
and 5. "Songs of life" imply that there is truth in every song - a piece of reality rendered more
accessible, possibly embellished by the music.
The second verse elaborates on the freeing power of music and its ability to touch people's
hearts: in "And songs to fill the heart", the first line of verse 2, "songs" transcend their primary
denotation ("music") and become symbolic of emotions, calm, peace, joy and fulfillment. In the
subsequent lines Diamond compares songs to the bright warmth of candles: "Like quiet candles
on a winter's night/They touch the spaces between you and I". As we have seen in our analysis of
Elton John's "Candle in the Wind", "candle" carries a romantic notion and stands for light, warmth
and peace. The "candles" are in stark contrast with "winter's night", which represents coldness
and darkness surrounding the candles. The image conveyed in line 2 is romantic in itself and is
poignantly underscored by Diamond's warm and heartfelt vocal rendition and the calm, quasiclassical arrangement, which in verse 2 is enriched by an understated acoustic guitar, bass and
percussion accompaniment to build up drama. Songs, like candles, are credited with bringing
people closer together, reuniting them and making the distance between them smaller. With the
use of "I" instead of "me" in "between you and I", Diamond sacrifices grammatical correctness for
the poetic purpose of keeping up the regular rhyme scheme. Like in verse 1, key words are
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accented by quarter (or half) notes and/or offbeats rather than major intervallic leaps, to maintain
the calming effect of the music. Thus, "songs", "heart", "candles", "night", "spaces" and "I" are
stressed in the first four lines of verse 2. "And I will sing/The songs of love that speak to you and
me" refers to a singer's serenading a woman; "that speak to you and me" emphasizes the couple's
common ground, the two people's sharing music and emotions; the "songs of love" give them
something of their own, a very private world of mutual feelings.
Thus, while the first verse focuses on the freeing power of music, the second verse praises the
musician's ability and talent to elicit feelings through his/her music. Consequently, music serves as
a major inspiration to the composer and performer of music as well as to the listener.
The chorus introduces a new melody, which is nevertheless reminiscent of the verses; this is
primarily due to the fact that the melody is determined to a large extent by the harmonic
progression, which is identical in the chorus and the verses. It is only rendered more dramatic by
its replacement of G chords by their dominant seventh counterparts. The tessitura in the B section
is higher than in the verses and provides the song with a late climax. The vocal range of a twelfth
(from c1 to f") is fully taken advantage of in the chorus, whereas the melody in the A sections does
not get any higher than c". As opposed to the second verse, the chorus cuts back on the
unobtrusive percussion accompaniment and only features a sparse acoustic guitar and bass
accompaniment in addition to the rich sound of a piano.
Apart from the new melody, Diamond provides another contrast to the A sections by bringing
in a more personal, possibly autobiographic detail: "Then wake the sleeping child/And let me sing
to you of other times" rules out a more general interpretation of "you"; in the first verse, "you"
could actually stand for anybody, that is, the "lyric I" could be talking to the listeners directly.
Verse 2 then narrows down the "I" - "you" relationship to that of two people and adds a romantic
aspect to it, while the chorus specifies the two protagonists' relation even more: the two not only
share music but a child. The image of the sleeping-child suggests peace, quiet and harmony, which
is reflected in the even more consonant melody-harmony relationship in this section of the song.
The "lyric I", reminiscent of Diamond himself, is obviously a musician, who wants his child to
already experience the elating and at the same time calming effect music may have on people
("wake"). "And let me make your dreams as sweet as mine" is furnished with a scalewise
ascending bass line to denote joy. The gently ascending melody peaks on f" on "sweet11, creating
the only dissonant fourth in the chorus against the tonic C chord. "Dreams", another positively
connoted word, is also highlighted by the relatively high d" and an offbeat. The alliteration ("me
make ... mine") may not have been consciously chosen by the songwriter, but nevertheless adds to
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the smoothness of the lyric. The last two lines, "And I will bring/The gift of song that only makes
us free" contain the title, which, like "songs of life" and "songs of love" in the verses, is stressed
by a descending perfect fifth interval from g' on "of down to c' on "song". Hence, the "lyric I"
considers himself fortunate to be able to bring the beauty of music to others, so that they can
share in it and like him draw strength, peace, comfort and inspiration from it.
It is noteworthy that the last word of each verse and the chorus rhymes ("free"-"me"-"free"),
which provides the lyric with an additional unifying device. Thefive-barfinishis very similar to
the instrumental introduction and with its rallentando in the last two measures furnishes the song
with an adequately calm and graceful closure, denoting music's soothing, healing and rejuventaing
effect on people.
Another Diamond song which links music to its emotional power is "Canta Libre". Hilbum
(1972b: CAL, 52) notes that it is "a song with the gentle nostalgia of a man'sfinalmoments,
something reminiscent (particularly with its Spanish flavor) of Hemingway's 'Old Man and the Sea'
[...]". Diamond emphasizes music's power to ease the dying man's mind and soothe his pain when
he sings: "I got music runnin' in my head/Makes me feel like a young bird flying/'Cross my mind
and layin' in my bed/Keeps me away from the thought of dying" (verse 1). Music is portrayed not
only as a rejuvenating but also purifying experience: "I got music runnin' in my brain/Ev'ry song
with its own kind of meaning/Cleanse the soul and wash away the pain/Baptized by the song that
you're singing".
"Beautiful Noise", to be analyzed in more detail in the following, moves away from music's
ability to shape moods and revive feelings and memories to celebrate the creative process per se.
Robert Hilbura (1976: CAL, 66) characterizes the song as" a toast to the sounds of the city [New
York] and - on a more symbolic level - an ode to the catalyst behind anyone's creative urgings,
[...] full of optimism and hope". Hence, "Beautiful Noise", the title tune on Diamond's 1976 album
of the same name, is an uplifting, colorful song, in which Diamond ideally combines his passion
for music and his excitement at his own creative energies, and channels his newly-found strength
into a vigorous and dynamic vocal performance. Diamond himself has said about the making of
"Beautiful Noise": "[...] I was visiting with my daughters at the Sherry-Netherland Hotel [in
Manhattan], which has a window right on Fifth Avenue, and there was a Puerto Rican Day Parade
going by with all sorts of bands in it. My daughter Marjorie looked out the window and said,
'What a beautiful noise', and it just hit me like a bolt. I ran over and wrote it down. [...] and I just
sang the song into a tape recorder" (Hilburn 1992: CAL, 62).
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Hence, "Beautiful Noise" extends praise to the noisy streets of New York City and connects
them with every nuance of life, including "joy and strife". The song's tempo is moderately fast and
denotes liveliness and passion, as does the song's vivid rhythm. The exceptionally great number of
syncopations adds considerably to the unpredictability and restlessness of the tune. The vocal
range of a twelfth spans from g to d"; hereby the tessitura in the chorus is higher, moving between
c' and d". The song's structure of AABAABACBA is similar to Billy Joel's "Piano Man"; the A
section comprises eight measures, while the chorus (B) is ten bars long. The bridge (C) is
basically an instrumental version of one verse. Each section is an entity in itself, describing its own
aspects of "noise" and ultimately providing a colorful picture of city noise. The song is extremely
well-crafted, which is also apparent from the regular rhyme scheme: deffe for the even-numbered
A sections and ghihh for the chorus. The tight rhyme scheme and the B section tie the individual
verses together and in combination with the varied arrangement make for a hymn-like quality. As
in most of the songs discussed thus far, the language used in "Beautiful Noise" belongs in the
familiar, everyday register; however, like in "The Gift of Song" and to a lesser extent "Candle in
the Wind", the style is rendered more poetic by the use of alliterations, comparisons, end rhymes,
visual images and linguistic references to aural phenomena. The title itself is noteworthy in that it
actually consists of two antonyms: "noise" is generally perceived as an annoying, unpleasant
sound, yet is modified here by "beautiful", a thoroughly positively connoted adjective. Therefore,
"Beautiful Noise" sums up the crux of the song: even city street noises may be considered
"beautiful" in certain circumstances, or may at least inspire "beautiful" music. It consequently is a
product of the subjectivity of what is conceived of as pleasant-sounding and reflects Diamond's
personal concept of musical beauty and inspiration. Thus, the song is appropriately written from
the point of view of the "lyric I".
The song's lengthy introduction features recorded city and street noises, such as car horns, car
engines, people talking and walking, and mixes them up front with synthesized street sounds. The
introduction builds from pianissimo to mezzoforte and brings in a steady drum beat and the metal
sound of Diamond's Dobro guitar after a while, which eventually replace the street noises. The
striking number of acciaccaturas (grace notes) in the instrumental introduction provide a richer,
more interesting sound and help capture the listener's attention from the start.
The first musical phrase of verse 1 already contains the title and highlights it by the four-note
motif. The opening interval of an ascending major sixth, from a on "What a" up to f#' on
"beauti[ful]" is fairly unusual and supplies drama right away. After the impressive leap, the melody
eases down scalewise from f#' to e1 and finally to d' on "noise", which is also furnished with a half
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note to stress the word. The diatonically ascending bass line under the motif provides an upbeat,
joyful quality and perfectly mirrors the words' message. The motif is repeated in each four-line A
section and the chorus in rhythmic and melodic variations and certainly constitutes the single most
prominent musical idea in the song.
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"What a beautiful noise/Comin1 up from the street/Got a beautiful sound/It's got a beautiful
beat" hints at the setting, that is, a room with a window on a busy street. The alliteration in
"beautiful beat" reinforces the notion of pulsating, vibrant city life. Verse 2, then, gives an
example: "It's a beautiful noise/Goin1 on everywhere/Like the clickety-clack/Of a train on a
track/It's got rhythm to spare". "Clickety-clack" is an onomatopoeitic element which nicely
imitates the sound of a "train on a track"; the alliteration is highlighted musically by two offbeats
and serves to onomatopoeitically underline the noise made by a train in motion. Additional
interest and tension is created by the melody-harmony relationship, which constantly alternates
between fairly dissonant sevenths and sixths (as produced by g* against A on "clickety" and "train"
or f#' against A7 on "rhythm") and consonant fifths and roots (as created by e' against A7 on
"clack" and "track"). The musical side of a train's moving along the tracks is seen as providing a
steady rhythm - the kind of rhythm that may inspire a song.
The first chorus builds up tension in more than one respect; firstly, the sounds of a carnival-like
accordion and soaring strings are added to contrast the verses, which put more emphasis on
rhythm instruments; and secondly, this chorus can be seen as a transitional passage within the
song because it serves as a preparation for a modulation from the key of D major to C major,
which is fully effected at the beginning of verse 3. Diamond employs what is generally referred to
as pivot chord modulation - as opposed to direct modulation he uses in "Someone Who Believes
in You". Pivot chord modulation implies that there is at least one chord which is common to both
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keys and which is introduced before the actual modulation is effectuated to make the change from
one key to the other more subtle. In "Beautiful Noise" two chords which are not diatonic to the
key of D major are used in the first chorus, namely the tonic minor chord bill (F) and the
subdominant minor chord bVII (C), to lead up to the modulation. Both chords are diatonic to the
future key of C major (C is the tonic I chord, F the subdominant IV chord). In the key of D, these
minor chords provide a bluesy, unusual flavor. The bVII chord in particular becomes an integral
part of the sound, since it is used repeatedly in the chorus, so that once Diamond moves the song
to the key of C, the C chord does not sound as exotic as it would have in direct modulation. The
subdominant pedal point in the last three measures of the B section also provides an interesting
quality; the G bass is the fourth degree on the scale of D, and is also the dominant fifth degree in
the key of C - that is, G is diatonic to both keys. Hence, the chord progression on the pedal point
is identical in all three choruses, although the second and third refrains are written in the new key
ofC.
The first chorus also brings in the "lyric I" and ties him to the conception of the street sounds
as "beautiful", underscoring the subjectivity of the song: "It's a beautiful noise/And it's a sound
that I love/And it fits me as well/As a hand in a glove/Yes it does, yes it does". The "lyric I" seems
inseparable from the sound of the city ("love", "it fits me"), is conditioned and determined by it to
a large extent. The second and third choruses replace the third line with "And it makes me feel
good" and consequently move one step ahead; while the first chorus proclaims that the sound of
the city is part of the "lyric I", the other two choruses mention the "noise's" effect on the
protagonist's psyche: it warms his heart "just like a hand in a glove", elates him and inspires new
music. The visual image of "a hand in a glove" illustrates the "lyric I's" closeness to the sounds
around him. "Yes it does" reinforces the protagonist's emotional attachment to the "beautiful
noise" and is highlighted not only by the pedal point but also by a chromatically ascending melody
line and the anticipation of a downbeat each time.
As we have mentioned before, the third verse definitively moves down a major second to the
key of C, which is also mirrored in the motifs starting on g instead of a on "What a", then leaping
up a major sixth to e' and diatonically descending to c' on "noise". "Comin' up from the park/It's
the song of the kids/And it plays until dark" displays the same overall structure as verse 1, yet
shifts the setting from the "street" to the "park". The children's laughter, shouting and crying is
characterized in musical terms again ("song", "plays"), whereby the element the children provide
is the tune rather than the rhythm. Verse 4 then combines both components: "It's the song of the
cars/On their furious flights/But there's even romance/In the way that they dance/To the beat of
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the lights". The "dance" and the "beat" are symbolic of rhythmic motion. The alliteration in
"furious flights" reinforces the feeling of people's hectic and stressful lives in a big city, their fast
escape by car out of the city in the evening. Yet, to the songwriter even the sound of car engines
incorporates a musical aspect; the visualization of cars stuck in a traffic jam, moving little by little,
with their headlights dancing plays upon shades, dark and light, and carries an almost romantic,
old-fashioned notion ("dance").
The fourth verse is noteworthy in another respect: it is the only verse which does not start on
"What a/It's a beautiful noise". It is at the very center of the song and carries a central idea that is
thusly foregrounded. In the following, the second chorus gathers momentum by adding a horn
section to the guitar and percussion- based instrumentation. Moreover. Diamond achieves some
more contrast by building the second and third choruses on ascending melody lines exclusively.
Each phrase ends on a note one pitch higher than the preceding phrase, so that the last word of
every line is especially stressed: "noise" is furnished with an a1, "love" with a b1, "well" with a c",
"glove" and "does" with a d". In that the melody effectively reflects the lyric, in which elements
are added all the time to finally provide an all-encompassing picture of the "beautiful noise" of city
streets. The plunge of a twelfth, from d" on "does" down to g on "What a", the first two words of
the four-line verses following the chorus, indicates the beginning of a new section and stresses the
title.
The fifth verse is an instrumental version of verses 1 and 3, which Diamond again introduces
with "What a beautiful noise". This bridge features the basic instruments, the horn section and a
subdued harmonica.
Verse 6 broadens the concept of noise by comparing it to a symphony: "It's a beautiful
noise/Made of joy and of strife/Like a symphony played by a passing parade/It's the music of life".
The noise of the city is referred to as "the music of life"; it encompasses "joy" as well as "strife".
The latter is symbolic of people's struggle for survival in the big city. Both "joy" and "strife"
coexist in life and are expressed in the city's noises as well as in music. The different sounds are
likened to the various parts of a symphony, which, too, captures diverse moods and shades of life.
The alliteration in lines 3 and 4 is highlighted by three syncopations and is rendered more dramatic
by its being sung against the dominant G7 chord. "Passing parade" also hints at the fact that good
and bad things eventually go by in life and leave behind consonant and dissonant sounds, both
incorporated in the "symphony". Hence, the visual piece becomes symbolic of life, and all the
objects listed throughout the song ("train", "car", etc.) are representative of certain aspects of life.
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After the repetition of the chorus Diamond comes full circle in the seventh verse: it is a fourliner like verse 1 and again operates out of the room introduced at the very beginning. Yet, this
time Diamond brings the "lyric I" and the "noise" together, similar to the chorus: "What a
beautiful noise/Comin1 into my room/And it's beggin' for me/Just to give it a tune". The last two
lines, reinforced by two variations of the original motif, allude to the protagonist's urge to write a
song about the city noises. Consequently, "Beautiful Noise" can be considered not only the
description and glorification of street noise and life, but also the making of a song, from its first
moment of inspiration to the point at which the "lyric I", that is, the songwriter is moved to
actually start writing a tune. The ritardando in the last two musical phrases puts emphasis on the
songwriter's need to compose a song. All instruments cut out right before the last phrase, which
Diamond then sings a cappella. The band comes in again on "tune" and provides a nice closure by
rolling the last five chords of the authentic cadence (V7-I).
The uptempo tune is certainly enhanced by the many visual images which are linked to music
or sound (e.g. the traffic jam, in which cars "dance to the beat of the lights"); in the chorus, the
situation is reversed: the city provides a sound that "makes me feel good" is visually illustrated by
comparing the feeling to "a hand in a glove". We also have to point out here that the song's lyric,
like the arrangement, builds: the groundwork is laid musically and lyrically in the introduction and
verse 1, whereas in the second verse, "rhythm" - one of music's primary elements - is added.
Verse 3 then elaborates on the "song", i.e. the melody; in the fourth verse, both the "tune" and the
"dance" (representing the song's rhythmic movement) are combined, and verse 6 brings in the
quality of a "symphony", that is, the song's texture and arrangement.
Albert Hammond's "Free Electric Band" goes beyond a mere celebration of the liberating
power of music, as it is proclaimed in "The Grift of Song" or "Piano Man", to include an attack on
the prevailing traditional values of American society. The song, written by Hammond and his
collabotator, Mike Hazelwood, depicts music, and rock music in particular, as a vehicle for
political statements and social criticism; thus, the "lyric I" is attracted to music not so much for its
emotional qualities - as is the case with Diamond's heroes - but for its "protest" character. The
protagonist sees his life as a musician (as opposed to "a lawyer or a doctor or a civil engineer") as
more independent, liberal. In that, Hammond and Hazelwood work with the many cliches that
surround rock music and make it seem like a mythological phenomenon, the ideal way of life. Yet,
as we have seen earlier in this study, life in the music business is not always considered liberating;
Bob Seger talks about "deadlines and commitments" in his 1980 song "Against the Wind" and like
Diamond ascribes the protagonists' loss of identity and neglect of their original ideals and goals to
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the music industry ("Like a Rock", "Against the Wind", "I Am ... I Said"). In contrast to such
songs as "The Entertainer", "Holiday Inn Blues", "Queen of 1964", "Rock'n'Roll", "Someone
Who Believes in You" or "Stargazer", the Hammond song never mentions the pressure the music
business puts on the individual artist and the merciless competition the musicians are exposed to.
It is nevertheless interesting to discuss here because it adds one aspect of rock music which has
been overlooked by both Joel and Diamond in their celebration of music's impact on people, that
is, music's power to provoke changes within society, or at least the musicians' belief or hope that
their music can bring about a social revolution - a presumption that was especially popular in the
1960s and started to wane in the early 1970s.
"Free Electric Band" is composed in C major and is a moderately fast tune with a tightly-knit,
regular rhyme scheme (aabbccdd). It is based on an AABA pattern, with A representing 17-bar
verses and B standing for the ten-bar bridge. The melodic range is fairly narrow and encompasses
no- more than a ninth, from g' to a".
The short musical introduction provides a harsh, uptempo quality, which is reinforced by the
electric and acoustic guitar, percussion and synthesizer arrangement. Although the melodyharmony relationship is built upon consonant thirds, roots and fifths exclusively, some intensity
and tension is supplied from the beginning by Hammond's rough vocal delivery and the fact that
the first musical phrase starts out on the second highest note of the whole song. The motif stays
on the high pitch of g" for almost one entire measure and only gradually glides down to g\ the
lowest note of the tune. Hence, the five-note motif contains six unisons on "My father is a
doctor", a descending major second, followed by a minor second down to e1 on "he's a"; "family
