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Abstract

There is no one way to create a song from start to finish, no set rules on how
to proceedbut there are tested and tried methaslsich have produced

results and are sharegery dayon thelnternet by teacherscholarsand
individuals. In this thesis,lbokedat my artistic process of making a song
from start to finish as the songwriter, singer, recording engingging, and
mastering egineer. | will beanalysingfour songs that | have written,
arranged, recorded, mixed, and mastered. Compared to my earliest musical
works which | wrote, arranged mixed, and mastered, | will be looking at the
new songs and what has changede sonic quatly, the choice of
instrumentation, arrangement, mixing, and mastering. This project aims to
convert implicit knowledge into explicit one. It also aims to document tacit
knowledge learned by experimentiwigh music technology tools and
resources. Writinghis thesishas inspired me to reflect on my future goals.
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1 Introduction

As an avid listener of the radio back in the early 2000s and growing up in
Nigeria, | often wondered what it takes to make a song. This is a question |
tried to answer back in 2015 when | setbduced my first EP, in a bedroom

| shared withmy five siblings. | released my EP in 201€ut | was not happy
with the outcome.

When | made my first recording, | had no idea how to use rmalang

tools properlyWhen | mixed, | just played the final mix on my phone and
used my ears to measure the loudness angbared it to the loudness of

other songs. When the songs were played back on various streaming
platforms,they werequiet and lacked energyheyalso had issues such as
phase problems. | knew something was wrong at that time but did not know
what to do o fix it. Over the years, | have developed a style of mixing and
reflecting on the process as | create.

| have also developed a way to docuntéetsteps | took to achieve
particular effects and distortiofhis enables me to follow the same steps
when lattempt to change something or correct a mistakedalsoto
remembein the future the steps taken to achieve specific effbetsause
some processes are complex.

This year Ihaveattempted o answer the question A Wh
a song that plays on the radioaorthe Intern2 6 | am ref |l ecti ng
process as a songwriter, a recording, mix, and mastering endiagenlso

reflecting on my artistic identity.

During the recorohg phase of the songs in this thesisad access to
equipment and recording spacetry out ando record in. | documented my
process and learned to listen to my body to find the best time of the day
suitable for recording, especially vocals.



During the mixing stage, | experimented with and used a vatigtberof
processors. The mixing phases were often interrupted by-necoeding of
sections like vocals or piano in the songs.

For the mastering phase, | followed the instructionmigyteaher Miikka
Huttunen andZotoped s onl i ne mast edrectogof r esour ce
education Jonathan Wyner

This thesis is divided into two sections. In the first sectiovill talk about
the songs, one by one, by discussing my philosophissrmjwriting,
conceptualization, and inspirationamalso detailing the recording, mixing,
and mastering process.

In the secondectionl will discuss my older songs and reflect on what |
know now.The key points of this thesis are to detail my processamgare

the new songs with the otthesandto reflect on my artistic identity. What
has changed? What did | do better?

Find the music file®f the thesidhere

https://drive.google.com/drive/folders/1FgSuBJikBc9f2153HgLPSIcbzprEKiXs



https://drive.google.com/drive/folders/1FgSuBJikBc9f2153HqLPSIcbzprEKiXs

2 On the philosophies abng writing the case of Joni
Mitchell

Joni Mitchell is aCanadian Americasingersongwriterborn and raised in
CanadaStacy Luftig in her booK he Joni MitchellCompanion highlights

how Joni Mi tchell 6s personality i s re¢
andhow her songs are a commentary about the happearognd and inside

her. For example, Luftig (2000) wrote:

Talking to Joni Mitchell about her songgaher like talking to someone
you just met about the most intimate secrets of her life. Like peeping in
the window on someone and then discussing with her what you have
seen. Her songs are so personal. (p.7)

In addition todescribing how personal JoniMt c hel | 6 s songs ar

in his articlel sing my sorrow, | paintmyjoges cr i bes Joni Mi t

songwritingand paintings a8predominantly selexpressive. fiHer pai nt

are full of selfportraits, and her songs are dominated by personatstori

moods, feelings, opiniobhpaaldnd obser\

Joni Mitchellalso expresses her opinion on why writing from the-fpiestson

point of view is important. According to an interview Joni Mitchell had with
JeffreyRogers Joni Mitchellsaidii | bel i eve to this day
writing that which you know firsh and, it 61 | have greate
youobdbre writing from othhaenrd pi enofpolrendast iwor
(Luftig, 200Q p.256). | agree here with Joni itthell on the importance and
significance of sometimes writing what | know about.

2.1 Why | write

Reflecting on why | write my own songs and the inspiration for my lyrics, |
realized that my experiences, moods, feelings, and environment influence
why | write and the words that | write. Msongwritingprocess also
documents significant life eventssted below, enclosed in brackets are my
songs and the topicsung about:



0 The insecurity crisis in Nigeria has affected families and frie@xdhs (
Mama, Mama).

0 The end of a relationship and the realization that the social fabric of
Helsinki compared to Nigeria where | grew up was cridgver Be a
Clown).

0 My opinion about the Nigerian political class and the spread of
propaganda to control the narratexen when the truth is evidentdur Big
Mouth).

0 A memory of sudden loss and mournifdné Sun Do n Shine No
More).

2.2 Why dare to be vulnerable?

Why should a songwritedlare to be vulnerablendput personal stories out

there in a song? In my case, the need to express nayskt say how | feel

or felt far exceeds shame. Being vulnerable in a song is an avenue to let the
listener ini to close the distance between the singer and the listener.

nl believe to this day that +4hdnd,you ar
it ol | have greater vitality than if 'y
seconechand i nformat jpo266 (Lufti g, 2000

2.3 Social commentary

My songs arelso commentary about the issueshi@asociey | live in or

have lived in. Since | do not have any political power except voting and
mobilizing my friends to do the same,
my opinions in a song.delieveonemustlook around to see that there are
manythingsonecould be singing abouthe will to change things often

Inspires one to write songor invent something. Just like Joni Mitchell said:

Al dm too hung up about whatds going
t hi

I
hinking, how can | sing oOonight 1in



know itdéds not pretty at all, with p
up by the pol,p@e?0 (Luftig, 200

On the soci al I mpact ®Oitchelh explainstbah g O Bi ¢
the song was about throwing open her hotel curtains the morning after riding

a big yellow taxi, only to be greeted hyeautiful green scenery and a

parking lot, which she sayswas 60 bl i ght on paradi sebo.
releasedn 1970,it tugged at the social consciousness of the people in Hawaii
andbecamea regional hitlt took another 20 years for the song have an effect
across the United Stataadpeople began to tear down parking lots to turn

them into parks (Luftig, 200(. 253).

According to Luftig (2000)there is a relation between the words of a song
and the actions araehaviourof the listeners. The lyrics of songs can inspire
listeners to change their vision of the world.

In my opinion, a song can inspire positive change. When people are exposed
to positive messages in a world full of negative news, it opens a door for new
thoughts. | am hopingOh Mama Mamadtugs at the social consciousness of
the peopleandawakens their consciousness to the devastating effects of
prolonged insecurity.

2.4 My style ofsong writingis informed by personal experiences,
moods, feelings, anobinions

Although fictional characters or objects are adttethe lyricsdue to melodic
or arrangement reasons, | wridecause | wanbtbring to light an opinion,
feeling, or mood.

Commenting on her songwriting procedsni Mitchell sgs she is more

prolific with melodies than words, but she also often writes poems asd set
them to musi c. Describing what it feece
going into a trance; | sit down with a melody and reminisce, | find it easier to
thinkabout my feelings i,ml0Oretrospecto (



In my case, to write a song, | usually come up with the melody on the guitar,
then fill it up with words. When dlo not have myuitar, | sing random words

to any melody that comes to my head. Thegtord the melody with my

phone for later reference or to develop further. Recording the melody into my
phone recorder has been a spontaneous way for me to capture my mood and
feelings as they happen.

Expressing her views about what influenced sontgeosongs and lyrics,
Joni Mitchell said of her son@oth SidesNowa

Al was r eadi HepdeSanthe RaB Kihgh @ plabesand

early in the book Henderson the rai
his way to Africa, he looks down aisées these clouds. | put down the

book, looked out the window, and saw clouds too, and | immediately
started writing pBR songo (Luftig,

Personal events like reading a book while travetingin airplane and

looking out the window to see silarities between the words in the book and

her environment in3heregdedaBaoaghl $r des
sides nowb6 describes cl ouds.

