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Abstract 
	

Re-recorded	songs	and	albums	by	original	artists	have	appeared	more	often	in	

musician’s	or	band’s	discographies	over	the	last	two	decades,	as	they	

increasingly	look	back	to	their	earlier	works	as	source	material.	The	continual	

rise	in	re-recorded	albums	and	songs	has	led	to	questions	about	why	musicians	

re-visit	their	work	and	re-record	it.	This	research	argues	that	the	decisions	

musicians	make	to	re-work	songs,	and	the	reasons	underlying	them,	are	

complex,	and	include	a	range	of	factors	from	artistic	license,	to	(in	many	cases)	

rights	ownership.	Re-recorded	songs	or	albums	are	not	obscurities	within	an	

artist’s	discography,	but	often	hold	a	transitional	place,	especially	if	they	are	

presented	in	a	different	style	or	arrangement	to	the	original	versions.	

Occasionally,	some	re-recorded	songs,	such	as	Eric	Clapton’s	MTV	Unplugged	

version	of	‘Layla’	(Reprise,	1992),	supercede	the	original,	and	become	the	default	

version	when	considering	the	song.		

	

While	limited	literature	exists	on	original	artists	re-working	and	re-recording	

their	earlier	work,	it	frequently	focuses	on	specific	artistic	examples,	rather	than	

a	broader	overview.	The	documented	evidence	(in	biographies,	texts	on	cover	

versions,	industry	articles	and	interviews)	provides	some	explanation	for	re-

recordings,	but	few	writers	and	commentators	look	closely	at	re-recorded	works	

as	a	wider	phenomenon,	and	the	implications	arsing	from	them.	Using	an	

intertexual	framework	to	examine	re-recorded	songs	provides	a	way	to	see	how	

the	new	version	of	a	recorded	text	is	connected	to	the	original	version,	and	can	

expose	new	meanings	between	audience	and	artist.	This	can	be	a	delicate	

balance,	as	fanbases	are	likely	to	be	attached	to	original	versions	of	songs,	

especially	if	the	song	is	successful,	or	a	favourite	track.	Closely	connected	to	re-

recordings	are	cover	versions,	which	also	have	intertextual	links	to	original	

versions,	and	establish	bonds	between	musical	artists	as	well	as	a	way	to	pay	

homage	to,	or	interpret	other	artists’	music.	

	

This	thesis	examines	the	varying	ways	musical	artists	have	re-recorded	their	

works,	noting	the	different	kinds	of	re-recordings,	and	the	underlying	decisions	
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and	reasons	behind	them.	Examples	have	been	drawn	from	across	popular	music	

genres	to	represent	the	wide	range	of	artists	who	re-record	work,	and	the	

diverse	reasons	behind	them.	Four	rationales	for	re-recordings	–	financial	or	

legal	reasons,	ownership	of	master	recordings,	updated	recording	technologies,	

and	alterations	for	artistic	reasons	–	are	explored	using	further	examples	of	

musicians	undertaking	this	process.	Two	specific	case	studies	examine	the	re-

recorded	output	of	high-profile	musicians	who	re-recorded	their	music	

throughout	their	careers	–	David	Bowie,	and	Kate	Bush	–	before	a	final	chapter	

assesses	re-recorded	musical	works	from	a	New	Zealand	perspective.	This	

chapter	on	New	Zealand	musicians	and	re-recordings	includes	new	interviews	

with	musicians	who	have	re-recorded	their	work.	Their	comments	and	

reflections	underscore	the	argument	that	re-recordings	are	complex,	and	affect	

not	only	the	perception	of	the	song,	but	also	the	artist’s	engagement	with	the	

material,	and	the	audience’s	connection	to	it.	Ultimately,	a	musician	or	band	

takes	many	risks	when	re-recording	their	musical	works,	and	their	reasons	for	

doing	so	are	nuanced	with	many	factors	to	consider.	
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Chapter One 

Introduction: What are re-recordings? 

	
Re-make,	re-model,	re-imagine,	re-work.	There	are	numerous	descriptors	or	

names	for	popular	music	artists	re-recording	the	earlier	songs	or	albums	they	

have	written,	or	that	are	associated	with	them.	The	phenomenon	of	the	re-

recorded	song	or	album	has	gained	prominence	in	the	last	two	decades,	with	

more	and	more	artists	revisiting	their	early	(and	in	some	cases,	recent)	works.	

The	increasing	number	of	re-recorded	songs	and	albums	leads	to	the	question:	

why?	What	are	the	motivations	behind	these	re-recordings?	This	research	

argues	that	the	rationales	behind	re-recordings	are	not	simple	–	they	are	

complex,	and	take	into	account	not	just	personal	artistic	license	and	agency,	but	

also	reasons	of	rights	ownership	and	finances.	The	idea	that	musicians	re-record	

material	because	they	are	in	“a	creative	wasteland,”	(Orr,	2012)	or	to	increase	

financial	revenue	is	not	always	accurate,	as	audiences	and	fan-bases	frequently	

identify	with	original	versions	of	songs,	and	do	not	engage	as	deeply	with	re-

recorded	versions	of	material	they	are	connected	to.	Rationales	for	re-

recordings,	therefore,	as	evidenced	by	the	musicians	who	have	undertaken	this	

process,	are	nuanced,	with	often	many	underlying	layers	of	decision	making.	

	

This	research	is	the	result	of	my	long-held	interest	in	re-recorded	songs	and	

albums,	especially	since	the	start	of	the	21st	Century,	as	many	artists	during	this	

time	have	returned	to	their	earlier	works.	Some	of	these	re-recordings	become	

important	parts	of	the	artist’s	discography,	while	others	are	barely	mentioned,	

low-key	releases,	only	found	by	searching	through	digital	streaming	and	

download	services	such	as	Spotify	or	Apple	Music.	Reactions	can	be	strong,	and	

while	audiences	can	(and	do)	make	subjective	judgements	on	re-recordings	

when	they	appear,	others	are	a	surprise	if	they	are	not	widely	known	about,	or	

are	unexpected.	Occasionally,	some	re-recordings	replace	the	original	versions	in	

the	mind	of	the	audience,	as	is	arguably	the	case	of	the	MTV	Unplugged	version	of	

‘Layla’	(Reprise,	1992)	by	blues-rock	guitarist	and	vocalist	Eric	Clapton,	which	is	

examined	in	chapter	two.	This	research	is	not	a	musicological	study	of	re-
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recorded	songs	and	albums	by	original	artists,	although	this	is	a	valuable	area	of	

further	research.	This	research	uses	musical	examples	of	artists	who	re-record	

their	work,	and	while	evidence	and	discussion	emerge	predominantly	from	

secondary	texts,	new	interviews	were	conducted	with	New	Zealand	musicians	to	

discover	first-hand	why	they	re-recorded	their	material.		

	

Why	research	re-recordings,	and	why	are	they	important?	Re-recorded	works	

call	into	question	artistry	and	creative	decision-making,	alongside	issues	of	

audience	demand.	Are	re-recordings	of	earlier	works	a	symptom	of	a	creative	

decline	in	a	musician	or	band,	or	are	these	artists	merely	finding	a	new	way	to	

represent	their	greatest	hits	or	favourite	songs	to	fanbases	and	audiences	that	

desire	to	hear	this	material?	The	proliferation	of	musicians	who	return	to	earlier	

material	and	re-record	and	re-work	it	makes	the	question	of	why	it	is	important	

to	research	their	motivations	key.	As	artists	continue	to	re-record	material	in	

favour	of	releasing	new	material,	more	questions	will	be	asked	about	their	

motivations	in	doing	so.		

	

The life of a song 

A	song	can	have	multiple	lives,	and	be	associated	with	many	artists,	depending	

on	how	many	times	it	has	been	covered,	or	versioned.	Songs	can	be	remixed	by	

artists	of	the	same,	or	a	differing,	genre;	they	can	be	mashed	up	with	other	songs	

to	create	an	entirely	new	work;	they	can	be	remastered,	cleaned	up	and	subtly	

(or	not-so-subtly)	altered	for	the	reissue	market;	and	they	can	be	re-recorded	by	

the	original	recording	artist	or	band	multiple	times.	All	of	this	reworking	of	the	

song	begs	the	sub-question	‘Does	the	song	remain	the	same’?	This	research,	in	

delving	into	re-recordings	answers	that	question	too,	that	the	song	changes	with	

its	writer,	reflecting	new	insights,	and	emotional	responses,	or	bringing	old	

memories	and	experiences.	The	song	is	an	evolving	entity,	something	that	

becomes	clear	through	the	re-recording	process.	The	scope	of	this	research	lies	

within	the	boundaries	of	the	recorded	(popular)	song	and	album.	While	live	

versions	and	recordings	show	how	a	song	can	develop	and	change	through	live	

performance,	this	research	is	primarily	interested	in	how	a	fixed	version	of	a	

song	–	the	recorded	version	–	changes,	and	the	reasons	for	those	changes.	Live	
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performance	is	a	vital	area	for	artists	to	experiment	with	songs	and	alter	

structures	or	parts	of	a	song	if	it	does	not	‘work’.	Often	this	can	be	a	response	to	

audience	reaction,	or	to	the	artist’s	desire	to	alter	the	song	–	for	example,	if	a	

song	is	played	in	different	ways	over	a	number	of	years	by	an	artist	or	band,	or	

by	a	different	line-up	of	a	band,	then	this	can	be	a	catalyst	for	a	re-recording.	This	

was	the	case	with	the	re-recording	of	‘Pink	Frost	13’	(Fire,	2013)	by	New	Zealand	

indie-pop	band	The	Chills,	discussed	at	length	in	chapter	six.	Due	to	the	focus	on	

studio	re-recorded	versions	of	songs,	a	number	of	artists,	notably	folk-rock	artist	

Bob	Dylan,	have	been	excluded	from	this	research,	although	his	re-working	of	

songs	within	the	space	of	live	performance,	often	transforming	them	into	

completely	different	works,	is	acknowledged	(Hampton,	2019).	

	

Examinations	of	different	aspects	of	songs,	song-writing	and	interpretation	

provide	a	valuable	background	to	this	research.	Music	is	a	direct	link	to	the	past	

and	is	nostalgic,	with	memories	activated	through	engaging	with	music	as	a	

“vehicle	for	reminiscence,”	(Van	Dijck,	2009,	p.	107).	Finding	meaning	in,	and	

interpreting	popular	music	changes	over	time,	with	earlier	approaches	to	

understanding	the	meta-genre	focused	on	youth	culture,	cultural	identity,	and	

canonisation	of	popular	figures.	Contemporary	analysis	or	definition	(Jackson,	

2000;	Marcus,	2000)	is	often	challenging.	However,	approaches	through	

experience,	recordings,	and	as	part	of	wider	discographies	are	beneficial,	

although	outcomes	remain	fluid	and	subjective.	Songs	are	also	analysed	though	

mutations	–	as	cover	versions,	or	re-contextualised	and	re-appropriated	for	use	

in	soundtracks	or	advertising,	although	this	can	“completely	change	how	we	

hear”	and	associate	the	song	(Marcus,	2000,	p.	374).	While	analysis	of	repetition	

of	songs	in	terms	of	repeated	covers	is	limited,	repetition	within	song	structures	

is	commented	on	by	Middleton	(1983)	and	Negus	and	Astor	(2015),	emphasising	

how	repetition	in	popular	songs	appeals	to	listeners.		Middleton	notes	that	

repetition	appeals	to	both	social	and	cultural	strengths,	as	well	as	Adorno’s	

notion	the	“primary	processes	of	the	psyche,”	(1983,	p.	241).		The	architecture	of	

songwriting	is	also	connected	here,	with	recognisable	characteristics	a	way	to	

identify	the	structure	and	shape	of	songs	through	patterns,	rhythm,	and	

repetition.		
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Intertextuality 

Irregardless	of	whether	a	re-recorded	song	is	a	faithful	copy	(where	the	track	

sounds	almost	identical	to	the	original	version)	or	has	a	completely	different	

approach	(where	arrangement,	instrumentation,	style,	lyrics,	or	intent	change),	

re-recorded	songs	are	transformed	versions	of	an	original	song.	The	theoretical	

concept	of	intertextuality	–	the	relationship	between	texts	–	underpins	this	

research,	and	provides	a	bridge	between	original	recordings	and	re-recorded	

versions.	Intertextuality	is	crucial	in	a	study	of	both	cover	versions,	and	re-

recorded	songs	and	albums.	Theorist	Julia	Kristeva	coined	the	term,	suggesting,	

“any	text	is	the	absorption	and	transformation	of	another”	(cited	in	Moi,	1986,	p.	

37).	Intertextuality	originated	in	early	20th	Century	linguistic	works	by	

Ferdinand	de	Saussure,	and	Russian	literary	theorist	Mikhail	Bakhtin’s	theories	

of	literature	and	language.	French	theorist	Roland	Barthes	argues	that	text	is	

woven	“from	the	threads	of	the	already	written,	and	the	already	read,”	–	textual	

meaning	is	in	relation	to	other	texts	(Allen,	2011,	pp.	5-6).	In	particular,	French	

literary	critic	Gerard	Genette	took	this	further,	with	an	approach	to	

intertextuality	different	to	Kristeva’s,	considering	‘intertextuality’	one	

subcategory	of	his	overarching	concept	of	transtextuality,1	where	one	text	is	

within	another	(for	example,	quotation	or	allusion)	(Lacasse,	2000,	p.	36).	

Genette’s	remaining	sub-categories	–	paratextuality,	metatextuality,	

architextuality,	and	hypertextuality2	–	are	significant,	especially	hypertextuality,	

as	it	defines	the	relationship	between	the	two	texts.	While	the	term	

intertextuality	originally	referred	to	literature,	it	has	been	applied	to	music	and	

“used	to	identify	those	procedures	in	music	since	the	1980s”	(Castonguay,	2018,	

p.	61).		

Literature	on	intertextuality	in	popular	music	frequently	focuses	on	cover	

versions	rather	than	re-recordings,	emphasising	relationships	between	the	cover	

version	and	the	original	recordings,	noting	that	artists	and	song	draw	from	each	

 
1 Transtextuality	to	Genette	is	every	aspect	that	contextualises	the	relationships	between	texts.	
2	Genette	considers	paratextuality	as	the	relationship	between	a	text	and	the	accompanying	
features	(eg.	title,	chapter	titles	and	illustrations);	metatextuality	the	relationship	between	text	
and	commentary	(e.g.	review	or	criticism);	and	architextuality	an	“abstract	relationship”	between	
texts	of	a	genre	(eg.	novel,	poetry	etc)	(Lacasse,	2000,	p.	37). 
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other	and	“weave	new	meanings”	(Burns	and	Lacasse,	2018,	p.	xviii).	However,	

the	criteria	used	to	map	covers	and	original	versions	(including	commonality,	

transformation,	interpretation	and	performance)	could	equally	apply	to	artist’s	

re-recordings	of	original	or	earlier	songs.	Intertexuality	in	popular	music	exists	

in	re-recorded	songs,	including	remixes,	advance	singles,	album	tracks,	edits,	

mash-ups,	dubs,	and	alternative	recordings	created	for,	singles,	album	tracks,	

and	reissues.	These	are	all	components	that	form	part	of	Everett’s	(2010)	

concept	of	intratextuality,	defined	as	“a	network	of	differing	sonic	products…	

traceable	to	a	single	source	recording”	and	a	textual	relation	to	hypertextuality	

(p.	140).	Everett’s	‘after-the-fact	remakes	by	original	artists’	category	is	

particularly	relevant	to	this	research,	noting	these	as	“re-cut	bass	lines”	or	

“completely	new	instrumental	[accompaniments]”	rather	than	fully	re-recorded	

songs	(2010,	p.	232).	While	Everett	does	not	further	examine	this	type,	the	

phenomenon	of	re-recording	songs	clearly	falls	within	the	intertextual	paradigm.		

Bottomley	(2016)	examines	the	multitude	of	deluxe	and	special	edition	reissues	

with	paratextual	materials	(unreleased	or	demo	material)	in	order	to	understand	

the	creation	of	original	recordings.	The	growing	phenomenon	of	reissues	is	

explored	in	multiple	ways,	as	cultural	artefacts	that	can	change	the	cultural	or	

historic	importance	of	original	recordings	(Bottomley,	2016),	while	others,	

including	O’Malley	(2015)	explore	what	makes	a	definitive,	and	authentic,	

edition	of	a	recording.	Lacasse	(2018)	adapts	Genette’s	categories,	and	observes	

a	different	form	of	hypertextuality	–	hyperphonography,	where	hypertextuality	

is	transferred	to	phonographic	records.	Hyperphonography	is	relevant	when	

referring	to	re-recordings,	as	Lacasse	uses	it	to	cover	parody,	pastiche,	cover	

versions	and	tributes.	These	practices	are	significant	when	considering	how	

songs	can	transform	in	a	hyperphonographic	context,	and	Lacasse	observes	that	

these	practices	“involve	transformations	affecting	the	recordings	themselves”	

(2018,	p.	22).	While	referring	explicitly	to	remixing	and	editing,	stylistic	and	

artistic	changes	within	the	re-recording	process	are	also	transformative.		

By	applying	intertextual,	intratextual,	and	hypertextual,	frameworks	to	the	case	

studies	presented	in	this	research,	it	becomes	apparent	that	the	relationship	

between	re-recordings	and	the	original	recordings	is	relevant	when	considering	



 6 

the	motivations	behind	artists	revisiting	earlier	works	to	create	new,	or	updated	

versions.	The	concept	of	intertextuality,	especially	hypertextuality	and	

hyperphonography	underpins	each	of	the	five	chapters	of	this	thesis.	The	

discussions	within	each	chapter	display	connections	between	recordings	and	re-

recordings,	as	well	as	cover	versions	and	re-recordings.		

Chapter outlines 

Chapter two 

Chapter	two	specifically	examines	the	importance	of	cover	versions,	and	the	

different	reasons	for	recording	a	cover	version,	which	are	often	as	complex	and	

involved	as	the	rationale	for	re-recordings.	Different	uses	for	cover	versions	are	

investigated,	as	are	artists	who	have	covered	songs	for	those	purposes.	

Complexities	surrounding	cover	versions	are	considered,	including	authenticity	

and	authority.	Literature	relating	to	cover	versions	is	approached	by	a	number	of	

writers,	including	Appel	(2017)	who	reasons	that	the	authenticity	of	those	

creating	the	cover	is	questioned,	as	the	work	is	not	theirs,	although	the	covering	

artist’s	connection	to	the	song	is	identified	through	stylistic	markers	in	the	song.	