man" receives special emphasis by the diminished fifth interval from d1 on "fam-" down to g' on
"-ily man". Parallel to the diminished fifth interval, the harmonic progression moves from the
peaceful tonic C chord to the tense dominant G chord and consequently adds excitement. The first
four phrases are based on melodic and rhythmic variations of the original motif, while the
subsequent two phrases contain a slightly different melody; in the seventh phrase, Hammond again
falls back upon the motif, whereas the last musical phrase of each verse is reminiscent of the
melody line in the middle segment. Hence, the song's melody and harmonic progression are highly
repetitive and are built on no more than two musical ideas. The repetitious character of the tune
reflects the monotonous quality associated with the traditional life most people lead. The first
verse already serves to introduce the "lyric IV typical, all-American upper-middle class family:
"My father is a doctor, he's a family man/My mother works for charity whenever she can/And
they're both good clean Americans who abide by the law/And they both stick up for liberty and
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they both support the war". The "war" refers to the Vietnam War, which was still raging at the
time the song was written in 1973; as "good clean Americans" the protagonist's parents
considered it their duty to display their love for the country, their patriotism, and their support of
the US government.
The "lyric I's" passivity in his early years becomes apparent in the following lines: "My
happiness was paid for when they laid their money down/For summers in a summer camp and
winters in the town/My future in the system was talked about and planned". The passive voice in
lines 5 and 7 is very effective in that it mirrors the "lyric I's" inability to take his life into his own
hands and the family's impartial and unemotional stance, which is further underlined by such
impersonal terms as "money" and "system". The latter seems like the complete antithesis of liberty
and is effectively contrasted by the last line of verse 1, in which Hammond proudly sings: "But I
gave it up for music and the Free Electric Band". "Music" and "band" are both symbolic of the
"lyric I's" rejection of the traditional values of money, patriotism and narrow-mindedness. The
young protagonist's newly-found drive to activity is indicated in the sentence's subject, "I", and
contrasts the preceding lines, in which his parents are the subject of all the sentences. The last
musical phrase, which can be considered a kind of hook, is highlighted in another respect as well:
the gently ascending bass line is played staccato, providing a pointed, brisk quality and helping to
accent key words and the song title. The melody on the hook moves up to f on "mus[ic]" and
then descends to c" on "Band" and together with the perfect cadence brings the first A section to
a close.
Verse 2 picks up where the first seven lines of verse 1 were pointing to, namely the
protagonist's childhood and youth: "I went to school in hand-washed shirts with neatly ordered
hair/The school was big and newly built and filled with light and air/And the teacher taught us
values that we had to learn to keep/And they clipped the ear of any idle kid who went to sleep".
The image of a clean-cut, all-American boy is created - a boy who grew up very much the way his
parents expected him to, like most American boys, fitting in, just one more face in an anonymous
crowd in school ("big"). The parents' concern for their son's formal education is stressed in the
first segment of verse 2, which also illustrates the acquisition of traditional values. The lack of
variation in melody, phrase length (two-bar phrases) and the individual phrases' starting points (all
make use of at least one pickup note) reflects the "lyric I's" parents' lack offlexibility,their
narrow-mindedness. "My father organized for me a college in the East/But I went to California,
the sunshine and the beach" again illustrates the different concepts of life of the two generations;
the East coast of the United States stands for tradition, Puritanism, Ivy League colleges like Yale,
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Harvard, Princeton or Columbia University, and for the protagonist's parents' ambitions and plans
for their son's future. The East seems like a trap to the "lyric I", and that is why he chooses to
head West to the more liberal state of California, which is representative of the Hippie culture and
the Flower-Power movement of the late 1960s and early 1970s. "Sunshine" and "beach" remind
the listener of unlimited freedom, relaxation, warmth, brightness, and ultimately personal
happiness. The conservative outlook on life, as typified by the hero's parents and teachers, is once
more contrasted with the alternative, independent life style of musicians in "My parents and my
lecturers could never understand/Why I gave it up for music and the Free Electric Band". The title
in itself stresses personal realization, finding oneself in music. The last two lines of verse 2 are
emphasized by backup vocals harmonizing with Hammond's lead. The piano, which comes in in
verse 2 as well, adds drama and provides a richer sound.
Although the bridge following verse 2 supplies little musical or lyrical contrast, it is
characterized by a slightly higher tessitura and by Hammond's gentler, less harsh vocal rendition.
While the verses are built on the three primary chords (C, G, F) exclusively, the bridge makes use
of one diatonic substitute chord, Dm (Ilm), to liven up the tune. The backup group continues to
provide a more dramatic sound throughout the B section. Since it does not introduce any new
thoughts, the bridge mainly serves to repeat the parents' point of view as it is perceived by the
"lyric I": "Well, they used to sit and speculate upon their son's career/A lawyer or a doctor or a
civil engineer". The three professions listed are clearly indicative of a life within the "system", a
comfortable life of security and reasonable wealth; in contrast, the protagonist prefers the simpler,
more spontaneous and adventurous life of a musician: "Just give me bread and water, put a guitar
in my hand/'Cause all I need is music and the Free Electric Band". "Bread and water" stand for the
basic, vital things in life and render insignificant the previous generation's chase after money and
social security. According to the songwriters, music alone has the power to make the "lyric I"
happy, fulfill his dreams of an independent, less predictable life. The tonic pedal point underneath
"guitar in my hand/'Cause all I need is" lends a poignant quality to the words and stresses rock
music's indispensability in the hero's life. The consonant melody-harmony relationship here again
makes for an easy-going tune and can be seen as a kind of reflection of the protagonist's
contentment in life, of his being at peace with himself.
The fairly tense vocal delivery and instrumentation in verse 3 work against the uneventful
melody-harmony relationship and illustrate the dichotomy between the "lyric Is" personal
satisfaction, his modest lifestyle and other people's higher aspirations which result in no more than
a boring suburban life reminiscent of Marianne Faithful's "Ballad of Lucy Jordan". Although he
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rejects his parents' attitude, he nevertheless accepts his father's money and spends it on his
girlfriend: "My father sent me money and I spent it very fast/On a girl I met in Berkeley in a social
science class". The protagonist is portrayed as a spoiled college student who does not have to
worry about money; yet, he does not seem to attribute any importance to financial security and is
rather careless with his father's money. This, in turn, implies a lack of respect for his father, for
whom money appears to be the nucleus in life, the only means to achieve happiness and
fulfillment. "Berkeley", on the other hand, is a symbol of liberal thinking, and during the Vietnam
War was the center of student protests and revolts against the war, and a major force behind the
Civil Rights Movement. Yet, obviously not everybody at Berkeley was a liberal at heart, even
though most students became absorbed in social science classes to display their activism: "And we
learned about her body but her mind we did not know/Until deep-rooted attitudes and morals
began to show". The slogan "Make love not war", popular in the Flower-Power movement, is
alluded to here, but is modified by the girl's repressed needs and feelings: she only pretends to be
free of traditional values, yet cannot really rid herself of her roots: "She wanted to get married
even though she never said/And I knew her well enough by now to look inside her head/She'd
settle for suburbia and a little patch of land". Her attitude is reminiscent of the hero's parents' way
of life, which in the "lyric I's" eyes appears like a geographic, emotional and mental prison.
Therefore, he realizes that his only salvation is his passion for music: "So I gave her up for music
and the Free Electric Band". As opposed to many others, he has found a way to live his dream
without betraying himself and his ideals. The coda, which is repeated ad libitum, is an expression
of joy, reflecting the protagonist's freedom: "da da da..." provides a happy, light-hearted touch
and sounds a lot less tense than the verses. It is interrupted by repetitions of the title; the backup
vocals are prominent again in the coda and enhance the mood created by Hammond's passionate
and energetic performance.
Hence, "Free Electric Band" makes use of the stereotype that rock music can work as a
liberating force against the political mainstream, and only hints at all the other aspects of music's
emotional and spiritual power. In contrast, "Guitar Heaven", another Diamond cut on his
1981 album On the Way to the Sky, focuses more on the emotional elation which results from
playing music. It is the story of a young boy who is a talented guitar player, and "a little bit a
dreamer" like the "lyric I". The boy is encouraged by the narrator to "just play it like you feel it"
and to "give it all of the heart it can take" (verse 2, lines 1 and 4). The little boy's guitar picking
and his passion for music "make me leave my cares/In Guitar Heaven", and "the way you play that
song/Makes me want to smile" (chorus and coda). The country-ish tune also alludes to the
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financial aspect of making it in the music business: "You keep on growing and you know some
day/That sound is gonna turn into gold", whereby "gold" can be interpreted literally or as an
expression of spiritual strength the boy may eventually draw from his music.
Dan Fogelberg, like Diamond, points to the emotional force and the beauty of music in his
"Leader of the Band". It is an elegantly slow, powerful ballad, in which Fogelberg pays
homage to his musician-father, whom he inherited the "gift of song" from and who was his first
inspiration. Hence, it is an autobiographical song, in which the singer-songwriter primarily
emphasizes the unifying power of music, and mirrors Diamond's "The Gift of Song" ("They [i.e.
songs] touch the spaces between you and I"). Therefore, it stands in stark contrast to Mike
Rutherford's "The Living Years", in which the generational conflict escalates when Rutherford
sings: "We just can't get agreement/In this present tense/We all talk a diffrent language/Talkin' in
defense" (verse 2, lines 7-10). In "Leader of the Band", it is the language of music which provides
an eternal bond and a means of communication between two people, two generations. In that, the
song's messsage can be seen as one source of the ideas behind "Free Electric Band", in which
music is considered a potential force behind a potential mass movement. Thus, the sociological
aspect of music, hinted at in "The Gift of Song" and "Paino Man", becomes more apparent in
"Leader of the Band" and culminates in "Free Electric Band".
With its 4:48 minutes, "Leader of the Band" is a rather long descriptive story song; its
structure can be characterized as AABACAB, whereby A represents 19-, 17-, and 16-bar verses;
B stands for the 19-bar chorus, the second of which segues into the coda; and C is the song's
bridge, which features a brass band playing John Philip Sousa's "Washington Post March". Hence,
the song's structure is fairly complex and irregular, so that from an analytical point of view the
song does not seem very well-crafted in this respect. The melodic range of an eleventh spans from
eb' to ab" and is proof of Fogelberg's relatively high voice; his vocal range is comparable to
Suzanne Vega's in "Luka". In contrast to Diamond, who reaches down to a very low register to
denote feeling, Fogelberg conveys emotion by hitting high pitches. The song's tempo is
moderately slow, similar to "The Gift of Song". The key of Ab major provides a rich, celebratory
sound and enhances the uneventful, thoroughly consonant harmony-melody relationship.
The eleven-bar instrumental introduction establishes a gentle, sensitive mood and features a
prominent acoustic guitar. It is played mezzopiano and only gathers momentum in measures 8 to
11, in which a. tonic pedal point builds anticipation.
The first verse introduces the "lyric I's" father as a child and young man: "An only child, alone
and wild/A cab'net maker's son/His hands were meant for diffrent work/And his heart was known
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to none". The inner rhyme in line 1, the end-rhymes in lines 2 and 4, and the alliterations in lines 3
and 4 intensify the affectionate characterization; we should note here that the rhyme scheme is
regular throughout the song, with end rhymes in lines 2 and 4, 6 and 8 of each section, which
make for a smooth and polished lyric. The pedal point brought in in the introduction is continued
in the first two bars of the verse underneath the five-note musical motif, which contains an
ascending melody line on "An only child" (ab'-c"-eb"-f) and descends gradually back to ab' on
"alone and wild". The f' is the highest pitch of the verse ad consequently highlights "child". The
musical motif is repeated exactly or in variations in each verse; even those phrases which do not
incorporate the motif itself are built on a similarly ascending melody, which is then instantly
resolved in a descending motion, so that there is a certain sameness to the entire tune. The fairly
lively melody consists of many major leaps, such as the ascending major sixth from eb1 on "a" up
to c" on "cab['net]" or the minor sixth interval from f on "His" up to db" on "hands", both of
which serve to render the description of the "lyric I's" father more dramatic. Fogelberg's soft and
clear voice underscores the tender, loving and respectful way the father is characterized in.
"He left his home and went his lone/And solitary way" implies that it would have been easier
for the "lyric I's" father to succeed his father in his trade; but he had the need and passion to find
his way in life elsewhere, namely as the "leader of the band". The inner rhyme ("home"-"lone")
underscores the father's solitude in his pursuit of fulfillment. He sacrificed an easy-going, safe life
to follow his vocation, which is certainly reminiscent of the protagonist's drive in "Free Electric
Band". The last two lines of verse 1, "And he gave to me/A gift I know I never can repay", link
the "lyric I" to the second protagonist ("he"). "Gift" is reinforced by an offbeat and stresses the
value the narrator attributes to his ability to write and perform music. Like in Diamond's "The Gift
of Song", it is seen as a treasure, a means to express oneself, one's hopes and dreams and those of
others. Interestingly, the listener does not know until the end of verse. 4 ("papa") that "he" refers
to the "lyric I's" father, although the kinship is alluded to from the beginning ("he gave to me a
gift", "his blood runs through my instrument" and "I'm just a living legacy/To the leader of the
band").
Similarly, the audience learns about the "gift's" character only in verse 2: "A quiet man of
music/Denied a simpler fate/He tried to be a soldier once/But his music wouldn't wait". His call
entailed sacrifices and hard work: "He earned his love through discipline/A thund'ring velvet
hand". Talent, determination and passion were the key to his success; the paradoxon of
"thund'ring velvet" draws on the fact that as a child he was "wild" and quiet and withdrawn at the
same time; so, "velvet" represents his soft, gentle traits, whereas "thund'ring" stands for the more
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forceful, stronger and louder side of his personality. "His gentle way of sculpting souls/Took me
years to understand" implies that he was able to move people with his music - an aspect of music
present in most of the songs discussed in this chapter. The alliteration and the poetic way of
describing his father's gift to elicit feelings from his listeners underscores the fascination, adoration
and love with which the "lyric I" meets his father. The melody, which is built upon thirds, fifths
and roots of its harmonic accompaniment, mirrors the peaceful quality of the lyric and
underscores the narrator's admiration and love for his father's talents.
A scalewise ascending bass line leads up to the chorus, which focuses on the present, as
opposed to the first two verses. The use of the present tense is the primary indication of the shift
from the past to the present: "The leader of the band is tired/And his eyes are growing old", but
his love for music lives on in his son: "But his blood runs through my instrument/And his song is
in my soul"; "blood" and "song" not only stand for kinship and music, but for the father's attitude
in life and his talent that he has passed on to his offspring. A group of backup singers significantly
enriches the chorus's emotional impact by singing harmony to Fogelberg's lead throughout the B
section.
While the verses are built upon diatonic chords exclusively, the chorus is enhanced by the nondiatonic subdominant minor bVII chord (Gb), which is sustained against the melisma on "soul". It
lends a poignant, wistful quality to the passage. The subsequent lines once more illustrate the
"lyric I's" great affection and respect for his father, which comes close to idolization: "My life has
been a poor attempt/To imitate the man/I'm just a living legacy/To the leader of the band". The
two-time repetition of the song title in the chorus underlines the father's importance as a role
model and musician. The first time "leader of the band" is used, it is highlighted by an ascending
major sixth interval from ab1 on "the" up to f" on "leadferj"; the melody then climbs up to the
highest note of the song, ab", on "[lead]er of the", and glides down to g" on "band". The fact that
ab" does not occur on key words but on unstressed syllables exclusively reveals a less than perfect
prosody. The chorus gathers momentum again in the second segment, however, when Fogelberg
hits the highest note on "life has been a [poor] at[tempt]", thus displaying a fairly well-crafted and
effective synergy between the words and the music. "Living legacy", reinforced by the alliteration,
infers that the father's gift lives on, that it is not wasted or lost as in "Morningside". Hence, the
father-son relationship in this song is depicted as one of warmth, care, love and mutual respect
and understanding, and is a far cry from the father-children rapport described in "Morningside"
and "The Living Years". The tonic pedal point in the last few bars of the chorus is continued into
verse 3 and builds up drama. The "lyric I's" two brothers are briefly mentioned and contrasted
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with himself and his father: "My brothers' lives were diffrent/For they heard another call/One
went to Chicago and the other to St. Paul". "Another call" suggests that both brothers are not
involved in music and have settled down in the Midwest, while the "lyric I" is on the road most of
the time: "And I'm in Colorado/When I'm not in some hotel/Living out this life I've chose/And
come to know so well". "Chose" instead of "chosen" lends a poetic touch to the verse and mirrors
the beauty the singer-songwriter accredits music with.
The bridge, which features Sousa's "Washington Post March", can be interpreted as an
example of what Middleton (1990; 221) refers to as "quotations from well-known songs or
solos"; that is, it is part of Middleton's primary signification of music. The march not only serves
as a link between verses 3 and 4 but also illustrates "the life I've chose/And come to know so
well". The C section establishes a musical contrast to the verses and chorus in that it presents a
brass quintet; the A and B sections give prominence to an acoustic guitar and bass arrangement
exclusively and consequently provide a gentle, understated accompaniment of Fogelberg's tender
vocals. The brass section is added to the established instrumentation and nicely builds to the final
climax in the last verse.
Fogelberg's choice to use one of Sousa's marches for his bridge is rooted in a personal affinity
to the American composer. He tells the story that his father, a musician who "was into jazz,
especially" and who " gigged all around Chicago with jazz bands and dance orchestras during
Prohibition" one time let his son conduct Sousa marches:"[...] When I was about three years old
[...] he put me up in front of the band at the high school where he was teaching at the time and let
me conduct some Sousa marches" (Van Matre 1987: 8). Hence, the Sousa march, too, assumes
the quality of a tribute to Fogelberg's father.
The fourth verse displays some contrast in its own right, since it moves from the "I"-"he"
relationship to a direct address: "I"-"you"; the "lyric I" expresses his gratitude and love by directly
talking to his father: "I thank you for the music/And your stories of the road/I thank you for the
freedom/When it came my time to go/I thank you for the kindness/And the times when you got
tough". Those lines reveal the father's thorough knowledge of the music business, of what is
required to become successful ("road", "freedom", "kindness", "tough") and his understanding of
his son's need to find his own way. The parallelisms underline the "lyric I's" thankfulness for his
father's love, care and unspoken understanding. The three-time repetition of "I thank you" further
reinforces the deep bond between father and son, and is illustrated by the use of the word "papa"
instead of the more formal and detached "father" in the following line: "And, papa, I don't think I
said/'I love you1 near enough". In that, "Leader of the Band" is clearly reminiscent of Diamond's
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"Brooklyn Roads", in which the father-son relationship is also described as very affectionate and
warm ("Papa's embrace"). Hence, the ultimate message of "Leader of the Band" is the son's
unconditional love and admiration for his father's personality, life and talent. Music is their
primary bond and way of communication, which is evident from the song's tribute-like character.
Thus, Fogelberg broadens the scope presented in "Beautiful Noise", "Piano Man", "Free Electric
Band" or John Miles's hymn to the power of music, simply titled "Music", in which he
dramatically sings "Music was my first love/And it will be my last". "Leader of the Band" expands
this concept to include a praise of "the gift of song's" origin and ultimate inspiration. The chorus,
which is repeated after the fourth verse, makes effective use of the background singers again and
together with the brass section on the coda stresses the tribute-like quality of the entire song.
Although "Leader of the Band" is the least sophisticated song musically of all the songs analyzed
in this chapter, it, nevertheless, does have some charm, which is manifest in the well-crafted lyrics
and Fogelberg's convincingly emotional vocal delivery.