ARows and fl ows of angel hair
And ice cream castles in the air

And feather canyons everywhere

Looked at clouds h at (Mitehgll01966)

2.5 Othersingersongwriter influences

My other singetsongwriter influences include Tracy Chapnaand Bob Marley.

| am drawn to Tracy Chapmdecausef the stories she tella her songs are

interesting. | often picture scenasd put myself in the place of the characters

she sings aboutVhile discussingd r acy Ch ap malbf88snteviewnn gs i n
Spinmagazine describetiemas follows fishe sings her songissongs about

people n trouble, songs about people trying to find themselves, songs that look
straight at you, open and forthrighi{Spin, 2019. Para.2)



Although Tracy Chapman has a catalogue full of songgasioustopics that

are not political her notable songs are absatietal issues-or example, her
1988 song A c r 0 s s is abbutthel racenrietd in America, which up to this
day is still an issue in the American society

AAcross the | ines
Who woulddare to go

Under the bridge

Over the tracks

That separates whites from blacks

Choose sides

Run for your lives

Tonight the riots begin

On the back streets of America

They kill the dream of Americao

Her acoustic guitar melody as heard in $@ngd F a&Csa t{1888)was also a
turning point for me when | started learning to play the gugial.today|
play guitar by corhining the melody and harmony simultaneously.

Bob Marley is also a songwriter who has influencedwiik the type of

lyrics he writesOne of his notableongs, through which | gained interest in

him, is Redemption sor@f1980).David Vlado Moskowitavritesin his
dissertatiorRobert Nesta ABobo Mar [R0®Y : Musi C
that:

Redemption Songo is the most powerf
1980 Tuff Gong/lsland Records release Uprising. Powerful due to its
message and personal because it is the only track Marley released singing
alone with only his acoustic guitar fora@enpaniment(p. 57)

Chapman and Marlegre and were heavily influenced by the societies they
lived in and the events surrounding their lives. They tell stories rooted in their
realites, and often put themselves in the place of various characters and
personasn society.To me, they are relatable and have heavily influenced the
way | write, which is tling stories from my point of view.



3 Oh Mama, Mama& amodernday protest song against
apathy

3.1 Inspiration

60h Mama, Mamadé is based on a heavy t
desensitization of the individual and the communityetcurring tragic
events

| wrote thisto alert the individual and society about their ongoing
desensitization. used this sontp alert and persuade, to cause the individual

to reflect on the current state of society. Inspired by protest songs like
dralking About aRevolutiord(1988)and@ang Bang Bang(1992)by Tracy
Chapman6é Oh, Ma ma Ma ma-day response yo thendedtle af n
consciousness of society, especially the consciousness of the Nigerian people.
Written in the year 2020.

3.2 Conceptualization

The song came to me the spring of 202@hen | was playing just the A

note on my guitar alone in my room. | thought about the growing insecurity
in Nigeria as seen in variomgwson the Internet. | felt helplesand
expressing my helplessness in a song felt just right.

When | concept WMalmazned 16 WasManma | ook i
political. | mostly relied on how | felt andnthe melodieshat ameto me

when Iwasplaying my guitar. | am hoping by the tintes releasedpeople

will find it socially relevant, or even bettén hope thesociety has improved.



In the bookMusic Production: For Producers, Composers, Arrangers, and
StudentsMichael Zager witesabout picking songs that are socially relevant.
Zager (2011) maintained that:

Socially relevant does not necessarily mean writing about political issues.
Countrymusic lyrics generally reflect the everyday values and concerns
of ordinary people. Manyip-hop lyrics are political in nature, while pop
lyrics often deal with relationships that change with the evolving mores

of society. p.58)

3.3 60h Mama, Mamadé, I|lyrics and

pre- [P Bridge

The structural MaamaMamgé ment of 06O0Oh

Intro

Aminor- Aminor - CMajor -CMajor
Verse 1

Oh mama mama

Oh mama mama

What 6s going on?

| candot stop the rain



A~

I canot stop the rain
What 6s going on?

We used to be concerned,
and cried when someone died
Why dondét we care anymore?

Pre-chorus

Oh wedbve come so far
We have built up high walls around our hearts
Ah ah ah ah ah ah ah

Ah ah ah, ah aaaah

Chorus

Where is your heart?

There should be some sounds left inside

Where isyour heart?

We can fight for all

Where is your heart?

Don6t just zombie along with them
Where is your heart?

Dondt just zombie along with them

Verse 2

Oh mama mama

Oh mama mama whatods going on?
We watch them take our lives

We | eave them in Godds hands
They bend us over and over again

Pre-chorus 2
Oh webdbve come so far
t

Wedbve got wused o not feeling anythir
Ah ah ah ah ah ah ah

10



Ah ahah,ah ah

Chorus
Where is your heart?

There should be some sounds left inside

Where is your heart?
We can fight forall

Where is your heart?
Dondét just
Where is your heart?
Donodot just

Bridge
We canot |
We cannot

Chorus
Where is pur heart?

Zombi

Zombi

I ve |

i ve |

There should be some sounds left inside

Where is your heart?
We can fight for all

Where is your heart?
Dondot just
Where is your heart?
Dondt just

Outro
Oh mama, Oh mama
Oh mama, Oh mama

Zombi

Zombi

e al ong
e along
ke this
I ke t hi
e al ong
e al ong

S

wi t h
wi t h
w e
. we
wi t h
wi t h

t hem

t hem

(@)}
—

can
canbo

t hem

t hem

11
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Handwr i t t en d OlaMamagMaymai 6c susoefd 6i n t he studio recordings
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3.4 Therecordingprocess

3.4.1 Theacoustic guitar

The first recording of the acoustic guitar vwameat my home in

Malminkartang Helsinki,in a shared student apartmen202Q | recorded

my Fender FA 125CI€lectroacoustic guitarsing a Rode NT-A

microphone by placing it a few meters away fromgbend holel also

treated the room by placing blankets on the floor, my curtains, aneésloth
hangers around the wall. This makeshift recording space was used because it
was during th&ovid-19 lockdown period when we could not use the school
studios.

13



An image of my student room in Malminkartano in 2020

An image of my student room in Malminkartano in 2020

3.4.2 The second recording of thmoustic guitar

| re-recorded the acoustic guitar in the year 2B8&ausgthe initial

recording did not align rhythmically with the drums. The second recording
was male by using two microphones (Neumann KM 184) positioned on the
Left and Right sides of the guitasseen in the photo below. | experimented
with the positions of both mics in relation to the body of the gtatget a
sound thatvasnot boomy. | adjusted the gain on the microphone preamp to
around-32db. Thiswasto make sure that the recording did not clip. The
recording of the acoustic guitar was a better sound than the first because it
was in tune and synchronized with the drumg ather elements of the song.

14
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NeumannKM 18Mi cr ophone pl acement ©OlVamaMaenasde csemd
acoustic guitar

3.4.3 Recordingocals

Just likewith the acoustic guitar, the initial vocal takes were recorded at
home in my Malminkartano student apartmeénisedthe Rode NT4A
condenser microphone connected téAMdio preamp

Challenges of recording vocals at home:

0 | only recordedat daytimewhen my roommate went to work. | also
paused whenever there was a car or tractor roaring outside.

0 The MAudio audio USB audio interface became faudiiydvocals
became noisy. | had to replatke M-Audio with Focusrite Scarlet solo.

15



3.4.4 The second recording of vocals and trying three different microphones

|l mage of Sennheiser e965 and Neumann TLM 102 Microp
Mama,Ma ma 6

| re-recorded the lead vocal in Studio Max at the Sibelius Academy
Musikkitalo. | usedNeuman TLM 103 microphone connected into RME
Fireface UCX Il audio interface@ndthen into my computet.also tried out
Sennheiser e965was notsurewhat would be théest microphone for my
voice. The Rode NT-A translated my voice considerably well for rbeit |
wanted to try other microphones that might fit my vocal range.

The Sennheiser €965 is a condenser microphone that is intended for stage
performance amplif@tion. Recording with the Sennheiser €965 sounded
fine, but | realized it was safer to record with a microphone made for a
recording studio environment since those types of microphones were
accessible to me. | needed a studio condenser microphone teecaptider
range of frequencies and the reflections of my voice within the acoustics of
the studio.

| have an Alto voice, but | can also sing high notealso tend to sing loud

and pronounce most words with the aim of audibility and clarity. The
NeumanTLM 103 can withstand extreme sound levels without distorting the
sound According to its specification sheet, the Neuman TLM 103 has a wide
dynamic range of 132dB. AThe TLM 103
with a wide presence boost for frequencies above 5 kHz. Its very direct yet

16



refined sound is perfect for vocals, aalo instruments that pop out of the
mix without efforto ( Neumann, 2022, Para 3) .

The recording made with the Neuman TLM 103 sounded warm and bright. It
sounded natural like how | hear my voice. | decided to stick witiNéwenan
NeumanTLM 103 becausefdhat.