Baker	(2015)	argues	for	“authentic	relationships	with	a	specified	popular	music	

tradition	in	different	types	of	cover	version”	(p.	109),	while	Solis	(2010)	also	

sees	authenticity	as	important,	drawing	on	the	tradition	of	the	song,	rather	than	

the	recording	to	emphasise	authenticity	in	both	the	original	and	the	cover	

versions,	as	they	were	“the	basic	unit	of	significance”	(p.	299).	A	wider	

examination	of	authenticity	in	popular	music	in	Moore	(2002)	shows	different	

types	of	authenticity	–	first,	second,	and	third-person	authenticity	–	noted	and	

examined.	Plasketes	(2005)	argues	nostalgia	is	a	key	reason	for	the	popularity	of	

cover	versions,	with	originality	becoming	outmoded,	although	reasons	around	

re-versioning,	including	context,	interpretation,	and	adaptation,	create	

opportunities	for	ownership.	Rings	(2013)	views	cover	versions	as	genre-

resetting,	and	argues	that	audiences	engage	with	these	songs	in	alternative	

genres,	and	potentially	create	associations	between	the	different	versions	and	

the	songs,	as	they	provide	“an	intertextual	dimension	that	may	serve	to	enrich	a	

listener’s	interpretative	engagement…	a	potential	that	may	be	exploited	for	a	
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wide	variety	of	effects	by	covering	musicians”	(p.	56).	Bruno	(2013)	similarly	

sees	the	musician’s	engagement	with	the	songs	they	cover	–	the	merits	of	that	

song	leading	to	distinctions	between	original	recordings	and	the	covers.	Irony	in	

cover	versions	emerges	as	a	potential	theme	(Bailey,	2003),	where	tension	exists	

between	serious	and	irreverent	intent	when	covering	a	song,	an	aspect	seen	

within	mannerism,	instrumentation	and	performance	style,	as	well	as	song	and	

genre	choice.	Reinterpretation	of	songs	in	both	rock	and	jazz	are	also	viewed	as	

distinct	entities	(Machlin,	1989),	with	songs	associated	with	jazz	considered	

interpretation	rather	than	a	cover	–	as	jazz	is	song-based,	the	song	is	re-

interpreted,	rather	than	a	recording	associated	with	a	specific	musical	artist.		

Chapter three 

Chapter	three	investigates	the	different	reasons	that	artists	re-record	their	

music,	following	on	from	the	history	and	different	types	of	re-recorded	material	

in	chapter	two.	Critical	commentary	and	literature	surrounding	textual	re-

readings	(or	re-recordings)	by	musicians	later	in	their	careers	is	limited,	

although	brief	discussions	repeatedly	occur	as	part	of	literature	examining	the	

wider	phenomenon	of	cover	versions	(Moy,	2015;	Plasketes,	2010).	Popular,	

mainstream	press	articles	appear	at	times	to	address	why	the	phenomenon	of	

re-recordings	occur,	with	Hann	(2018),	and	Orr	(2012)	providing	recent	

examples	of	artists	who	re-record	their	music.		Hann	notes	that	the	question	

“Was	it	worth	it?”	be	asked	of	each	re-recorded	song	or	album	(2018,	para.	nine).	

Orr	suggests	the	practice	of	re-recording	is	“a	creative	wasteland;	an	old	great	

lazily	revisiting	past	glories”	(2012,	para.	two),	while	Leeds	takes	a	more	

commercial	approach	to	the	topic,	considering	it	from	the	perspective	of	re-

recordings	that	appear	in	advertising	or	film,	and	noting	that	“licensing	of	music	

to	advertisers,	television	and	movies	has	become	more	acceptable”	(2007,	para.	

two).	Williams	(2014)	similarly	looks	to	the	commercial	aspect,	especially	at	the	

preference	of	advertisers	using	popular	music	to	market	their	products.	Mandl	

(2013),	and	Parks	(2013)	broach	the	subject	from	different	angles	–	Mandl	

examining	how	early	pop	and	rock’n’roll	songs	are	re-recorded,	but	habitually	

not	identified	as	re-recordings	on	streaming	or	download	services,	while	Parks	

looks	more	broadly	at	the	trend,	noting	multiple	reasons	to	re-record	older	
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material,	including	rights,	and	the	way	live	performance	can	change	the	way	an	

artist	performs	a	song.	Pattison	(2012)	also	looks	at	the	issue	of	rights	

management	in	recordings,	but	sees	the	phenomenon	differently,	as	a	chance	to	

airbrush	history,	or	to	reinvent	a	song	or	album	to	reflect	personal	and	artistic	

changes.	The	user	Rick	H.	on	The	Steve	Hoffman	Forum	(2012)	presents	an	

opportunity	for	fans	and	audiences	to	contribute	their	own	opinions	of	re-

recordings,	with	different	artists	and	titles	being	discussed.	In	terms	of	critical	

analysis	of	re-recorded	material,	Holland	and	Wilson	(2015)	discuss	

technonostalgia	in	both	the	re-recordings	of	The	Chills’	songs	‘Molten	Gold’	(Fire,	

2013)	and	‘Pink	Frost	13’	(Fire,	2013)	and	the	subsequent	recording	of	the	

album	Silver	Bullets	(Fire,	2014).	They	note	different	responses	to	the	re-

recordings,	and	the	different	motivations	behind	them,	and	comment	on	the	

band’s	desire	to	include	reverb	in	the	new	recordings,	as	it	provides	a	sonic	link	

to	the	original	recordings	of	the	songs	(Holland	and	Wilson,	2015).	Plasketes	

(2010)	displays	ambivalence	on	different	variants	of	artist	re-recordings,	calling	

them	narcissistic	and	a	“superfluous	and	uninspired	approach	to	interpretation,”	

but	does	detail	reasons	for	artists	to	re-version	material	(p.	32).	

	

Further	literature	in	both	popular	press	and	critical	writing	focuses	on	artist	re-

recordings.	The	desire	to	return	to	the	original	work	for	various	reasons	is	

examined,	and	nostalgia	is	frequently	commented	on	as	a	reason	for	revisiting	

and	remaking	work	(Quaresima,	2002;	Van	Dijck,	2002;	Plasketes,	2005;	

Reynolds,	2011).	Kintner	(2016)	and	Platoff	(2005)	examine	individual	songs	

and	their	re-recordings	–	Kintner	examines	nostalgia	in	in	Joni	Mitchell’s	live	and	

re-recorded	versions	of	her	1969	song	‘Woodstock’,	while	Platoff	assesses	the	

political	themes	in	the	two	recordings	of	The	Beatles’	‘Revolution’	(Apple,	1968),	

as	each	version	implies	a	different	political	statement.			

A	desire	to	correct	flaws,	use	updated	technology,	or	contemporise	the	sound	are	

further	reasons	musical	artists	return	to	their	earlier	works	(Negus,	2010;	

Holland	and	Wilson,	2014;	Mettler,	2012a;	Mettler,	2012b;	Sharp,	2013;	Carter,	

2017;	Graff,	2019),	including	Jeff	Lynne	from	Electric	Light	Orchestra	(ELO),	who	

updated	the	band’s	most	well-known	songs	(Mettler,	2012b).	Re-recording	songs	
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for	financial	or	legal	reasons,	or	to	regain	the	rights	to	the	recording	of	a	song	or	

album,	occurs	often,	with	artists	re-making	their	material	for	use	in	

advertisements	or	soundtracks	without	the	original	record	label	being	involved,	

or	gaining	financially	(Naiman,	2015).	However,	Naiman	notes	“when	a	company	

wants	to	licence	a	song	they	want	the	original	gestalt	of	the	actual	recording,	and	

the	new	recordings,	despite	having	‘better’	production,	lack	these	desirable	

qualities”	(2015,	para	four).	Mainstream	press	around	Taylor	Swift’s	decision	to	

re-record	her	music	to	regain	recording	rights	is	plentiful,	with	the	discussion	

focussed	on	the	legal	aspect	of	re-recordings	(Arnold	and	Fakuade,	2019;	

Schwartz,	2020),	and	on	potential	outcomes	of	Swift’s	decision	(Tsiouclas,	2019;	

Stiernberg,	2021).	

A	brief	examination	of	authorship	and	the	concept	of	the	auteur	musician	is	also	

included	in	chapter	three.	Considering	authorship	in	popular	music	is	

increasingly	important.	Authorship	in	cover	versions	through	authenticity,	

appropriation	and	intertextuality	is	explored	in	Burns	and	Woods	(2004),	who	

use	two	cover	versions	by	Tori	Amos	(of	songs	by	Billie	Holiday	and	Eminem)	to	

exemplify	how	signifying	practices	place	the	cover	artist	as	an	authentic	

interpreter.	Ahonen	(2007)	examines	authorship,	the	auteur,	and	cover	artists,	

noting	cover	versions	are	more	acceptable	if	an	artist	has	an	established	career,	

and	has	“already	proved	his/her	skills	as	a	songwriter	and	competent	musician”	

(p.	89).	Negus	(2011)	studies	authorship	from	a	sociological	viewpoint	as	well	as	

a	musicological	one,	considering	the	tension	between	the	two	approaches,	and	

questions	how	authorship	is	constructed	and	contested.	Moy	(2015)	likewise	

explores	the	idea	of	the	author/auteur,	discussing	re-recorded	material	by	Tori	

Amos	and	Kate	Bush	from	a	re-interpretation	perspective.	Noting	albums	of	re-

recordings	as	a	“musical/authorial	project,”	Moy	comments	on	the	nature	of	

transformation	of	musical	structure,	or	authorial	history	in	these	re-

interpretations	(p.	78).	

	

Chapter four 

Chapter	four	is	a	case	study	of	David	Bowie,	an	artist	who	re-recorded	nearly	40	

of	his	songs	throughout	his	career,	and	was	not	reluctant	to	rework	material	in	
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different	ways.	Although	an	artist	respected	for	looking	ahead,	he	frequently	

returned	to	his	back	catalogue,	and	in	2001	re-recorded	a	number	of	songs	from	

the	early	period	of	his	career	in	the	late	1960s,	along	with	some	newly	written	

songs	for	an	album	titled	Toy	(Unreleased,	2001).	While	Toy	was	never	officially	

released,	the	majority	of	the	re-recorded	tracks	were	used	as	B-sides	on	his	2002	

album	Heathen	(ISO),	and	two	of	the	newly-written	tracks	were	themselves	re-

recorded	for	Heathen.	Chapter	four	specifically	looks	at	Toy,	but	also	examines	

Bowie’s	re-recordings	before	and	after	that	album.	Bowie’s	life	and	career	have	

generated	much	critical	and	popular	press	writing	(especially	since	his	death	in	

2016),	with	biography	(Trynka	2010;	Buckley,	2005),	career	overviews	and	

encyclopaedias	(Pegg,	2016;	O’Leary,	2019),	and	multiple	areas	of	critical	

research	(Baker	2015;	Brooker	2017;	Holm-Hudson,	2018;	Kardos,	2017,	

Chapman,	2020)	examining	different	parts	of	his	artistic	output.	Bowie’s	role	as	

an	interpreter	on	his	1973	album	Pin	Ups	(RCA)	is	frequently	noted	(Pegg,	2016;	

Lenig,	2010;	Baker	2015)	–	an	album	where	he	re-created	the	sounds	of	his	past	

in	his	own	glam	rock	image	(Lenig,	2010,	p.	127).	Discussion	on	Toy	is	scant,	with	

the	exception	of	Pegg	(2016),	and	O’Leary	(2019),	who	piece	together	evidence	

from	interviews	with	those	involved	in	the	creation	and	production	of	the	album	

to	re-construct	it,	the	recording	processes	around	it,	and	the	events	surrounding	

the	album’s	‘shelving’	by	Virgin	Records.	To	support	their	argument,	

commentators	add	to	Toy’s	reconstruction	through	their	own	interpretation	of	

the	re-recordings,	with	Brooker	(2017)	considering	that	by	re-recording	early	

works,	Toy	“explicitly	mused	on	age”	(p.	221).	Holm-Hudson,	researching	the	

role	of	vocal	work	on	Bowie’s	performative	personae,	notes	that	Toy	was	largely	

free	from	vocal	modification,	and	suggests	“the	listener	is	at	last	offered	the	

sound	of	the	‘real’	Bowie”	(2018,	p.	231).	Wider	research	around	Bowie	(Holm-

Hudson,	2018;	Kardos,	2017;	Usher	and	Fremaux,	2013)	does	not	focus	on	Toy,	

or	on	any	of	his	earlier	re-recorded	tracks,	but	provides	areas	of	research	into	his	

performative	styles,	his	authentic	self,	and	into	signs	and	gestures	present	in	his	

work.	Bonner	(2017)	provides	some	insight	into	Toy,	but	in	the	context	of	

examining	Bowie’s	early	period	–	his	1960s	bands,	and	debut	album	–	and	

material	re-examined	for	Toy.		
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Chapter five 

Chapter	five	focuses	on	Kate	Bush,	another	artist	who	re-recorded	an	album	of	

earlier	material,	titled	Director’s	Cut	(Fish	People,	2011),	and	Bush’s	reasons	

behind	re-recording	her	work	are	well	documented	(Gilstrap,	2011;	Cameron,	

2011,	Withers,	2017).	Chapter	five	also	examines	Bush’s	re-recordings	after	

Director’s	Cut,	considering	the	changes	in	the	songs	as	well	as	her	rationale	for	

revisiting	those	works.	There	is	more	literature,	both	in	popular	press	and	

critical	analysis,	of	Director’s	Cut.	Information	around	the	song	curation	and	re-

recording	of	Director’s	Cut	is	detailed,	with	insight	into	permissions	granted	by	

Joyce’s	estate	for	the	use	of	Molly	Bloom’s	soliloquy,	and	the	artist’s	many	

reasons	for	re-recording	her	material	(Cameron,	2011;	O’Reagan,	2011;	

Thomson,	2015).			

Technical	and	aesthetic	changes	that	are	important	for	Bush	and	her	evolving	

musical	styles	are	observed	(Gill,	2016),	while	a	deeper	examination	into	the	

earlier	albums	Bush	re-recorded	songs	from	show	meaning,	intent,	and	

technique	(Gordon,	2005;	Moy,	2007).	They	also	reveal	further	information	

around	other	songs	also	re-recorded,	but	not	on	Director’s	Cut	(Moy,	2007;	

Withers,	2010;	Thomson,	2015;	Cawood,	2016).	Withers	(2017)	teases	out	

temporal	strategies	from	Director’s	Cut	through	memory,	duration	and	re-

interpretation	of	songs,	although	admits	“Listening	to	a	different	version	of	a	

song	you	already	know	well	will	inevitably	invite	comparison”	to	the	original	

version	(p.	102).	Doyle	(2019)	looks	back	on	Bush’s	career,	marking	the	reissue	

of	her	back	catalogue,	and	includes	comment	on	Director’s	Cut	while	focussing	on	

her	perfectionism	and	creative	practices.	Scant	space	has	been	devoted	to	Bush’s	

interpretations	of	songs	by	other	artists	and	writers,	although	this	may	change	in	

the	future	after	the	retrospective	four-disc	2019	release	of	B-sides,	remixes,	

extraneous	tracks	and	cover-versions.	While	still	an	untapped	source	of	

scholarship,	this	collection	has	been	reviewed,	and	the	covers	called	“stray,	often	

strange”	with	the	reviewer	noting	Bush	“charts	a	course	between	respecting	the	

original	and	being	Kate	Bush,	a	fascinating	dance	that	can	feel	restrained	by	

politesse”	(Hermes,	2019).		
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Chapter six 

Chapter	six	examines	multiple	artists	who	re-recorded	their	music	within	the	

New	Zealand	music	environment.	Incorporating	New	Zealand	examples	into	this	

research	offers	an	opportunity	to	examine	re-worked	songs	from	a	local	

perspective.	Excerpts	from	interviews	with	local	musicians	who	re-recorded	

their	material	form	part	of	chapter	six,	and	these	provide	primary	source	

material	for	analysis.	There	are	a	significant	number	of	New	Zealand	musicians	

who	have	re-visited	their	music,	and	their	rationales	align	with	those	of	overseas	

musicians.	Interviews	with	three	musicians	who	have	undertaken	the	re-

recording	process	give	awareness	into	artistic	decisions,	and	their	thoughts	on	

the	outcomes	of	these	re-recordings	are	insightful.	Critical	and	popular	analysis	

of	New	Zealand	re-recorded	works	are	limited,	although	Chunn	(1992),	and	Kay	

(1977)	discuss	some	reasons	behind	the	re-recordings	of	Split	Enz’	early	tracks.	

Print	interviews	with	musicians	reveal	further	information	about	re-recordings	

(Mathieson,	2019;	Colbert,	1990;	“Truth	or	Consequences”,	2020),	but	chapter	

six	draws	from	new	interviews	with	artists	(specifically	for	this	research)	who	

re-recorded	their	material	to	provide	further	evidence	for	their	motivations.	

While	this	study	includes	a	large	number	of	artists	and	bands	who	have	re-

recorded	music,	it	is	by	no	means	comprehensive.	Throughout	the	undertaking	

of	this	research,	a	substantial	number	of	re-recorded	albums	and	songs	were	

released,	and	while	a	significant	portion	are	included,	not	all	of	them	are	here,	as	

full	inclusion	would	have	led	to	a	much	larger	thesis	with	a	wider	scope.	Instead,	

an	appendix	is	included	at	the	end	of	this	research	listing	100	artists	and	their	

re-recordings.	The	artists	who	re-recorded	material	are	separated	into	two	

categories	–	artists	who	re-recorded	songs,	and	artists	who	re-recorded	full	

albums.	This	was	thought-provoking,	and	showed	that	musicians	and	bands	are	

more	likely	to	re-record	songs	from	their	back	catalogue	rather	than	full	albums.	

This	list	is	not	all-inclusive,	but	shows	how	many	artists	have	revisited	their	

material.	There	are	a	great	many	who	choose	to	revisit	their	own	work	and	

create	new	recorded	versions	of	their	songs.	As	the	phenomenon	is	likely	to	

continue	within	popular	music,	an	understanding	of	why	this	practice	continues	

to	happen	benefits	both	artist	and	audience.	
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Chapter Two 

Cover versions and re-recordings 

	
To	place	re-recorded	songs	within	the	context	of	artist’s	performances,	an	

examination	of	cover	versions	is	necessary.	Cover	versions	are	a	frequently	used	

form	of	borrowing	between	musical	artists,	a	way	for	musicians	to	reinterpret,	

re-examine,	or	reinvent,	the	work	of	another	musical	act,	style,	or	era.	Discourse	

around	the	cover	version	includes	examination	of	authenticity,	context,	

ownership,	repetition,	and	preservation,	while	also	considering	commercial	and	

creative	reasons	for	cover	versions	(Plasketes,	2010,	p.	2).	Cover	versions	also	

relate	to	the	idea	of	the	popular	music	‘work’,	and	are	part	of	what	Butler	(2010)	

calls	“a	hierarchical	or	evaluative	system,”	where	the	cover	is	commonly	

considered	lesser	to	the	original	version	(p.	42).		