With our discussion of show business and its many aspects, we have come full circle: we
started out with the analysis of human relations and the way they are perceived by children in
III.2.1. and ended up with a close look at how music may influence and determine those
relationships. It is therefore safe to note that music and people's attitudes correlate and that music
bears upon the personal development of people, in addition to parental influence and the social
surrounding in early childhood and youth. Hence, in a way, all the songs we have looked at in this
study reflect the singer-songwriters' outlook on life, and in a broader sense mirror tendencies,
feelings and attitudes within society in general. And this is precisely what sets popular music apart
from classical music and opera: pop and rock songs go with and echo current trends and depict
topics which move people at the time the songs are written. However, a multitude of popular
songs never make it into the charts and do not achieve the status of a pop music "standard", that
is, a long-lasting song, not because they are not good enough but because they axe too specific,
too closely tied to a particular time, person or place. Classical music, on the other hand, is much
more timeless and not so much linked to social changes and movements within society. Many of
the songs analyzed here have stood the test of time, nevertheless, and are still heard on the radio
and in people's homes all over the world, mainly because they talk about hopes, wishes and fears
most people can identify with and embellish these notions with infectuous melodies and rhythms.

III.4. A CASE STUDY: "I AM ... I SAID"
While the old tradition of literary studies maintains that the author's point of view is of main
concern, more innovative approaches tend to transfer the focus from author to respondent.
Wellek and Warren (1956), for example, stressed that the meaning of a work can by no means be
limited to the author's intention (cf. Beaugrande 1989: 233). As we have determined before, the
reader/listener of an aesthetic work does not usually have an identical code to that of the author/
composer, which partly accounts for the "openness" of a work.
However, instead of concerning themselves with the response of an everyday audience, most
theorists invent a kind of "ideal reader", an abstraction or idealization. Scholars usually regard
their own responses as the best or most appropriate, whereas "real, ordinary" respondents are
considered unable "to provide any proper demonstrations of the competence acquired from
'literary training"' (Beaugrande 1989: 234). Therefore, Beaugrande (1989: 235) dismisses the
proneness of literary scholars and contends that their "dismissal or half-scornful patronage of
naive [non-professional] responses has convinced the average citizen that art and literature are
simply 'too hard1" and consequently has assisted in the process of marginalizing art and literature.
Hence, Beaugrande suggests performing studies with what he calls "naive" respondents, such as
undergraduate students at colleges and universities. He himself has repeatedly used student
responses as the basis of his studies. Beaugrande has also realized the potential of pop song lyrics,
which for the most part are contemporary in terms of time and cultural context, and has made
extensive use of them in the university classroom. In "Naive Respondents and Creative Response"
(Beaugrande 1989: 233-254), he lists students' responses to "Us and Them" and "Brain Damage",
both by Pink Floyd (1973), as well as "Born to Run" by Bruce Springsteen (1977) and concludes
that the students' readings were strikingly interesting and insightful.
One shortcoming of Beaugrande's study is his neglect of the musical aspect of popular songs.
His use of the word "song text" throughout the article already is an indication of his purely
literary/linguistic approach. He views popular songs as belonging to the "conception of'poetic
communication1" (Beaugrande 1989: 236) and therefore limits their emotional impact. Song texts,
for Beaugrande, are to be read like poems rather than considered in their musical and lyrical
entity.
In order not to fall a victim to this typically literary basis of analysis, I used the sound
recording as the starting point of my study, and not the written lyrics of the song. Hence, before
handing out the text, I introduced the 35 students to the first 50 seconds of "I Am ... I Said" by
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playing the original recording up to the first chorus. The students ( 30 female, 5 male students),
all undergraduates in the English department at the University of Graz, Austria, were then asked
to jot down their spontaneous associations with the song sample. After about five minutes, I
collected their ideas and only then distributed the song lyrics to them. Next, I played the entire
song for them and asked them to interpret the song with the help of the text.
As can be seen from my approach, I have combined Philip Tagg and Robert de Beaugrande's
theories to get a more complete and satisfying picture of the students' associations and reactions
to both the music and the lyrics.
Predictably, the spontaneous, less intellectualized responses to the first 50 seconds of the song
correspond more to the students' "gut feeling" and reflect their attitude toward the different
components of the music and the singer's vocal delivery rather than the song's lyric. Diamond's
"deep voice" was experienced as "having a calming effect", as being "beautiful" or "nice to listen
to", denoting "peace" but also "sadness" and the "blues". Five students instantly identified the
qualities of the singer's voice with Neil Diamond, one mistook it for country singer Johnny Cash.
The guitars featured in the instrumental introduction were associated with a "romantic", if
"melancholy mood"; the overall character of the music (voice, melody and instrumentation) was
described as connoting "harmony", "quietness", or as standing for a quest for "freedom",
"escape". One student noted that the music "causes tears in my eyes". While the image of
"cowboys" came up in only four of the responses, "country" or "countryside" were mentioned by
nine students, which presumably led six students to describe the musical style of the song as either
"country", "western" or "folk music". I assume that this association was primarily provoked by the
melancholy quality of Diamond's vocal rendition and the guitar-based arrangement. Some students
also linked the music to the "Sixties Flower Power movement" and its ideas of "peace and love"
and "love of nature".
Goodwin's (1993: 50-52) affirmation that music elicits visual images is strongly reinforced
here, as most of the students visualized the protagonist "at the beach", "sitting around a camp fire
with a guitar" or "in the bright sunlight" "in the sand". Many also saw the hero as "a lonesome
man", brooding and "thinking his life over", "walking alone down a road" "in the countryside".
One of the students pictured himself/herself on a cross-country trip "on a Harley-Davidson", while
others imagined themselves as part of a group "on the beach, singing beautiful songs". "Sun",
"beach", "summer", "vacation", "dreams", "relaxation" and "freedom" were most likely to be
associated with "L.A."; "long, straight highways", "travel", "movement", "open prairies", "huge
country" and "getting lost" with the distance between "L.A." and "New York". More abstract
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concepts, such as "loneliness", "melancholy", "peace", "sadness", "truth", "frustration",
"uncertainty" and "hope" were elicited by both the music and the words.
The second part of the study is then reminiscent of Beaugrande's approach, in that the students
were asked to comment on the song lyric in particular. The outcome is not only interesting for the
students' often insightful understanding of the words, but also for the fact that some of the
associations connected with the music per se were immediately dismissed after a close look at the
lyric - that is, the words exerced a key influence in determining whether the ultimate tone of the
song was felt to be downcast or hopeful. The "romantic" feeling related to the "slow beginning"
and the "guitars" was abandoned as inappropriate as a consequence of concentrated attention to
the text; similarly, the positive notions of "relaxation", "freedom" and "sunshine" gave way to
much darker associations, such as "loneliness", "despair" and "dissatisfaction". Thus, while the
music itself and the instrumentation left several options of interpretation for the listeners, the
impact of the words narrowed down the student responses to include no more than the
"melancholy" and "sad" aspects of music. This finding clearly illustrates Middleton's argument that
music itself is not appropriate to social activism or criticism, but that the combination of lyrics and
music may well achieve social, emotional and spiritual awareness among the listeners (cf. Cook
1983: 49).
It is clear that many of the associations overlapped, so that "emptiness", "loneliness" and
"being lost" and "homeless", for example, came up twice. Likewise, Diamond's vocal delivery was
the subject of both analyses; his rendition was described as "emotional", "he puts feeling in the
song, maybe he has really experienced emptiness and feels lonely", "he sounds desperate" and
reflects the "tragic" state of the hero. The song was characterized as an expression of "existential
fears", of "insecurity", "self-searching", "unfulfilled dreams", "a certain sentimentality" and
"people's indifference". The protagonist was portrayed as "a lonely man", "homesick", "rootless",
"lack[ing] identity"," a sensitive man", "an outsider", "a dreamer" who is "disappointed",
"disillusioned" and "alienated"; he was furthermore seen as having "a strong relationship to his
roots ("New York')", yet as "having become a stranger in his hometown" and consequently "being
torn apart", "restless" and "lost". One respondent was very familiar with the song and stated that
"Neil Diamond is singing about his social background, his personal situation, and about loneliness
in a big city CL.A.'). [...] He left New York for L.A. because he wanted to make a fortune, but
now [...] he feels rootless, he has no one to talk to, can't share his problems with anyone".
Los Angeles was linked by many students to "superficial people", "careless people", "no real
friends", but also to "becom[ing] a star", "success" "fortune" and "material things".
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"A frog who dreamed of bein1 a king" (verse 2, line 1) was generally connected with the rise
from "a 'nothing' to a big star", withfinancialinsulation ("maybe he has become rich"), and with
the singer's own status("he compares 'frog' with his success as a singer" and "perhaps he is in this
situation"). Yet, professional andfinancialsuccess was ultimately perceived as negatively
connoted by the great majority of respondents; most tied "success" directly to the hero's
"emptiness", to an emotional void: "he finds himself in a hole", "seems to miss something", "is
searching for tenderness, emotional security and true friends to talk to", has "movefd] away from
[his] origins" and "cannot go back" as there is "no escape from success". One student noted that
"it is within his subconscious that he feels lost" because "he is not able to explain it ('I am lost and
I can't even say why' - chorus, line 7)". Other respondents suggested that in his quest for fame "he
has worked so hard towards his goals that he has neglected all other things in life (friends, family,
a real home)", so that in his present state one cannot determine whether "everyone has left him or
he has left everyone behind". One respondent found that the "frog-king" picture was "a bit
controversial" because "it has a good ending" as opposed to the other dreams mentioned in the
lyric. Another student was particularly moved by the last line of verse 2, "the sound of being
alone", emphasizing that "it is the passage I like most, although it makes me sad".
'"I am1,1 cried" (chorus) was thought of as an assertion of the protagonist's own existence: "he
knows that he does exist, but he doesn't feel alive and cries 'I am1, but he doesn't feel it"; "he
knows that 'he is1 and wants the other people to know it too" and "he wants people to recognize
his personality ('I am1)". While many maintained that the hero is well aware of his existence^ others
stressed that "he doesn't know who he really is" and therefore "cries out 'I am1". "Cried" did not
elicit any firm consensus as to whether it should be interpreted as "wept" or "shouted", but
ultimately was conceived of as an indication of the protagonist's "despair" and "frustration".
The hero's search for his true self was thus foregrounded by another respondent: "he has not
reached his 'final destination1, tries to fight against the feeling of emptiness - therefore he cries 'I
am', in order to convince himself that he is important after all, even though nobody else takes
notice of him". Some students contrasted the protagonist's success ("king") with his lack of
friends: "he wants real friends, not just acquaintances, people he works with".
The hero's attempt to talk to a chair (chorus) was only taken up by two respondents, who
connected it to his complete isolation: "things must be really tough if he's talking with furniture"
and "his loneliness makes him feel as if the chair neglects him too", which implies that "no one
ever listens to what he says, not even the chair". One student pointed out that "although he has
tried to change himself and his life, he is the kind of person who is unable to react. He has already
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given up and takes everything inside" - a trait which prompted another respondent to note that
"he wants others to know about him, his love for things, hobbies and opinion, but he has never
shown his 'inside1 before".
One student linked the first verse ("lost between two shores" - line 6) to the chorus, proposing
that "a single human being is lost in a big city and doesn't count, [...] is anonymous ('I am ...')".
Many others also applied the song's message to humanity in general, pointing to the universal
meaning of the lyric: "the feeling of being at home, the feeling to know where you belong to is
very important to us human beings"; "money can't buy everything"; "it isn't important to have a lot
of money, to live in a beautiful house, it is more important to belong to something or someone"
and "to get the feeling of being needed". The protagonist's isolation was considered symbolic of
people's "problems of breaking through built-up walls", their "inability to talk to each other, which
doesn't seem to bother people any longer", "people's indifference" and the fact that "we are very
likely to accept certain circumstances, never asking why they're present". One respondent
explained "emptiness" and being "lost" in a broader sense, referring to "the 'nothing' between
people, which grows larger although they pretend to lead a happy life". Another respondent
viewed the protagonist's "being lost in a big city" as symptomatic of "being lost in society in
general", which was reinforced by some other students' arguments that he "is thrown into a world
he does not belong in" and is consequently marginalized, "an outsider". Existential fears depicted
in the song were also generalized by one respondent who asked a rhetorical question: "He has
reached the top, but up there he is entirely alone, so what's been the use of it all?"
Another student saw the song as standing for different people within society and compared
"lost between two shores" (verse 1, line 6) with "black and white" and "children growing up
speaking two or more languages, not knowing where they belong", thus pointing to different
attitudes, origins, races, and - in a broader sense - to split personalities, incorporating all the
doubts, resentments, fears and bigotry of society in general.
The results reported here clearly demonstrate the "naive" respondents' ability to independently
and spontaneously react to popular music on an intellectual level. The students displayed an
enormous flexibility and skill in interpreting this particular song and came up with a wide range of
associations, which the scholar and researcher should take advantage of rather than dismiss as
"unprofessional" or irrelevant. It is precisely the average person who makes up the target group of
most artistic efforts and therefore should be included in any serious study in popular culture. The
naive respondents' reactions may be seen as ideally complementing the scholars' associations; the
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latter are more concerned with the formal and structural aspects of works of art - be they purely
literary or, as in the case of popular music, a combination of two or more disciplines - whereas the
former lay primary emphasis on the emotional impact of pieces of art. And as we have proven
before, it is on the emotional plane that popular music succeeds the most.