+20

+10

: | T\
dB Prd

 _
-10 v
-20
3 456789 3 456789 3 456789
10Hz 20Hz 100 Hz 200 Hz 1kHz 2kHz 10 kHz 20 kHz
LM 102
TLM 103 = Hz thegreatestsong.com

Image Frequency response of TLM 102 and 103 microph&@@sngitz, 2022)

3.4.5 Recording Plugin instruments

A big component of 60Oh Mama, Mamabod
For the percussion, bass, and synthesizers, | recorded several plugin
instruments, such as the stock plugins which come with Logic Pro X, and the
third-party ones. | played the melodies and the rhythms on my Novation
Launchkey keyboard connected via USBiig computer.

Picking what sound from the plugin synthesizer to record was the bulk of the

work. Selecting sounds also continued during mixing as | discovered that
some of the timbres and textures of the sound did not fit the music.

17
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3.5 Mixing

3.5.1 Sonic goal

My soni c dMamaMaima d&@ls f or the words
audible, and for the music to be energetic. | also wanted to keep the emotions
of the voice gven though the rhythms of the percussion were a sharp contrast
to the sad words of the song.

To make my artistic intent clear, which is for the singing voice to be

understood, | employed the knowledge of processing, interpretations of visual
sound levelsand audio editing to bring about my artistic goal for the song.

3.5.2 Mixing ovexhls Mama, Mamabéd

—

he question | tri edVMamaMaamasowewe rweh:e n

Are the words il OMamgMa ma 6 audi bl e?
Did | mix the words imtd OMama Ma m a de audible in the mix?
0 Did I retain the emotion in my voice?

O¢ O«
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3.5.3 Mixing 06O0h Shamvaxing wbekshe® dur i ng

0 OMamaMa maé was one of MmhMixingooarses chose
teacherRisto Henmi to be mixed during himixing workshop in thavinter

of 2022. Ristoand my classmatekelWard andAapoLankinen, and |

mixed the song individually. From the feedback gotten about their various

mixes, | realised that:

1. The vocals wrenot the main focufor the teamRisto, Jogland Aapo
were more interested in the sound of the drumsbhasdcompared to my
mix, in which|l wantedthelistener to understaritie wordsandwhat |
was saying in theong

2. From Risto Henmi, | learned that thbass would sound better if | moved
thebassline onectave up (+12)n the Piano RollHe stated that the tone
of the bass should be balanced, powednot warm. He also added that
since | want the bass to sometimes serweemslodyinstrumentn some
sections, especially in tlehorus, usingnly a bass tone that is within
subbase frequencies did not bring out the melody in the dadslid not
make the bass sing.

3. From the mixing sessions, | realised that | also had t@fiagtion to the
kick: in Ristad mix the kick was consistent throughout the mix.

4. | learned that | could ignore all the above and stick to what | want.

3.5.4 The lead vocal

The lead vocal sits on top of the mix in this sofige aim was to make it
presemat all times. The lead vocal is the caller, while the background vocals
act as the responders.

To make the lead vocal sit on top of the nhiganned it to theentreand
increased the volume. Volume automation also played a big role in balancing
the mk. | raised the volume of the lead vocal when most of the instruments
are playing, for example, in the chorus section. In the verses, the volume is
slightly lower by- 1 or 2 dB.

19
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| mag®©hMamaMamadé | ead vocal signal chain in Logic

3.5.5 Backgr o ynihChvooi cradl Mamm,Nhé @ahandéd 6

00h MBammad contains 42 vocal tracks,
aiming for a choir effect with the numerous takes and layers difatbleup
vocals

In addition to the background vocals, | recorded a plugin synthesizer that
emulates the sound of a vocal ensem8lace my voice cannot sing the bass

or the low end of a full choir, | supplemented the background vocals with a
plugin synthesizer ensemble (EXS24)

o)

Audio 36
MS R I

Gospel Ensemble+

o
" MS R

Inst4
MS R

Gospel Ensemble+
M S =

”
()
"

Gospel Ensemble+

o
ML M siR

Gospel Ensemble+
MS R g

Image of Gospel Ensemble+ tradkd ogic pro x
To manage the 42 backgnad vocals and make them coherent as one choir:

| sent them to an auxiliary group track, where | equalized and compressed
them. This was done to make them sound like there were recorded at the
same time and place. See the image attached below. Bush&(ackup

voice (BVOC) channel:
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M S

BVOC AUX

Image of the signal chain for the Background (BVOX) vocal effect group

To make both the artificial and natural vocals blendsthet h ens e mb | e ¢
volume was minimalandl also senthe Synth choir tracks to the backup

vocal aux channel. This is done to glue it togetardto hide the synth

voice.

3.5.6 Bass

The midi notes for the bass tracks were played and recorded in the C1 range
on the pianoThis was arranged to provide the dudss frequency to the mix

but when | played it back to my teacher Ristorid@ during our mixing

classes, he suggested that the notes would sound bétiy Wereraised to

the C2 range on the piano roll. Risto stlid melodic impact of the bass

sound was missing.

Following the advice of Risto hemi, who also mixed his own version of

60 OMamaMamaé, | edited the midi not es a
where the bass was played on the C2 range on the piancalet. kept the

C1 range arrangement so my mix would have abade element. The result

was a balanced mix where the bass was sometimes a melodic and harmonic
instrument.
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Picture ofbass fingers and Minimoog plugin synths used to makédhs tracks

3.5.7 60h Maamssion Ma ma b

The mix of severatirum setselectronic drums, and synthesizers play a big

role in this song. The fast rhythmic nature of the percussion arrangement is

the element that makes the song sound alive like it is a party. Even though the
lyrics are sad, the percussion serves as a sharp contrast to the warning cries of
the singer. | drew inspiration from my Nigerian roots where funeral songs

and church songs thahould besombreare often accompanied by percussion
instruments such as drums, cowbells, shakers, and woodblocks.

The goal of the percussion in this mix was to create a sharp contrast from the
lyrics.

3.5.8 The whol emhdd Oh Ma ma, Ma ma 06

Individual trads in the record are processed individually with plugins such as
Equaliser, DeEssers, Compressors, and other processors according to taste.

Individual tracks were sent to effects groups where | applied compressors,
equalizers, and suitable effects and pssors to them. This is to glue them
together. See the diagram below for my groupings.
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Individual track ‘ ,/ N‘M‘f‘ \i H
processors. E.g: ‘

Equalizer

|| Percussion Aux group

Individual track
processors. E.g:
Compressor

Individual track
processors, E.g:
compressor

Individual track
processors. E.g:
DeEsser

Individual track
processors. E.g:
Chorus

Diagram showindgrackr out i n YlanmMa m&® b

3.5.9 The final mix

After what seems like Bundredthteration of tearing down and building
back up, this thesis has forced me to stop tweaking the mix. Enery
listen to the song, | want to either raise the volume of thedrass oradjust
the reverb in the choir. For now, | am happy with the mix.
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4 The Sun Donot Shi ne No

4.1 Inspiration

060The Sun Dondét Shi ne inR@3.IMoarmerdoryiofs a
sudden loss and mourning.

| wrote this song when | experienced admidrun involving a neighbour
and the realization of human mortality that followed afterwards.

4.2 Conceptalization

| wanted to express grief in a song because at the time of thedcrun

incident, everyone aroundassad, and the victim seemed to have taken away
the happiness and sunshine in the neighbourhidoelsong was first penned
down with the guitanccompanying it, but as years went bgwitched to

piano whenever | practiced the song.

4.3 The arrangement

Notable in the vocal and instrument orchestraisdhe silence after the
verses and before the choruselisis usedto signifyamoment of silence
for the departed and to also let the words sink in for emotional effect.
Lyrics:

BPM: intro 80, 65 verses and chorus

Key: F#m
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[Instrumental and chordplogression, Intro]
A A A...AE FEm

Verse 1:
la, so, mi, fa

F#m, E, Gfm, D
A, F#mC#m, D, Dm

Life was normal for you until that car made the wrongest move

Y our family expected your return but were dezewith the saddest news

| don't know what it feels like to be dead lsomedayn time,

| will see you when | get there
Chorus:

A E,A E,D,A

But when | look around

And you can't be found

The sun don'shine no more, no more, no more
The sun don't shine no more

INSTRUMENTAL INTERLUDE
A A A A EF#

Verse2:

Tears filled an ocean as your mother wailed for you
Friends filled your family home until there was no room
But | don't know what it feels like to be dead

Cause I'm still alive working for my daily bread

Chorus:

But when | look around, and you can't be found
The sun don't shine no more, no more no more
The sun don't shine no more

Bridge:
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A E,D,F#m,E,..A,E,D,Dm A

Things don't use to be like the way they use to be

Every day without you is so differergo bland

Where did you go we miss you so much

So much, so much, so much, the sun don't shine no... (piano falls) more....