But	why	decide	to	cover	another	musician’s	work	at	all?	Plasketes	(2010)	notes	

the	arts	have	always	borrowed	from,	or	paid	homage	too,	the	past,	with	much	

evidence	of	allusion,	quotation,	or	parody,	in	literature,	film,	and	performing	arts.	

Music	is	a	part	of	this,	with	the	cover	version	being	one	recognisable	way	to	pay	

homage.	Defining	the	cover	version	is	not	so	unambiguous.	Plasketes	describes	

cover	versions	as	“the	musical	practice	of	one	artist	performing	another	artist	or	

performer’s	song”	(2010,	p.	1),	while	Solis	(2010)	terms	them	a	“new	version	of	a	

song	in	which	the	original	version	is	a	recording,	and	for	which	musicians	and	

listeners	have	a	particular	set	of	ideas	about	authenticity,	authorship,	and	the	

ontological	status	of	both	original	and	cover	version”	(p.	298).	Solis	also	

considers	cover	versions	to	be	“not	simply	new	iterations	of	old	songs,	but	a	

versioning	practice	that	came	into	being	in	the	1950s	or	60s	in	rock,	though	it	

can	be	thereafter	heard	in	other	genres”	(2010,	p.	298).	Cover	versions	occur	in	

both	live	performances,	and	as	studio	recordings,	and	may	be	a	single	track,	or	a	

full	album	of	cover	versions	–	typified	by	the	predilection	for	tribute	albums,	and	

themed	covers	compilations,	or	soundtracks	that	use	cover	versions	of	well-

known	tracks.	The	cover	version	is	primarily	related	to	rock	or	pop	music	as	

these	genres	are	recording	based,	while	genres	such	as	jazz	are	based	on	written	
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song	and	live	performance	–	in	rock	and	pop	genres,	cover	versions	“necessitates	

a	fresh	performance	of	the	source	tune…	but	unlike	the	jazz	reinterpretation…	

involves	no	essential	changes	in	the	song’s	structure,	harmonic	scheme,	or	

melodic	line”	(Machlin,	1989,	p.	141).		

Cover	versions	also	fall	within	Lacasse’s	(2018)	model	of	transphonography,	

which	adapts	Genette’s	original	five	categories	of	transtextuality	onto	popular	

music,	specifically	phonographic	recordings.	Lacasse	uses	one	of	these	

categories,	hyperphonography	(his	adaptation	of	hypertextuality)	specifically	in	

relation	to	both	cover	versions	and	re-recordings,	as	hyperphonography	

“includes	a	large	number	of	practices	whose	main	characteristic	is	the	

transformation	of	existing	songs	and	recordings”	(p.	19).	As	cover	versions	

number	in	their	millions,	Lacasse	also	sees	that	a	stylistic	analysis	would	provide	

evidence	of	how	the	hypertext	(text	B)	derives	from	the	original,	hypotext	(2000,	

p.	47).3		Plasketes	believes	cover	versions	“embody	artistic,	social,	historical,	

commercial,	biographical,	and	novel	meanings”	(cited	in	Lacasse,	2018,	p.	20),	

and	alongside	the	transformational	nature	of	cover	versions	is	the	ability	for	

them	to	be	modified	by	a	performance	persona,	which	can	be	‘active’	within	the	

performance	(Lacasse,	2018).	Within	this	framework,	cover	versions	can	take	on	

new	meanings,	and	often	a	new	–	figurative	–	voice.	

Uses of cover versions 

The	cover	version	is	pervasive,	with	the	website	Second	Hand	Songs	listing	nearly	

1	million	songs	with	at	least	one	cover	version	(a	continually	increasing	

number4).	Cover	versions	take	on	different	forms,	with	a	wide	spectrum	of	

approach	from	“literal	readings	or	clones	to	loose	translations	to	shape	shifters	

to	mutations	remote	from	the	original”	(Plasketes,	cited	in	Burns	and	Lacasse,	

2018,	p.	189).	They	also	include	parody,	and,	more	broadly,	sampling	and	

remixing,	(which	is	beyond	the	scope	of	this	research).	Cover	versions	are	

 
3	The	hypotext	is	called	the	inter-text	by	other	theorists	or	critics,	a	text	that	is	clearly	a	signifier	
or	source	of	inspiration	or	influence	on	another	(Allen,	2000,	p.	104).	
4	The	landing	page	of	the	website	Second	Hand	Songs	has	a	statistics	database,	and	a	counter	to	
show	how	many	covers	are	listed	(https://secondhandsongs.com/).	The	number	given	within	
this	research	is	current	at	the	time	of	writing	(March	2021),	but	increases	daily. 
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frequently	used	in	advertising,	and	in	film	and	television	soundtracks,	as	a	

familiar	voice,	or	song	can	market	a	product,	or	a	narrative.	One	example	of	how	

cover	versions	can	market	a	product	or	service	is	by	pop	vocalist	and	songwriter	

Lily	Allen.	Allen	covered	the	rock	band	Keane’s	song	‘Somewhere	Only	We	Know’	

(Island,	2014)	in	2013	for	department	store	John	Lewis’	Christmas	advertising	

campaign	which	hinged	on	the	message	“The	greatest	gift	of	Christmas	is	

Christmas	itself”	(“The	Enduring	Strategy,”	2013).	The	use	of	this	song	was	a	

huge	success	for	both	the	company	and	for	Allen:	the	cover	version	became	her	

third	number	one	single	in	the	UK,	while	the	accompanying	animated	video	

(based	on	the	company’s	advertising	story	of	The	Bear	and	the	Hare)	was	also	

extremely	effective	for	John	Lewis	PLC,	with	12	million	views,	and	was	a	catalyst	

for	their	interactive	Christmas	campaign	for	that	year	(John	Lewis	PLC,	2014,	p.	

34).5	Allen’s	cover	version	of	the	song	is	now	associated	with	Christmas,	and	

appears	on	Christmas-themed	compilation	albums,	such	as	the	Christmas:	The	

Collection	(Rhino,	2017).	

	
Examples	of	cover	versions	used	in	television	and	film	soundtracks	are	

abundant,	with	some	standing	out	more	than	others	for	various	reasons	–	for	

example	when	the	cover	version	becomes	a	hit,	and	more	successful	than	the	

original	recording.	An	instance	of	this	is	Whitney	Houston’s	version	of	‘I	Will	

Always	Love	You’	(Arista,	1992),	from	the	film	The	Bodyguard	(dir.	Mick	Jackson,	

1992).	Written	and	originally	performed	by	American	country	vocalist	and	

songwriter	Dolly	Parton,	Houston’s	version	vastly	outsold	Parton’s	version,	

spending	14	weeks	at	number	one	on	the	US	Billboard	charts.6	In	2012,	

Houston’s	version	still	held	the	record	for	the	best-selling	single	by	a	woman	in	

music	history	(Kaufman,	2012).		

	

 
5	The	advertising	video	has	now	garnered	over	46	million	views	on	Lily	Allen’s	YouTube	page	
since	the	campaign	in	2013.	The	video	can	be	found	here	
https://www.youtube.com/watch?v=mer6X7nOY_o		
6	Parton’s	version	was	also	successful	–	reaching	number	one	on	the	Billboard	Hot	Country	charts	
twice	–	first	in	June	1974,	and	again	in	October	1982,	when	she	re-recorded	the	song	for	the	
soundtrack	of	her	film	The	Best	Little	Whorehouse	in	Texas	(dir.	Colin	Higgins).	Parton	re-
recorded	the	song	again	twice	–	once	with	country	musician	Vince	Gill	in	1995,	and	again	with	
vocalist	Michael	Bolton	in	2017. 
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When	considering	cover	versions	and	soundtracks,	the	Moulin	Rouge!	

(Interscope,	2001),	and	Velvet	Goldmine	(Fontana,	1998)	soundtracks	are	

memorable	examples	that	utilise	cover	versions	of	both	well-known	and	obscure	

songs	from	across	popular	music	history,	performed	by	either	the	film’s	cast,	or	

by	mainstream	and	independent	musicians.	Moulin	Rouge!	(dir.	Baz	Lurhmann,	

2001)	and	Velvet	Goldmine	(dir.	Todd	Haynes,	1998)	both	use	a	large	number	of	

cover	versions	that	fit	into	Butler’s	three	types	of	cover	–	those	that	are	faithful	

re-castings;	those	that	keep	to	the	template	of	the	original,	but	change	some	

elements	to	reflect	the	covering	band’s	style;	and	those	that	transform	the	song	

(2010,	pp.	47-48).	Both	films	often	use	musical	choices	that	illustrate	a	

relationship	to	the	narrative,	and	Moulin	Rouge!	“incorporates	well-known	

popular	songs	mostly	drawn	from	the	late	twentieth	century”	as	well	as	song	

from	other	soundtracks	including	China	Gate	(dir.	Samuel	Fuller,	1957),	and	The	

Sound	of	Music	(dir.	Robert	Wise,	1965)	(Coyle,	2013,	p.	16).	Cover	versions	in	

Moulin	Rouge!	are	transformative,	changing	the	style,	timbre	and	tempo	of	the	

songs	to	fit	both	the	style	of	the	new	version,	and	the	narrative	of	the	film,	for	

example	‘El	Tango	de	Roxanne’	is	a	recasting	of	the	song	‘Roxanne’	(A&M,	1978)	

by	The	Police	as	a	tango,	and	performed	in	the	film	diegetically	while	major	plot	

events	occur.		

	

Velvet	Goldmine’s	soundtrack	is	firmly	rooted	in	the	glam	rock	idiom	(the	film	is	

mostly	set	during	the	primary	glam	rock	era	of	early	1970s	Britain),	with	

performances	by	musicians	recording	during	the	time,	and	covers	by	

contemporary	musicians	performing	cover	versions	in	the	glam	style.	Many	of	

these	musicians	were	contemporary	to	the	era	when	the	soundtrack	and	film	

were	created	(for	example	Britpop	band	Pulp,	former	Suede	guitarist	Bernard	

Butler,	vocalist	and	bassist	Donna	Matthews,	formerly	of	Elastica,	and	alt-rock	

vocalist	and	guitarist	Grant	Lee	Phillips),	and	were	all	influenced	to	some	degree	

by	glam	rock,	or	at	least	by	the	music	artists	such	as	David	Bowie	and	Roxy	Music	

were	making	during	that	era.	Original	songs	(such	as	Pulp’s	‘We	Are	the	Boys),	

and	cover	versions	(for	example,	Donna	Matthews’	take	on	The	New	York	Dolls’	

‘Personality	Crisis’)	reflect	stylistic	markers	of	glam:	A	consistent	mid-to-fast	

tempo	foot	stomping	rhythm,	repetitive	melodies,	and	conventional	verse-
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chorus	structures.	The	songs	are	often	based	on	three	basic	chords,	with	guitar	

riffs	frequently	substituting	for	melodic	lines	(Auslander,	2006,	p.	52).7	Unlike	

Moulin	Rouge!,	the	cover	versions	in	Velvet	Goldmine	are	mostly	faithful	re-

castings,	with	little	change	to	the	original	style	of	the	tracks.	

	

In	terms	of	contextualising	cover	versions	within	the	wider	music	industry,	by	

the	mid-1990s	multi-or	single	artist	tribute	albums,	and	covers	compilations	

were	extremely	popular,	and	became	their	own	subgenre	(Plasketes,	2010,	p.	1).	

Some	presented	faithful,	but	clearly	contemporary	takes,	on	original	versions	

like	the	If	I	Were	a	Carpenter	(A&M,	1994)	compilation,	which	revisited	material	

by	the	American	soft-rock	duo	The	Carpenters.	Others,	like	the	New	Zealand	

focused	Abbasalutely	(Flying	Nun,	1995),	occasionally	offered	a	transformative,	

or	new	approach	or	soundscape	to	the	well-known	songs	by	Euro-pop	group	

ABBA.	In	February	2021,	art-rock/new-wave	group	Split	Enz	received	similar	

treatment	with	the	album	True	Colours,	New	Colours	(Warner,	2021),	a	tribute	to	

the	band’s	1980	album	True	Colours	(Mushroom,	1980),	with	cover	versions	

from	Australasian	artists	that	again	mix	the	faithful,	true-to-the-original	cover	

with	more	radical	re-workings.	Another	approach	to	cover	versions	comes	from	

reality	shows	such	as	American	Idol,	and	television	shows	like	Glee,	which	have	

only	added	to	the	business	of	re-versioning	other	people’s	songs,	with	albums	of	

cover	versions	related	to	both	television	shows	becoming	successful	chart	hits.8	

	

Cover	versions	can	be	problematic,	challenging	originality,	authenticity,	

ownership,	and	repetition,	and	exposing	the	conflict	between	the	song’s	

commodity	and	context.	Defenders	of	the	subgenre	note	how	songs	become	re-

framed,	and	preserved	–	a	way	to	give	the	song	a	second,	or	extended,	life.	In	

 
7	There	were	exceptions	to	these	stylistic	markers,	notably	in	the	work	of	David	Bowie	and	Roxy	
Music.	Auslander	(2006)	notes	Hebdige’s	argument	that	glam	rock	be	divided	into	two	distinct	
groups	–	one	for	the	mainstream	glitter-rock	bands,	like	T-Rex,	and	Sweet;	and	another	for	the	
more	“esoteric”	glam	artists	like	David	Bowie,	Roxy	Music,	and	Lou	Reed	(p.	52).	
8	The	first	American	Idol	album	American	Idol:	Greatest	Moments	(RCA,	2002),	sold	643,000	
copies,	reaching	no.	four	on	the	Billboard	200	albums	chart.	The	follow	up	album,	American	Idol	
Season	2:	All	time	classic	American	love	songs	debuted	at	no.	two	on	the	Neilson	Soundscan	US	
album	chart,	and	sold	648,000	copies.	Wikipedia	notes	the	16	soundtrack	albums	of	(often	
themed)	cover	versions	released	by	the	cast	of	Glee	have	sold	over	13	million	copies	(“Glee	
albums	discography,”	2021). 
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contemporary	culture,	cover	versions	are	viewed	as	a	“manifestation	of	rampant	

recontextualization	in	music”	where	artists	revisit	and	reinterpret	a	wide	array	

of	musical	influences,	styles,	genres,	and	periods,	to	represent	favourite	tracks,	

albums,	or	artists	(Plasketes,	2010,	p.	2).	From	this	perspective,	cover	versions	

can	be	considered	derivative	works,	and	“not	[holding]	the	same	status	as	that	of	

an	original	recording”	(Navas,	2018,	p.	169).	However,	when	covers	are	

transformative,	for	example	when	the	style	or	genre	of	the	song	is	altered,	or	the	

gender	dynamics	are	transformed	(such	as	with	the	song	‘Respect’	(Atlantic,	

1976),	originally	by	Otis	Redding,	but	more	famously	by	Aretha	Franklin)	then	

the	song	conveys	a	new	meaning,	and	frequently	becomes	an	authentic	

statement.	

	

Rationale for cover versions 

In	light	of	all	the	complexities	around	cover	versions,	the	question	of	why	an	

artist	would	perform	someone	else’s	work	is	still	pertinent.	Solis	(2010)	and	

Plasketes	(2005)	note	the	following	reasons:		

	

The ‘hijacked hit’ and the authentic cover 

Solis	considers	Coyle’s	(2002)	argument	that	there	is	a	distinction	between	a	

cover	version	and	a	‘hijacked	hit’	–	pre-rock	and	roll,	the	tradition	of	popular	

music	was	based	on	songs,	rather	than	canonical	recordings,	and	the	listening	

audience	“bought	the	songs,	and	not	the	singers”	(Coyle,	cited	in	Solis	p.	299).	As	

the	discourse	of	the	‘authentic’	performer	(which	originated	in	the	rock	era)	was	

not	used	as	an	evaluative	device,	it	was	standard	practice	for	multiple	artists	to	

perform	versions	of	a	particular	song,	and	white	pop	vocalists	often	“hijacked”	

the	successful	songs	of	both	black	and	white	artists	(Solis,	2010,	p.	299).	There	

are	key	differences	between	‘hijacked	hits’	and	covers,	and	this	relates	to	the	

cultural	capital	of	original	versions.	When	a	cover	version	“highlights	the	

presence	of	the	originals”	the	‘hijacked	hit’	shifts	the	emphasis	from	the	song	to	

the	performing	artist	(Solis,	2020,	p.	300).	Coyle	argues	that	American	rock’n’roll	

singer	Elvis	Presley	was	the	first	artist	to	do	this,	establishing	his	“transgressive	

authority	as	a	singer,”	and	determining	the	future	model	for	cover	versions	

(Solis,	2020,	p.	300).		
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Establishing links between musicians 

The	changing	nature	of	cover	versions	enable	musicians	to	establish	broad	links	

between	themselves,	the	original	artists,	and	other	musicians	covering	works.	

While	this	demonstrates	an	artist’s	credibility	and	cultural	awareness	of	the	

history	of	popular	music,	Solis	(2010)	observes	that	when	musicians	cover	songs	

“from	outside	their	own	style	and	genre”	they	become	connected	to	“denser	

networks”	where	artists	share	similar	reference	points	of	musical	influence,	style	

and	genre	(p.	300).	

	

Homage, reinterpretation, or appreciation 

Plasketes	(2005)	observes	a	number	of	“redeeming	qualities”	within	new	

versions	of	songs,	including	adaptation,	contextualisation,	apprenticeship,	

revitalisation,	and	preservation	of	original	material	(p.	149).	Plasketes	considers	

covering	another	musician’s	material	is	a	practical	method	of	learning	about	

musical	form,	structure	and	style,	and	is	a	valuable,	adaptive	interpretative	

process	(2005).	Cover	versions	are	often	viewed	as	paying	homage	to	a	musical	

influence,	although	fresh	approaches	to	covering	songs	can	measure	the	skill	of	

the	interpreting	artist,	especially	if	they	can	establish	some	‘ownership’	in	the	

process	of	interpretation.	Concurrently,	new	interpretations	may	offer	fresh	

perspectives	“into	the	song,	its	composer,	or	a	particular	period”	and	presents	

opportunities	for	interpreting	artists	to	“broaden	their	own	oeuvre…	and	pay	

homage	not	only	to	songs,	but	to	influential	artists,	composers,	styles,	and	eras”	

(Plasketes,	2005,	p.	150).	Solis	(2010)	notes	that	when	cover	versions	succeed,	

the	interpreter	creates	a	“sense	of…	authorship”	(p.	315)	in	the	new	version	–	not	

only	a	new	performance	of	an	established	song,	but	a	“new	work	based	on	the	

old	one,”	while	deriving	“some	measure	of	the	original	author’s	creativity”	(p.	