III.5. TWO EXEMPLARY ANALYSES OF VIDEO
CLIPS
Before we look at "Morningside" and "The Last Song" in more detail, we should point out that
many recording artists are reluctant to shoot videos of their songs. Neil Diamond, for example,
has repeatedly said that he dislikes video clips because they deprive people of their own
imagination. He would prefer his audience to picture their own images to his songs (cf.
Grossman/Truman/Yamanaka 1987: 202). Diamond has ambivalent feelings about television
exposure in general, and has only released five TV specials in his almost 30-year career. Two of
these specials, Love at the Greek (1977) and Neil Diamond... His Greatest Hits Live (1988),
were taped at live concerts - the first at one of his 1976 shows at the Greek Theatre in Los
Angeles, the second at a live concert in 1986 at the Aquarius Theater in Los Angeles. His most
recent special, The Christmas Special {1992), showed Diamond performing Christmas songs with
numerous choirs on a television sound stage. The two remaining specials were derived from the
concept of traditional variety shows but also featured live segments. Neil Diamond... Hello
Again (1986) was built around the popular "day-in-the-lifeM formula, while Neil Diamond... I'm
Glad You're Here With Me Tonight (1977) contained snippets taken at concerts in England,
Australia and the US as well as some staged shots in a recording studio and on a movie
soundstage. "Morningside" is part of Diamond's I'm Glad You're Here With Me Tonight special
and cannot really be considered as what is now referred to as a "video clip". At the time the TV
special aired in November 1977, the only form of music video available were so-called
"performance clips" and traditional variety specials, so that Diamond's format, which combined
narrative, staged and live performances with a more personal behind-the-scenes look at Diamond
away from the stage, including footage of him working on "You Don't Bring Me Flowers" and
plying the beach alone in Malibu, was regarded as a novelty. Thus, "Morningside" can be seen as
a kind of predecessor of today's video clips.
Interestingly, Diamond decided to leave out the second verse, which underscores the dreamlike quality of the words, in the visualization of the song. As opposed to Elton John's "The Last
Song", which - similarly to Vega's "Luka" - uses illustrations to project the song lyrics, Diamond
relies heavily upon what Goodwin (1993: 88) refers to as "disjuncture"; that is, he does not
merely illustrate the content of the lyric but contradicts the song's message to a large extent.
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Lyrics and shots of "Morningside" break down as outlined below. C/U refers to close-up; M/S
to mid-shot; L/S to long-shot; POV to the camera's point of view; ND to the Neil Diamond
character, and M to the second main character, the old man.

Sound
1. [Silence]

Vision

1.1

fairly dark room

1.2

M/S ND sitting at a wooden desk

1.3

M/S ND turning his back on the camera to
put a tape into the tape recorder behind the
desk

1.4

M/S ND taking a folder

1.5

M/S ND starting to write

[Introductory words, spoken by ND]

1.6

C/U ND looking down at the folder

And this is a fantasy, pure fantasy

1.7

C/U ND contemplating what he has written

it's a dream, a dream about an old

1.8

L/S ND, half of the room is visible too,

[Instrumental Introduction
featuring a full orchestra]

including the entire desk, a lamp on top of

man who dies alone

it, the stereo in the background and an
armchair in the foreground
and of a gift he leaves behind

1.9

L/S ND looking out the window on his
right, has his head propped on his hands

[guitar and percussion come in]

1.10 C/U ND contemplating
1.11 ND's POV out the window

2. Morningside

2.1

ND walking down a shady alley with a
wooden chess-board in his hand; camera
follows him from behind

2.2

M/S ND stopping to lean against a tree

2.3

ND's POV from the tree, watching old men
playing chess in the park

The old man died

2.4

C/U old men

2.5

C/U chess-board and chessmen
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And no one cried

2.6

repetition of 2.5 and 2.4

2.7

C/U chessmen being moved; C/U chess-

They simply turned away
And when he died
He left a table made of nails
and pride

board
2.8

M/S one particular old man (M), sitting
alone on a green metal chair, waiting for
someone to play chess with

And with his hands he carved

2.9

these words inside:

2.10 M/S ND signaling that he is interested in

M/S ND moving closer to M

playing
Tor my children'

2.11 M/S ND sitting down opposite M, talking
to him
2.12 L/S ND putting the chessboard down on a
chair between them
2.13 C/U ND smiling at M
2.14 ND and M start to arrange the chessmen on
the board

3. And the legs were shaped with
his hands

3.1

M/S M eagerly arranging his pieces

3.2

camera shifts to the left to reveal C/U of ND
looking around, his eyes wandering

And the top made of the most

3.3

ND and M both looking down at the board;
M plays black, ND white

beautiful oaken wood
3.4

both men playing, hands close together at
the chess-board; trees in the background
sway in the gentle breeze

And the children that gathered

3.5

C/U M concentrating on the game,
displaying his vivid eyes behind his glasses,

around this great table

conveying a witty expression
Touched it with their laughter

3.6

C/U ND looking at M; expression of
amazement and admiration on his face

And oh, that was good

3.7

C/U ND smiling warmly at M, then looking
back at the chess-board
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3.8

C/U M, scratching his forehead, signifying
his concentrated thinking about his next
move

4. Morningside

4.1

C/U M's right hand taking a chessman,
hesitating briefly, then setting it down on the
board

4.2

M/S M challengingly looking at ND,
contentedly nodding his head, smiling

An old man died

4.3

M/S ND leaning back in his chair, looking at
M in admiration of his abilities

And no one cried

4.4

C/U M, hand covering his mouth, thinking
again, making another move

4.5

camera shifts from M to C/U of another old
man playing chess

He surely died alone

4.6

C/U same old man putting his hand over his
eyes, obviously losing the game

And truth is sad

4.7

C/U of yet another old man, smoking a pipe

For not a child would claim the

while playing chess, looking over the frame

gift he had

of his glasses
4.8

camera slowly moves down from the man's
face to his pipe, his hands and finally settles
on the chess-board

The words he carved became his
epitaph:

4.9

M carrying a black bag, crossing a bridge in
the park, toward children who come running

4.10 camera shoots M not from the front but
from a 20° angle, moves along with M, who
holds out his hands toward the children,
either to protect himself or to reach out for
the children
4.11 L/S ND coming along from a different
direction, again carrying his chess-board,
walking past Chateau de Vincennes
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'For my children'

4.12 L/S ND approaching M, who is sitting on a
chair, waiting
4.13 both men shake hands

5. [Coda, basically instrumental,

5.1

with Diamond interjecting
"Home" four times]

ND sits down next to M; M talks to ND,
gesticulates, explains something

5.2

C/U ND looking ignorant, puzzled, then
nods

5.3

both men get up, start walking along the
path together, ND on the left, M on the
right

5.4

L/S ND and M walking and gesticulating;
camera stays behind, does not move along
with them, lets the men fade farther into the
distance with each step they make

[ritardando in the last bar on

5.5

"Home"]

ND moves his left arm in a half circle (in
slow motion), M then moves his right arm
and completes the circle (in slow motion)

5.6

fade to white

As can be concluded from the outline above, the narrative in the video largely contradicts that
of the song lyric; generally, the clip can be interpreted as an example of how caring, warm and
enriching the relationship between old and younger people may be. Diamond, who was 36 years
old at the time, and the old man, who was made out to be in his late 70s, are able to bridge the
social and emotional gap between them by taking advantage of things they have in common
(chess); in the song lyrics, on the other hand, the rapport between "the old man" and his
"children" is depicted as one-sided, with only the father loving and caring about his children. In
visually describing an affectionate and emotionally more satisfying relationship between old and
young, Diamond presents his own idea about the way people should treat each other; therefore,
verse 2 is redundant and would only interfere with the video clip's narrative.
There are, however, several elements in the song which are realized visually in the clip as well.
The dream-like quality of the story is kept up in the video not only by Diamond's introductory
words, but with the help of cinematographic techniques: at the beginning the Neil Diamond
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character sits at a desk, daydreaming and intently brooding while looking out the window; the
camera then moves from a close-up of Diamond's face to the window. This look out the window,
out of the dark room into the light represents the Neil Diamond character's point of view, his
daydream, which is also mirrored in the blurred imagery: the unclear contours of the window and
the objects beyond the room convey a dream-like notion. In the following, the blurred picture
segues into the Neil Diamond character's walking down a lane in a Paris park - that is, the shift
from "reality" (i.e. Diamond's character sitting in his room) to "dream" (the character walking in
the park, meeting up with the old man, playing chess) has been effectuated. At the very end of the
clip, there is no shift back to "reality", but the camera focuses on the two men walking down the
path in the park and lets them fade into the distance. The lawn and trees surrounding the two
become blurred and gradually disappear, so that in the end there is no more than a white circle
around the two characters which fades out with the ritardando too.
Every time "table", "wood", "gift" or a description of it occur in the song lyrics, the camera
focuses on the wooden chess-board and/or the chessmen, which is a very effective aspect of songvideo linkage. On "He surely died alone", the camera provides a close-up of one of the old men
playing chess and shows him covering his eyes with his hand parallel to "alone", which clearly
denotes despair and sadness. "For my children" in verse 3 is accompanied by the Neil Diamond
character shaking hands with the old man, which again works against the song lyrics, as does the
two men's walking down the lane together on the coda. Hence, the common ground the Neil
Diamond character and the old man walk on is foregrounded in the clip; however, the isolation of
old people in society is also taken up in the video and is especially apparent when the camera rests
on the old men in the park, sitting among themselves, playing chess with each other while other
people pass them by. From the viewer's perspective, the Neil Diamond character is seen as an
intruder, the only person to enter a different world and to bridge the gap between old and young.
He is impressed with the old man's wisdom and knowledge of the game of chess, seems to learn
from the old man's sage and at the same time helps the old man to overcome his loneliness.
The game of chess is without any doubt a symbol of life in general; each individual move on
the chess-board entails some kind of risk as does each decision you make in life; and with each
move you get closer to winning or losing, to the end of the game - and to death in a broader
sense. During the game, each player struggles for survival, and each chessman he encounters on
his quest for victory is an obstacle to be surmounted.
Hence, the video clip fully succeeds on the symbolic and spiritual levels and offers a narrative
that is almost completely self-contained and independent from the song text, with only a few
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clever, mostly symbolic linkages. An important element running throughout "Morningside" is the
prevalence of gentle cutting, slow camera movement and pan shots, which reflect the
introspective nature of the lyrics and the relatively slow rhythm of the tune. The slow pace of the
song is further underscored by the lack of fast editing and frenetic visual imagery. The graceful
slow-motion shots at the end of the clip mirror the ritardando of the music and the almost spiritual
nature of the coda. The relatively subdued, dark colors, provided by the dark room and the trees'
shade in the park, illustrate the sad mood of the song.
We have seen that images of the chess-board are central to the clip's structure and symbolism.
Similarly, close-ups of Neil Diamond's face are scattered throughout "Morningside" and supply
another visual "hook". Goodwin (1993: 105-114) points out that video clips help establish a pop
star persona but also take advantage of already established characteristics. "Morningside" is no
exception: it clearly works with Diamond's image of a "solitary star", which was created after the
release of his first hit single, "Solitary Man" (1966). It is also rooted in the fact that at the time
Diamond became popular in the mid-60s, he was one of the few solo singer-songwriters in a
market dominated by pop groups and crooners, which gave him a solitary existence in the first
place. Moreover he shies away from public appearances other than concerts, rarely ever grants
interviews and lives a secluded life, all of which has contributed to the forging of his persona.
In "Morningside", the Neil Diamond character is portrayed as a brooder and dreamer, both
traits associated with the singer-songwriter himself. He is first presented sitting by himself in a
fairly dark room, working at his desk, probably writing a song. He then starts listening to a tape
(the instrumental introduction of "Morningside") and daydreams out the window. In the "dream",
he sees himself alone, walking down a park lane, watching old men playing chess. Like the old
man he subsequently approaches, he is an outsider: he enters the old men's world, is the only fairly
young person in the group of chess players, thus is the odd-one-out. His playing chess with the
old man, sharing a part of his life, makes the Neil Diamond character stand out not only in the
context of the clip but also in contrast to the song lyric: everybody, including the old man's
children, has turned their backs on him, which lets the Neil Diamond character appear like a
"white knight on a steed". Thus, the video clip underscores Diamond's image of a loner, a rarely
smiling, "serious" personality, who is painfully aware of and concerned by other people's situation.
His clothing - black sweater, light brown leather jacket and blue jeans - and his hair style - fairly
short, dark brown, curly - make the character seem very much like an "ordinary, normal, and
average" kind of person, maybe a little more introspective, but still accessible enough to identify
with. Also, Diamond's tall and slim stature makes him look larger than life at the end of the clip
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when he walks side by side with the short old man, bent by age. It is a powerful image, showing a
relatively young, strong and tall man striding next to a fairly fragile old man whose careful and
hesitant steps indicate his fears and pains.
Eliot Tiegel, in his review of I'm Glad You're Here With Me Tonight points out about the
"Momingside" clip; "Diamond is an expert actor who makes walking down a garden lane in Paris
seem almost convincing. We all know he knows the camera is on him and when he smiles it's
surely for the home audience, not for the old men playing chess on green metal chairs. Yet the
smile adds to the feeling of warmth and intimacy, which Diamond exudes for his home audience"
(Tiegel 1977: 65).
As opposed to most music video clips, "Momingside" does not contain any singing, lipsynching or sequences showing Diamond in action in a live concert. The setting of "Momingside"
is the park surrounding Chateau de Vincennes in Paris, in which the old men play chess in the
shade of big old trees. The park, with its shady lanes, squares and beautifully trimmed bushes and
colorful flowers is in itself symbolic of the manifold aspects of life and directly links the old men
to the shade, while it shows the Neil Diamond character in the bright sunlight, striding past
Vincennes and beautiful flower beds at the end of the clip. Yet, as both menfinallywalk down the
path toward "home" together, brighter colors prevail and gradually fade into white, displaying
more optimism than the song lyric itself.

"The Last Song", on the other hand, accurately reflects what the Elton John/Bernie Taupin
song is about, which places the clip in the category Goodwin (1993: 86-87) calls "illustration".
The narrative is told in the first person, so that Elton John sings "Yesterday, you came to lift me
up" (verse 1, line 1). No one takes this literally - we know that the story is being told by a pop
singer, and yet John does not "become" the character (i.e. the young man dying of AIDS) in the
manner of an actor. The clip "The Last Song" displays a very conventional way of presenting the
story and its teller: it combines shots of Elton John's staged performance of the song and two
actors acting out visual motifs from the story; that is, the two strands coexist without
contradicting one another. In contrast to "Momingside", Elton John appears as no more than the
story teller, while Neil Diamond acts out "his dream" himself. The outline below shows that Elton
John's face is most prominently featured in the second verse and the second chorus, whereas the
two actors playing father and son, respectively, are in the foreground for most of the other
sections. C/U, M/S, L/S and POV are used again here (see page 205); EJ for Elton John, F for
father, S for son:
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Sound

1. [Instrumental Introduction]

Vision

1.1

clouds moving in the sky

1.2

beyond the clouds, the blurred image of a
fence, house and an American flag moving
in the wind becomes visible, a seagull passes
by

[piano comes in]

1.3

EJ at piano; clouds are mirrored in the top
of John's white piano; water under the piano
(camera from above)

2. Yesterday, you came to lift me up

2.1

M/S EJ singing and playing the piano;
dressed in all white, moon to his right in the

As light as straw and brittle
as a bird

background
2.2

door to a dark room is opened, light comes
in through the crack; camera in the room,
focusing on the door and the technical
equipment to the left and right of the door

Today, I weigh less than a

2.3

shadow on the door

2.4

C/U F's face in the door following the
shadow; F moving his head to the left

shadow
2.5

F's POV revealing C/U S, lying in bed, his
head resting on a pillow, eyes closed; F's
shadow moving around S's pale face

on the wall

2.6

empty swing moving to and fro (shot in
monochrome)

Just one more whisper of a

2.7

and fro (monochrome)

voice unheard

3. Tomorrow, leave the
windows open

As fear grows, please hold me
in your arms

L/S little boy sitting on the swing, moving to

3.1

C/U EJ singing "Tomorrow" (back to color)

3.2

M/S F looking down

3.3

F's POV of S lying in bed

3.4

C/U EJ singing
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Won't you help me, if you can

3.5

3.4 continued

4.1

F standing by his son's bedside, looking at

to shake this anger
I need your gentle hands to keep
me calm

4. 'Cause I never thought I'd lose

him; bedside lamp sheds a ghostly light on
S's face; otherwise the room is dark
I only thought I'd win

4.2

C/U F looking down, then moving his head
to the right

4.3

camera pans down F's body to his hands
(left one holding a red helmet)

I never dreamed I'd feel this

4.4

C/U F's right hand squeezing S's right hand

fire beneath my skin

4.5

C/U S opening his eyes, looking at F

I can't believe you love me

4.6

C/U F looking down at S

4.7

C/U S looking up to F

4.8

C/U EJ singing

4.9

C/U EJ fades to show little boy in a cowboy

I never thought you'd come
I guess I misjudged love
between a father and his son

outfit, standing in front of a tree in a
residential street, with houses in the
background (in monochrome)
4.10 L/S little boy drawing his two guns, aiming
them at the camera (monochrome)
4.11 M/S boy riding on a wooden horse,
swinging bis guns in the air, laughing at the
camera (monochrome)
4.12 M/S hand moving the horse (monochrome)
4.13 L/S boy in shorts playing soccer

5. Things we never said come
together

5.1

C/U EJ singing (back to color)

5.2

C/U of black&white photo on S's bedside
table, showing two young men (one of them
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S) in a loving embrace
The hidden truth no longer

5.3

camera slowly pans from the photo to S's

haunting me

pillow and finally focuses on S's pale face;

Tonight, we touched on things

S smiling, talking to F, nodding

that were never spoken
That kind of understanding

5.4

camera shifts from S's face to C/U F, with
the blurred features of S's face in the
background

sets me free

5.5

M/S EJ singing

6.1

5.5 continued

6.2

C/U EJ singing

I never thought

6.3

S embracing F

you'd come

6.4

C/U S smiling, wet cheeks, closing his eyes,

6. 'Cause I never thought I'd lose
I only thought I'd win
I never dreamed I'd feel this
fire beneath my skin
I can't believe you love me

head resting on F's shoulder
I guess I misjudged love

6.5

C/U F smiling, patting S's shoulder

between a father and

6.6

C/U S's head lying on F's shoulder

his son

6.7

L/S S and F in an embrace, F sitting on a

[ritardando]

chair; S sitting up in bed, leaning over,
lying in F's arms
6.8

M/S little boy in cowboy outfit turning his
face toward the camera, grinning cheekily
(monochrome)