4.4 Therecording process

orheSun Do n BhineNo Moredwas recorded three times.

4.4.1 The first recording

The first recording of vocals and piano was recorded isrttadl piano room

at SibeliusAcademy. The recording was not used because the piano strings
were buzzing in the final recording. This happened because the micrgphone
were too close to the piano hammer and striagdthe piano lid was openl
used the Neumann TLM 103 on the right side and a Sennheiser MD 421 on
the lefthand side. | made the decision to record the piano with a condenser
and dynamic mic because my sound card only had one 48v inparidor
microphone. The second input was for an instrument, but | connected a
dynamicmicrophonenevertheless. Theecordhadtoo much noise from the
TLM 103, while theSennheiseMD 421 produced a thin sound.
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First Piano rSenOom@hiheNgMdroeed 6 The

4.4.2 The second recording

The second recording of vocals and piano g@ein the big recording room
at SibeliusAcademyin Téolonlahdenkatu, Helsinki. This time | used two
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Neuman TLM 103 microphones for the piano, plaabdvethe toppart of
the piano, and the microphone standse wsitioredonthelLeft andRight
side of the pianoSee the picture below.

Instrument: Yamaha grand piano
Microphone: TLM 103

Vocal Microphone:U87

Gain at-32db.

Images showing microphone placement on piano for the first piano takéawdcal
recor di rSgnDo h hibeNbMo r e 6
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4.4.3 Open or close piano?

After trying the recording with the piariol open, the outcome was close to
the first recording becausd the ringing and buzzing sound of the piano
strings. | decided to record the piano with its lid closed. The quality of the
sound was less noisy and without the annoying string buzz.

Image of TLM 103 microphone setupandclopeda n o r ec o rSuh®an & to r
ShineNoMo r e 6

4.4.4 Playing and recording plugin instrumeinfgoblemwith out of tune
notes and lag

In theLogic Pro X piano roll and midi engin@nddepending on the plugin
instrumentwhen you press a key too hard, on a plugin synthesizer it might
sound out of tund found out a way to fisthis by reducing the velocity,

which controls the oscillation and gives yawgontrolled tone. | also had to
manually drag and cut notes to fit the rhythm dl ramind.
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Image of Logic Pro X piano roll showing the velocity button

One big issue | faced when | played a plugin instrument through my midi
controller was laggind.noticed that when | increase the buffer size to less
than64 samples toeduce crackling and desynchronization, the notes were
not recorded on tim& his meant had toselect all the notes and mothieem

to match the time and rhythm of the song. That was tiring to do all the time
To avoidthe lagging problem, | made sure all the tracks were free of plugin
processors like amps, compressarg] reverbsMy 8GB RAM computer
and256 Gigabytestorage spaceoald not handle some of the instruments
especially when tecorded many tracks. Recording the plugin instruments
first before other instruments like vocals, guitaitsims,and piano solved the
lagging issuesWith less tracks to contend with, | found dgbuld record

with short buffer sizes lik82 samples and Gamples

4.4.5 Recording vocals

The first vocal recording was made with RodeAMdio NT1-A, at my

apartment in HarustjéHelsinkiin the year 2021The recording waef good
quality, devoid of any unwanted nois¢owever,| did not use it for the final

mix, because it did not express the solemn emotion the song required. | was
not in a sad mood, ariccould not react to the sadness of the lyrics.
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4.4.5.1 Second vocal recording and tiredness

To get a vocal recording tB@mDore&tpr es s
ShineNoMo r e 6, | recorded the vocals for
vocals witha Neuman TLM 103 microphonéut there was a challengbe

recordng sounded dull. Setting up, recording many takes of the piano first

and therthevocals took a toll. | did not take enough breaks.

| ended up not using the second vocal recording. During the process of

mi X i n @gund®d méineNoMor e 6 | n scteamedtdo mudnat |

in some sections of the song because | was trying to compensate for the low
feelings | felt during my singing. | wanted my voice to sound brighter and

light. The enebroduct was a sound of exasperation and clippings in sections
where | héd long notes. Sibilanceagalso abundant in the recording. In her

article about recording vocal$ornesaki, 2021. Para.®)r o tRecording

vocals is especially stressful because the quality of the recording depends on
many more factors such as vocal health, environment, mindset, being familiar
with the sound of your external voi ce

4.4.5.2 Effective voice recording in the studidyatto do

Emphasizing the importance of rest for a good vocal recording Tornesaki
(2021) suggested that:

Make sure you have a good nightos s
your session. Maintaining good vocal health is also essential. | would
recommad that you refrain from talking too much or practicing

extensively two days before the session. Avoiding alcohol, coffee, and

dairy products can be beneficial to your voice as they can cause
dehydration, reflux, or expestyso§f mucu
water! (Para. )

In retrospect, | should have treated my body better because my voice is not a
separate part of my body or another musical instrument | just pick up and

play. This is something thdahe notable vocal scholar, Dayme Bunch
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expoun@éd in herbookk he Per f or mer 6s Voi ce: Re al
Potential, which discusses best practices for vocal perfornigarach (2005)

writes: AAs the singing voice emanat
singing requires O0Oa coordinated inte
function iIs best when it is treated
(p.13).

lal so should have I imited my recordi

three hours of singing, your voice will definitely fagigued,and you may
end up just wasting time and money trying to get a good take with a tired
vV 0 i @@resaki, 2021).

4.45.3 Recording vocals again for the third time

| re-recorded my vocals for the third time using the Nueman U87
microphoneThere was a particular reasofor switching to U87 microphone
this time. | wanted to experiment and maybe get a different outcome. This
recording was made in thieg recording room at Sibeliuscademy, right

next to the piano. | did not use the vocal booth because it was converient no
to, and | already felt relaxed in the big open space. Moving my gear and
setting up again would have disrupted that feeling.

In the third recording, | felt that | was able to sing better and control my mind

from criticizing my own voicesol created amtmosphere suitable for
recording by learning from the first two recordings and planning ahead.

4.5 Mi xing O0The Sun Dondét Shine

My desire ford fieSunDo n 8hine No Moredis for it to carry a solemn
emotion, for the vocals to like centreand the piano an underlying, yet
strong accompaniment.

My goal for the instruments were:A piano sound that was not thin or
noisy, and avocal that sounded powerful but raterwhelming.
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Mixing references:
My mi xi ng r ef Someonelikegoia n ddllabloy eAdeleo
Or'hat wasn't me by BrandiCarlile.

4.5.1 Mixing piano

| approached the piano by not cutting off too many frequencies. See below a
picture of my EQ on the introductory piano music andpibao bus.
Controlling the low frequencies was what | aimed for.

| noticedthatimd el e d s MakeYogFe€elMydoved ( Adel e,
the piano vaslouder than the vocal$he pianacarried the whole songyst
| i ke BunDodtnTshireeNo Mored .

| decided not to cut thieequencies above 3@M®z and process agtle as
possible. When | experimented and cut fieaies above 30.09z, the piano
began to sound metallic and lifele®gith that in mind| relied on volume
automation and panning to draw attention to or away from the piano music.
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|l mage of Piano EQ set tSunbg s &hinesNelo if &G [pirarce stsri angk
bus

4.5.2 Panning angpacing ofpiano in the stereo field

My panningapproacH or t he &6 The sumwasdondt shin
For the verse and bridge where there Weweervocal phrases, | panned the
piano at-45 and +45 degrees to draw attention to the piano.

In the chorus where | have the lead vocals and backup vocals playing at the

same time, | spread the pans to harddatt hard right to create more space
for the vocals.
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|l mage of piano tracks with the @Banbdo hanhetNoMosr esbh owi ng

4.5.3 Mixing Vocals

4.5.3.1 Lots ofss andssh

When | TheiSyrBadn 8ineNoMor ed6, | ssot ismEad fit he
where very strong because of the wasdaandshine Theii Isho sound

bothered me, and it wahallengingo get rid of it. Reading about how

sibilance is formed in the vocal tract, | found out that consonants are
pronouncedorcefully, and one should avoid screaming into the microphone

when recordingAlso processing the vocals with DeEs§#er can reduce
Sibilance. CooK1 996 ) descri bes how consonant s
consonant /f / ("shh"), where the "source" is not the vocal folds, but

turbul ence noise formed by forcing ai

37



To control t he iisslusedthennbuibfeBskedin logicn s o n a
Pro, but that did not control.tn st e a d , It made tuhoe, wor d
and the word shine sound liket ¢ h.i ne 0

| employed the use @& Waves AudideEsse, | also addedbibilance which
is an advanceBeEsser byhe same companyhen | added RVOX, a
special compressor made specifically for vooatsch made an
improvement.