316).		

	

Re-possession 

Musical	appropriation	of	songs,	or	making	a	song	your	own,	is	frequently	viewed	

as	a	creative	goal	for	musicians	who	re-interpret	songs,	with	artists	such	as	

musician	and	singer-songwriter	Paul	Weller	noting	he	recorded	covers	albums	in	

order	to	interpret	songs	or	“play	around	with	and	make	[them]	my	own”	(cited	in	
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Plasketes	2005,	p.	152).	Others	see	the	interpretive	process	as	“natural”	or	

“accidental,”	with	“the	song	choosing	its	translator”	(Plasketes,	2005,	p.	152).	

Covered	songs	can	become	more	associated	with	the	interpreter	than	the	

original	writer	or	artist,	especially	if	the	cover	version	is	successful,	as	Plasketes	

observes,	“popularity	equals	ownership”	(2005,	p.	153).	However,	some	songs	

are	a	better	fit	for	the	interpreter	than	the	original	artist,	and	Plasketes	considers	

interpreters	including	Frank	Sinatra,	Ella	Fitzgerald	Elvis	Presley,	Patsy	Cline	

and	Johnny	Cash	as	possessing	“a	vocal…	presence	to	make	every	song	they	sing	

sound	as	if	it	were	theirs	from	the	very	first	note”	(2005,	p.	153).	Nick	Cave	and	

the	Bad	Seeds’	interpretation	of	the	traditional	American	folk	song	‘Stagger	Lee’	

(Mute,	1996)9	is	a	further	case	for	re-possession.	While	Cave	and	his	band	re-

version	rather	than	cover	the	song,	their	interpretation	transforms	the	song	into	

something	identifiably	their	own,	re-working	the	original	lyrics	for	Cave’s	own	

words	that	re-tell	the	story	with	visceral,	and	violent	and	explicit	imagery	

(Turner,	2013).	

	

An	additional	aspect	to	contemplate	is	authenticity,	which	is	fundamental	to	the	

discussion	of	cover	versions,	especially	within	rock	music.	Authenticity	permits	

artists	to	create	work	that	is	“a	direct	expression	of	their	true	selves	as	

individuals,”	with	“the	creation	of	authentic	works	as	a	symbol	of	the	presence	of	

an	authentic	subject”	(Solis,	2010,	p.	301).	As	another	artist’s	work	is	being	

(re)used,	the	cover	is	considered	inauthentic	as	it	does	not	speak	to	the	covering	

musician’s	own	experience.	However,	it	can	be	turned	around	to	reveal	an	

authentic	connection	to	an	original	recording	and	artist.	The	subsequent	cover	

also	provides	an	opportunity	for	the	covering	artist	to	bring	their	own	

experience	and	style	to	their	version,	giving	the	song	a	new	sense	of	authority,	as	

exemplified	in	the	covers	by	Johnny	Cash	for	his	‘American	Series’	–	especially	on	

his	covers	of	Nine	Inch	Nails’	‘Hurt’	(American	Recordings,	2002),	and	Tom	Petty	

and	the	Heartbreakers	‘I	Won’t	Back	Down’	(American	Recordings,	2000).10	

 
9	‘Stagger	Lee’	originally	had	different	titles	depending	on	the	narrator,	including	Stag	O’	Lee’,	
‘Stackalee,’	or	‘Stack	O’Lee’(Elijah,	2020;	Marshall,	2011).	
10	Johnny	Cash	recorded	a	number	of	cover	versions	for	a	series	of	albums	on	American	Records	
between	1996	and	2010,	with	producer	Rick	Rubin.	These	cover	versions	have	gained	a	
reputatation	as	being	authentic	and	authoratative	due	to	the	performance	style	Cash	used	
(Horton,	2018;	Bennun,	2014;	Kamp,	2010).  
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Lacasse	(2018)	also	notes	that	Cash’s	cover	of	‘Hurt’	“shift[s]	the	parameters	of	

the	original	song’s	persona”	(p.	20)	–	where	the	Nine	Inch	Nails	version	describes	

the	pain	caused	by	drug	addiction,	Cash’s	cover	of	the	song	is	“a	ghost…	

[anointing]	the	pain	and	grief	felt	by	those	around	him”	(JimmyO,	cited,	in	

Lacasse,	2018,	p.	20).	It	is	in	the	context	of	the	cover	version	and	authenticity	

that	we	can	approach	the	phenomenon	of	the	artist	re-recording	their	own	work.		

	

Re-recordings: History and uses 

Re-recordings	are	not	a	new	phenomenon.	They	date	back	to	the	mid-20th	

Century,	although	it	can	be	argued	they	go	back	to	the	very	start	of	recorded	

music	in	New	Zealand,	when	Ana	Hato	and	Deane	Waretini	travelled	to	Australia	

in	1929	to	re-record	some	of	the	songs	(or	‘sides’11)	they	originally	recorded	in	

Ohinemutu,	Rotorua,	for	Parlophone	Records	in	1927.	I	will	return	to	the	New	

Zealand	re-recordings	phenomenon	later	in	this	research.	In	a	wider,	

international	context,	re-recordings	can	be	traced	back	to	the	international	

recording	industry	in	the	mid-20th	Century,	with	established	artists	including	

Billie	Holiday	and	Frank	Sinatra,	re-recording	some	of	their	most	recognized	and	

well-known	songs	in	the	1950s	and	early	1960s.	As	Sinatra	and	Holiday	were	

largely	interpreters	rather	than	writers	of	the	songs	they	performed,12	it	can	be	

questioned	if	these	are	authentic	recordings	in	the	first	instance,	but	as	Solis	

notes	“authenticity	was	more	likely	to	revolve	around	relationships	between	

performers	and	audiences,	and	much	less	those	between	performers	and	the	

authorship	of	repertoire”	(2010,	p.	303).	Solis	here	refers	to	pre-1960s	blues	

groups,	but	the	idea	of	authentic	relationships	between	artist	and	audience	can	

also	apply	to	both	Sinatra	and	Holiday,	as	they	were	considered	authentic	

performers	who	inhabited	the	songs	they	performed,	even	if	they	did	not	write	

the	songs	(Friedwald,	2018;	Graham,	2015).	Sinatra	himself	was	influenced	by	

Holiday,	telling	Ebony	magazine	in	1958	“Lady	Day	is	unquestionably	the	most	

important	influence	on	American	popular	singing	in	the	last	20	years”	(Gill,	2015,	

para.	three).	

 
11 Songs	recorded	for	78rpm	discs	were	referred	to	as	‘sides’,	as	there	was	one	track	on	each	side	
of	the	disc.	
12	Holiday	did	write	some	of	her	songs,	including	‘God	Bless	the	Child’	(Okeh,	1941). 
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Early examples: Billie Holiday and Frank Sinatra 

In	1956,	Billie	Holiday	published	her	autobiography,	Lady	Sings	the	Blues,	co-

written	with	William	Dufty,	assistant	to	the	editor	of	the	New	York	Post.	To	

coincide	with	this	book,	Holiday	released	an	accompanying	album	Lady	Sings	the	

Blues	(Clef,	1956)	which	included	a	number	of	re-recordings	of	her	earlier	songs	

originally	released	on	Okeh	records,	including	‘God	Bless	the	Child’	(1941).	

Holiday	also	re-recorded	‘Trav’lin	Light’	(Capitol,	1942),	a	track	she	initially	

recorded	with	Paul	Whiteman	and	his	Orchestra,	under	the	name	‘Lady	Day’.13	

Included	on	Lady	Sings	the	Blues	is	a	second	re-recording	of	the	song	most	

closely	identified	with	her,	‘Strange	Fruit’	(Commodore,	1939).	‘Strange	Fruit’,	

written	by	Abel	Meerpol	about	the	lynching	of	Black	Americans	in	the	South	of	

the	United	States	in	the	early	20th	Century	was	later	adopted	as	a	Civil	Rights	

anthem,	and	in	1999	was	selected	as	the	song	of	the	20th	Century.14	With	stark	

imagery	and	metaphor	that	likens	the	hanging	bodies	of	lynching	victims	to	fruit	

borne	from	a	tree,	‘Strange	Fruit’	delivers	a	sharp	message.	Holiday	initially	

recorded	the	song	on	78rpm	disc	for	Commodore	Records	(twice)	in	1939,	

although	she	had	to	gain	permission	from	her	record	label,	Columbia	Records,	to	

do	so,	as	they	were	unwilling	for	her	to	record	the	song	on	that	label,	“fearful	of	

antagonizing	Southern	customers…	[and]	wanted	no	part	of	it”	(Margolick,	2000,	

p.	65).	‘Strange	Fruit’,	and	its	companion	side	‘Fine	and	Mellow’	were	recorded	

on	April	20,	1939,	and	the	song	became	one	of	Holiday’s	signature	songs.	The	

recording	eventually	sold	over	one	million	copies	(Ayre,	2013).15	After	signing	to	

Clef	Records	in	1952	(which	later	merged	as	part	of	Verve	Records	in	1956),	

Holiday	re-recorded	‘Strange	Fruit’	in	1956,	in	conjunction	with	her	

autobiography,	the	re-recording	arguably	more	strident	and	less	subtle	than	the	

original	Commodore	recording.	Margolick	believes	neither	this	version,	or	any	

 
13	Holiday	recorded	the	track	under	the	psudenoym	as	she	was	contracted	to	another	label	at	the	
time.	
14	Time	magazine	named	the	1939	recording	of	‘Strange	Fruit’	as	the	song	of	the	century	in	1999,	
and	in	2002,	the	Library	of	Congress	selected	the	recording	for	preservation	on	their	National	
Recording	Register	(Allen,	2015).	
15	While	there	are	references	to	a	second	version	of	‘Strange	Fruit’	on	Commodore	Records	in	the	
1940s,	this	could	be	the	second	version	that	was	recorded	at	the	same	time	as	the	original	1939	
recording,	which	features	a	less	muted	performance.	This	second	version	has	been	used	on	a	
number	of	compilations	of	Holiday’s	material,	including	the	album	Billie	Holiday:	The	Complete	
Commodore	Recordings	(Essential	Jazz	Classics,	2015). 
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the	three	live	versions	captured	on	tape	in	the	late	1940s	and	1950s	“[match]	the	

purity	and	understated	eloquence	of	the	original”	(2000,	p.	127).	Both	the	1939	

and	1956	versions	of	‘Strange	Fruit’	are	used	on	compilations	of	Holiday’s	

recordings	–	often	without	dates	to	advise	what	version	the	listener	is	hearing,	

but	some	list	the	session	musicians	to	give	an	indication,	as	denoted	in	the	scant	

references	to	the	compilation	Billie	Holiday:	Singin’	her	Greatest	Songs	(Disky,	

2007).	

Frank	Sinatra,	initially	working	in	the	same	era	as	Holiday,	also	re-recorded	

some	of	his	signature	songs.	Sinatra	left	Capitol	Records	in	1960,	forming	

Reprise	Records	later	that	year,	and	initially	agreed	not	to	re-record	his	Capitol	

Records	material	for	a	number	of	years	(Friedwald,	2018,	p.	276).	To	establish	

his	label,	and	re-establish	his	musical	brand,	he	re-recorded	some	of	his	

signature,	early	Columbia	Records	songs	for	his	album	Sinatra’s	Sinatra	(Reprise,	

1963),	a	recording	that	also	took	advantage	of	stereophonic	(stereo)	sound,	

which	was	becoming	more	popular	at	the	time.	Sinatra’s	Sinatra	was	the	last	

album	on	Reprise	before	the	label	was	sold	to	Warner	Brothers	in	August	1963.	

Recorded	with	his	long-time	arranger	and	conductor	Nelson	Riddle,	Sinatra’s	

Sinatra	was	“inspired	by	economic	rather	than	artistic	necessity…	Sinatra	

[attempted]	to	compete	in	record	stores	with	earlier	hits	still	controlled	by	

Columbia	and	Capitol,	this	time	with	a	greater	profit	participation	for	himself”	

(Friedwald,	2018,	p.	272).	Few	critical	responses	to	the	re-recordings	on	

Sinatra’s	Sinatra	are	chronicled,	but	Friedwald	notes	that	Sinatra’s	Sinatra	

remained	“true	to	its	concept	of	presenting	new	versions	of	Sinatra’s	personal	

favourite	songs,	and	not	merely	regurgitating	the	twelve	titles	that	happened	to	

sell	the	most”	(2018,	p.	272).	However,	they	also	note	that	that	the	re-recordings	

of	Riddle’s	arrangements	vary	in	quality,	but	sound	“more	spectacular	in	the	new	

stereo	setting”	(2018,	p.	272).		

There	are	changes	in	Sinatra’s	re-recordings	–	the	original	version	of	the	song	

‘Nancy’	(Columbia,	1944)	(by	Van	Heusen	and	Silvers)	has	the	lyrics	‘Keep	Betty	

Grable,	Lamour,	and	Turner	/	She	makes	my	heart	a	charcoal	burner’	
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while	the	1963	re-recording	changes	these	to	‘	Keep	Audrey	Hepburn,	and	keep	

Liz	Taylor	/	Nancy’s	the	feature,	they’re	just	a	trailer’.	

	

Saxophonist	and	jazz	critic	Benny	Green	noted	in	a	review	of	Sinatra’s	Sinatra	for	

The	Observer	(reprinted	in	the	album’s	liner	notes)	that	the	amended	lyric	

improves	the	original,	but	more	noteworthy	is	the	new	performance,	as	“the	

notes	Sinatra	selects	on	his	last	rendering	of	the	bridge…	their	suggestion	of	the	

written	melody	without	actually	being	the	melody	shows	beyond	any	argument	

that	a	master	is	performing”	(Green,	1963).	Friedwald	disagrees,	considering	

that	the	later	‘Nancy’	“has	lost	the	bloom	of	her	youth,”	and	Sinatra’s	lack	of	

enthusiasm	is	evident	(2018,	p.	272).	Green	opines	that	the	re-recording	of	‘I’ve	

Got	You	Under	my	Skin’	is	a	success,	noting	his	performance	is	“a	master	

tactician	at	work…	a	classic	demonstration	of	the	art	of	interpretation”	(1963),	

and	Friedwald	comments	on	the	interesting	mix	of	old	and	new	trombone	

elements	in	this	re-recording,	as	trombonist	Dick	Nash	quoted	the	original	solo	

originally	played	by	Milt	Bernhart	on	the	1956	original	recording	(2018,	p.	272).	

Friedwald	saves	their	highest	praise	for	the	three	songs	on	the	album	by	Cahn	

and	VanHeusen	–	‘Call	Me	Irresponsible’,	‘All	the	Way,’	and	the	aptly-titled		

‘Second	Time	Around’	–	saying	they	“defy	the	concept	of	remaking	earlier	hits,”	

overall,	judging	Sinatra’s	Sinatra	to	be	“pretty	damn	good”	(2018,	p.	273).	

Sinatra’s	Sinatra	was	not	the	only	time	Sinatra	revisited	and	re-recorded	his	

songs.	In	1993	he	released	an	album	of	duets	with	modern	contemporary	

vocalists,	Duets	(Capitol,	1993),	recording	second,	or	third	versions	of	his	earlier	

signature	songs	(a	further	album,	Duets	II	(Capitol)	appeared	in	1994).	By	this	

time	Sinatra	was	78,	and	“an	old	man	with	an	old	man’s	harsh	voice,”	delivering	

“powerfully	different	[versions]	from	any	of	the	famous	versions	of	earlier	years”	

(Adamowski,	p.	8).	Duets	was,	according	to	Friedwald,	“a	means	for	the	Sinatra	

organisation	to	pick	up	a	piece	of	the	Unforgettable	action”	–	a	reference	to	the	

popular	album	vocalist	Natalie	Cole	made	using	recordings	of	her	deceased	

father,	jazz	vocalist	Nat	King	Cole	–	and	an	idea	raised	by	the	“Sinatra	people”	
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(2018,	p.	582).	Duets	was	electronically	assembled,16	with	Sinatra	recording	his	

vocals	in	isolation	from	his	duet	partners,	with	their	finished	vocal	tracks	

assembled	around	his	to	make	the	recordings.	While	the	response	to	Duets	was	

mixed	(Friedwald,	2018),	Duets	was	a	commercial	success,	and	sold	over	three	

million	copies	in	the	US	alone.	