Similar to "Morningside", "The Last Song" heavily relies on and reinforces Elton John's public
persona, in that it portrays him as a socially aware singer who is concerned with making his
listeners realize the great dangers AIDS represents for society in general. John, who in recent
years has publicly come to terms with his own homosexuality, has been a major force behind fund
raisers and charities donating all their money to AIDS research for a long time; with "The Last
Song", he has come up with a touchingly realistic song about the deadly disease. The clip appears
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twice on a home video of the same name Elton John released in 1992. The video also includes
portions of an interview with John, in which he talks about the song, the clip and AIDS in general,
and encourages his audience to donate money to one of the numerous AIDS charities in the US.
The proceeds of the video sales go to those fond raisers as well.
Elton John's personal attitude toward the deadly disease is also reflected in the clip: John's all
white clothes and white grand piano suggest innocence - symbolically the AIDS victims'
innocence of their falling ill. The white color is effectively contrasted with the otherwise dark
imagery of the clip (dark sky, darkened room).
The two strands of visual discourse mentioned above are supplemented by a third strand,
which is less prominent yet powerfully expressive: the shots of the little boy reappear throughout
the clip and represent the young man as a cute boy, doing the normal kinds of things boys do
(playing soccer, playing cowboy, riding wooden horses, being cheeky). Those interjections were
shot in monochrome and are presented in grayish-blue and sometimes red tones to suggest
nostalgia, the good old times - that is, flashbacks to the AIDS victim's happy and perfectly
ordinary childhood. As Goodwin (1993: 66) points out, shooting clips or parts of clips in
monochrome connotes sadness, melancholy and loss, which is certainly the case here. The look
back at the man's joyful childhood evokes the notion of wasted potential, a wasted life, especially
since the AIDS patient is still very young and has barely lived. The prevalence of slow-motion
imagery throughout the segments shot in monochrome emphasizes the nostalgic and melancholy
feeling and stresses the young man's desire to desperately hold on to his childhood, and ultimately
his life. The hand moving the horse in 4.12 is presumably the father's hand, and is symbolic of the
father's importance in the boy's and young man's life. The imagery also mirrors the prominence of
the father's arms and hands present in the lyric ("gentle hands", "hold me in your arms"). The
visual realization succeeds the lyrical narrative in time, does not appear parallel to the words: the
first close-up of the father's hands, for example, occurs no earlier than the third line of the first
chorus, whereas the calming effect of the father's hands and arms is praised in the preceding verse
already (verse 2). It is actually only toward the end of the clip that both the words and the
visualization come together; in verse 3, on "The hidden truth no longer haunting me", the clip
shows the photograph of two gay lovers (5,2 and 5.3) and then pans to the son's pale face, hence
linking his deadly disease to his homosexuality. "The hidden truth" is obviously his sexuality and
his disease, about which hefinallycomes to terms with his father. The smile on the young man's
face reveals that the burden has been lifted off his chest, that the father shows understanding,
which is subsequently visually expressed by their tender embrace, smiles and the father's patting
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his son's shoulder to comfort him (6.3 to 6.7), all of which reflects line 2 of the second verse, "As
fear grows, please hold me in your arms". The young man's wet cheeks clearly display his fear and
pain, but in the end his anger and frustration are swept away by his father's unconditional love,
mirrored in his caring expression and embrace. The picture of the two men comforting each other
segues into a last look at the young man's boyhood, which in view of his impending death seems
extremely sad. However, the fact that he has made his peace before dying makes the look back
less painful and even displays a slyly grinning little boy facing the camera as the clip's last image. .
The reappearance of the little boy and the repeated close-ups of Elton John's face throughout the
clip can be considered two visual hooks, which liven up and enhance the visual narrative set in the
hospital room.

To conclude, we may point out that "The Last Song" is doubtlessly the structurally more
complex clip, whereas "Morningside" stands out for its exceptional symbolism. While "The Last
Song" is a promotional clip, which was released parallel to the single, the "Morningside" clip was
only put out as part of a TV special and received no individual airing on TV (MTV and VH-1
were yet to begin transmission). But we have seen that both clips inevitably make the viewer
aware of the songs' message - be it by means of illustration or intentional disjuncture. Also, both
recreate and to a lesser extent forge the two singers' personae by putting emphasis on their
already promoted images and elaborating on those individual traits. It is necessary to stress at this
point that both Neil Diamond and Elton John became popular at a time when video clips in their
modern conception as independent pieces of art were non-existent, so that the singers' respective
personae were created around the characteristics of their music, album cover shots, live concerts
and published interviews rather than TV appearances. Nowadays, the situation is usually reversed:
new acts become well-known for their videos before the audience is actually exposed to other
media presenting the newcomers. Thus, for established pop stars, such as Neil Diamond (since the
mid-60s) and Elton John (since the early 1970s), video clips may not boost their careers and
images the way new acts experience TV exposure.
Neil Diamond has produced no more than three or four video clips in the 1980s and 90s, while
Elton John releases a clip with practically every single he puts out. In contrast to Diamond, who
seems content with the extremely loyal following he has attracted over the first two decades of his
career, John always reaches a new, younger audience with the help of TV exposure on MTV and
VH-1, which may partly account for the fact that he is still a potent hit singles writer on the
American Top 40, whereas Diamond has not had a Top 40 hit since 1983's "I'm Alive" (number
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35) and nowadays only charts on the AC format. In any event, Andrew Goodwin's (1993: 98- U 7)
argument that video clips are a major force behind the forging of a star persona should be
modified to only include new acts, that is, pop singers and groups who rose to the surface no
earlier than 1981 when MTV began transmission in the United States on August 1.

CONCLUSION
The main purpose of this work is to show the many layers of popular music, the diverse
components each individual pop song is built upon. Hence, the primary perspective for me was
the analysis of the work-immanent ("neutral") level, and here especially the synergy between the
words and the music of particular songs, and how this combination is achieved.
The detailed analysis offered in this study serves to illustrate the numerous ways in which
singer-songwriters secure the listeners' emotional identification with their music - ranging from a
sensitive and touching or aggressive vocal delivery to the wailing sound of electric guitars and the
sentimental and whining quality of a string section. Rhymes, simile, parallelisms, alliterations, runon-lines and symbolism are as important in a well-crafted and smooth song lyric as in any poem;
the distinction between purely denotational words and key words carrying various connotations
does not merely apply to prose and poetry in the literary tradition but can also be adapted for
song texts. Yet, similar to the setting to music of poems, the musical element of language
(intonation, stress of key words) is taken advantage of in any kind of song, including popular
music; the melody, rhythm and arrangement of a song ideally add to the natural flow of the words,
highlight certain rhymes and key words, and therefore furnish the song with supplementary layers
of connotation. The music as well as the symbolic usage of words attribute to what is referred to
as the "openness" of a musical piece and make various interpretations possible.
All songs in this study are written in colloquial, everyday English, as is reflected in the frequent
use of direct speech, slang expressions and sentence structures belonging in the category of
spoken English. These features render the songs more authentic and make them appear less
mediated through the songwriters.
Different musical and lyrical characteristics, such as modified harmonic progressions, melody,
rhythm, arrangement, tessitura, and a change in linguistic register, usually provide some contrast
between the individual sections of a song (verse, chorus, bridge, etc.). Pedal points, offbeats, high
or low pitches, sustained chords and descending melody and bass lines are frequently used to
denote tension, excitement and emotion, and are part of what is referred to as prosody or "word
painting".
The following table serves to illustrate once more the most prominent characteristics of each
song discussed in this thesis.
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Song
(Length)

Key

Musical particularities

Brooklyn
Roads
(3:39)

Cmaj.

moderately fast; dominant
rhythm and string sections;
many offbeats
guitar figure; no real hook;
many non-diatonic chords;
fairly dissonant melodyharmony relationship
lively melody; emotional,
passionate and poignant
vocal delivery
four-note motif
vocal range of a twelfth
(g-d")

In the
Ghetto
(2:46)

Amaj.

moderately fast; medium
folk beat

Luka
(3:51)

Fmaj.

Realization of the musical Mood
characteristics in the lyrics provided by
both music
and lyrics
mostly one- and two-syllabic melancholy,
words; many alliterations;
wistful,
tight, irregular rhyme scheme sentimental
choruses have different
nostalgic,
words; many images
woeful look
back at
childhood and
youth
description of family life,
school, childhood dreams,
tension, street life

I-he/she/they-relationship
description of the fast
development of events; many
parallelisms; sometimes
music is in contrast to lyrics
description of tension,
aggression, dead-end life,
criminal deeds

no chorus, but a prominent
hook; fairly dissonant
melody-harmony
relationship
vivid melody; many line-end regular rhyme scheme
melismas; emotional
passionate vocal delivery
three-note motif
vocal range of a tenth
(a-c#")
he-they/you relationship;
audience is addressed directly
folk-rock beat; many
description of the boy's
offbeats; sparse
agitated state, his instability
arrangement
no chorus
very repetitive, yet
tightly-knit rhyme scheme;
constantly moving melody; parallelisms
repetitious harmonic
description of the emotional
progression; fairly dissonant wasteland of an abused child,
melody-harmony
his ups and downs, distrust
relationship; strong, cutting
vocal performance
two-note motif
vocal range of a ninth
(f-g")
I-you relationship

dark, sad,
depressing;
frustration,
pain, death
description of
the preordained
life of a child
born in a
ghetto; death

frustration,
anger, pain
cry for help of
an abused boy
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Shilo
(3:23)

Mama's
Arms
(3:00)

Ode to
Billy Joe
(4:10)

Cmaj.

moderately fast (3+3+2/8
rhythm); flavorful guitarbass-percussion-string
arrangement; many tempo
changes
lively melody line, many
striking melodic leaps in the
verses; monotonous chorus;
passionate, woeful vocal
performance
four-note motif
vocal range of a thirteenth
(g-e")

music contradicts the
downbeat lyrics to a large
extent

despair, pain,
isolation,
frustration

description of the boy's
agitated state, his hopes,
fears and frustrations
tight rhyme scheme (many
false rhymes)

portrait of a
neglected boy
and his search
for a friend

I (you)-she/you relationship
Dmaj. slow ballad; piano-vocal
description of a funeral,
arrangement
people's reactions
regular rhyme scheme, some
poetic images/expressions
no chorus, but a distinctive reinforcement of the tragic
hook
loss, tender image
fairly monotonous,
several parallelisms
downbeat melody;
description of sad events, the
consonant melody-harmony cycle of life and death
relationship; very tender,
emotional vocal delivery;
prominent backup vocals
four-note motif
vocal range of one octave
(a-af)
you-they relationship
alter- bluesy, folk-rock; guitarone- and two-syllabic words
nating based; syllabic rhythm
almost exclusively (except
harmo- except for the melismatic
for proper names); many
cadences; many offbeats
ny
alliterations; tight regular'
rhyme scheme
description of the
no chorus, no real hook
highly repetitive melody;
monotonous life in the
unsettling vocal delivery
Mississippi Delta
two-note motif
vocal range of a twelfth
(a-e")
I-he/she relationship

sadness,
despair, grief,
pain
death of the
protagonist's
mother

depressing,
monotonous,
dark; death,
suicide
indifference of
people to
another
person's fate
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My
Hometown
(4:33)

Amaj.

steady rock beat; guitartight rhyme scheme, many
anchored; moderately slow; inner rhymes; some images;
many offbeats
prominent title
monotonous melody; many
pedal points; raspy,
emotional vocal delivery

description of economic and
racial tension, unemployment; regretful look back

depression,
tension,
roughness,
frustration
description of
the economic
decline of a
small US town

three-note motif
vocal range of an eleventh
(a-d")
Cat's in
the
Cradle
(3:29)

I Am ... I
Said
(3:32)

Fmaj.

steady folk-rock beat;
moderately fast; guitarbased, enhanced by a string
section and drums
fairly monotonous melody;
thoroughly consonant
melody-harmony relationship; many non-diatonic
chords, many accidentals;
emotional vocal delivery
two-note motif
vocal range of an octave
(c'-c")

I-they/he/she relationship
sophisticated rhyme scheme; dark, gloomy,
many run-on lines; many
downbeat;
alliterations
tension,
frustration
a great number of images
estrangement
of father and
son
description of the boy's
frustrations

I-he relationship
Bbmaj. slow tempo, guitarsophisticated rhyme scheme, majestic, yet
anchored, enhanced by
many two-rhymes, tight inner intimate,
melancholy,
string and horn sections,
rhyme scheme
painful,
percussion, bass; several
haunting,
meter changes from 4/4 to
desperate
2/4
gentle, subdued guitar
protagonist's
figure
search for
monotonous melody in the many images, metaphors
identity; cry for
verses, fairly agitated
help
description of the hero's
melody in the chorus,
longing for acceptance of his
dramatic leaps; thoroughly emotional ups and downs, his
consonant melody-harmony despair and frustrations in
relationship; emotional,
search of his own self
sensitive, powerful vocal
performance
one-note motif
vocal range of a thirteenth
(g-eb11)
I-you relationship; audience
is addressed directly
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Nowhere
Man
(2:42)

Bird on
the Wire
(3:24)

Like a
Rock
(5:50)

Emaj.

Dmaj.

moderately slow; guitarbass-percussion
arrangement
a cappella introduction
highly repetitious,
monotonous melody,
contrasted by some leaps
and more movement in the
chorus; clear vocals
four-note motif
vocal range of an octave
(e'-e")

fairly slow ballad; slow
Gospel Waltz tempo (3/4);
sparse guitar-bass
accompaniment; many
melismas
a cappella introduction
vivid melody, intervalic
leaps; fairly dissonant
melody-harmony
relationship; downbeat,
depressing, croaky vocal
performance
three-note motif
vocal range of a tenth
(d'-JSO

tightly-knit rhyme scheme;
highly repetitive lyrics

pessimistic,
desperate

focus on the description of
"Nowhere Man", of his
numb, apathetic state and his
inability to act

portrait of a
secluded,
estranged,
lonely man

he-you/me relationship
confusion about point of
view
poetic, yet
highly poetic lyrics, many
images, symbols, metaphors, dark, gloomy,
simile and parallelisms; tight pensive
rhyme scheme
description of the hero's
struggle for freedom,
satisfaction

I-you (thee) relationship
several parallelisms;
glorification of youth
many short linguistic phrases,
extremely short musical
practically no full sentences
phrases
longing for past strength,
extensive use of the tonic
pedal point; fairly dissonant idealism; contrast of the hero
as a young man and as an
melody-harmony
adult;
comparisons mirror the
relationship; raunchy,
uneven music
strong vocal delivery

Abmaj. moderately fast rock ballad

three-note motif
vocal range of a fourteenth
(db'-c111)
"lyric I" at the center

portrait of a
torn,
dissatisfied
protagonist,
searching for
personal
fulfillment

energetic, yet
depressing,
woeful
description of
the disillusionment and
disappointment
of the hero in
himself
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Eleanor
Rigby
(2:04)

The Last
Song
(3:19)

Phry- moderately fast pop ballad;
gian
string-quartet dominated;
Church many syncopations
mode
melody glides up and down
the scale smoothly and
uneventfully; emotional, sad
vocal performance
four-note motif
vocal range of an eleventh
(e'-a")

Cmaj.

slow tempo, pianoanchored ballad, enhanced
by synthesized strings and
dark drum beats
many major leaps in the
melody; overall downward
movement; emotional,
dramatic vocal delivery

same number of syllables in
each verse; regular rhyme
scheme; many rhetorical
questions, some symbols
portrait of two people's
uneventful lives, their
solitariness, helplessness and
passivity

melodramatic,
dark,
pessimistic
description of
lonely people
and their
wasted lives

he-she relationship; audience
is addressed directly
some symbols, simile, poetic grand, yet
expressions, parallelisms;
dramatic, sad;
regular rhyme scheme
hopelessness,
anger
description of the hero's
description of
tormented, agitated state of the fear of
mind, his despair and
dying of a
frustration
young AIDS
victim

two-note motif
vocal range of a fifteenth
(g-f)
Morning- Emaj.
side
(4:17)

I-you relationship
moderately slow pop ballad; regular rhyme scheme, some
guitar-bass-string
symbols, alliterations, poetic
arrangement
expressions
fairly vivid melody, some
description of an old man's
major leaps; harmonic
passing, his unfulfilled hopes
and dreams, his quiet life
progression and rhythm
reflective of classical music; dedicated to his children
consonant melody-harmony predominantly negatively
connoted words
relationship; touching,
emotional vocal delivery
two-note motif
vocal range of a thirteenth

fe#-e")
he-they/I (narrator) relationship

majestic, yet
pensive, sad,
requiem-like
death of an old,
lonely man,
abandoned by
his family and
society in
general
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The
Living
Years
(5:32)

Abmaj. fairly fast rhythm in the
verses, slow chorus; overall
synthesized sound; rock
beat
predominantly descending
melody; extremely
dissonant melody-harmony
relationship; powerful,
driving vocal delivery
three-note motif
vocal range of an eleventh
(e'-f)

tight rhyme scheme; many
parallelisms; mostly
monosyllabic words in the
chorus
mostly negatively connoted
words
description of the narrator's
guilt and frustration about his
father's death

haunting,
regretful

reconsideration
of the
generational
conflict

I-he/you relationship;
audience is addressed directly
Dmaj.
folk
ballad,
moderately
fast;
many rhetorical questions,
depressing,
Streets of
London
guitar-bass dominated,
symbols, alliterations; tight
dark, hopeless,
(4:30)
enhanced by the sound of a rhyme scheme
melancholy,
harmonica
resigned
melody moves up smoothly, description of the loneliness, portrait of old
leaps down; predominantly despair, isolation and poverty people living in
of old people
descending bass line;
London,
very
realistic
portraits
sophisticated chord
representative
progression and harmonic
of society in
rhythm; sad vocal delivery;
general
prominent backup vocals
two-note motif
vocal range of an octave
(a-a')
I-you/he/she relationship;
audience is addressed directly
Someone Cmaj./ moderately fast, steady
many one- and two-syllabic tense, agitated;
Who
Emaj. beat; dominated by electric words; numerous run-on
reassuring at
guitars, keyboards,
Believes
lines, parallelisms; tight
times
synthesizers and percussion rhyme scheme, many twoin You
rhymes
(4:13)
direct arranger's modulation
overall
predominantly descending foregrounding of the
negative
attitude toward
melody lines, many leaps;
negative aspects of show
show business;
business;
contrasting
of
the
thoroughly consonant
value of money and material emphasis on its
melody-harmony
fickle nature;
possessions with more
relationship; strained, yet
advice to a
powerful vocal performance spiritual values
novice
three-note motif
vocal range of a thirteenth
(a-f)
I-you relationship
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Stargazer Cmaj.
(2:41)

Dixielandish, brassdominated, jazzed-up
rhythm
lively melody, many
melodic jumps; passionate,
energetic vocal delivery

many one- and two-syllabic
words, parallelisms; tight
rhyme scheme
description of the fickleness
of show business

vivid, tense,
hectic
overall
negative
attitude toward
show business;
advice to a
newcomer

two-note motif
vocal range of an octave
(d'-d")
Candle in Emaj.
the Wind
(3:47)

piano-anchored ballad,
dramatic arrangement
melody gently moves up
and down within most
musical phrases; gentle,
pensive vocal delivery

I-you relationship
dramatic symbolism, some
romantic images; idealistic
descriptions
description of the ups and
downs in Monroe's life

grand, sad,
pensive
negative
attitude toward
the exploitative
nature of show
business

two-note motif
vocal range of a thirteenth
(b-g#")
The
Entertainer
(3:38) '

Gmaj.