See the lead vocal chain below:

O Input 2

S After the DeEsser, thiisso sounds were reduced, but | still
wanted them subdueWhen | applied the second compressor,
Sl the ® resurfaced, so | used the Sibilance to smoothen it out,

Sibilance

° mostly focusing on just thié Sho.

RVox (m)
DeEsser (m

Bus 2
Bus 3

EGsd 4.5.3.2 The background vocals
s The background vocals are a seroffi uh®andi ahin a
B13 dronelike manner. | sang and recorded two vogcate high

Bus 7

pitchedandonelow-pitched. The harmony complemented each
otherandserved as adlibs for the lead vocal.

Stereo Out
Read
4.5.3.3 Mixing background vocals and the case of ugingreverbs plugin
To produce a choir effect, | uséaur reverbs, a mix of long and

shortreverbs In the reverbs, | turned down the jlelay to Oms.
This was done to avoid tempo and rhythm issues.

I R

M S

lead vocal
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4.5.3.4 Micro tuning vocals

In the process ahixing, | found out that some notes were out of tune, and

this wasaudible in the whole song. Through Flex pitch in Logic Pro X, |

corrected the out of tune notégcording to the Logic Pro user guide by

Appl e, AFl ex Pitch altiepitersofauddou t o quar
material. You edit the pitch of audio material by choosing the Flex Pitch

algorithm. The contents of the audio track @analysedor pitch using a pitch
detection process, and the results ar

To edit my and correct a pitch, | dragged the notes which appear as horizontal
blocks up or down the interface. | right click and move the mouse up to
increase pitchor right click and move the mouse down to move pitch
downwards.

Irack i Irack

5 [45  Flex Pitch 7 Flex Pitch

= Back up high#10.9 05/

Before and after using flex pitch on a problematic note on the background vocals

39



4.5.4 The whole mix

The goal of the mix was for the emotions in the votaldraw thdistener in
and put themselves in the situation of the loved ones left behind.

Did it sound like what | had in mind? Is the vocal deatreand is attention
drawn to the piano when the vocal tracks are silent? | would say so.
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5 Never Be &£lown

5.1 Conceptualization of ONever

|l n early 2020, | wBeowneChosownvng ¢t¢al wad
the ending of relationship | was in. The ending left me feeling like a joke, and

to manage my anger and unusual feelings kevdmwn all the less than

pleasant thoughts that crossed my mind.

At first, the lyrics | wrote did not fit the melody | played on my guyitenich

| had begun t o assoBei at €€l wiwtnldo .t He sper
changing the words so thepuld be synchronized with the rhythm and chord
progression of my guitar accompaniment. However, | made no progress.

According to Al bert Einstein, insanit
again and expecting diff ¢thaetme r esul t s
because | wanted words to fit desperately to the one melodildsan

humming in my head.

Tired of trying to fit square pegs in round holes, | decided to change the
chordal arrangement. | felt like | was makimgadwayput some words did
notrhyme or make musical sense in the funeral pop style | wanted the song to
be. | rewrote the lyrics while trying not to lose the original emotion that made
me write the song.

The finished product has an upbeat tempo in the chorus but melancholic

lyricsend sl ow tempo in the verses. The c
Be a CI| o wn pandrthe peesestcleadyl sjow that | was sad. The first
verse is strongly worded, AYou were ¢
made | oving you ffeel |l i ke a cri meo.
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5.2 Lyrics, chord progression and arrangement

Capo on fret 1 (Guitar, standard tunning)
Versel:

C
You were a coward who wasted my time
Em

you made loving you feel like a crime
Am F
| was a fool who made excuses for you
C
| walked around, around and around

Em
On a cold autumn night, with tears in my eyes
Am
| kicked leaves, | kicked leaves
F
| was extra sad

Pre-chrorus:

G F
| guess | got used to the cold baby
G F
Got tired of trying to belong, baby,
G F
Too old for playing hot and cold baby
G F

Too old for playing hot and cold

Whatever...

42



Chorus:

C
Down down down in my heart

G
| have made a plan to never get back

Am F

With someone like you, with someone like you, with someone like you you
you
C
Down down down in this ditch

G Am
| have made a plan to never be a clown, to never be a clown, to never be a
clown, to never
F
Be a clown

Versez2:

| looked for youin crowded places

And searched and searched strarijaces

| still miss you, the tears are here to prove it

| sometimes wonder if you're doing all right
Sid you finally see the light?
Did you finally realize that we shouldn't have to lick love off of knives?

Pre-chorus:

The streets are not paved with gold baby
Got tired of trying to belong baby

Too old for playing hot and cold baby
Too old for playing hot and cold baby

Whatever!

Chorus:
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Down down down in my heart

| have made a plan to never get back

With someone like you, with someone like you, with someone like you you
you you

Down down down in this ditch
| have made a plan to never be a clown, to never be a clown, to never be a
clown, to never be a clown....

Bridge:

Dm Em
Dondt worry, | have |l ost faith in pec
Dm C
Dondét worry, youbre not speci al

Dm C
Dondét worry, I'tds a give and take thi
F

And| O maver gonnde a clown, never gonna be a clown, never gonna be

5.3 Recording of Nevdde a Clown

The first r eBeoradicnlgaeosdtringieSoval-q09
lockdown periodf 2020,I felt relaxedand my creativity flowed at my
makeshift home studio in a shared student apartméviaiminkartano,
Helsinki, Finland.

5.3.1 Recordingocals

The vocals fob BverBe aClowndwere recorddat my apartment in
Malminkartano, Helsinkiusing the rode NT-A microphone. To reduce the
echo of my room, | hung blankets and curtains around the wall, opened my
clothwardrobe had a carpet and blankets on the floor, @niicasesround.
This was done so the room is not empty to reduce re\aities.
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Pictured below
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Image of my vocal recording set up in my apartmendaiminkartano
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My old apartment in Malminkartano

5.3.2 Electroacoustic guitar recording

| recorded the Fender FA series ele@oomustic guitar with rode NTA
microphone, placed at about 25cm away from the guitar and the player
(myself).

Image showing my miophone placement when | recorded Hoeustic guitar
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| also recorded the direct guitar sound using the Fender Fishmampre
pick upthat came with thguitar.

So why did | record acoustic sound and direct sound? | wanted to capture the
guitar sound without the environment sound or room reverb. | also wanted to
capture the air, ambiance, and room sound too. Mike Duffy in his article
@Decoding the f en(d2e0r2/ 2f)i,s henxapnl apirneeadmptoh a
acoustic/electric guitar gives the player the best of both worlds: The ability to

get the most out of the instrument no matter the situation, opening up more
avenues of B eativityo (par

5.3.3 Recording drureet

At first, | played and recorded and arranged midi ds@tninstruments in
Logic Pro X to build drum section of the song up. On the advice of my
teacher Miika Huttunen to try out real drg®@ts, | employed the help of my
classmate Miko Saarinen to play the drums. | recordedidido playing the
drums in thebig recording room studio at Sibelidscademy, Helsinki. |
recorded into a ProTools session in Stuthomas, Sibelius Academy,
Helsinki.

After about 15 takes and two songs laterkidi and | were done for the day.
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Two Neumann U87 microphones positioned to capture the overhead sound in stereo
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Snare drum with Shure SM 57 Microphone placement on the side
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A — _— = g\ )\ \ y ,
Image from the drum recording sessiomigtrecording room, Sibelius Academy,
Helsinki. Featuring: Dynamic microphone close to the drum to capture the hard kick drum
hit, a condenser microphone pldeelittle bit away from the kick drum to capture the

whole sound.
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ProToolssession fothe recording 06 N e BecaClownd

5.4 Mi xing of O6Never Be a Clownbo

Before and during the mixing stage, | listened to several music references
sucha® Lost on Youd by LP and o6Dondét St
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5.4.1 My goal

Never be a clown came with many challengeany busy sections and 79
tracks in total. My goal was to get a coherent mix. What parts do | let go off,
or reduce the volume of? How do | make it less overwhelming2&tere

the pertinent questions.

5.4.2 First listen

At the first listen after recording the drums and every other instrument, |
noticed the overamix was boxy and big. The tone of the song sounded like
live acoustic music. The cause of the boxiness iastoustic guitar
recording and the live drums.

5.4.3 Turning an acoustic guitar into an electric guitar

| did not want the tone of the music to sound like live acoustic miusic
passed the guitar sounds, both the MIthicrophone recording, and the
direct preamp versions through a plugin Amp designer plugin in Logic Pro x.
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To turn the acoustic guitar into an electric guitar sound, and make it less
boxy, and more controlledalso cut some of the high frequencies from
2kHz.