	

Early pop and rock’n’roll re-recordings 

Holiday	and	Sinatra	were	only	two	of	the	most	well-known	artists	in	the	20th	

Century	to	re-record	their	well-known	material.	Three	significant	examples	of	

major	artists	re-recording	their	music	are	Chuck	Berry,17	Little	Richard,18	and	

The	Everly	Brothers,	all	of	whom	re-recorded	early	popular	material	for	new	

record	labels.	The	case	of	The	Everly	Brothers’	is	interesting,	as	their	re-

recordings	arguably	introduced	the	re-recordings	clause	into	professional	

recording	contracts.	Tavern	(2019)	notes	that	restrictions	on	artists	re-recording	

their	material	were	not	standard	in	recording	contracts	in	the	late	1950s	and	

early	1960s.	When	the	Everly	Brothers	left	Cadence	Records	in	1960	for	a	

lucrative	deal	with	Warner	Brothers	Records,	one	early	release	on	their	new	

label	was	an	Everly	Brothers	Best	Of	(Warner,	1963)	album,	where	they	faithfully	

re-recorded	some	of	their	Cadence	recordings,	including	‘Wake	up	Little	Suzie’	

(Cadence,	1957),	‘Bye	Bye	Love’	(Cadence,	1957),	and	‘All	I	Have	to	do	is	Dream’	

(Cadence,	1958),	ostensibly	competing	with	their	own	earlier	releases	(Tavern,	

2019).	Recording	labels	view	re-recordings	as	competitive,	and	to	protect	their	

investment	they	“added	language	to	their	contracts	meant	to	prevent	[re-

recordings],”	in	the	process	restricting	artists	from	creating	new	versions	of	

songs	recorded	for	that	label	for	anyone	for	a	specific	period	of	time	–	from	

anywhere	between	five	years	after	the	original	recording	to	three	years	after	the	

 
16	Sinatra’s	duet	performers	recorded	their	parts	remotely.	The	recordings	were	then	sent	to	
Capitol	records	via	ISDN	digital	phone	lines	connected	by	EDnet	to	digital	recording	equipment.	
17	Chuck	Berry	released	Chuck	Berry’s	Golden	Hits	on	Mercury	Records	in	1967,	an	album	of	re-
recorded	versions	of	songs	he	had	originally	recorded	for	Chess	Records	in	the	1950s.	The	1960s	
re-recordings	changed	the	tempo,	and	were	recorded	in	stereo,	unlike	the	original	Chess	
versions,	which	were	recorded	in	mono.	
18	Little	Richard	re-recorded	12	of	his	songs	for	Little	Richard’s	Greatest	Hits	(Vee-Jay,	1964),	
after	leaving	his	former	label	Specialty	Records.	The	Vee-Jay	re-recordings	used	different	
arrangements	and	instrumentation,	and	showed	Little	Richard’s	voice	to	have	changed.	He	re-
recorded	his	well-known	1950s	and	1960s	songs	again	(this	time	in	Nashville)	in	the	mid	1970s	
for	a	K-Tel	Records	compilation. 
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artist’s	contract	expires	(Tavern,	2019,	para.	nine).	However,	the	impact	of	these	

restrictions	has	been	felt	keenly	in	recent	times	with	the	shift	from	physical	to	

digital	platforms.	Also,	the	increased	use	of	music	recordings	in	advertising	or	

film	and	television	has	meant	clauses	are	being	written	into	contracts	specifically	

restricting	re-recordings	for	advertising	or	film	and	tv	placements	–	as	Tavern	

(2019)	observes,	artists	who	own	their	own	publishing,	and	master	recordings	

can	approve	these	placements	without	label	negotiation.	Once	a	contract	has	

expired,	then	artists	can	legally	re-record	their	music,	although	it	is	worth	noting	

this	will	likely	put	them	in	competition	with	themselves,	as	earlier	recordings	

may	likely	be	available,	and	in	some	cases,	replacements	may	not	create	the	

same	audience	attachment	as	earlier	versions.	

	

Uses of re-recordings: Rights 

Re-recordings	are	often	used	as	leverage	against	record	labels	–	hard	rock	band	

Def	Leppard	faithfully	re-recorded	a	number	of	their	biggest	chart	hits	(called	

‘forgeries’	by	the	band)	in	2012	to	upload	onto	digital	platforms	while	they	were	

in	negotiation	with	Universal	Records	over	contractual	issues	relating	to	digital	

royalties.	During	these	negotiations,	lead	vocalist	and	songwriter	Joe	Elliot	

explained	to	Billboard	magazine	that	the	band	were	trying	to	“wrestle	control	of	

our	career	back”	from	former	label	Universal	Music	Group,	as	that	label	were	

“not	prepared	to	pay…	a	fair	amount”	to	the	band	for	use	of	their	songs,	so	the	

band	decided	to	“replace	our	back	catalog	with	brand	new,	exact	same	versions	

of	what	we	did”	(cited	in	Graff,	2012,	para.	three).	Once	the	band	started	this	

process,	they	realised	it	was	not	simple.		

We	had	to	study	those	songs…	down	to	the	umpteenth	degree	of	detail,	

and	make	complete	forgeries	of	them.	Time-wise	it	probably	took	as	long	

to	do	as	the	originals,	but	because	of	the	technology	it	actually	got	done	

quicker	as	we	got	going.	But	trying	to	find	all	those	sounds...	where	am	I	

gonna	find	a	22-year-old	voice?	I	had	to	sing	myself	into	a	certain	throat	

shape	to	be	able	to	sing	that	way	again.	It	was…	challenging			

(Elliot,	cited	in	Graff,	2012,	para.	four)	
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The	two	initial	re-recorded	tracks	Def	Leppard	put	online	–	‘Pour	Some	Sugar	on	

Me’	(Bludgeon	Riffola,	2012)	and	‘Rock	of	Ages’	(Bludgeon	Riffola,	2012)	had	

(respectively)	21,000,	and	5,000	downloads	in	the	US,	according	to	the	Neilson	

Soundscan	records	(Graff,	2012).	Once	negotiations	with	Universal	were	settled,	

the	re-recordings	were	removed,	and	the	original	versions	appeared	on	online	

streaming	platforms	Spotify	and	Apple	Music	in	early	2018	(Tavern,	2019).		

	

Over	the	20th	Century,	a	large	number	of	artists	from	‘classic’	rock’n’roll	to	

contemporary	popular	genres	have	re-recorded	their	work	for	varying	reasons,	

and	a	keyword	search	of	Spotify	or	Apple	Music	using	the	terms	‘re-recorded’,	or	

‘re-recording’	returns	a	long	list	of	albums	and	songs	that	have	new	versions	

created	by	the	original	recording	artists.	Identical	‘copycat’	re-recordings	often	

appear	on	reissues,	and	one	familiar	approach	is	to	re-record	material	for	a	

compilation	–	a	Greatest	Hits	or	Best	Of	recording,	or	a	small	EP	of	hits,	or	songs	

most	identifiable	with	the	artist.	This	format	is	frequently	used	as	a	testing	

ground	for	re-recordings,	with	the	re-recordings	often	identical	versions	in	

terms	of	sound	and	song	structure.		

	

Re-recordings	in	this	vein	are	usually	related	to	synchronisation	(sync)	rights	

and	licensing,	so	musicians	can	reclaim	their	rights	for	the	songs	or	hits	that	they	

have	created	in	the	past	where	they	no	longer	own	the	master	recordings.	If	

artists	have	departed	record	labels	who	own	those	recordings,	it	is	often	

considered	easier	(and	potentially	less	expensive)	to	re-record	the	song	in	an	

identical	fashion,	rather	than	pay	to	license	their	own	recording.	This	was	the	

case	for	Pink	Floyd,	who	re-recorded	‘Money’	(originally	on	their	1973	album	

Dark	Side	of	the	Moon	(Capitol/Harvest))	for	their	compilation	A	Collection	of	

Great	Dance	Songs	(Harvest/Columbia,	1981),	as	original	label	Capitol	refused	to	

license	the	song	to	Columbia	Records	in	the	United	States	for	the	compilation	

(Wawzenek,	2016).	Similarly,	new	identical	re-recordings	can	then	be	licensed	

for	film	and	television,	or	advertising,	with	all	revenue	heading	back	to	the	artist,	

not	the	recording	label.	Post-punk	group	Blondie	took	this	path	in	2014,	when	

they	released	their	Greatest	Hits	Deluxe	Redux	(Noble	ID)	compilation	with	their	

then	current	album	Ghosts	of	Download	(Noble	ID,	2014).	This	was,	according	to	
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band	founder	and	guitarist	Chris	Stein	“partially	as	an	exercise,	but	also	for	sync	

rights,”	so	the	band	could	retain	more	of	the	licensing	from	use	of	their	music	in	

soundtracks	and	advertisements	when	recognisable	songs	(such	as	‘Call	Me’	or	

‘Heart	of	Glass’)	were	requested	(Naiman,	2015,	para.	one).	Vocalist	Deborah	

Harry,	in	her	2019	memoir	Face	It,	also	explained	the	re-recordings	as	a	way	to	

“showcase	our	classic	songs	in	a	modern	idiom,	with	the	new	band”	(Harry,	

2019,	p.	326).	Harry	also	pointed	to	the	clause	that	exists	in	record	contracts,	

that	ownership	of	material	reverts	back	to	the	artist	after	a	“certain	number	of	

years,”	but	that	record	labels	“fight	this	tooth	and	nail.	It	can	be	a	nightmare	

winning	back	those	rights,”	and	that	re-recording	the	songs	is	“one	work-

around”	(2019,	p.	326).	The	Blondie	re-recordings	were	faithful	copies	of	the	

original	versions,	with	the	first	re-recorded	single,	‘Sunday	Girl’	used	in	the	film	

CBGB	(dir.	Randall	Miller,	2013).		

	

Another	soundtrack	that	used	re-recordings	of	well-known	songs	is	Give	my	

Regards	to	Broad	Street	(dir.	Peter	Webb),	a	1984	film	starring	musicians	and	

songwriters	Paul	McCartney	and	Ringo	Starr.	For	the	soundtrack,	McCartney	re-

recorded	a	number	of	Beatles,	Wings,	and	solo	songs	that	he	wanted	to	update,	

but	at	the	time	notes	that	“some	fans	will	dislike	the	idea…	but	they	are	great	

songs.	Does	that	mean	I	can’t	ever	sing	them	again?”	(Deriso,	2019,	para.	15).	

While	the	soundtrack	reached	No.1	on	the	UK	charts,	the	re-recordings	were	not	

received	well	–	AllMusic	considers	“perhaps	if	he	reinterpreted	them,	this	would	

at	least	be	interesting,	but	he	replicates	the	original	recordings,	down	to	the	

same	solos.	This	would	be	an	unmitigated	disaster	if	it	wasn't	for	‘No	More	

Lonely	Nights,’	an	absolutely	lovely	mid-tempo	tune”	(Erlewine,	n.d.,	para.	one).	

	

Songs	featured	on	soundtracks	are	often	re-recorded	to	give	them	an	extended	

life.	One	song	with	a	number	of	re-recordings	is	‘Forbidden	Colours’	(Virgin,	

1983)	by	composer	Ryuchi	Sakamoto	and	vocalist	and	songwriter	David	Sylvian.	

‘Forbidden	Colours’	was	originally	the	instrumental	theme	for	the	film	Merry	

Christmas,	Mr.	Lawrence	(dir.	Nagisa	Oshima,	1983).	The	‘song’	version	with	

Sylvian’s	lyrics	and	vocals	was	also	part	of	the	soundtrack,	and	released	as	a	

single.	In	1984,	Sylvian	re-recorded	a	new	version	of	the	song	for	the	B-side	of	
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his	single	‘Red	Guitar’	(Virgin,	1984),	and	was	also	included	on	specific	imprints	

of	Sylvian’s	album	Secrets	of	the	Beehive	(Virgin,	1987),	and	on	his	career	

retrospective	A	Victim	of	Stars	1982-2012	(Virgin,	2012).	Sakomoto	himself	re-

recorded	the	song	a	number	of	times	as	an	instrumental,	and	for	the	version	on	

Sakamoto’s	live	album	Cinemage	(Sony	Classical,	1998),	Sylvian	recorded	a	new	

version	of	the	lyrics	after	the	live	performance.	‘Forbidden	Colours’	was	an	

important	song	for	Sylvian,	telling	Mojo	in	2009	that	the	song	“was	an	important	

stepping	stone”	from	the	early	part	of	his	career	with	the	band	Japan,	to	his	solo	

work	(Alexander,	2009,	para.	20).		

Re-recordings: Acoustic versions  

The	Greatest	Hits	or	Best	Of	compilation	was	not	the	only	way	to	package	re-

recorded,	and	re-versioned	material.	Other	avenues	include	the	MTV	Unplugged,	

and	VH1	Storytellers	series	from	the	1990s	onwards,	the	multitude	of	albums	of	

acoustic	versions19	and,	more	recently,	albums	of	orchestral	versions	pave	the	

way	for	re-interpretations	of	earlier	songs.	B-sides,	extra	tracks,	and	often	album	

tracks	were	also	used	for	this	purpose.	While	live	recordings	are	beyond	the	

scope	of	this	study,	an	exception	to	this	is	the	phenomenon	of	the	MTV	

Unplugged	subgenre,20	which,	while	live	performance,	presents	new	fixed	

versions	of	songs	in	a	completely	different	way.	This	is	seen	most	prominently	in	

‘Layla’	from	Eric	Clapton’s	MTV	Unplugged	(Reprise,	1992)	album,	where	the	

acoustic	re-recording	has	superseded	his	original	recording	from	the	Derek	and	

The	Dominos’		album	Layla	and	Other	Assorted	Love	Songs	(RSO,	1970)	as	the	

definitive	version	of	the	song.21	According	to	Plasketes	(2010)	the	MTV	

Unplugged	franchise	“provided	significant	impetus	for	the	self-cover	genre,	and	

 
19	The	acoustic-only	version	of	an	artist’s	Greatest	Hits	album	is	often	presented	either	as	a	‘new	
recording’,	or	as	part	of	a	traditional	Greatest	Hits	package.	The	Cure,	for	example,	released	an	
acoustic	hits	package	with	their	2001	Greatest	Hits	(Fiction/Elektra)	album.	In	2017,	the	Acoustic	
Hits	(Elektra,	2001)	disc	was	released	as	a	stand	alone	disc	for	Record	Store	Day.	
20	There	are	over	100	MTV	Unplugged	performances	–	only	two	are	noted	here,	as	these	
particular	recordings	altered	the	perception	of	the	songs.	Further	research	would	include	a	fuller	
examination	of	the	MTV	Unplugged	performances. 
21	This	was	evidenced	in	a	paper	given	by	Amanda	Mills	to	the	University	of	Otago	School	of	
Performing	Arts	seminar	series	in	2019	on	this	topic.	A	number	of	audience	members	noted	they	
had	forgotten	the	original	1970	version	of	the	song,	as	they	were	more	familiar	with	the	1992	
MTV	Unplugged	version.	
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signalled	a	subtle	shift	in	rethinking	‘live’	performances,”	with	the	acoustic	

context	offering	an	alternative	setting	for	well-known	songs	(p.	32),	while	also	

being	a	“critique	of	MTV”	(Frith,	2002,	p.	287).	Alt-rock	band	Nirvana’s	MTV	

Unplugged	in	New	York	(DCG	Records,	1994)	album	was	one	recording	in	the	

subgenre	that	was	not	only	commercially	successful	(certified	five	times	

platinum	by	the	Recording	Industry	Association	of	America	in	1997),	but	also	

critically	successful,	and	considered	one	of	the	band’s	best	albums,	winning	a	

Grammy	Award	in	1996,	and	included	on	Rolling	Stone’s	500	Greatest	Albums	of	

All	Time	(at	number	279)	(“500	greatest	albums	of	all	time,”	2020).	While	the	

acoustic	versions	of	the	band’s	songs	that	appeared	on	the	album	did	not	replace	

the	originally	recorded	versions	as	definitive,	they	presented	a	post-grunge	

potential	new	direction	for	Nirvana,	with	folk-rock	covers	and	stripped	back	

performances	of	their	catalogue	(McDermott,	2018).	

Acoustic	re-recordings	do	not	only	belong	to	the	Unplugged	series	–	the	trend	for	

re-recording	hits	or	(in	some	cases,	whole	albums)	as	acoustic	versions	occurs	

frequently,	and	is	perhaps	viewed	as	a	way	of	presenting	older	material	as	new	

recordings	in	an	era	when	streaming	renders	the	traditional	Best	Of	or	Greatest	

Hits	release	obsolete	(Erlewine,	2016;	Plummer,	2018).	Along	with	Suzanne	

Vega’s	(mostly)	acoustic	re-recordings	(I	will	return	to	Vega	presently),	other	

artists	who	freshly	re-recorded	their	hits	in	acoustic	form	include	The	Black	

Crowes	(Croweology	(Silver	Arrow,	2010)),	and	Colin	Hay	(Man@	Work	

(Compass,	2003)),	while	The	Cure	originally	released	their	Acoustic	Hits	(Fiction,	

2017)	re-recordings	as	a	bonus	disc	of	their	2001	Greatest	Hits	(Fiction),	but	

reissued	it	again	in	2017	as	a	stand-alone	disc	for	Record	Store	Day.	Pop	band	

Prefab	Sprout	also	re-recorded	an	acoustic	version	of	their	album	Steve	McQueen	

(Kitchenware,	1985),	as	part	of	the	Legacy	reissue	of	the	album	in	2007.	The	

acoustic	re-recordings	were	well	received	critically,	with	the	BBC	review	stating	

that	the	new	recordings	with	an	older	vocalist	“now	have	a	new	slant…it	all	

becomes	more	personal”	and	that	the	acoustic	version	“even	rivals	the	originals”	

(McLaren,	2007,	para.	six).	
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Re-recordings: Orchestral versions 

The	trend	of	re-recording	songs	or	albums	with	an	orchestra	has	been	gaining	

popularity	since	the	turn	of	the	21st	Century.	Original	recordings	can	be	stripped	

of	all	instrumentation	to	leave	only	a	vocal	track,	which	can	then	be	placed	over	

an	orchestral	arrangement,	such	as	the	majority	of	tracks	on	Rod	Stewart’s	

album	You’re	in	My	Heart:	Rod	Stewart	with	the	Royal	Philharmonic	Orchestra	

(Warner,	2019).22	Other	examples	where	orchestral	arrangements	were	added	

to	archival	vocal	tracks	include	If	I	Can	Dream:	Elvis	Presley	with	the	Royal	

Philharmonic	Orchestra	(RCA,	Legacy,	2015),	and	A	Love	so	Beautiful:	Roy	Orbison	

and	The	Royal	Philharmonic	Orchestra	(Roys	Boys,	2017),	while	the	2018	album	

80’s	Symphonic	(Rhino)	used	many	components	from	the	original	multi-track	

tapes,	which	were	combined	and	remixed	with	new	orchestral	arrangements	by	

Sam	Swallow.	The	exception	on	this	album	was	the	orchestral	arrangement	to	

David	Bowie’s	‘Let’s	Dance’	(EMI,	1983),	which	was	arranged,	produced	and	

conducted	by	Nile	Rodgers,	who	produced	the	original	recorded	version.	Other	

notable	examples	of	orchestral	elements	added	to	songs	include	the	‘All	Night’	

version	(or	12”	vinyl	version)	of	‘The	Killing	Moon’	(Sire,	1984)	by	Echo	and	the	

Bunnymen.	A	new	orchestral	arrangement	was	added	to	‘The	Killing	Moon’	for	

80s	Symphonic	(Rhino,	2018),	while	the	Echo	and	the	Bunnymen	album	of	re-

recordings,	The	Stars,	The	Ocean,	and	The	Moon	(BMG,	2018)	included	a	fresh,	

separate	string	arrangement	on	a	new,	predominantly	piano-led	re-recording	of		

‘The	Killing	Moon’.	