I-you relationship
fast rock beat, rich, building many one- and two-syllabic
arrangement; pianowords; quick succession of
dominated
phrases and sentences;
tightly-knit rhyme scheme
no chorus
musical figure: synthesized foreshadowing of the
sound of sirens
struggle for survival in show
business
monotonous melody, only description of the repetitious,
few intervallic leaps; fairly boring life in the music
dissonant melody-harmony business, the quest for money
relationship; aggressive
description of the
vocal delivery
entertainer's struggle for
success, the price he pays
four-note motif
vocal range of a tenth
(d'-fT)
I-you/they relationship

tense,
aggressive;
frustration
utterly negative
attitude toward
the music
business
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Holiday
Bbmaj. moderately fast; steady
Inn Blues
percussive rock beat;
(3:16)
guitar-based
no chorus, but a distinctive
hook
vivid melody; many
accidentals, melismas and
offbeats; downbeat,
resigned vocal delivery
four-note motif
vocal range of a tenth
(bb-eb")
Piano
Man
(5:36)

The Gift
ofSong
(2:22)

Cmaj.

Cmaj.

steadily flowing waltz
rhythm (3/4); pianoanchored
vocal figure
repetitious, yet vivid
melody; quick harmonic
rhythm; emotional,
energetic vocal delivery
four-note motif
vocal range of a fourteenth
(a-g")
fairly slow, piano-anchored
ballad; gentle guitar-basspercussion accompaniment
gently flowing melody
predominantly ascending
bass line; mainly consonant
melody-harmony
relationship; warm,
emotional vocal delivery
three-note motif
vocal range of a twelfth
(c'-f)

tight rhyme scheme;
description of the musicians'
rough, burdensome life on
tour

ironic, sarcastic
description of the hassles,
frustrations musicians are
confronted with on the road

I-they relationship
tight rhyme scheme, many
inner rhymes, alliterations
expression of joy
description of a bar scene;
praise of the liveliness and
power of music

I-he/she/they relationship
romantic imagery; poetic
language, simile; regular
rhyme scheme
description of the peaceful,
calming and at the same time
emotionally uplifting quality
of music

I-you relationship

downbeat,
desperate,
tense;
frustration
negative
attitude toward
touring;
emphasis on
positive aspect
of performing

pensive,
melancholy,
celebratory
description of
the beauty and
power of music

peaceful, quiet,
tender, graceful, romantic
emphasis on
the beauty and
emotional
power of music
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Beautiful
Noise
(3:24)

Dmaj/
Cmaj.

uptempo, vivid rhythm;
exceptionally great number
of syncopations
introduction features
recorded street noise
pivot chord modulation
mainly ascending, lively
melody lines; constant
alternation between
consonant and dissonant
melody-harmony relationships; vigorous, dynamic
vocal performance
four-note motif
vocal range of a twelfth
(g-d")

Free
Electric
Band
(3:25)

Cmaj.

moderately fast, harsh,
briskly moving rhythm;
guitar-percussion
dominated
highly repetitive melody,
harmonic progression and
phrase length; rough, tense
vocal performance

regular, tight rhyme scheme; vivid, uplifting,
many alliterations,
joyful,
comparisons and visual
energetic
images
celebration of
the emotionally
satisfying
description of the liveliness
creative
of music and city noise
process of
emphasis on the
writing music;
unpredictability of the
glorification of
creative process, on life's
positive and negative aspects city noise and
life in general

I-it (noise/music) relationship
regular rhyme scheme, many
alliterations; description of
the exciting, unpredictable
life of musicians
description of the
monotonous, dull life many
people lead, their lack of
flexibility; contrasted with
the idealized life of musicians

energetic,
dynamic

description of
rock music as a
liberating force
against the
mainstream

five-note motif
vocal range of a ninth
(g'-a")
Leader of Abmaj. slow ballad; dominated by
as acoustic guitar-bass
the Band
arrangement
(4:48)
very irregular song
structure
Sousa's Washington Post
March is quoted on the
bridge (brass band)
fairly vivid melody, many
intervallic leaps; thoroughly
consonant melody-harmony
relationship; sensitive,
sentimental vocal delivery
five-note motif
vocal range of an eleventh
(eb'-ab")

I-they relationship
long, descriptive story song;
poetic language; regular
rhyme scheme
irregularity in part
compensated for by wellcrafted lyrics

lively, realistic, yet tender
characterization of the
narrator's father; description
of their utterly peaceful,
affectionate relationship

I-he (you) relationship

grand,
celebratory, yet
intimate, gentle

music is
described as
providing an
eternal bond
between people
and as a means
of
communication
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It is interesting to note that most songs in this study do not run over five minutes; most stay
within the four-minute time limit (18), five of them are even shorter than three minutes. Only nine
songs go beyond four minutes, three of them last for over five minutes. This finding is
representative of popular music in general and is indicative of the limited amount of airplay
individual songs get on the radio.
Similarly, the song titles encompass no more than four words, with the exception of one fiveword title. Four songs have one-word titles, eight contain two-word titles; three- and four-word
titles are equally popular, appearing in seven songs each. The shortness of song titles facilitates
their memorability among the listeners and makes it easier for the songwriters to embed the title in
different contexts within the song.
Although this study cannot and does not desire to refute the argument that popular music is
built on a powerful beat, rhythm and fast tempo to invite people to dance, it nevertheless serves to
illustrate how insightful and critical some mainstream songwriters are of the social situation
around them. The detailed analyses help to describe the way these songwriters achieve social
awareness among their listeners without adopting the raw aggressiveness dominant in today's rap
and heavy metal styles. Mainstream artists do not necessarily shy away from engaging, driving
rhythms and are not usually the antithesis of "hip" rock and heavy metal acts, but they tend to put
their message into words and musical styles acceptable to the great majority of people. They do
not threaten established laws and conventions the way more marginal rock, rap or punk artists do,
and therefore achieve a higher degree of accessibility and acceptability. Provided that pop/rock
music serves as a groundbreaking means of social and political change at all anymore, I am
inclined to believe that it is ultimately mainstream pop and rock artists, such as Bruce Springsteen,
John Mellencamp and Elton John, who accomplish social awareness, simply because their music
appeals to a considerably larger and more heterogeneous audience. Rap, punk and heavy metal
seem more like self-contained systems rather than vehicles for political, social or cultural change,
as they talk about the frustrations and hopes of particular ethnic and social groups, and
consequently rarely ever attract an audience other than the specific groups they depict in songs.
Anarchy, civil disobedience and violence are frequently seen as the only way of bringing about a
change, which is often manifest in riots at live concerts as well, whereas more mainstream pop
and rock acts are more moderate in their formulation of social criticism and hardly ever provoke
brawls among their audience.
In conclusion, I would like to point to some fields in which popular music may be used
successfully. The discussion of pop and rock music in the classroom may encourage students to
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overcome their reluctance and fear to comment on literary works. The high standard of the
respondents' associations with Neil Diamond's "I Am ... I Said", a psychologically complex song,
is enough proof to state that the greater accessibility of pop/rock music - that is, the kind of music
primarily directed at teenagers and young adults - reassures the students of their ability to provide
an insightful content analysis of a work of art. This newly found trust and reliance on their skills
may in the following cause them to be more daring and ready for discussions of prose and poetry.
Thus, the use of pop in the school and college classroom also has a psychological function.
We should not overlook the fact that the discussion of pop songs may be extremely useful in
second language teaching as well. Popular music is a medium almost every high school student is
familiar with and attracted to, so that the motivation to understand what is being said in
contemporary songs - no matter how banal and trite the message - is considerably higher than
with traditional literary texts and poems. I am by no means suggesting the replacement of
literature by popular song lyrics; on the contrary, I am trying to revive the employment of
authentic literary texts in schools and hereby consider popular music an important and powerful
instrument in getting the second language students' attention and making them more accessible to
literature in general. The linguistic value of popular songs should not be ignored, either; most
songs are written and performed in English - mainly by native speakers of English - and most
popular singers employ the familiar register, so that pop/rock songs constitute a very real means
of familiarizing students with colloquial English, different accents within the English language,
pointing out slang expressions or the poetic usage of certain words.
In music education, the impact of popular music is yet to be folly discovered and cherished as
well. Here, too, the motivation to appreciate music would be drastically increased among
teenagers if music teachers drew more on the various styles of popular music rather than the vast
classical repertory exclusively. Pop music serves just as well to illustrate the basic and more
sophisticated musical phenomena and would certainly encourage young students to make music
themselves.

GLOSSARY of MUSICAL TERMS

a cappella: Without accompaniment.
acciaccatura: A short grace note played simultaneously with the principal note and released
immediately.
accidental: A musical symbol, indicating a sharp, double sharp,_/7a/, double flat, or natural
preceding any note. Also a note thus altered.
ad libitum, ad lib.: The performer may improvise freely, omit a part, or vary the tempo.
alteration: The raising or lowering of a note by means of an accidental.
AOR: "Album-Oriented Rock".
appoggiatura: An accented nonharmonic note that resolves (stepwise) to a harmonic note.
a tempo: Return to the original tempo.
backbeat, afterbeat: Accents on normally weak beats (on 2 and 4).
ballad: 1) A story song, often with many verses and a long, rather heavy narrative. Ballads
frequently lack a chorus (e.g. "Ode to Billy Joe"). 2) Any song dealing with love or
romance, usually in slow tempo.
bar: A synonym for measure; the space between two bar lines.
beat: The rhythmic unit of time.
bridge: A transitional passage; a contrasting section; also called release or channel.
C&W: "Country and Western", or merely country.
cadence: The melodic or harmonic ending of a piece or the sections or phrases therein. A
sequence of chords that feels like a conclusion. Traditional cadences include. 1) authentic (or
perfect): V-I; 2) plagal: IV-I; 3) deceptive: V-VI; 4) half (or imperfect): I-V, or IV-V; 5)
modal: bVII-I, or bll-I.
chord: Three or more notes sounded simultaneously (see triad).
chorus: A synonym for refrain; the section of a song that returns with unvarying melody and
lyric, as contrasted to verse.
chromaticism: The use of notes {accidental tones) falling outside the prevailing diatonic scale.
coda: A synonym for tag. A closing segment designed to give the song more impact. Usually four
or eight bars long.
crescendo: Gradually growing louder.
degree: A note of a scale, identified by number.
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diad: A chord of two notes.
diatonic: The notes indigenous to a key in a major or minor scale (eight tones). The opposite of
chromatic.
Dobro: Trademark name for a guitar with a circular metal resonator on the belly and an internal
tone chamber.
dominant: The fifth degree of the diatonic major and minor scale. The V has a tendency to
resolve to the tonic on the first degree of the scale.
downbeat: 1) The first beat of a bar, usually implying an accent. 2) A synonym for "depressing".
easy listening: A category of popular music that features gentle, constrained, mostly low-decibel
songs. Sometimes also called MOR, or middle-of-the-road.
fade: A repeated final phrase or section of a song that is repeated over and over with diminishing
volume until it disappears.
figure: A small group of notes or a phrase (see motif).
flat: The flat symbol b, lowering the pitch by a semitone.
folk-rock: A message with a beat. Fusion of a composed folk song with the trappings that
comprise rock: an electric guitar rather than an acoustic, etc..
grace note: An ornamental note, usually played quickly before the beat.
ground bass: A bass line that is repeated constantly throughout a piece; a synonym for ostinato.
half step: The smallest interval in common use. There are 12 half steps in an octave.
hard rock: An outgrowth of rhythm and blues that evolved into heavy metal. Hard rock has a
hard, driving, shouting sound usually built on the classic 12-bar blues.
harmonic progression: Movement from one chord to another chord.
harmonic rhythm: The rate at which harmony changes within a musical phrase; the rate of
movement from one chord to the next.
heavy metal: Blues generally played stridently, transforming reverb, echo, feedback, and
fuzztones into an overwhelming experience. Heavy metal often employs macho singing and
deafening decibels.
hook: The most memorable fragment of a song; a repetitive phrase, usually in the chorus of the
song, that catches the listener's attention. A hook may be lyric, melodic, or rhythmic, or a
part of the back-up.
interval: The distance between two notes.
introduction: The preparatory section, movement, or phrase of a piece.
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inversion: 1) Chordal: a chord that has as its base a tone other than its root. 2) Melodic: the
change of every ascending interval into the corresponding descending interval, and vice
versa. 3) Intervallic: transferring a lower note of an interval an octave higher, or a higher
note an octave lower.
key: The tonic center based on the tonic note of the scale.
leading note/tone: The seventh degree of the diatonic scale; so called because it leads smoothly
back into the tonic.
Leitmotif: Recurring theme (e.g. a guitar figure, riff, etc.).
lip-synch: A technique much used at outdoor events and on TV in which an artist merely mouths
the words to a prerecorded recording.
mainstream: Music that goes along with a prevailing current trend.
major: Used in music theory to describe intervals, chords, and scales.
major chord: A triad composed of a root, major third, and perfect fifth.
major scale: A diatonic scale in which the half steps occur between the third and fourth, and
seventh and eighth degrees (see scale).
measure: A synonym for bar.
melisma: Several notes sung to one syllable.
meter: 1) A framework for rhythm determined by the number of beats, the time value of those
beats, and the accents thereof. 2) In verse, the pattern of long and short syllables.
middle-of-the-road: seeMOR.
minor: Used in music theory to describe intervals, chords, and scales.
minor chord: A triad composed of a root, minor third, and perfect fifth,
minor scale: A diatonic scale in which the half steps occur between the second and third, and
fifth and sixth degrees (see scale).
mode: A type of scale with a specific arrangement of intervals; e.g. Church modes, such as
Aeolian (= natural minor scale), Ionian (= major scale), or Phrygian.
modulate, modulation: To change keys; the transition from one key to another within a piece.
MOR: "Middle of the Road". A genre of songs in relaxed tempo with a smooth and very
prominent melody. Sometimes also referred to as easy listening.
motif, motive: A short melodic pattern or musical idea, a series of notes that is set in a rhythm
that will be used again and again in various ways throughout the song.
natural: 1) A note that is neither flat nor sharp. 2) The sign that indicates such a note (^).
offbeat: An accent on beats other than strong.
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ornaments: Melodic embellishments, either written or improvised (e.g. grace notes,
appoggiatura).
ostinato: A repeated musical figure, rhythmic pattern, or motif, most often occurring in the bass.
paraphrase: A kind of variation; the repetition of a musical phrase or melody in a substantially
different form.
pedal point/tone: A sustained note, usually in the bass, about which other voices move.
period: A division of the musical line encompassing a complete thematic idea or melody, usually
ending on a tonic cadence. It is comparable to the sentence in literature.
phrase: A musical idea; a natural unit of a melodic line. It is comparable to a literary phrase.
Smaller musical units are motifs and figures, larger divisions are periods and movements.
phrasing: In popular music, delivering a melodic line; the way a singer places accents, alters the
rhythm, joins notes together.
Phrygian: A medieval mode, starting on the third degree of the diatonic scale, whose half steps
fall between the first and second degrees, and fifth and sixth degrees (see mode).
pickup: Introductory note or notes preceding the first strong beat of a new measure.
pitch: The highness or lowness of a note, as determined by its frequency.
pivot chord: When modulating, a chord that is common to both the old and new keys.
pop rock: An enduring form of rock, usually with a strong hook.
primary chords: The tonic, subdominant, and dominant chords of a key.
progression: Movement from one chord to another chord.
prosody." The blending of words and music.
R&B: "Rhythm and Blues". A form of popular music that evolved in the 1940s, characterized by
heavily syncopated dance rhythms and blues scales. The roots of rock'n'roll.
range: A vocal palette. The notes, from the lowest to the highest, that a voice or instrument may
be capable of producing.
refrain: A synonym for chorus.
resolution: The progression of chords or notes from the dissonant to the consonant or point of
rest.
reverb, reverberation: An electronic effect that imitates the persistence of sound in a room (e.g.
echo).
rhythm: The pattern of long and short note values in music.
riff: A short, repeated melodic pattern.
ritardando: Becoming gradually slower.
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rock: The most prevailing form of popular music after 1950. Rock stresses an eight-to-the bar
rhythm with a strong backbeat, while most popular music insists on a straight 4/4. Rock is
purer and simpler harmonically. It emphasizes sensuality and energy, whereas pop is
concerned with the expressivity and beauty of the melodic line (cf. Citron 1985: 320).
rock'n'roll: A form of pop music that evolved in the mid-1950s from rhythm & blues,
characterized by strongly accented backbeats and youth-oriented lyrics.
rolled chord: A chord in which the notes are played consecutively, rather than struck
simultaneously; also referred to as "arpeggio".
root: The fundamental note (I) of a chord or a scale.
scale: A progression of notes in a specific order.
sequence: The repetition of the same melodic or chordal pattern on a different pitch.
sharp: The sharp symbol #, indicating to raise the note one half step.
sheet music: An individually printed song, most often for voice, piano, guitar, or a combination
of the three.
soft rock: A gentler, more melodious type of rock.
song forms: The organization of sections of a song, represented by letters that depict similar and
contrasting sections: ABA, AABA, ABC, etc..
step: Melodic movement of one or two semitones.
strophic: A song in which all the verses are sung to the same melody. The song may or may not
include a refrain or chorus section. Most popular songs are strophic.
subdominant: The fourth degree of the diatonic scale.
sweetening: In recording, to add "sweet" instruments, such as brass or strings, to an existing
vocal or rhythmic track. Sweetening may also include adding effects, such as reverb, to
create a more lush sound.
syllabic: Vocal music in which each syllable of text is sung to one note.
syncopation: The placement of rhythmic accents on weak beats or weak portions of beats. In pop
and rock music, some of the most consistently used syncopation figures include the
anticipation beat and the backbeat.
tempo: The pace of a piece of music.
tessitura: The average highness or lowness in pitch of a vocal piece.
texture: The number of parts (voices) in a piece and their relationship to one another.
theme: 1) The musical subject of a piece (usually a melody). 2) An extramusical concept behind a
piece.
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tonality: The relationship of a piece to a tonic note; the scale or key of composition.
tonic: The first degree (I) of the scale, also called "keynote".
triad: A chord of three notes: root, third, fifth.
triplet: Three notes that are played in the time of two notes of equal value.
tritone: Three whole notes, as in the internal of an augmented fourth or diminished fifth; a strong
dissonance.
upbeat: 1) The unaccented beat of a measure. 2) A synonym for pickup. 3) A synonym for
"happy" or up-tempo.
up-tempo: fast; a quick pace, usually indicated by <[.
variation: The modification of a theme, figure, or passage by means of melodic, rhythmic, or
harmonic changes.
verse: In popular music, the stanza, which tells the story of the song, changing with each repeat.
word painting: The technique of portraying musically the meaning of specific words or phrases
of text. For instance, the word "climbing" might be set with ascending notes, and the word
"high" might occur on a high note.
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SONG LYRICS
In the Ghetto (Mac Davis)
As the snow flies
On a cold and gray Chicago mornin'
A poor little baby child is born
In the ghetto
And his Mama cries
'Cause if there's one thing that she don't need
It's another hungry mouth to feed
In the ghetto
People, don't you understand
The child needs a helping hand
Or he'll grow to be an angry young man some day
Take a look at you and me
Are we too blind to see
Or do we simply turn our heads and look the other way?
Well, the world turns
And a hungry little boy with a runny nose
Plays in the street as the cold wind blows
In the ghetto
And his hunger burns
And he starts to roam the streets at night
And he learns how to steal and he learns how to fight
In the ghetto
And then one night in desperation
A young man breaks away
He buys a gun, steals a car
Tries to run, but he don't get far
And his Mama cries
As a crowd gathers round an angry young man
Face down in the street with a gun in his hand
In the ghetto
And as her young man dies
On a cold and gray Chicago mornin'
Another little baby child is born
In the ghetto