Seethediagram below:

Image of acoustic guitar sounduadjsed and
passed through an Amp Designer pluigith.ogic Pro x

5.4.4 Synchronizing background vocals with lead vocals

After a careful listerof the vocals] noticedthatin some sections the last

syllable of some of the background vocakswot in synch with the lead

vocals. Some background vocal parts had beginnings and endings which were
ahead and after the lead vocal. This affected the harmony of the entire song.
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The background vocal plosives wetlsonot in synchronization with the lead

vocal. Removing the plosive sounds in the background vocals helped with the
general coherence of the sotgherjourral articlei Tec hnol ogi zed a
automi zed vocal s i n c¢dugheg20lb)paintked y popL
out that: AAl t rcanlbaused pfleghively and punpasefutlye s

as expressive techniques in some styles (e.g. beatboxing), plosive sounds also
have the potential to i nt(p167)umphis t he f
song, | did not need popping noises.

| had to pay attdion to the tail ends. Using volume automation, | hid the
fiso  afshid and tail ends or beginnings of problematic background vocals.

2ip1.20 O
, Lead vocal verse autotune

ah M S %R Track - -4,5
o—o,

Y o
> Read ¢ Main: Volume - ._—./ "—o‘l
g -14,6 dB 199

Bridge voc 1
M S| % Track

12,5
> Read ¢ | Main: Volume

Image showing where a lead vocal ended before a background vocal.

To solve the problem of plosives, | usemlume automation to gradually fade
the background vocals before the lead vocal ends.

5.4.5 Editing drums

During the recording of the drums, | listened and adjusted the gains for each
drum, especially the snares anehht. We recorded many takesid | had in
mind which take was the best takéhe one | was going to use in the song.
Listeningin-depthduring the mixing stage revealed rhythm problems. Some
drum hits were not in synch with the guitars. The guitars were easier to re
record, sd re-recorded the guitars.
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Drum set wup f oBea€Cleocworodi ng A Never

Choosing what drum takeo use from the multitrack drum recordingsa
challenge.After listening irdepth to all the take$ decided to go with the
takethat haghe least rhythm, attack, or hit probleridghen | finally chose
my takes, | paid attention to the beat of the drum. | employed the use of:

O«

A groupin order to control the dynamics of the drums

The metronome to couand edit the drums

Cutting and joining parts to form a whole section

Volume automation to hide out of synch notes

Flex pitch to drag and move out of synch parts.

| also introduced sample drums to make up forauitsections of oubf-
synch drum plays.

O« O¢ O¢ O¢ O«
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5.4.6 The tone of the bass is an existential crisis

In &NeverBe aClowndl played and recorded three plugin synthesizer
produced bass tracks, each one with a different sounding tone. Their
characteristics were: a bass sound that does not sound overwhelming but
heavy A bass sound thatan be felt by the listener, a melodisbahat sings,
and a bass with the natural string slap sound.

Basedon the above deliberationischose three different sounds
0 A low sub bassound
a synthesizer high pitched bass sqund
0 and a slap bass sound where the sound of the swistiagozdon the
strings can be heard.

(@4

A combination of all three produced a result that covered the low, middle and
low-high frequencies.

5.4.7 Timbral Modifiers\(ocoder effects plugin and vocal synthesizers)

In NeverBe aClowng synthesized vocals play a big part in tlro of the
song. | manipulated my vocals to create a variation and a deviation from the
same choryswvhichis repeated twice in the songdecided to distort the

outro chorus| did all this bearing in mind tht to bring a fresh perspective to
the listener, onenustcall their attention to different elements of the song. In
my caseusing vocal effects iaway to call attention of the listener. To

create a different timbre and variation from my usual natural singing voice, |
processed and synthesized my vocals. | employed the use of harmony and
vocal synthesis using vocal transformers, synthesizers, ardianmgugins.

The manipulation | carried out in tloaitro was aimed to give my vocals the
vocoder effect and create a differéintbre and texture for the sole purpose
of distortion and variety. Hughes (2015) pointed out some objectives of
applied effets on vocals:

Looping and applied effects, for example, may combine to enable the
contemporaneous transmission of multiple vocalizations and vocal
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colours. In an instant, audiences may observe several musicalities in a
seemingly complex and layered vbdalivery and yet one that emanates
from and through a single voice.(77)

(Liuni & Rébel, 2013, p. 73) defined a VocoderasT he codi ng of a
features in order to reproduce it synthetically Ther e aroptiors var i
to choose from wheih comes to plugins created to simulate the sound

produced by the vocoder. In my process of using the Alchemy plugin in

Logic pro x, | set out to study how the vocoder works, and the similarities

with the Alchemy plugin | used.

Describing how aocoderworks, Dickinson (2017) wrote i journal article
'‘Believe'? Vocoders, Digitalised Female Identity and Cémayp

A vocoder will divide the vocal source signal (which gets called the
Omodul atord) into various frequency
process & c a osigmaktire keyboard or guitar trat&nd render it more

sonically complex. The result is an overlap where the instrument takes on

the timbre and articulation of the vodatscluding the coherence of the

lyricsi whilst superimposing some dkiown texture and a more emphatic

sense of its tempered pitch, and thus its melodic priar(pe834)

Relying on thevocoder simulation plugin, | set out to manipulate a versfon
the vocals in the ending chorus by feeding it into Alchemy. To aelaev
robotic vocal sound in my ending chorugiNeverBe aClowng | brought a
duplicate of the ending chorus into Alchemy, a stock pluglnoigic Pro x.
See my process below

To manipulate a version of my vocalgreated a software instrument track >
chose Alchemy as the instrument > opened Alchemy >atiok Advance >
clicked on file> initialized preset(This is to bring the plugin back to a setting
with empty oscillators) > cliokdon oscillator or source & Imporedaudio

> clickedon keyboard controller, plagthe voice as an instrument on the
keyboardl usedthe sampled vocals as the main part to harmonise the lead
vocal.
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Prepare and export
audio you want to
sample

Create a
software track

Play the voice as
an instrument on P
your keyboard

Import the audio
you want to
sample

Chose Click on
—,| Alchemyas | ] Open > [y -
plugin Alchemy
instrument
Click on
Click on <« | Initialise DI fil
source A preset e

Diagram showing stepaken to produce a vocoder effect on my vocals

The end product of this process was a robotic soundind swagar to what

a vocoder would produce.

Software Instrument

Audio

Drummer

(D Default

<

SOURCES

A

External MIDI Guitar or Bass
¥ Details:
Instrument: Output:
Alchemy 0 Output 1 + 2 & }
Open Library || Ascending

- Multi-timbralm parts

Compare

Saw

Import Audio

Output device: (Temporarily using Ma... &

Number of tracks:| 1

Cancel

Save Consolidated
Initialize Preset

Refresh Library

FILTER
Ofl LP24dBEdgy <

/)

- VOICES
Par/Ser
— Always

On HP 60dB Smooth < >

[\ [@\ [

Default

FILTER MASTER

On LP12dB Smooth ¢ >

AY ’
Cutoft Res
VOICES
On LP12d8 Smooth < > VOICES

Always

Create

None

100 % o

Coarse Tune Fine

Al A B COD

v 8

Side Chain: =~ None

Coarse Tune Fine

Al A B COD

Image of Logic Pro x Alchemgnd highlighted steps taken to produce a robotic sounding vocal
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6.1 Conceptualization of O0OYour B

The idea to notate O0YounoteBntogpdibitalut hd
audio workstation was conceivethe years ag. My first foray into playing

with midi was instigated by my thoughts @fusion of Afrobeat and
ElectronicDanceMusic. | explored a different way of writing music fanst
notatingmy instrunental partsnto the Sibelius notation software. My reason
for thiswasthat | wouldbe able to manipulate the midi notes and replace the
Sibelius software low quality audio sound with higher quality sounds in any
midi compatible digital audio workstation. | also did not have the opportunity
to record a whole band or hire them. | imagiheduld get ehigh-quality

sound if | replaced the Sibelius midi sound a higher quality sound in a digital
audio workstation.

6.1.1 The lyrics

The song wasitially written about the effects of gosshytnine years later,
| felt that the lyrics did at match the type of stories | waxlto tell, and |
should not be writing about gossidelt that the song could be more and
could tell the stories of now.