	

While	this	‘overlaying’	of	orchestral	arrangements	onto	elements	of	original	

recordings	occurs	frequently,	complete	artist	re-recordings	with	new	orchestral	

arrangements	do	appear,	either	as	a	single	song,	or	an	entire	album	of	orchestral	

re-recordings.	Even	if	not	a	strictly	orchestral	version,	often	these	elements	are	

included	in	re-recordings	to	add	a	new	perspective	or	atmosphere.	Songwriter,	

vocalist	and	pianist	Tori	Amos	chose	to	re-examine	specific	examples	of	her	back	

 
22	The	only	completely	re-recorded	songs	on	the	album	are	a	new	version	of	‘Maggie	May’,	where	
Stewart	re-recorded	his	vocals	for	the	orchestral	arrangement,	and	a	re-recorded	duet	with	UK	
vocalist	Robbie	Williams	of	Stewart’s	song	‘It	Takes	Two’	(originally	recorded	with	vocalist	Tina	
Turner).	
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catalogue	in	this	manner,	re-recording	a	number	of	songs	with	the	Metropole	

Orchestra	(and	long-time	arranger	John	Philip	Shenale)	for	the	album	Gold	Dust	

(Deutsche	Grammophon,	2012).	Amos	had	previously	performed	these	songs	

live	with	the	Metropole	Orchestra	in	Amsterdam	in	2010,	and	had	remembered	

her	passion	to	“play	these	songs	one	day	with	an	orchestra”	(Amos,	2012).	Moy	

(2015)	notes	the	14	songs	on	Gold	Dust	that	covered	Amos’	career	“eschewed	the	

amplified	instrumentation	of	some	earlier	arrangements	in	favour	of	piano,	

organ,	and	orchestra”	(p.	72),	although	the	original	recordings	of	many	of	these	

songs	(including	‘Yes,	Anastasia’,	‘Gold	Dust’,	‘Silent	all	These	Years’	and	‘Girl	

Disappearing’)	were	already	arranged	for	orchestra,	or	at	least	for	strings.	As	

Moy	observes,	Amos	had	started	this	process	with	her	2004	compilation	Tales	of	

a	Librarian	(Atlantic,	2003),	where	some	tracks	were	rearranged	with	Amos	

“subtly	[amending]	old	performances”	(2015,	p.	73).	The	differences	between	the	

original	recordings	and	the	re-recordings	on	Gold	Dust	vary,	with	some	tracks,	

such	as	‘Yes	Anastasia’,	becoming	shorter	in	the	new	version	and	the	orchestra	

appearing	at	the	start	rather	than	halfway	through	the	song,	creating	“a	dramatic	

device”	(Moy,	2015,	p.	74).	The	orchestral	sound	on	many	of	these	re-recordings	

compared	to	the	original	recordings	(where	strings	or	orchestral	instruments	

were	incorporated	at	various	points)	is	reflected	in	the	richer	textures	and	

arrangements.	The	removal	of	the	‘rock’	textures	of	bass,	guitar	and	drums	often	

changes	the	mood	of	the	track,	shifting	it	from	the	“amplified	components	onto	

acoustic	and	vocal	elements”	and	alters	both	the	atmosphere	and	the	intensity	of	

the	song,	as	exemplified	on	the	re-recorded	version	of	‘Precious	Things’	(Moy,	

2015,	p.	75.)	Amos	herself	noted	that	orchestral	re-recordings	show	“where	[the	

songs]	are	now	and	who	they	have	become”	(2012).	She	is	not	alone	in	this	

endeavor	to	re-record	her	back	catalogue	with	orchestra,	with	other	complete	

orchestral	re-recordings	from	Joni	Mitchell,	Kylie	Minogue,	and	Bryan	Ferry,	who	

chose	to	re-record	both	material	from	his	solo	career,	and	from	his	band	Roxy	

Music	with	a	jazz	orchestra.		

	

Songwriter,	vocalist	and	guitarist	Joni	Mitchell	released	an	album	of	orchestral	

re-recordings,	Travelogue	(Nonesuch,	2002),	following	on	from	her	previous	

album	Both	Sides	Now	(Reprise,	2000)	where	she	recorded	a	set	of	classic	jazz	
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songs	with	orchestral	re-recordings	of	her	own	songs,	‘A	Case	of	You’,	and	‘Both	

Sides,	Now’.	Both	Sides	Now	was	a	concept	album	tracing	the	progression	of	a	

relationship,	and	won	two	Grammy	awards	in	2001.23	The	album’s	success	

persuaded	Mitchell	to	follow	it	with	another	album	of	orchestral	recordings,	but	

this	time	a	full	album	of	re-recordings	from	her	own	catalogue	(with	the	

exception	of	‘Unchained	Melody’),	arranged	by	Vince	Mendoza.	One	aspect	

immediately	obvious	in	these	recordings	is	the	change	in	Mitchell’s	voice,	which	

had	deepened	considerably	since	her	early	recordings.	Critic	Larry	Blumenfeld,	

writing	for	Jazziz,	observed	that	Mitchell’s	voice	“has	darkened	and	deepened	

and	lost	some	of	its	shiny	top	end;	she's	begun	to	sound	more	and	more	like	a	

jazz	singer”	(2003,	para.	one).	Moy	recalls	musician	Robert	Wyatt’s	observation	

about	Mitchell’s	vocal	transposition	of	‘Both	Sides	Now’24	in	the	documentary	

Forever	Young:	How	Rock’n’Roll	Grew	Up	(dir.	Chris	Rodley,	2010)	that	“it’s	so	

moving	because	you	suddenly	think…	now	she	understands	the	song	she	wrote…	

in	her	youth”	(2015,	p.	76),	although	Baker	(2019)	considers	that	the	“dramatic	

reworkings”	allow	Mitchell’s	‘self-cover’	to	highlight	the	changes	in	her	voice	and	

physicality	(p.	47).	One	major	difference	on	both	Travelogue,	and	Both	Sides	Now,	

is	the	recasting	of	Mitchell’s	back	catalogue	not	only	for	orchestral	arrangements,	

but	in	a	“jazz	symphonic	style”	(Baker,	2019,	p.	43).	As	Baker	(2019)	notes,	Both	

Sides	Now	was	a	commercial	success,	and	aligned	Mitchell’s	work	with	that	of	the	

Great	American	Songbook	(p.	43).	The	jazz	orchestral	arrangements	by	Mendoza	

are	“central	to	Travelogue’s	sound,”	giving	the	music	a	“moody	grandeur”	(Baker,	

2019,	p.	48).	Mitchell	had	been	influenced	by	the	genre	since	the	start	of	her	

career,	and	her	1970s	albums	Hejira	(Asylum,	1976),	and	Mingus	(Asylum,	1979)	

showed	her	moving	her	style	towards	jazz,	or	jazz-fusion.	Responses	to	

Travelogue	were	mixed,	with	some	considering	it	the	end	of	Mitchell’s	creativity,	

and	her	voice	–	Clark	considered	it	“a	leaden	memorial	to	a	shining	talent,”	with	

her	voice	“a	husky	shadow	of	its	former	feather-light	glory”	(2002,	para.	four,	

para.	one).	Others	noted	the	album’s	appeal:	Bollinger	called	it	“full	of	the	beauty	

and	fury	that	defines	her”	(2002,	para.	nine),	while	Bowden	perceived	the	

 
23Both	Sides	Now	won	the	Grammy	awards	in	2001	for	Best	Traditional	Pop	Vocal	Album,	and	
Best	Instrumental	Arrangement	Accompanying	Vocalist.	
24	Mitchell’s	vocal	was	transposed	down	an	octave	(Moy,	2015,	p.	76). 
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album’s	“peculiar	powers	[and]	widescreen	arrangements”	(2003,	para.	11).	A	

recent	review	re-evaluated	Travelogue,	and	observed	the	“malleability	of	

Mitchell’s	work,	and	her	astounding	abilities	as	an	interpreter,”	summing	up	the	

album	as	“a	cohesive	whole	rather	than	a	series	of	stand-alone	tracks	(Paul,	

2018,	para.	six).	

	

While	Amos’,	and	Mitchell’s,	orchestral	albums	have	been	scrutinised,	the	album	

of	orchestral	and	acoustic	re-recordings	by	pop	vocalist	and	songwriter	Kylie	

Minogue	has	had	less	attention.	Recorded	as	part	of	the	celebrations	marking	her	

25th	anniversary	in	the	music	industry,	The	Abbey	Road	Sessions	(Parlophone,	

2012)	removes	the	pop	‘glitz’	from	Minogue’s	traditional	disco-pop	sound,	and	

also	her	image.25	The	songs	are	rearranged	not	only	for	orchestra,	but	also	as	

piano-based	ballads	and	acoustic	folk	songs.	‘Confide	in	Me’	stands	out	

particularly	as	it	is	arranged	to	focus	on	atmosphere,	rhythmic	textures	and	

voice,	with	a	sparse	arrangement	that	sets	it	apart	from	other	tracks	on	the	

album.	Minogue’s	voice	is	the	central	instrument,	and	here	stripped	of	vocal	

effects,	revealing	“more	range	and	technique	than	she’s	credited	with”	(Levine,	

2012,	para.	one).	As	an	artist	known	for	re-inventing	her	image	during	her	

career,	The	Abbey	Road	Sessions	re-invented	her	musically,	and	presented	a	

different	view	of	her	back	catalogue.	The	lack	of	attention	paid	to	the	album	may	

reveal	more	about	the	attitudes	towards	Minogue	and	her	music	than	the	re-

recording	project	itself	and	the	subsequent	changes	made	to	her	songs.	

Consistently	seen	as	inauthentic	throughout	the	early	part	of	her	career	due	to	

her	association	with	the	songwriting	and	production	team	of	Stock,	Aitken,	and	

Waterman,	Minogue’s	credibility	increased	once	she	was	seen	to	take	control	of	

her	career	(Davies,	2001,	p.	305).		However,	while	now	considered	more	

musically	credible,	Minogue’s	career	has	achieved	critical	approval	through	the	

adoption	of	“camp	qualities”	(Davies,	2001,	p.	308).26	Minogue’s	re-recordings	on	

The	Abbey	Road	Sessions	remove	much	of	the	irony,	the	theatricality,	and	the	

 
25	The	image	on	the	album	cover	shows	Minogue	styled	as	a	jazz/torch	song	vocalist,	singing	into	
a	vintage	microphone,	which	is	in	contrast	to	to	previous,	and	subsequent	album	covers	which	
present	her	in	a	more	glitzy	pop	manner.	
26	Camp	is	defined	by	Richard	Dyer	(19870		as	“irony,	exaggeration,	trivialisation,	
theatricalisation	and	an	ambivalent	making	fun	out	of	the	serious	and	respectable”	(Dyer,	in	
Davies,	2001,	p.	308).	
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exaggeration	from	her	earlier	recordings,	and	ask	the	audience	to	consider	her	

more	seriously	as	an	artist	than	a	pop	star.	

	

Another	perspective	on	the	idea	of	orchestral	re-recordings	is	to	use	a	non-

symphonic	orchestra.	Songwriter	and	vocalist	Bryan	Ferry	did	this	when	he	re-

recorded	material	from	his	solo	and	Roxy	Music	back	catalogue	using	the	‘Bryan	

Ferry	Orchestra’,	a	15-piece	jazz	orchestra.	Like	his	glam	rock	peer,	David	Bowie,	

jazz	was	important	to	Ferry	–	he	first	heard	New	Orleans	jazz	at	age	10,	and	

subsequently	became	“a	huge	Charlie	Parker	fan,”	as	well	as	a	fan	of	Billie	

Holiday	(Ferry,	cited	in	Kozinn,	2013,	para.	eight).	Ferry’s	fandom	of	the	genre	

led	to	his	incorporation	of	jazz	and	popular	songbook	standards	in	his	solo	work,	

notably	on	the	1999	covers	album	As	Time	Goes	By	(Virgin	1999),	before	“being	

drawn	back	to	the	roots,	to	the	weird	and	wonderful	music	of	the	1920s”	for	his	

album	The	Jazz	Age	(BMG,	2012)	(Ferry,	2012).	The	Jazz	Age	recast	the	songs	as	

instrumental	tracks,	with	different	arrangements	changing	mood	and	tempo	that	

recall	specific	styles	of	jazz,	or	specific	performances.	The	sound	on	the	album	is	

also	an	important	element,	as	The	Jazz	Age	sounds	like	a	recording	from	a	78rpm	

disc	“from	the	period,”	something	Ferry	was	keen	to	do,	telling	Kozinn	“We	used	

vintage	microphones,	and	we	had	the	guys	all	play	in	one	room…	having	it	sound	

like	an	old	record	was	part	of	the	fun”	(2012,	para.	11).	The	Bryan	Ferry	

Orchestra	followed	The	Jazz	Age	with	a	similarly	styled	re-recording	of	the	Roxy	

Music	song	‘Love	is	the	Drug’	for	the	film	The	Great	Gadsby	(dir.	Baz	Luhrmann,	

2013)	soundtrack	the	following	year	(this	time	with	Ferry	singing	the	vocals),	

and	again	in	2018	with	the	jazz	album	Bitter	Sweet	(BMG,	2018),	a	mix	of	re-

recorded	instrumentals	and	songs	with	vocals	by	Ferry	this	time	included.	

	

In	addition	to	acoustic	or	orchestral	albums,	artists	have	compiled	albums	of	re-

recorded	album	tracks	from	throughout	their	careers.	These	include	Kate	Bush’s	

Director’s	Cut	(Fish	People,	2011),	and	David	Bowie’s	unreleased	album	Toy	

(2001)	(I	will	return	to	both	albums	in	later	chapters,	using	their	work	as	case	

studies	to	exemplify	the	processes	and	extent	of	artist	re-recordings).	Some	

musical	artists	have	taken	re-recordings	further,		re-recording	entire	albums	

track-for-track.	One	example	is	songwriter,	vocalist	and	multi-instrumentalist	St.	
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Vincent,	who	re-recorded	her	electronica	album	Masseduction	(Loma	Vista,	

2017)	as	a	piano-based	recording,	MassEducation	(Loma	Vista,	2018),	and	

recontextualised	her	songs	away	from	the	dancefloor	into	something	more	

contemplative.	While	most	artists	will	not	re-record	their	entire	back	catalogue	

(with	the	exception	of	Taylor	Swift,	who	I	will	return	to),	some	do	re-record	their	

music	extensively.	Singer-songwriter	Suzanne	Vega	has	re-recorded	four	

volumes	of	her	songs	with	a	stripped	back	band	of	guitar,	bass,	and	(in	some	

cases)	string	quartet.	Vega’s	reasoning	for	this	was	two-fold:	she	did	not	own	the	

original	master	recordings	as	she	was	no	longer	with	former	labels	A&M	and	

Blue	Note,	and	she	wanted	to	own	physical	copies	of	these	songs.	Also,	Vega’s	

songs	changed	through	live	performance,	and	she	explained	this	as		

I’m	always	figuring	out	what’s	the	best	way	to	present	a	song,	strip	it	

down	to	its	basics.	It’s	a	bit	more	intimate	and	direct…	People	get	it	when	

they	come	to	the	show,	‘oh	the	CD	is	more	what	she	sounds	like	live.’	It’s	

not	a	live	performance—I	think	it’s	better	than	live	(Vega,	cited	in	Orel,	

2011,	para.	four).	

	

This	examination	of	cover	versions,	their	use,	and	relevance	and	relation	to	re-

recordings,	provides	a	background	to	the	diverse	ways	cover	versions	are	

viewed	by	both	artist	and	audience.	The	reasons	for	an	artist	or	band	to	cover	a	

song	are	varied,	and	complex,	and	offer	a	covering	artist	authority	and	

ownership	over	particular	songs.	This	aspect	of	authenticity	flows	onto	the	

phenomenon	of	artists	re-recording	their	own	material.	The	examples	of	artist	

re-recordings	are	plentiful,	and	show	the	broad	history	of	the	practice,	although	

the	rationale	for	re-recording	material	can	be	multifaceted,	and	involved.	The	

next	chapter	will	investigate	some	of	the	more	specific	rationales	for	re-

recording	works,	and	provide	further	examples	of	artists	who	re-recorded	their	

work	for	these	reasons.		
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Chapter Three 

Re-recordings and their rationale 

	

	As	observed	in	chapter	two,	musical	artists	choose	to	re-record	their	music	for	a	

number	of	reasons,	and	use	the	new	versions	of	songs	for	different	purposes.	

Intertextuality,	or	the	“presence	of	a	text	within	another”	is	important	when	

considering	re-recorded	works	(Lacasse,	2000,	p.	37).	This	is	significant	when	

considering	the	motivations	or	rationale	for	re-recordings.	In	all	cases,	a	re-

recording	will	be	a	familiar	reminder	to	a	song	that	an	audience	knows	or	

connects	with,	an	aspect	important	when	re-recordings	are	used	for	advertising	

purposes,	or	used	in	film	or	television.	An	examination	of	the	different	rationale	

behind	re-recordings	indicates	the	decisions	behind	them	are	complex,	with	

multiple	considerations.	

	

Although	familiarity	is	important	in	linking	re-recordings	to	original	versions,	re-

recordings	are	often	altered.	Gracyk	calls	the	cover	version	the	“most	obvious	

example	of	specific	intertextuality,”	where	the	audience	is	familiar	with	the	

original	version,	so	recognises	the	cover	version	(Gracyk	cited	in	Ahonen,	1997,	

p.	94).	Gracyk	describes	various	ways	in	which	new	versions	may	be	altered,	

including	the	covering	artist	giving	the	song	a	new	voice,	which	“[changes]	the	

emphasis	of	elements	within	the	song,”	musical	and	emotive	changes,	and	

changes	to	a	song’s	lyrics,	and,	therefore,	intent	(Ahonen,	2007,	p.	95).	I	argue	

these	changes	also	apply	to	re-recordings	–	musicians,	bands,	artists,	change,	as	

do	their	connections	to	their	works.	Lyrics	are	re-written,	arrangements	re-

worked,	and	the	re-recorded	song,	while	still	familiar,	and	recognisable	to	the	

audience,	becomes	a	different	entity.	An	intertextual	reading	of	re-recorded	

songs	is	valuable	when	considering	why	they	have	been	re-recorded,	as	the	

connections	between	versions	become	important	for	audience	engagement.	

	

Four rationale 

Motivations	for	re-recording	songs	(or,	in	some	cases,	albums)	are	varied	and	

sometimes	multifaceted,	taking	into	account	decisions	and	choices	around	
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artistry,	and	legal	and	financial	states	of	artist	contracts.	Motivations	given	can	

be	broadly	grouped	into	four	categories.	