Luka (Suzanne Vega)
My name is Luka
I live on the second floor
I live upstairs from you
Yes, I think you've seen me before
If you hear something late at night
Some kind of trouble, some kind of fight
Just don't ask me what it was
Just don't ask me what it was
Just don't ask me what it was
I think it's because I'm clumsy
I try not to talk too loud
Maybe it's because I'm crazy
I try not to act too proud
They only hit until you cry
And after that you don't ask why
You just don't argue anymore
You just don't argue anymore
You just don't argue anymore
Yes, I think I'm okay
(I) walked into the door again
(Well), if you ask that's what I'll say
And it's not your business anyway
I guess I'd like to be alone
With nothing broken, nothing thrown
Just don't ask me how I am
Just don't ask me how I am
Just don't ask me how I am
My name is Luka
I live on the second floor
I live upstairs from you
Yes, I think you've seen me before
If you hear something late at night
Some kind of trouble, some kind of fight
Just don't ask me what it was
Just don't ask me what it was
Just don't ask me what it was
They only hit until you cry
And after that you don't ask why
You just don't argue anymore
You just don't argue anymore
You just don't argue anymore
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Shilo (Neil Diamond)
Young child with dreams
Dream ev'ry dream on your own
When children play
Seems like you end up alone
Papa says he'd love to be with you
If he had the time
So you turn to the only friend you can find
There in your mind
Shilo, when I was young
I used to call your name
When no one else would come
Shilo, you always came
And we'd play
Young girl with fire
Something said she understood
I wanted to fly
She made me feel like I could
Held my hand out and I let her take me
Blind as a child
All I saw was the way that she made me smile
She made me smile
Shilo. when I was young
I used to call your name
When no one else would come
Shilo, you always came
And you'd stay
Had a dream and it filled me with wonder
She had other plans
"Got to go, and I know that you'll understand"
I understand
Shilo, when I was young
I used to call your name
When no one else would come
Shilo, you always came
Come today

IV

Mama's Arms (Joshua Kadison)
Going back to a tender age
So full of confusion and rage
Daddy says, "Boys, your Mama's gone"
There's a hand on your shoulder as you're throwing dirt
Someone says, "Time heals the hurt.
Little man you got to keep on keepin' on"
But all you want is Mama's arms
You ride back home in a limousine
The saddest car that you've ever seen
Your brother cannot look you in the eye
Lightning strikes, thunder roars
An early winter in that heart of yours
But you swear you won't let them see you cry
'Cause all you want is Mama's arms
The neighbors come and bring you pies.
Endless words and futile sighs
And you run up to your room and lock the door
And there you are in your Sunday best
The way your Mama would have had you dressed
And you realize it doesn't matter anymore
'Cause all you want is Mama's arms
"Round and 'round and 'round it goes
The seasons change, the young boy grows
To understand it's all part of some plan
You used to wonder what it's all about
Now those are questions you can do without
You laugh them off and do the best you can
But all you want is Mama's arms
All you want is Mama's arms

V

Ode to Billy Joe (Bobbie Gentiy)
It was the third of June, another sleepy, dusty delta day
I was out choppin' cotton and my brother was bailin' hay
And at dinner time we stopped and walked back to the house to eat
And Mama hollered at the back door, "Y'all remember to wipe your feet"
Then she said, "I got some news this mornin' from Choctaw Ridge
Today Billy Joe McAllister jumped off the Tallahatchee Bridge"
Papa said to Mama, as he passed around the black-eyed peas
"Well, Billy Joe never had a lick o' sense, pass the biscuits, please
There's five more acres in the lower forty I've got to plow"
And Mama said it was a shame about Billy Joe anyhow
Seems like nothin' ever comes to no good up on Choctaw Ridge
And now Billy Joe McAllister's jumped off the Tallahatchee Bridge
Brother said he recollected when he and Tom and Billy Joe
Put a frog down my back at the Carroll County picture show
And wasn't I talkin' to him after church last Sunday night
I'll have another piece of apple pie, you know, it don't seem right
I saw him at the sawmill yesterday on Choctaw Ridge
And now you tell me Billy Joe's jumped off the Tallahatchee Bridge
Mama said to me, "Child, what's happened to your appetite?
I been cookin' all mornin1 and you haven't touched a single bite
That nice young preacher Brother Taylor dropped by today
Said he'd be pleased to have dinner on Sunday, ohm by the way
He said he saw a girl that looked a lot like you up on Choctaw Ridge
And she and Billy Joe was throwin' somethin' off the Tallahatchee Bridge
A year has come and gone since we heard the news 'bout Billy Joe
Brother married Becky Thompson, they bought a store in Tupelo
There was a virus goin1 'round, Papa caught it and he died last spring
And now Mama doesn't seem to want to do much of anything
And me, I spend a lot of time pickin' flowers up on Choctaw Ridge
And drop them into the muddy water off the Tallahatchee Bridge

VI

My Hometown (Bruce Springsteen)
I was eight years old and running with a dime in my hand
Into the bus stop to pick up a paper for my old man
I'd sit on his lap in that big old Buick and steer as we drove through town
He'd tousle my hair and say, "Son, take a good look around
This is your hometown
This is your hometown
This is your hometown
This is your hometown
In '65 tension was running high at my high school
There was a lot of fights between the black and white
There was nothing you could do
Two cars at a light on a Saturday night, in the back seat there was a gun
Words were passed in a shotgun blast
Troubled times had come
To my hometown
My hometown '
My hometown
My hometown
Now Main Street's whitewashed windows and vacant stores
Seems like there ain't nobody wants to come down here no more
They're closing down the textile mill across the railroad tracks
Foreman says, "These jobs are going, boys, and they ain't coming back
To your hometown
Your hometown
Your hometown
Your hometown"
Last night me and Kate, we laid in bed talking about getting out
Packing up our bags, maybe heading south
I'm thirty-five, we got a boy of our own now
Last night I sat him up behind the wheel and said
"Son, take a good look around
This is your hometown
This is your hometown"
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Cat's in the Cradle (Harry Chapin/Sandy Chapin)
My child arrived just the other day
He came to the world in the usual way
But there were planes to catch and bills to pay
He learned to walk while I was away
And he was talkin' Tore I knew it and as he grew
He'd say, "I'm gonna be like you, Dad
You know I'm gonna be like you"
And the cat's in the cradle and the silver spoon
Little boy blue and the man in the moon
"When you comin' home, Dad?" "I don't know when
But we'll get together then
You know we'll have a good time then"
My son turned ten just the other day
He said, "Thanks for the ball, Dad, come on let's play
Can you teach me to throw?" I said, "Not today
I got a lot to do" He said, "That's okay"
And he, he walked away, but his smile never dimmed
It said "I'm gonna be like him, yeah
You know I'm gonna be like him"
And the cat's in the cradle and the silver spoon
Little boy blue and the man in the moon
"When you comin' home, Dad?" "I don't know when
But we'll get together then
You know we'll have a good time then"
Well, he came from college just the other day
So much like a man I just had to say
"Son, I'm proud of you, can you sit for a while?"
He shook his head and he said with a smile
"What I'd really like, Dad, is to borrow your car keys
See you later, can I have them please?"
And the cat's in the cradle and the silver spoon
Little boy blue and the man in the moon
"When you comin' home, son?" "I don't know when
But we'll get together then
You know we'll have a good time then"
I've long since retired, my son's moved away
I called him up just the other day
I said, "I'd like to see you if you don't mind"
He said, "I'd love to, Dad, if I can find the time
You see, my new job's a hassle and the kids have the flu
But it's sure nice talkin' to you, Dad
It's been sure nice talkin' to you"
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And as I hung up the phone it occurred to me
He'd grown up just like me
My boy was just like me
And the cat's in the cradle and the silver spoon
Little boy blue and the man in the moon
"When you comin' home, son?" "I don't know when
But we'll get together then, Dad
We're gonna have a good time then"

Nowhere Man (John Lennon/Paul McCartney)
He's a real nowhere man
Sitting in his nowhere land
Making all his nowhere plans for nobody
Doesn't have a point of view
Knows not where he's going to
Isn't he a bit like you and me?
Nowhere man, please listen
You don't know what you're missing
Nowhere man, the world is at your command
Isn't he a bit like you and me?
He's as blind as he can be
Just sees what he wants to see
Nowhere man, can you see me at all?
Nowhere man, don't worry
Take your time, don't hurry
Leave it all till somebody else lends you a hand
Doesn't have a point of view
Knows not where he's going to
Isn't he a bit like you and me?
Nowhere man, please listen
You don't know what you're missing
Nowhere man, the world is at your command
He's a real nowhere man
Sitting in his nowhere land
Making all his nowhere plans for nobody
Making all his nowhere plans for nobody

IX

Bird on a Wire (Leonard Cohen)
Like a bird on the wire
Like a drink in a midnight choir
I have tried in my way to be free
Like a worm on a hook
Like a knight from some old-fashioned book
I have saved all my ribbons for thee
If I, if I have been unkind
I hope that you can just let it go by
If I, if I have been untrue
I hope you know it was never to you
Like a baby still born
Like a beast with his horn
I have torn everyone who reached out for me
But I swear by this song
And by all that I have done wrong
I will make it all up to thee
I saw a beggar leaning on his wooden crutch
He said to me, "You must not ask for so much"
And a pretty woman leaning in her darkened door
She cried to me, "Hey, why not ask for more"
Like a bird on the wire
Like a drunk in a midnight choir
I have tried in my way to be free

Like a Rock (Bob Seger)
Stood there boldly
Sweatin' in the sun
Felt like a million
Felt like number one
The height of summer
I'd never felt that strong
Like a rock
I was eighteen
Didn't have a care
Workin' for peanuts
Not a dime to spare
But I was lean
And solid everywhere
Like a rock
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My hands were steady
My eyes were clear and bright
My walk had purpose
My steps were quick and light
And I held firm
To what I felt was right
Like a rock
Like a rock -1 was strong as I could be
Like a rock - Nothin' ever got to me
Like a rock -1 was somethin' to see
Like a rock
And I stood arrow straight
Unencumbered by the weight
Of all these hustlers and their schemes
I stood proud, I stood tall
High above it all
I still believed in my dreams
Twenty years now
Where'd they go
Twenty years
I don't know
I sit and I wonder sometimes
Where they've gone
And sometimes late at night
When I'm bathed in the firelight
The moon comes callin1 a ghostly white
And I recall, I recall
Like a rock - Standin1 arrow straight
Like a rock - Chargin' from the gate
Like a rock - Carryin' the weight
Like a rock
Like a rock - The sun upon my skin
Like a rock - Hard against the wind
Like a rock -1 see myself again
Like a rock
Like a rock
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Eleanor Rigby (John Lennon/Paul McCartney)
Ah, look at all the lonely people!
Ah, look at all the lonely people!
Eleanor Rigby picks up the rice in the church where a wedding has been
Lives in a dream
Waits at the window, wearing the face that she keeps in ajar by the door
Who is it for?
All the lonely people, where do they all come from?
All the lonely people, where do they all belong?
Father McKenzie, writing the words of a sermon that no one will hear
No one comes near
Look at him working, darning his socks in the night when there's nobody there
What does he care?
All the lonely people, where do they all come from?
All the lonely people, where do they all belong?
Ah, look at all the lonely people!
Ah, look at all the lonely people!
Eleanor Rigby died in the church and was buried along with her name
Nobody came
Father McKenzie wiping the dirt from his hands as he walks from the grave
No one was saved
All the lonely people, where do they all come from?
All the lonely people, where do they all belong?
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The Last Song (Elton John/Bemie Taupin)
Yesterday, you came to lift me up
As light as straw and brittle as a bird
Today, I weigh less than a shadow on the wall
Just one more whisper of a voice unheard
Tomorrow, leave the windows open
As fear grows, please hold me in your arms
Won't you help me, if you can, to shake this anger?
I need your gentle hands to keep me calm
'Cause I never thought I'd lose
I only thought I'd win
I never dreamed I'd feel this fire beneath my skin
I can't believe you love me
I never thought you'd come
I guess I misjudged love between a father and his son
Things we never said come together
The hidden truth no longer haunting me
Tonight, we touched on things that were never spoken
That kind of understanding sets me free
'Cause I never thought I'd lose
I only thought I'd win
I never dreamed I'd feel this fire beneath my skin
I can't believe you love me
I never thought you'd come
I guess I misjudged love between a father and his son

The Living Years (Mike Rutherford/B.A. Robertson)
Every generation
Blames the one before
And all of their frustrations
Come beating on your door
I know that I'm a pris'ner
To all my father held so dear
I know that I'm a hostage
To all his hopes and fears
I just wish I could have told him
In the living years
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Oh, crumpled bits of paper
Filled with imperfect thought
Stilted conversations
I'm afraid that's all we've got
You say you just don't see it
He says it's perfect sense
You just can't get agreement
In this present tense
We all talk a different language
Talking in defense
Say it loud, say it clear
You can listen as well as you hear
It's too late when we die
To admit we don't see eye to eye
So we open up a quarrel
Between the present and the past
We only sacrifice the future
It's the bitterness that lasts
So don't yield to the fortunes
You sometimes see as fate
It may have a new perspective
On a different day
And if you don't give up and don't give in
You may just be okay
Say it loud, say it clear
You can listen as well as you hear
It's too late when we die
To admit we don't see eye to eye
I wasn't there that morning
When my father passed away
I didn't get to tell him
All the things I had to say
I think I caught his spirit
Later that same year
I'm sure I heard his echo
In my baby's new born tears
I just wish I could have told him
In the living years
Say it loud, say it clear
You can listen as well as you hear
It's too late when we die
To admit we don't see eye to eye
So say it, say it loud
Don't give up, don't give in
Don't wait until it's too late
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Streets of London (Ralph McTell)
Have you seen the old man in the closed down market
Kicking up the papers with his worn out shoes
In his eyes you see no pride
Hand held loosely at his side
Yesterday's paper telling yesterday's news
So how can you tell me you're lonely
And say for you that the sun don't shine
Let me take you by the hand
And lead you through the streets of London
I'll show you something to make you change your mind
Have you seen the old girl who walks the streets of London
Dirt in her hair and her clothes in rags
She's no time for talkin'
She just keeps right on walkin1
Carrying her home in two. carrier bags
So how can you tell me you're lonely
And say for you that the sun don't shine
Let me take you by the hand
And lead you through the streets of London
I'll show you something to make you change your mind
In the all night cafe at a quarter past eleven
Same old man sitting there on his own
Looking at the world
Over the rim of his tea cup
And each tea lasts an hour and he wanders home alone
So how can you tell me you're lonely
And say for you that the sun don't shine
Let me take you by the hand
And lead you through the streets of London
I'll show you something to make you change your mind
Have you seen the old man outside the seaman's mission
Mem'ry fading with the medal ribbons that he wears
And in our winter city
The rain cries a little pity
For one more forgotten hero and a world that doesn't care
So how can you tell me you're lonely
And say for you that the sun don't shine
Let me take you by the hand
And lead you through the streets of London
I'll show you something to make you change your mind
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Stargazer (Neil Diamond)
Stargazer
You with your head in the heavens
You'll never get by walkin' that high off the ground
Hey, moondreamer
I've been around and I've seen it
The higher you get the harder they let you down
You pay your dues
It seems forever
And if you're clever
You may be in foe a while
Then you're out of style
Hey, stargazer
Probably think I'm crazy
And you haven't heard one single word I've said
Now I don't want
To burst your bubble
But you got trouble
Don't you know the higher the top
The longer the drop
Hey, stargazer
No, I don't want
To burst your bubble
But you got trouble
Don't you know the higher the top
The longer the drop
Hey, stargazer
Look out, son