6.1.1.1 The language of the lyrics

The words in 6Your Bi gngldandEngiish.ar e a r
borrowed from the Afrobeat style popularisedtbg Afrobeat legenéela

Anikulapo Kuti and the Nigerian way of speaking, which is often a mix of
PidginEnglishandstandardcenglish.

| was also inspired by the Afrobeat rhythm, as heard is@xephones and

congas and the OFour on the floord be
music.
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6.1.1.2 The first lyrics

When | wrote youYour Big Mouthdin 2013, the lyricsvere as follows

Idle man siddon, e come dey talk nonsense
Lazy girl siddon, na so she dey gossip

You no get work oga, wetin you dey find,
Trouble o, trouble

Your big mouth go show you one day
Your big mouth go disgrace you one day
One day

6.1.1.3 Rewriting the lyrics

In the year 2021, while experimenting withdi again, | recalled that | had
notated a few songs from way baClomparing digital audio workstation
audio engine like fruity loops froime early 2000s to what is obtainable
today, | realised that the sound engines and sound quakgrhproved a
lot. It was a good time to try again.

| rewrotethe lyrics of6 Y oBigrMouthbbecausavhen | first wrotethem,|
was tryingto sound moré\frobeatlike and the lyrics did not resonate with
me. | was finding it hard to sinthe song

When Iwrote a new version of the lyrickdecided tdeepthe chorus, but |

changed the verses, and the bridge. | shifted from talking about gossip to
Nigerian politicians.

6.1.1.4 Lyrics ofYour Big Mouthd

Verse 1
Oh politician, you've got blood grour hands, all talks, no action just lies
Your words smell like something crawled inside you and died

Pre-chorus:;
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What are we gonna do with you
Gonna do with you and your big mouth, big mouth, big mouth

Chorus:

Your big mouth go wound you one day

Y our big mouth go show you one day

Y our big mouth go disgrace you one day one day, one day

Verse 2

Nice house, big cars but the road looks like a dustbin, no shame
Killing, looting, stealing, diverting public fusdvhie screaming in God's
name

Pre-chorus:

You talk so loud and big

With nothing to show for it but

Y our big mouth, big mouth, big mouth

Chorus:

Your big mouth go wound you one day
Y our big mouth go show you one day

Y our big mouth go disgrace you one day
One day, one day

Bridge:

Who isin the garden? A useless president

May | come and see him?

No, no, no, no

If you live in London, you may come and see him
Who is in the garden?

A useless governor

May | come and see him?

No, no, no, no,

If you rig elections, you may come and see him

Chorus:
Your big mouth go wound you one day
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Y our big mouth go show you one day

Y our big mouth go disgrace you one day
One day, one day

Outro

6.2 Recording oO0Your Big Moutho

Apart from notating all the music parts/instruments first in Sibelius and
exporting the midi files into the digitatorkstationLogic Pro X, | recorded
live drums and vocals.

6.2.1 From notation to audio

The process of notating notes in Sibelius toogipg instruments parts to
midi is outlined below:
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i

Import midi files into Logic pro x
software instrument tracks

l

Choose specific software
instruments and

e Y
—

Diagram of my process from notation to audio
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Thef i nal vocal s i rerecaptued with e AKGO@H14t hd w
microphone. Initially, | recorded the vocals with Rode NY 1hen |

recorded another version with the Neuman TLM 102. The quality of both the
Rode NT1A and TLM 102 were goqdut | realisedhat the mood of the
vocalswasdull and my pronunciation of some wordaswmot coherent. To
experiment with another microphone, | chose the AKG C414. For my voice,

The AKG C414 was too bright in the high end at around 14800HZ. | fixed

that with aDeEsseduring the mixing stage.

6.2.3 Recording live drums to humanise the song

The midi instrumentsounded robotic when they were uneditaat]

computer generated. To humanise &6Your
| recorded live drums and vocadtsintroduce the human element into the

song because the midi drums were right on the beat and sounded perfect.
Variations and a little imperfectioneseneeded to humanise the song.

The drums were played by kko Saarinen using the same microphones and

drum setupaswitho NeBeera Cl ownod. Both drum rec
the same day in thag recording room at Sibelius Academy, Helsinki,

Finland.

69



MikkoSaari nen Posing or a photo before we st
Big Moutho

6.3 AfrobeaE DM? O Mi xing Your Big Mouth

My objectives for the songere

The Four on the floor beat of the drums
A heavy bass

A syncopated Afrebeat vocals

Call and response synthesizers

O« O« O¢« O«

| envisioned a mix that ldeelements of electronic dance music @&fbbeat
fused together.

To get a coherent aridgh-quality mix, | begarby changing the timbre of the
original Sibelius midimport tracks. For exampléreplacedhe midi
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saxophone sounavhich is the lead instrument heard in the bridge section of
the songanarpeggioplugin nsynthesizer generatedund which was then
bounced to audio.

Alto Saxophone_bip QD

Alto Saxophone_bip

M S

Image ofthe Ats ax ophone track in 6Your Big Moutho proje

6.3.1 The AKG C414ndthesibilancein my voice

The AKG C414 highlighted thgibilancein my voice.To remove excess
sibilance, | processed the vocals witb@Esser and equalised the high
frequencies by making a reduction-dtib at 6400 and-0.2db at 12200H
This reduced thsibilanceand harshness in the vocals.

dB +20

= & 160Hz
r= o
20 [~ %7 | 80Hz.
a4
7
-30 —

250Hz [ = C 414 XLS
Cardioid

Polar pattern of C414XLS, froMKG website
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6.3.2 Waves Harmony in my backing vocals

Lead vocal Harmonizer

(D Maj Harm Chrs

i > Compare Copy Undo View: Editor o

Yy :”:\ h Y EE’ ,i‘ii

GLILLLILAILALILLILLLILLILLLILLILIL — ..

&

ATTACK SUSTAIN RELEASE

N BN
\

Userint er face of Waves harmonizer plugin as used i

To create a variation and employ another elemedecfronicdancemusic, |
applied Waves Harmony effects plugin to an edited copy of my lead vocals.
The first element was the Four on the floor drumbeat pattern, the second was
Lead synthesizers, and the thwdscomputergenerated vocals or

manipulated vocals. According Waves K.d), Waves Harmony enables one

to create:

0 Realtime vocal harmony

0 Instant generation of up sghtvoices from a single vocal

0 A way to aljust pitch, formant, panning, delay, filtering, modulation of
each voice
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Creating harmony witl duplicateof the lead vocal was done for the purpose
of introducing arelectronicdancemusic element and to create a timbre
variation different from the lead vocal.

YO Y YOUR BI ‘ YOUR BI YO ‘ You ‘ YOUR BI YOUR BIG \['You( Your Bj [YO|

Lead vocal main

M 'S . poiasd el ﬂ--‘—-t— ‘»nu-ﬂ e

LTI TET p.u..,w ‘

Yo [You ‘voun Bl » A .. Telephon| YOU| YOUR 51 Yo|

Fodtbong i h*}%[ 8.

Lead vocal Waves Harmony
M S " r...

Lead Voca Y YOU Lead Voc Lead Vocals:

Image of the lead vocal and tedited diplicatethat was processed with Waves Harmony

® o T YOUR BIG MOUTH BY KACII ELEVEN - Tracks
D@ Blo H X
MIDI Defaults [ Edit Functions

k: Thumb Bass a9
v Ma.rd ..

PoDp Kick BD OU{.08321 © BDOUT.05.124 O

Pop Snare N 1 T(P.05_Y N 4

SN 1BOTTOM.05.12

Rock Snare
Bottom Snare
FLOOR TOM.05.12
RACK TOM .06_12

drum roll

Basic Hi-Hat HI-HAT 05323 O

OH (C).05 1

OH (L).0512

OH (R).05.11 2 N4 0

RM (L).06 12 RM (L).D5321 O RM (L).05.12.4 O

RM (R).05 12 RM (R) 6921 O RM (R).05.124 O
Grittv Funk GB Drumj [

Drums_bip Drump:_bip @

Conaa bip Congfibip @

Drummer bip Drummer_blp D

Deep Tech (Leah) Drum Drum
80s Back Beat 01 80s Hack Snar ] Solid 7
trad drum You
STINGER RISER

lie mohammed audio

second lead sec second
Lead Vocal Lea Lea® Y YOU Lea Lead V
Y Yo ‘you e Yo

Bass Finge

Gain
Channel EQ

Y VDOV NDOVBOONOBNNNN B BB B O
£

Lead vocal main

Y Yo > A YO
Lead vocal main

M - . - e it nlﬁ

Audio 5

Narration Vocal Lead
Trackina Vocal

Telephone Vocal

adiibs

Telephone Vocal

Lead Vocal low Lead |focal#04 O
Audio 6 o=

Audio 10

Alto Saxophone_bip Alto Slaxophone_bip D
Piano bip Piano bip GD
Piano_bip Pisnolbip.3 @
Untitled Piano
Untitled
Thumb Bass S Rave Code_bip
2l & L72 M 80s Synth FX Riser 01

| mage of the edi tMowitmdoWoX togd¥our Bi

The Final mix
The heavy four on the floor drumbeat and big bass hold sway in the mix. |
tried to balance all the instruments so one could still hear the vocals.
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7 Older works, angivhat | know now

Find the link to my older woikon Spotifyhere

https://open.spotify.com/artist/ 7EahgvOEQ|Wq4V|iTeNbdk7

Looking back at my ol der svorksdomhor
to MissYo u any questions come to mind, questions like:
0 Why did the final mix on the streaming platforms sound dull?

v

0 Isthere a plan in the future to rewrite the songs?

7.1 What | know now

The arrangement of a sohgsa big impacibn theoutcomeof the final mix

Apart from focusing on the words which make up the song, the instrumentals

are also important. The textyteow thick or thin the mix igplays a big role

in makingasongloudenad bi gger . OThWantt@dvhssi st mas
Yo u(ecordedn 2015)had an arrangement problem in the instrumentals. |

could havdayered my drums and guiteaeadmade the bass and the lead
synthesizer louder. Two similar acoustserving as rhythm and lead

instrument was not enough. A piano or organ in the background would have

also thickened the mix.