	

Financial and legal reasons 

When	considering	re-recordings,	often,	the	answer	to	the	question	of	‘why’	

comes	down	to	rights	–	a	re-recording	of	a	song	will	often	generate	more	money	

for	the	artist	than	an	original	recording,	where	the	revenue	for	use	of	the	original	

would	likely	go	back	to	the	record	label,	or	publisher.	As	for	the	question	of	

whether	these	new	re-recordings	succeed,	Hann	(2018),	writing	about	this	

phenomenon	in	The	Guardian	thinks	the	question	‘was	it	worth	it?’	should	be	

asked	about	any	re-recorded	song	or	album.	As	with	cover	versions,	opinions	on	

which	versions	sound	‘better’	are	very	subjective.	

	

When	re-recording	for	financial	or	legal	reasons,	the	artist	acquires	the	sync	

rights	for	use	in	film/tv/advertisements,	not	the	record	label.	Examples	of	this	

are	prevalent,	with	English	musician	and	songwriter	Sir	Paul	McCartney	in	2012	

re-recording	‘Heart	of	the	Country’	(Apple,	1971)	(a	song	written	with	late	wife	

Linda	McCartney)	for	the	release	of	a	new	range	of	chilled	vegetarian	food	from	

the	Linda	McCartney	Food	Company,	and	only	found	online	as	part	of	the	

advertisement	(“Heart	of	the	Country,”	2012).	German	Synth-Pop	band	Berlin	re-

recorded	their	most	well-known	song,	‘Take	My	Breath	Away’	(Cleopatra,	2007)	

for	a	Coors	Light	(beer)	advertisement	(Williams,	2014,	p.	12),	although	they	also	

re-recorded	another	of	their	well-known	songs,	‘No	More	Words’	(Cleopatra,	

2007),		and	packaged	them	together	as	download	only	tracks	on	Apple	Music.		

	

Missing	master	recordings	also	factor	into	financial	decisions	to	re-record	

material,	as	was	the	case	with	rock	band	Wheatus,	and	their	decision	to	re-

record	their	debut	album,	Wheatus	(Columbia,	2000).	The	band‘s	lead	vocalist,	

Brendan	Brown,	gave	his	master	ADAT	tapes27	of	the	album	to	Sony	Records	

“years	ago,”	which	were	not	returned	(Stiernberg,	2020,	para.	two).	Wheatus	

decided	to	re-record	the	album	to	sound	identical	to	the	original	version,	and	

 
27	Alesis	Digital	Audio	Tape	(ADAT)	is	an	obsolete	magnetic	tape	that	recorded	eight	tracks.	
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they	have	searched	for	equipment	that	closely	resembles	what	the	band	used	on	

the	original	recording	–	a	process	that	Brown	called	“a	weird,	labor	intensive	

forensic	exercise”	(Griffith,	2020,	para.	nine).	The	result	is	an	“impressive	

technical	feat	that	no	passive	listener	would	ever	distinguish	from	the	original”	

(Bernstein,	2020	para.	fourteen).	The	loss	of	the	master	tapes	impacted	Brown’s	

income,	as	he	had	to	decline	opportunities	for	further	use	of	the	songs,	and	he	

hopes	that	this	will	be	rectified	with	the	new	recordings	(Bernstein,	2020).	

	

Another	reason	for	re-recording	material	has	been	to	change	the	language	of	the	

lyrics,	for	celebration,	commemoration,	or	to	target	a	specific	market	and	

audience.	While	artists	including	Kate	Bush,	David	Bowie	and	The	Beatles	all	re-

recorded	their	songs	with	French,	German	or	Italian	lyrics,	one	interesting	

language	re-recording	is	the	ABBA	compilation	album	Gracias	Por	la	Música	

(Polar,	1980),	an	album	specifically	tailored	to	the	Spanish	and	Latin	American	

markets	with	the	vocals	re-recorded	in	Spanish,	to	capitalise	on	their	success	

with	a	Spanish	version	of	the	band’s	single	‘Chiquitita’	(Polar,	1979).	The	track-

listing	was	selected	from	ABBA	songs	“that	had	a	‘Latin’	flavor	in	their	title	of	

musical	arrangement…	plus	a	selection	of	the	group’s	biggest	hits”	(Palm,	2014,	

p.	13).	Only	the	vocals	were	re-recorded	–	the	backing	tracks	were	the	same	as	

those	used	on	the	original	recordings,	although	some	were	remixed	by	their	

sound	engineer	Michael	B.	Tretow,	who	put	the	project	together.28	The	album	

was	a	success	for	ABBA	in	a	territory	where	their	initial	impact	was	not	huge	

(Palm,	2014,	p.	10),	attaining	multi-platinum	sales	in	Argentina,	and	platinum	

sales	in	Spain	(Palm	2014,	p.	14).29	A	recent	New	Zealand	example	of	songs	re-

recorded	in	another	language	is	the	2019	album	Waiata	Anthems	(Universal,	

2019),	where	well-known	songs	by	New	Zealand	artists	were	re-recorded	in	Te	

Reo	Māori	for	Te	Wiki	o	Te	Reo	Māori	(Māori	language	week)	in	2019.	I	will	

return	to	Waiata	Anthems	in	chapter	six.	

	

 
28	Only	ABBA’s	vocalists	Agnetha	Faltskog	and	Anni-Frid	Lyngstad	were	involved	in	the	re-
recording	of	these	tracks	–	songwriters	and	multi-instrumentalists	Bjorn	Ulvaeus	and	Benny	
Andersen	were	writing	the	then	forthcoming		ABBA	album	in	Barbados.	
29	Singer-songwriter	Linda	Ronstadt,	also	re-recorded	her	Spanish-language	cover	of	Roy	
Orbison’s	‘Blue	Bayou’	(Asylum,	1978)	after	the	English	version	was	successful	in	1976. 
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Owning the master recordings 

This	is	an	important	rationale	if	master	recordings	are	lost,	or	under	the	control	

of	a	label	that	has	ceased	to	operate,	or	is	in	dispute	with	the	artist.	One	case	of	

this	was	with	vocalist,	songwriter,	and	musician	Roy	Orbison’s	re-recordings	of	

his	music	in	1986.	Orbison	was	concerned	that	his	earlier	recordings	would	be	

lost,	as	his	former	label,	Monument,	had	been	declared	bankrupt	in	the	1970s,	

and	was	no	longer	releasing	material.	Orbison’s	master	tapes	were	still	legally	

held	by	the	label.	Orbison,	concerned	that	these	tapes	would	be	lost,	re-recorded	

his	most	familiar	and	famous	songs	as	faithful	reproductions	for	a	Silver	Eagle	

records	LP,	The	Great	Roy	Orbison	(1986),	before	being	reissued	as	In	Dreams:	

The	Greatest	Hits	(Virgin,	1987).	The	original	Monument	tapes	are	now	owned	by	

Sony	Music.		

	

As	noted	earlier,	Blondie	re-recorded	their	greatest	hits	to	own	the	master	

recordings	for	sync	rights	(Naiman,	2015;	Harry,	2019).	Vocalist,	songwriter,	and	

guitarist	Donovan	also	re-recorded	two	of	his	singles,	‘Catch	the	Wind’	(Pye,	

1965),	and	‘Colours’	(Pye,	1965)	for	his	first	compilation,	Donovan’s	Greatest	Hits	

(Epic,	1969)	for	Epic	Records.	These	two	songs	were	re-recorded	as	“Pye	

Records	would	or	could	not	allow	the	Epic	label	to	have	the	original	tracks”	

(Leitch,	2005,	p.	336).	Other	musicians	undertook	similar	endeavours.	Once	her	

contract	with	Apple	Records	expired,	vocalist	Mary	Hopkin	re-recorded	her	

successful	songs,	‘Those	Were	the	Days’	(Apple	1968)	and	‘Goodbye’	(Apple,	

1969)	(using	the	original	arrangements),	with	her	partner	and	producer,	Tony	

Visconti.	These	re-recordings	were	licensed	to	compilations,	as	master	tapes	of	

the	re-recordings	are	owned	by	Mary	Hopkin	Music,	rather	than	by	Apple	

Records	(who	hold	the	original	master	tapes).		

	

One	contemporary	example	of	issues	around	control	of	master	tapes	is	that	of	

vocalist,	songwriter,	and	musician	Taylor	Swift’s	intention	to	re-record	all	the	

music	she	made	on	her	former	label,	Big	Machine,	as	a	way	to	take	back	

ownership	of	her	creative	works.	Swift’s	relationship	with	the	label	deteriorated	

when	it	was	bought	by	Scooter	Braun’s	Ithica	Holdings	–	Swift	has	accused	Braun	
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of	“manipulative	bullying”	(Arnold	and	Fukuade,	2019,	para.	five).30	The	

escalating	feud	led	Swift	to	publicly	announce	that	she	planned	to	re-record	her	

first	five	albums,	saying	“starting	November	2020…	I	can	record	albums	one	

through	five	all	over	again…	I'm	very	excited	about	it.	I	think	artists	deserve	to	

own	their	work”	(Tsioulcas,	2019,	para.	five).	While	Swift’s	recording	contract	

has	not	been	made	public,	Variety	has	speculated	that	she	“had	favourable	terms	

in	her	contract	that	would	make	her	songs	eligible	for	re-recording	at	a	certain	

point	after	the	end	of	each	album	cycle,	not	the	end	of	her	overall	contract”	

(Halperin,	2020,	para.	three).	Stiernberg	notes	that	Swift	has	a	unique	position	in	

her	conflict	with	Braun,	owing	to	the	public	nature	of	the	conflict,	as	well	as	

possessing	“an	insanely	large,	devoted	fanbase	who	will	buy	just	about	anything	

she	puts	her	name	on”	(2021,	para.	three).	However,	Stiernberg	also	comments	

that	re-recordings	are	expensive	and	time-consuming,	with	complex	legal	factors	

involved	around	publishing,	and	the	aforementioned	re-recording	terms	(2021).	

While	Swift	may	have	had	“favourable	terms”	(Halperin,	2019,	para.	three)	(and	

owned	publishing	rights	to	her	songs),	most	contracts	include	a	clause	(known	as	

a	‘restraint	of	trade	clause’)	that	prohibits	artists	from	re-recording	their	songs	

on	that	record	label	for	between	three	to	five	years.	Lawyer	Dina	La	Polt	has	

suggested	that	“labels	could	try	and	bump	up	the	term	of	that	restriction	to	20	or	

30	years,	if	not	extend	it	in	perpetuity”	(Schwartz,	2020,	para.	23).	In	February	

2021,	Swift	released	the	first	of	her	re-recorded	songs,	‘Love	Story	(Taylor’s	

version)’	(Republic,	2021),	sparking	discussion	about	the	changes	between	the	

two	different	versions	of	the	song	(Savage,	2021).	Swift	called	the	process	of	re-

recording	her	work	“more	fulfilling	and	more	emotional	than	I	could’ve	

imagined,”		and	cemented	her	determination	to	re-record	her	music	(Swift,	

2021).	What	remains	to	be	seen	with	Swift’s	re-recorded	albums	is	if	they	will	

reflect	her	original	development	as	a	songwriter.	The	original	versions	were	

recorded	over	a	twelve	year	span	and	showed	Swift	evolving	as	a	songwriter,	

and	experimenting	with	her	sound	and	style.	Whether	these	re-recorded	

 
30	In	late	2020,	Braun	sold	Swift’s	master	recordings	to	Shamrock	Capital	investment	fund	for	an	
amount	Variety	magazine	estimated	to	be	above	$300	million	(Beaumont-Thomas,	2020;	
Halperin,	2020).	
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versions	of	her	albums	will	echo	the	original	changes,	or	change	the	songs	again	

entirely,	will	potentially	impact	on	their	acceptance	by	her	fanbase.	

	

Updated and improved recording technologies 

Artists	often	re-record	material	with	updated	technology	to	reflect	current	

recording	techniques,	or	to	gain	improved	sound	with	better	quality	equipment.	

New	Zealand	band	The	Chills	have	re-recorded	a	few	early	songs,	with	the	re-

recording	of	‘Pink	Frost	13’	(Fire,	2013)	(formerly	just	‘Pink	Frost’)	reflecting	not	

only	the	band’s	interest	in	revisiting	the	song	in	a	new	arrangement,	but	also	up-

to-date	techniques	and	equipment.	Holland	and	Wilson	(2015)	describe	the	

different	processes:	“the	original	version	of	‘Pink	Frost’	was	recorded	on	a	TEAC	

4-track	recorder	at	the	Lab	Studios	in	Auckland,	New	Zealand	–	an	environment	

that	Phillipps	describes	as:	…	technologically	very	crude	by	today’s	standards”	

(cited	in	Holland	&	Wilson,	2015,	para.	13).	They	observed	the	changes	in	

recording	technologies	for	the	updated	remake,	saying	“the	tracking	of	‘Pink	

Frost	13’	took	place	in	a	fully-equipped	top-end	commercial	recording	studio”	

which	included	isolated	recording	and	control	rooms,	and	a	large	array	of	up-to-

date	recording	software	and	technologies,	and	the	total	number	of	tracks	for	the	

re-recording	was	over	100	(Holland	and	Wilson,	2015,	para.	14).		

	

The	Electric	Light	Orchestra’s	(ELO)	compilation	Mr	Blue	Sky:	The	Very	Best	of	

Electric	Light	Orchestra	(Frontiers,	2012)	was	another	re-recording	project	

based	around	technological	updates.	ELO	founder	and	songwriter,	Jeff	Lynne,	re-

recorded	the	songs	(considered	ELO’s	most	successful)	as	he	“wanted	to	get	

them	the	same,	but	just	make	it	sound	better”	(Mettler,	2012b,	para.	two).	After	

hearing	ELO	songs	on	the	radio,	and	thinking	“they	don’t	sound	the	way	I	

thought	they	did	when	I	did	them	in	the	first	place,”	Lynne	re-recorded	‘Mr.	Blue	

Sky’	from	scratch	to	“see	if	I	can	get	it	any	better”	(Mettler,	2012b,	para.	eight).	

Lynne	re-created	the	songs	by	recording	them	on	analogue	equipment	before	

putting	the	recording	through	Pro	Tools,	“singing	and	playing	all	of	the	

instruments	himself	in	an	attempt	to	improve	on	what	he	felt	was	lacking	in	the	

sound	and	production	of	the	original	versions”	(Spicer,	2018,	p.	121).	Lynne	

commented	on	the	recording	process	being	“so	much	easier”	with	current	
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technology	(Sharp,	2013,	p.	43).	He	also	liked	the	result,	saying	“the	new	one	was	

so	much	better;	it	had	so	much	more	clarity	and	punch…	I	prefer	the	sound	of	it	

now”	(Mettler,	2012b,	para.	eight).	Musician	and	songwriter	Mike	Oldfield	had	a	

similar	approach	when	digitally	re-recording	Tubular	Bells	(Virgin,	1973)	in	

2003	as	Tubular	Bells	2003	(Warner	Music)	using	MIDI	and	Pro	Tools.	Oldfield	

wanted	to	fix	the	imperfections	he	heard	–	he	thought	the	album	“out	of	tune	

with	there	having	not	even	been	time	to	tune	the	guitars,	and	that	he	felt	the	

performances	were	rushed	and	out	of	time”	(Carter,	2003,	para.	one).	While	

Oldfield	had	created	Tubular	Bells	II	(WEA,	1992)	and	Tubular	Bells	III	(Warner	

Music,	1998),	the	2003	re-recording	was	the	first	time	he	had	revisited	the	

original	album,31	but	noted	that	his	original	intention	to	re-record	the	album	was	

to	“play	the	whole	of	it	note	by	note	with	no	changes,”	the	recording	technology	

was	“of	a	much	higher	quality”	(Planas,	2003,	para.	five).	

	

Alterations for artistic and personal reasons 

Closely	associated	with	technological	reasons	are	artistic	reasons	for	re-

recording	material.	These	include	the	artist	having	a	new	vision	or	approach	for	

the	song;	the	artist	desiring	to	make	a	better	version	of	the	song;	a	new	

arrangement	or	alternative	lyrics	have	been	written,	or	a	different	band	line-up,	

or	the	artist	records	a	solo	version	of	a	song	that	was	originally	recorded	with	a	

band	(or	contrariwise).	Songwriter,	vocalist	and	guitarist	Sting	(Gordon	Sumner)	

again	updated	his	songs32	(both	solo,	and	with	The	Police)	for	his	album	My	

Songs	(A&M,	2019)	for	both	artistic	and	technological	reasons	“updating	sonics,	

dynamics	and	arrangements	based	on	the	way	the	songs	have	evolved	for	him”	

over	time	(Graff,	2019,	para.	two).	While	Sting	wanted	to	“re-contemporarise	the	

stuff”	as	some	songs	are	identified	by	their	sound,	or	the	use	of	synthesizers	or	

drum	machines,	he	also	considered	that	“the	songs	change	every	night	when	I	

 
31	Another	reason	Oldfield	did	not	revisit	Tubular	Bells	until	2003	was	his	original	recording	
contract	stated	he	could	not	re-record	the	work	for	25	years	(Carter,	2003;	Planas,	2003).	
32	Sting	released	an	album	of	orchestral	reinterpretations	of	his	songs	with	the	Royal	
Philharmonic	Concert	Orchestra	in	2010	called	Symphonicities	(Deutsche	Grammophon).	The	
album	was	recorded	at	Abbey	Road	Studios.	Symphonicities	was	a	commercial	success,	selling	
over	a	million	copies. 
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sing	them,	I'm	always	hearing	something	I	haven't	actually	discovered	there.	It's	

discovery	within	that	repetition,	too”	(Sting,	cited	in	Graff,	2019,	para.	three).		

	

George	Harrison	re-recorded	a	version	of	‘My	Sweet	Lord’	(Apple,	1970)	on	the	

album	reissue	of	All	Things	Must	Pass	(Parlophone,	2000),	re-using	much	of	the	

song’s	original	backing	track,	but	re-recording	the	vocals	(including	backing	

vocals	by	singer-songwriter	Sam	Brown,	daughter	of	original	backing	vocalist	

Vicki	Brown),	adding	more	guitars,	and	replacing	his	slide	guitar	solo.	Harrison	

wanted	“to	freshen	up”	the	song,	by	re-recording	it,	and	in	doing	so	reminded	

himself	that	the	song	“conjured	up	a	touch	of	spirituality”	(Huntley,	2006,	p.	