Candle in the Wind (Elton John/Bernie Taupin)
Good-bye, Norma Jean
Though I never knew you at all
You had the grace to hold yourself
While those around you crawled
They crawled out of the woodwork
And they whispered into your brain
They sent you on a treadmill
And they made you change your name
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And it seems to me
You lived your life like a candle in the wind
Never knowing who to cling to
When the rain set in
And I would have liked to know you
But I was just a kid
Your candle burned out
Long before your legend ever did
Loneliness was tough
The toughest role you ever played
Hollywood created a superstar
And pain was the price you paid
Even when you died
Oh, the press still hounded you
All the papers had to say
Was that Marilyn was found in the nude
And it seems to me
You lived your life like a candle in the wind
Never knowing who to cling to
When the rain set in
And I would have liked to know you
But I was just a kid
Your candle burned out
Long before your legend ever did
Good-bye, Norma Jean
Though I never knew you at all
You had the grace to hold yourself
While those around you crawled
Good-bye, Norma Jean
From the young man in the twenty-second row
Who sees you as something more than sexual
More than just our Marilyn Monroe
And it seems to me
You lived your life like a candle in the wind
Never knowing who to cling to
When the rain set in
And I would have liked to know you
But I was just a kid
Your candle burned out
Long before your legend ever did
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The Entertainer (Billy Joel)
I am The Entertainer and I know just where I stand
Another serenader and another long-haired band
Today I am your champion, I may have won your hearts
But I know the game, you'll forget my name
And I won't be here in another year
If I don't stay on the charts
I am The Entertainer and I've had to pay my price
The things I did not know at first I learned by doing twice
But still they come to haunt me, still they want their say
So I've learned to dance with a hand in my pants
I let 'em rub my neck and I write 'em a check
And they go their merry way
I am The Entertainer, been all around the world
I've played all kinds of palaces and laid all kinds of girls
I can't remember faces, I don't remember names
But what the hell, you know it's just as well
'Cause after a while and a thousand miles
It all becomes the same
I am The Entertainer, I bring to you my songs
I'd like to spend a day or two but I can't stay that long
I got to meet expenses, I got to stay in line
Got to get those fees to the agencies
And I'd love to stay but there's bills to pay
So I just don't have the time
I am The Entertainer, I've come to do my show
You've heard my latest record, it's been on the radio
It took me years to write it, they were the best years of my life
If you're gonna have a hit you gotta make it fit
So they cut it down to 3:05
I am The Entertainer, the idol of my age
I make all kinds of money when I go on the stage
You see me in the papers, I've been in the magazines
But if I go cold, I won't get sold
I get put in the back in the discount rack
Like another can of beans
I am The Entertainer and I know just where I stand
Another serenader and another long-haired band
Today I am your champion, I may have won your hearts
But I know the game, you'll forget my name
I won't be here in another year
If I don't stay on the charts
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Holiday Inn Blues (Neil Diamond)
Haifa day from nowhere, hurryin' to get there
Ninety miles an hour in two Plymouth wagons
The Avis lady gave us a smile
Tom is gettin' uptight, Max'll make it all right
Ken's asleep in the back, Artie's readin' a map
That's takin' us where we're headin' to
We should be there soon
There's that sign up ahead
Wash my face and get fed
And that voice in my head keeps on sayin' I'm lonely but I'm only payin1 my dues
Holiday Inn Blues
Had a reservation, best accommodation
We get the word they never heard
We were comin' by at all
See what they can do for me, only got one room free
Little bit confined, but if you guys don't mind
We'll put you up in our bridal suite
The view can't be beat
And a fine view they've got
Of a new parking lot
And I can't repeat what's in my mind as I lay back resigned and I kick off my shoes
Holiday Inn Blues
Time to put a show on, it's gettin' time to go on
People call for more, we do two encores
Take our bows and we're feelin' fine
We got to unwind
Want some coffee, but then
This town closes at ten
Looks like I'm gonna spend one more night by the light of the late show and Charlie Chan's crew
Holiday Inn Blues
Oh, Holiday Inn Blues
I feel so down
Holiday Inn Blues
What am I gonna do
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Piano Man (Billy Joel)
It's nine o'clock on a Saturday
The regular crowd shuffles in
There's an old man sitting next to me
Makin' love to his tonic and gin
He says, "Son, can you play me a memory
I'm not really sure how it goes
But it's sad and it's sweet and I knew it complete
When I wore a younger man's clothes
Sing us a song, you're the piano man
Sing us a song tonight
Well, we're all in the mood for a melody
And you've got us feelin' alright
Now John at the bar is a friend of mine
He gets me my drinks for free
And he's quick with a joke or to light up your smoke
But there's someplace that he'd rather be
He says, "Bill, I believe this is killing me"
As a smile ran away from his face
"Well, I'm sure that I could be a movie star
If I could get out of this place"
Now Paul is a real estate novelist
Who never had time for a wife
And he's talkin1 with Davy who's still in the Navy
And probably will be for life
And the waitress is practicing politics
As the businessmen slowly get stoned
Yes, they're sharing a drink they call loneliness
But it's better than drinkin1 alone
Sing us a song, you're the piano man
Sing us a song tonight
Well, we're all in the mood for a melody
And you've got us feelin' alright
It's a pretty good crowd for a Saturday
And the manager gives me a smile
'Cause he knows it's me they've been comin' to see
To forget about life for a while
And the piano sounds like a carnival
And the microphone smells like a beer
And they sit at the bar and put bread in my jar
And say, "Man, what are you doin' here?"
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Sing us a song, you're the piano man
Sing us a song tonight
Well, we're all in the mood for a melody
And you've got us feelin' alright

The Gift of Song (Neil Diamond)
Songs that make you free
And songs that take you to another time
Forgotten reasons that are made of rhyme
For you and me
The songs of life that somehow make us free
And songs to fill the heart
Like quiet candles on a winter's night
They touch the spaces between you and I
And I will sing
The songs of love that speak to you and me
Then wake the sleeping child
And let me sing to you of other times
And let me make your dreams as sweet as mine
And I will bring
The gift of song that only makes us free

Beautiful Noise (Neil Diamond)
What a beautiful noise
Comin' up from the street
Got a beautiful sound
It's got a beautiful beat
It's a beautiful noise
Goin' on everywhere
Like the clickety-clack
Of a train on a track
It's got rhythm to spare
It's a beautiful noise
And it's a sound that I love
And it fits me as well
As a hand in a glove
Yes it does, yes it does
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What a beautiful noise
Comin' up from the park
It's the song of the kids
And it plays until dark
It's the song of the cars
On their furious flights
But there's even romance
In the way that they dance
To the beat of the lights
It's a beautiful noise
And it's a sound that I love
And it makes me feel good
Like a hand in a glove
Yes it does, yes it does
What a beautiful noise
It's a beautiful noise
Made of joy and of strife
Like a symphony played
By the passing parade
It's the music of life
It's a beautiful noise
And it's a sound that I love
And it makes me feel good
Just like a hand in a glove
Yes it does, yes it does
What a beautiful noise
Comin' into my room
And it's beggin' for me
Just to give it a tune
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Free Electric Band (Albert Hammond)
My father is a doctor, he's a family man
My mother works for charity whenever she can
And they're both good clean Americans who abide by the law
And they both stick up for liberty and they both support the war
My happiness was paid for when they laid their money down
For summers in a summer camp and winters in the town
My future in the system was talked about and planned
But I gave it up for music and the Free Electric Band

I went to school in hand-washed shirts and neatly ordered hair
The school was big and newly built and filled with light and air
And the teacher taught us values that we had to learn to keep
And they clipped the ear of any idle kid who went to sleep
My father organized for me a college in the East
But I went to California, the sunshine and the beach
My parents and my lecturers could never understand
Why I gave it up for music and the Free Electric Band
Well, they used to sit and speculate upon their son's career
A lawyer or a doctor or a civil engineer
Just give me bread and water, put a guitar in my hand
'Cause all I need is music and the Free Electric Band
My father sent me money and I spent it very fast
On a girl I met in Berkeley in a social science class
And we learned about her body but her mind we did not know
Until deep-rooted attitudes and morals began to show
She wanted to get married even though she never said
And I knew her well enough by now to see inside her head
She'd settle for suburbia and a little patch of land
So I gave her up for music and the Free Electric Band
Hmrnm, the Free Electric Band ...

Leader of the Band (Dan Fogelberg)
An only child, alone and wild
A cab'net maker's son
F£is hands were meant for diff rent work
And his heart was known to none
He left his home and went his lone
And solitary way
And he gave to me
A gift I know I never can repay
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A quiet man of music
Denied a simpler fate
He tried to be a soldier once
But his music wouldn't wait
He earned his love through discipline
A thund'ring velvet hand
His gentle means of sculpting souls
Took me years to understand
The leader of the band is tired
And his eyes are growing old
But his blood runs through my instrument
And his song is in my soul
My life has been a poor attempt
To imitate the man
I'm just a living legacy
To the leader of the band
My brothers' lives were diffrent
For they heard another call
One went to Chicago and the other to St. Paul
And I'm in Colorado
When I'm not in some hotel
Living out this life I've chose
And come to know so well
I thank you for the music
And your stories of the road
I thank you for the freedom
When it came my time to go
I thank you for the kindness
And the times when you got tough
And, Papa, I don't think I said
"I love you" near enough
The leader of the band is tired
And his eyes are growing old
But his blood runs through my instrument
And his song is in my soul
My life has been a poor attempt
To imitate the man
I'm just a living legacy
To the leader of the band
I am the living legacy
To the leader of the band

SUMMARY
SEMIOTICS OF POPULAR MUSIC
The Theme of Loneliness in Mainstream Pop and Rock Songs
"Semiotics of Popular Music" requires a thoroughly interdisciplinary approach and
therefore necessitates the occupation not only with musicology, but also with linguistics,
literary studies, poetics, sociology, and psychology. Since this particular study approaches
popular music from the rather unusual angle of linguistics, its main emphasis is on the literary,
poetic, and narrative aspects of pop songs. However, these elements are always put in
perspective with the musical component of songs and their potential emotional and sociological
impact on the listener.
The theoretical groundwork to the individual discussions of particular songs is laid in the
first two parts of the dissertation, in which semiotics is introduced in general terms and is
subsequently linked to linguistics, literary studies, and musicology. In addition, an attempt is
made to define the term "popular music", and a short historical survey of the development of
popular music is provided. The opposition between traditional musicology and more
contemporary and innovative views of pop/rock music scholars are of major concern, as
traditional means of analysis still determine and undermine popular music research to a large
extent today.
The actual discussion of 27 pop and rock songs in the third part of this study is dominated
by a combination of several approaches, both linguistic/literary and musicological (e.g. Nattiez,
Tagg, McClary, Beaugrande). The songs, among them pieces by such mainstream artists as
Neil Diamond, Elton John, and Billy Joel, were chosen with regard to two topics, namely
personal development {childhood experiences/adulthood, identity problems/old people in
society) and show business (show business in general/music business in particular/the power
of music). Love songs were deliberately omitted from this dissertation, mainly because several
studies have already been conducted on love songs in particular.

With the exception of Elvis Presley, all the other artists whose works are analyzed in this
dissertation are what is generally referred to as "self-contained artists", that is, singers who
write and perform their own material.
As for the musical style/genre, the study is concerned with mainstream pop and rock music
exclusively, because it is the kind of music most easily accessible to and considered very
appealing by a very diverse audience, ranging from children to grandparents.
The main emphasis in this dissertation rests on the analysis of the 27 songs themselves, on
what Nattiez calls the "neutral level". The songs are discussed individually and are then
compared in consideration of their contents, overall structure, and musical and linguistic
particularities. Thus, it is the main aim of the analyses to show how songs work, to point to the
many layers they are based on, and to establish what the elements are that are common to all or
most of the songs. Furthermore, the study demonstrates how the two topics are dealt with and
to what extent they determine the musical and linguistic form of the songs. The detailed
discussions also serve to illustrate the numerous ways in which singer-songwriters secure the
listeners' emotional identification with their music - ranging from a sensitive and touching or
aggressive vocal delivery to the sentimental and whining quality of a sting section.
It is essential to stress that this study adopts a thoroughly holistic approach; that is, it looks
upon a pop song as a kind of entity, combining musical, linguistic, and sociological elements.
Consequently, the lyrics and the music of a song are seen as complementing one another, and
are dealt with accordingly. Hence, the individual discussions clearly display the importance of
the synergetic principle between lyrics and music in pop songs.
Both components (i.e. music and lyric) may account for the "openness" of a song and may
make several interpretations possible. Usually, the musical component is considered more
open, while the lyrical side of the song tends to narrow down the possible meanings. Since
popular music is transmitted orally (via the sound recording) for the most part, the great
majority of pop/rock songs is written in a familiar/colloquial register; rhymes, poetic and
rhetorical devices, such as alliterations, simile, run-on-lines, and symbolism, are nevertheless of
major importance, enhance the everyday language, and provide some of the "openness" of a
song. Thus, the distinction between purely denotational words and key words carrying various
connotations does not merely apply to prose and poetry in the literary tradition but can also be
adopted for song texts. In addition, the musical element of language (intonation, stress of key

words, etc.) is taken advantage of in popular music; the melody, rhythm, and arrangement of a
song ideally add to the natural flow of the words, highlight certain rhymes and key words, and
therefore furnish the song with supplementary layers of connotation.
At most times, the music and the lyrics of a song are in complete unison; sad, descending
melody lines, slow tempo, a downbeat vocal delivery, and lush arrangements featuring string
and/or horn sections are consequently preferably used in combination with sad, pensive lyrics
to reinforce the reflective, melancholy mood. Vivid melodies, a driving rhythm, and an
energetic vocal performance, on the other hand, are most frequently found on songs with
upbeat, positive lyrics. However, sometimes sad lyrics are combined with flavorful melodies,
which furnishes the song with additional tension and various ways of interpretation.
Some other devices, such as sustained notes and chords, pedal points, syncopations, a
dissonant melody-harmony relationship, and the wailing sound of electric guitars, are often
employed by songwriters, arrangers, and producers to create a tense, unsettling mood. On
more recent songs, special effects, techniques and synthesized sounds produced in the
recording studios are also taken advantage of to intensify the overall quality of the track.
Contrast between individual sections within a song (verse, bridge, chorus, etc.) is essential
to the success of a pop song, and is usually brought about by a change in melody, tempo,
harmonic progression and rhythm, tessitura, instrumentation, and/or linguistic register.
The best-known and most successful pop and rock songs typically range in length from
three to four minutes, and contain song titles which encompass no more than four words, both
of which facilitates the songs' memorability. Similarly, frequent repetitions of the song title, a
musical motif, and certain riffs or figures within the song not only make it easier for the
listeners to remember the tune but also induce them to sing or hum along.
As this dissertation focuses on the analysis of the "neutral level", the "poietic level" (= the
composer's intention) and the "esthesic level" (= the work's impact on the listener) are not
discussed at great length. Whenever available, the songwriters' concept and views of their own
songs are provided in the form of quotes from interviews, newspaper articles, biographies, and
the like. As far as the "esthesic level" is concerned, this dissertation presents an exemplary
study in music perception, in which a group of Austrian college students were asked to write
down their associations with Neil Diamond's "I Am... I Said". This study clearly indicates the

average person's (= the "naive respondent's") ability to spontaneously and independently react
to popular music on an intellectual level.
In addition to the analysis and comparison of the 27 pop/rock songs, an exemplary
discussion of two video clips is provided; it demonstrates that video clips recreate the singers'
personae by putting emphasis on already promoted images and elaborating on those individual
traits. In the case of newcomers, the video clip serves an even greater purpose and helps
considerably to forge their public image.
Some parallels can be found in the production of video clips and the structure of the songs
themselves; both heavily rely on the repetition of so-called "hooks", be they aural or visual.
While a guitar riff or a piano figure which is repeated several times in a song may serve as a
musical hook, the close-up of a singer's face may be considered a visual hook in a video clip.
Like the musical component, the visual imagery may be in perfect harmony with the message
of the song lyrics or may contradict the song's content completely or to some extent.
Hence, the visual representation of the song lyrics and the cinematographic techniques
employed in the two video clips supply a perfect completion of the semiotic analysis of popular
songs and add another aspect to the otherwise purely aural presentation of musical recordings.