Li stening to 0TWantdoMBdYp u 8t endedtloabtiseceo n 6t
was no sense of urgency in the song arrangement, no diversity or instrument

to draw attention of the listengfowever,the vocal quality igreat,and the

singing is just rightThe song orchestration could have been fuller. Paul

Tigen in his Sound o8oundmagazinarticle wrote that the songwriter

Benny Blanco compared a song to an hour long DHsa#rites

A song today is like an hodiong DJ set condensed into three minutes.
You start, you build things up, you bring them back down, you build
them up again. There continuoushystbe something exciting to the ear,
and that has to keep changing throughoustrey. The structure of the
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https://open.spotify.com/artist/7Eahgv9EQjWg4VjTeNbdk7

song, every time it changés.e.. intro, verse, prehorus, chorus has to
be signposted. (Tigen, 2012ara 4

In retrospect, instrument layering, using more instruments with different
timbre, and musical arrangement would have niadeh i s CMonh ét mas
WanttoMissYou 6 an even more interesting s

7.2 Rewritingmyoldsonges peci al ly o6Ddndts Chr i
WanttoMissYou 6 i n the future

In the futurel am hoping to rewrite and remake some of the songs in my
0OAcoust i c |Dboule BketeapdyBlidhe knowledge | have gained

and also a remake my vision for the songs. In his GdwkArt of Music

Production: The Theory and Practidgurges (2013p. 93, explained that:

AMany writers have difficulty rewriti
would rather write a new one, but the iterative process refines and perfects
everyaspectsohat i1t works the waywasndvers houl
too | ate tG@ rrieswrmatse 10 dhoinst want to m
reworking the song will givene a chance to fix all the deficiencies | have

noticed.

In comparison to my older worls terms of quality creating newemusic

has enabled me to learn to usany tools| have acquired new concepts and
learnedhow to process instruments. | was not happy about my older songs,
but now, | can say why.
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8 Mastering

My ideology for a quality master @ne thatranslates well on a variety of
playback mediums like phone speakers, headphones, earplugs, radios,
television, and camadios. | usually test my masters by comparing theith

a chosen reference track, as vealplaying them on various playback devices
in several locations.

For the mastering phase, | followed the instructions of my teacher Miikka
Huttunen, by mixing and mastering to standardize measurements of loudness
using the LUFS measurement-@#idb LUFSfor music streaming servicels.
settheompr essi on set at not more than t

LUFS stands for Loudness Units rel a
measurement of audio loudness that factors human perception and

electrical signal itensity together. LUFS are used to set targets for audio
normalization in broadcast systems for cinema, TV, radio, and music
streaming. (Hahn, 2022)

8.1 Loudness Targets

For the four songs in this thesis, | targeted a loudnesOdb-14db LUFS.
The dynamic range in the four songs varies, but | made sure it was not too
loud or clipping | also wanédto have enough headroom since most people
these days listen to music with their headphones.

8.2 Components of my mastering signal chain

After | have mixed a songnd | am satisfied with the balance of the mix, |
bounce and export my mix in the Wav format att#4resolution and 44

kHz sample rate. This is the same sample rate | recorded the tracks With.
shouldrecord at a higher band sample rate, | will bounce and export
accordingly.
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To begin mastering, | create a new project in my digital audio workstation
(DAW), then | import the mix and the reference tradk$er that I set up my
mastering chain.

Prior to using anyprocessors, | listen and make notes.

My go-to mastering signal chain setup includes plugins for balance,
dynamics, and width control.

Subtractive Equalizer

v

[ Compressor to glue mix ]

)

[ Additive Equaliser ]

v

[ Stereo imager ]

-

[ Limiter ]
.

[ Loudness meters ]

Diagram of mymastering chain and workflow

In my mastering chain signal | ude processors below

8.2.1 Subtractig Equalizer

To shape the tone and balance of the song, | use my subtra@tieer&move
muddy, boomy frequencies around-2800 Hz ifthisis needed. | also tame
problematic frequenciegvhich cause sibilance in the high end between 5k
20k. All cuts and boosts are not more than + 3db.
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8.2.2 Dynamic Compressor

| use compression to glue my mix together ameinhance the punch and

rhythm of the song if needed. My mastering compoesis often subtle,

typically sitting at a ratio of 1:2:1. | adjust the threshold, attack, and release
according to the goal of the song. Sometimes, | use two compressors in a roll.
One compressor focuses on saturation and compression and the other works
on rhythm and punch.

8.2.3 Additive Equaliser

When | use the additive EQ, my goal is to compare the spectral quality of my
master to my reference musiack ando adjust my equalizer accordingly. |
boost frequencies that sweeten the mix.

8.2.4Stereo Imager

| rarely use stereo widening but when | do, it is to make theemeloping

and big. | also use &ereolmager to suppress bass frequencies, reducing
their wideness for clarity's sake. For example, to get a punchier kick drum, |
reduce thénformation of the kick in the Left and Right and keep it in the
centre(Mono).

8.2.5 Limiter

Monitoring my Loudnes#eter, | aim to limit my master to a ceiling of
-0.3db to-1db. | turn the gain ufo get a-2db to-3db of gain reductior
also watch my Loudness meters. | use my eyes along with my ears.

| aimed for the loudness ef4db LUFS with a true peak €9.2DBFS for the

four songn this thesid T B Do n hineNoMor e 6 1 s asobui et e
pushed it to13dbLUFS.
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After applying the above processors, | listen and adjust accordingly on
various playback systemisalso take breakandcome back tavork on a
songanother day. When | am satisfied with the master, | bounce the file into
Wav and MP3 format to listen to on my phone while walking and in the
metro. If | am satisfied witkthe song] distribute it to streaming platforms

and publishers.
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9 Conclusions

In this thesis, | have outlined my inspirations and conceptualization of four
songs. Ihavediscussed why | wrote the songs apecifiedmy artistic vision

for than. | have also outlined the recording, mixing and mastering steps taken
to achieve the desd quality of the songs.

Writing this thesis has caused me to reflect on my artistic process and
methodology aa music producer. Intertwining of the learning process and
the creative process nourisheath

This thesis has alsonademe to look asinger-songwriters like Joni Mitchell,
Tracy Chapman, and Bob Marley, and to read their stories and what makes
their songs relatablé have learned that a song that bring about positive
change in society.

Using mysong writingand music production methodology, as | have

discussed in this thesis, | have been able to collaborate with a poet to turn one
of herpoemsinto a relaxation song.dlsohave applied the knowledge gained
during my period of studies at Sibelidsademyto my roleas a music and

audio editor athe Openradicsummer internship where | edited sound and
music, | have also been ablecampo® songsn several student films.

In thefuture, | am hoping to work with musicians both in Finland and abroad
in the capcity of a songwriter, music producer, or on a curatorial role as an
Artist and Repertoire person. If | can analyse my own works and see what is
missing, | should be able to point that out for oth&cshelp other artists

shape their song materials todmeially relevant, interesting, and relatable is

a goal | aspire to.

As a singersongwriter and produceand after making this thesisam better
able to understand the artist | am writing or producing for. The preparation
procesdor recordinga songhas also taught me how to arrange for a
recording session as a singer and escording engineer.

80



| am planning talistribute théour songs in thesisn music streaming
platforms onlineandmaybeturn them into Mn-Fungible Tokens (NFJ) to
be licenced for use ifilms, gamesadvertisementgnd persongbroductions.
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