307).	As	noted	earlier,	Mary	Hopkin’s	1977	re-recordings	were	done	to	gain	

control	of	master	recordings,	but	in	2018,	she	again	re-recorded	a	stripped	back	

acoustic-folk	version	of	‘Those	Were	the	Days’	(only	available	to	stream	on	the	

digital	audio	platform	Spotify).	Hopkin	explained	her	desire	to	revisit	the	song	

again	with	a	different	approach,	to	“perform	it	in	a	quieter,	more	reflective	way”	

(Hopkin,	2018).	

	

Anniversaries	of	album	releases	also	inspire	musicians	to	revisit	their	work,	and	

some	artists	have	used	a	significant	anniversary	of	an	album’s	release	to	re-work	

it.	In	September	2020,	Yusuf/Cat	Stevens	revisited	his	1970	album	Tea	for	the	

Tillerman	(Island,	1970)	to	commemorate	the	album’s	50th	anniversary.	Yusuf	

re-recorded	the	album,	now	titled	Tea	for	the	Tillerman2	(Cat-O-Log,	2020),	with	

new	lyrics,	vocals,	and	performances.		The	re-recording	also	occurred	(apart	

from	the	anniversary)	as	Yusuf	wanted	to	update	the	songs	to	reflect	his	recent	

live	performances	of	the	songs	to	“show	how	I	sound	today.	I	also	wanted	to	take	

some	expeditions	and	adventures	with	the	songs,	which	I	certainly	have	done	

with	some	of	them.	I	have	taken	them	to	a	slightly	different	sphere	of	sonicality”	

(Greene,	2020,	para.	eight).	The	re-recordings	were	not	identical	recreations	of	

the	original	versions,	and	in	some	instances	changed	the	song	entirely	–	for	

example,	‘Wild	World’	is	reworked	from	the	original	rock	rhythmic	structure	to	

having	a	jazz-tango	structure.	One	of	Yusuf’s	most	iconic	tracks,	‘Father	and	Son’,	

sung	originally	by	him	from	the	perspective	of	both	father	and	son	is	now	

reworked	as	a	between	his	present	and	past	selves	–	the	contemporary	Yusuf	
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duetting	with	a	live	recording	of	himself	from	1970,	creating	a	different	

perspective	on	the	song’s	lyric.	Yusuf	noted	that	the	original	Tea	for	the	Tillerman	

is	important	to	people,	as	“people’s	memories	are	so	intertwined	with	the	notes	

of	this	album	and	the	music	of	this	album,”	but	that	the	same	spirit	of	the	original	

album	is	within	the	re-recorded	version	(Greene,	2020,	para.	three).	

	

The	idea	of	‘flipping’	an	album	appealed	to	James	Mercer	of	indie-rock	band	The	

Shins.	The	band	released	their	album	Heartworms	(Columbia)	in	2017,	and	the	

following	year	released	the	re-recorded,	re-versioned	The	Worm’s	Heart	

(Columbia,	2018).	Mercer’s	rationale	for	re-recording	the	album	was	to	”just	do	

it	very	differently,	let’s	find	new	angles	on	the	song	in	a	hope	of	finding	

something	that	sounds	just	as	good…I	think	it’s	an	interesting	idea,	and	I	think	it	

reveals	the	value	of	a	song”	(cited	in	Riley,	2020).	Flipping	the	album	meant	

reversing	the	original	versions	–	if	the	original	version	was	up-tempo,	the	re-

recorded	version	was	slower	(and	the	opposite	applied	too).	The	album’s	

tracklisting	was	reversed	too,	giving	a	new	flow	to	the	songs.	Although	critic	

Mike	Ayers	called	it	a	“radical	departure”	from	the	original	(2018,	para.	six),	

Mercer	admitted	of	The	Worm’s	Heart	“there’s	a	couple	of	songs	on	there	that	I	

prefer	the	flipped	version…	we	should	do	flipped	versions	of	all	the	songs	before	

we	decide	on	the…	song	order	because	we	might	want	to	pick	and	choose	from	

each	pile”	(cited	in	Riley,	2020,	para	53).	

	

Further	artists	have	approached	their	work	from	different	angles,	although	some	

do	not	see	their	re-recordings	as	ways	to	re-create	an	original	version.	Ray	

Davies,	songwriter	and	vocalist	with	the	Kinks,	calls	his	album	The	Kinks	Choral	

Album	(Decca,	2009)	recorded	with	the	Crouch	End	Choral	Chorus	“a	

reworking…	it’s	not	an	attempt	to	re-record	the	Kinks’	records.	I	think	those	

records…	I’m	proud	of,	and	I	think	they	were	as	good	as	they	could	have	possibly	

been.	This	is	a	reworking	of	the	songs	with	a	choir”	(“Ray	Davies,”	2009,	para.	

three).	This	appraisal	of	the	album	seems	at	odds	with	some	of	the	new	versions,	

which	sound	similar	in	arrangement	to	the	original	Kinks	recordings	(especially	

‘You	Really	Got	Me’,	and	‘All	Day	and	All	of	the	Night’),	but	with	the	choir	used	as	
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harmony	and	backing	vocals,	rather	than	the	song	arranged	for	the	choir	and	

Davies’	band.	

	

Remixes 

As	noted	in	chapter	one,	remixing	is	not	considered	a	cover	version,	or	a	re-

recording,	as	a	remix	takes	a	recording	and	manipulates,	or	re-interprets	it	“in	

the	studio,	to	develop	something	different”	(Navas,	2018,	p.	172).	Versioning	is	

also	a	term	used	in	remixing,	although	has	a	different	use	here	–	in	this	research	

a	‘version’	is	used	to	denote	a	different	rendering	of	a	song,	but	in	post-

production	techniques,	versioning	“created	alternate	mixes	of	an	initial	

recording	in	post-production,”	and	is	considered	“the	creative	process	of	editing	

pre-existing	source	material	for	the	production	of	multiple	works”	(Navas,	2018,	

p.	170).	One	noteworthy	exception	is	three	‘Night	Versions’	by	synth-pop	band	

Duran	Duran.	These	tracks	appeared	initially	as	B-sides	before	being	compiled	as	

Night	Versions:	The	Essential	Duran	Duran	(EMI,	1998).	Originally	called	‘Night	

Versions’	because	they	were	intended	for	nightclubs,	three	of	the	extended	songs	

–	‘Girls	on	Film’	(EMI,	1981),	‘My	Own	Way’,	(EMI,	1981),	and	‘Planet	Earth’	(EMI,	

1981)	–	were	re-recorded	in	the	studio	rather	than	remixed.	In	the	liner	notes	to	

the	album,	Duran	Duran’s	keyboardist	Nick	Rhodes	confirmed	that	the	band	

returned	to	the	studio	to	record	longer	versions	of	the	tracks	with	instrumental	

passages	(Fucito,	n.d.),	explaining	later	that	“when	we	made	our	first	night	

version…	it	was	made	in	a	completely	manual	way.	We	literally	worked	out	a	

seven	minute	arrangement	and	played	it…	you	didn’t	have	the	option	of	copy-

and-paste…	you	literally	just	played	it”	(cited	in	Ruskin,	2017,	para.	nine).	‘Girls	

on	Film’,	‘My	Own	Way’,	and	‘Planet	Earth’	were	the	only	re-recorded	Night	

Versions	–	later	extended	versions	and	remixes	were	put	together	with	the	‘cut-

and-paste’	method	(Fucito,	n.d.).	

	

Heavy metal 

The	regularly	intertwined	genres	of	heavy	metal	and	hard	rock	are	especially	

fertile	ground	for	re-recordings.	Multiple	metal	artists	have	re-recorded	full	

albums,	or	selected	tracks	from	throughout	their	discographies,	for	compilations	
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over	the	last	three	decades,	beginning	as	recently	as	1989,	(J.	P.,	2020).33	While	

the	number	of	re-recorded	metal	albums	keeps	increasing,	J.	P.	(2020),	and	

Chirtsov	(writing	under	the	pseudonym	N-D)	(2017)	have	compiled	lists	of	

notable	metal	titles	that	were	re-recorded.	Although	they	include	the	same	titles	

in	their	respective	lists,	these	lists	show	how	prevalent	re-recordings	are	within	

the	genre,	with	over	100	titles	included	(J.P.,	2020).	Heavy	metal	fans	are	

passionate	about	the	genre,	and	are	sceptical	of	re-recorded	versions	of	widely	

respected	albums.	One	writer,	under	the	pseudonym	Cynic,	writing	on	the	Metal	

Underground	website	considered	re-recordings	“shameless	cash	ins,	plastic	

shadows	strung	upon	skeletons	that	once	adorned	legendary	gowns,	serving	

only	to	highlight	the	homogeneity	of	modern	metal”	(2012,	para.	four).	However,	

the	writer	changed	their	mind	with	one	re-recording,	Manowar’s	Battle	Hymns	

MMXI	(Magic	Circle	Music,	2010),	saying	“I’ll	be	damned	if	Manowar	didn’t	do	it	

well,”	and	noting	the	performances	and	inclusion	of	actor	Christopher	Lee	on	the	

song	‘Dark	Avenger,’	taking	over	from	Orson	Welles,	who	narrated	the	original	

version	in	1982	(Cynic,	2012,	para.	five).	While	this	re-recording	was	a	personal	

favourite,	Cynic	questions	where	that	leaves	re-recordings,	and	asks	“are	re-

recordings	the	albumised	antichrist”	(Cynic,	2012,	para	six)?	Chirtsov	considers	

re-recordings	“often	a	very	debatable	decision”	–	while	re-recorded	versions	give	

fans	the	opportunity	to	hear	a	better	quality	recording,	the	artists	involved	run	

the	risk	of	“re-writing	the	history,”	which	fans	object	to	(2017,	para.	two).	J.	P.	

remarks	that	re-recordings	“seem	like	an	odd	or	unnecessary	thing	to	do	to	

many	music	consumers,”	and	believes	“there	is	little	demand	for	these	albums…	

the	public	doesn’t	see	the	need	and	accordingly	won’t	purchase	these	products…	

some	fans	think	that	it	is	blasphemy	[to]	alter	the	original	musical	creation,”	

(2017,	para.	nine).	J.	P.	admits	“I	don’t	mind	re-recordings,”	as	they	offer	an	

opportunity	to	compare	versions,	and	hear	nuances,	and	“why	not	support	the	

band	I	like	and	buy	both	versions”	(2017,	para.	10)?	Two	metal	reissues	that	did	

cause	controversy	within	metal	fandom	were	Ozzy	Osbourne’s	Blizzard	of	Ozz	

(Jet,	1980),	and	Diary	of	a	Madman	(Jet,	1981)	–	the	2002	reissues	of	these	

albums	featured	re-recorded	bass	and	drums	parts,	due	to	royalties	disputes	

 
33	J.	P.	suggests	that	the	first	heavy	metal	re-recording	was	Bitches	Sin	(GI	Records)	by	Bitches	
Sin	in	1989,	although	noting	the	list	presented	is	not	comprehensive	(2020).	
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with	the	original	bassist	and	drummer.	The	backlash	against	this	decision	to	

replace	the	original	parts	with	re-recorded	parts	was	swift,	and	by	the	time	the	

2003	reissues	emerged	the	original	bass	and	drum	tracks	were	reinstated	

(Chirtsov,	2012).	

	

Re-recordings and authenticity 

The	phenomenon	of	artists	re-recording	their	early,	original	material	has	been	

increasing	steadily	over	the	last	40	years.	The	artists	discussed	within	this	

chapter	are	only	a	small	sample	of	musicians	who	have	re-worked	their	material,	

and	others	who	have	undertaken	this	process	include	Elton	John,	Peter	Gabriel,	

KISS,	Stevie	Nicks,	Nick	Cave	and	The	Bad	Seeds,	The	Shins,	The	Specials,	ABC,	

Bon	Jovi	and	Texas.34	Artists	who	re-record	music	are	noted,	but	mostly	

commented	on	in	isolation,	and	popular	and	tabloid	press	frequently	run	articles	

in	their	music	pages	about	remakes	and	re-recordings,	and	habitually	ask	the	

same	questions:	why?	and,	are	they	any	good?	While	writing	more	broadly	on	

cover	versions,	Plasketes	(2010)	attempts	to	answer	this,	arguing	the	artist	re-

recording	is	“beyond	narcissism	and	commercial	and	collector	appeal…	a	

superfluous	and	uninspired	approach	to	interpretation,	a	sure	sign	of	a	

songwriting	slump,”	while	admitting	that	possibilities	for	new	ways	for	songs	to	

be	heard	are	present	within	the	writer’s	re-recording	(p.	32).	As	more	musicians	

re-approach	their	material	for	multiple	recorded	versions,	can	the	phenomenon	

of	re-recordings	still	be	considered	uninspired?	Does	it	matter	about	the	artist’s	

status	as	an	interpreter,	auteur,	or	author?		Or,	does	the	decision	to	re-record	

music,	or	‘self-cover’	come	back	to	authenticity?	Ahonen	(2007)	observes	that	

irrespective	of	how	much	control	an	artist	has	over	their	career,	or	whether	they	

collaborate	or	work	alone,	“the	authorship	of	each	artist	is	connected	to	the	

dynamic	interrelationships	of	the	production	context,	which	includes	musical	

works	and	their	creators”	(p.	78).	Some	artists	are	evaluated	higher	than	others	

for	various	reasons,	and	have	a	belief	placed	on	them	that	they	are	a	‘creative	

genius’,	or	auteur,35	a	term	used	to	denote	a	musician	who	broke	new	ground,	

 
34	A	larger,	selected	list	of	re-recordings	will	be	included	in	Appendix	1.		
35	Auteur	theory	was	originally	developed	by	French	film	critics	and	directors	in	the	1960s.	It	
was	applied	to	American	cinema	that	had	“transcended	the	limitations	of	the	studio	system,”	and	
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made	their	work	innovative,	or	into	‘art’.	More	often	than	not	these	artists	write	

and	perform	their	own	songs,	and	possess	an	“individual	sensibility…	[in]	

opposition	to	the	facelessness	of	mass	culture”	(Ahonen,	2007,	p.	83).		

	

	The	concept	of	auteur	status	in	popular	music	connects	to	the	“artistic	quality	of	

the	works	the	author	has	created”	(Ahonen,	2007,	p.	80).		The	artist/auteur’s	

vision	and	creations	are	seen	as	“unique	and	original,”	although	if	the	artist	does	

not	meet	the	evaluation	criteria,	they	are	valued	less	as	an	auteur	(Ahonen,	2007,	

p.	81).	While	possessing	auteur	and	authorial	status	over	songs	or	albums	is	a	

main	marker	of	authenticity,	another	is	the	connection	that	the	artist	has	to	the	

audience	they	are	addressing.	Moore	(2002)	agrees	with	Grossberg	(1992)	that	

an	artist	must	be	able	to	articulate	shared	desires,	feelings	and	experiences	with	

their	audience	to	fully	relate	to	them	(p.	216).	The	music	must	“transcend	that	

experience”	and	become	an	artistic	statement,	although	presented	“in	a	way	

particular	to	that	[artist]”	(Moore,	2002,	p.	216).	This	artistic	statement	is	

frequently	found	within	cover	versions,	and	Moore	notes	the	faithful	

reproductions	given	by	tribute	bands	“in	order	to	recover	the	reality	of	originary	

performances”	(2002,	p.	217).	This	type	of	‘authentic	execution’	occurs	when	one	

artist	is	successful	in	“accurately	representing	the	ideas	of	another”	within	

performance	(More,	2002,	p.	218),	and	can	also	be	applied	to	re-recordings,	

especially	when	the	musician	is	authentic	in	re-representing	or	re-expressing	the	

emotions,	experiences	or	messages	found	in	their	original	recordings.	When	this	

authenticity	of	expression	or	execution	is	not	present,	then	this	is	one	way	the	

re-recording	may	be	considered	‘lesser’,	or	unfamiliar	to	the	audience	the	artist	

connects	with.		

	

The	re-recorded	song	occurs	for	a	variety	of	reasons	that	range	from	different	

artistic	rationales	to	ownership	of	recording	rights	and	tapes.	As	noted	in	

chapter	one,	musicians	and	bands	have	been	re-recording	their	songs,	or	

material	associated	with	them	since	the	mid	20th	Century,	although	the	last	two	

 
the	title	‘auteur’	describes	directors	who	displayed	individualism,	and	created	unique	and	
exceptional	films	showing	a	personal	style	in	narrative,	visual	techniques,	or	thematic	
exploration	(Ahonen,	2007,	p.	79) 
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decades	has	seen	this	phenomenon	grow	rapidly.	The	rationales	–	and	

accompanying	examples	–	show	that	the	variety	of	reasons	for	re-recording	is	

broad,	and	early	material	and	recordings	are	often	(but	not	always)	mined	for	re-

versioning	and	re-recording.	Authorial	status,	and	the	nature	of	the	musical	

auteur	are	also	important	to	the	discussion,	and	an	authentic	expression	and	

connection	with	the	song	can	impact	how	the	re-recording	is	received	by	fans	

and	audiences.			

	

While	the	majority	of	artists	may	re-record	a	song,	and	an	album’s	worth	of	

songs,	some	re-record	material	throughout	their	career,	using	new	versions	of	

older	songs	as	B-sides,	album	tracks,	or	singles.	The	following	chapters	will	focus	

on	artists	who	did	this	–	first	I	will	examine	David	Bowie’s	re-recorded	works,	

before	looking	at	Kate	Bush’s	album	of	re-recordings,	Director’s	Cut.	Finally,	I	will	

examine	New	Zealand	artists	who	have	re-recorded	works	and	establish	if	their	

objectives	for	re-recording	songs	correlate	with	those	of	international	artists.	
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Chapter Four 

The re-recordings of David Bowie 

As	an	artist	who	strived	to	move	forward	and	change	direction,	David	Bowie	

frequently	looked	back,	revisting	songs	from	throughout	his	career,	and	updating	

or	reworking	them.	While	most	of	these	re-recordings	became	singles	or	B-sides,	

in	2001,	Bowie	re-recorded	early	works	from	his	pre-fame	1960s	output,	as	well	

as	recording	three	new	tracks	for	his	unreleased	album	Toy	(2001).	While	many	

original	artist	re-recordings	exist	for	commercial	or	rights	reasons,	in	examining	

Bowie’s	re-recordings	it	is	evident	that	that	they	are	not	for	sync	rights,	or	to	

gain	control	of	master	recordings	from	a	record	label.	Bowie’s	re-recordings	

instead	repeatedly	offer	fresh	perspectives,	new	arrangements,	or	updated	

approaches	to	his	material.	While	some	early	re-recordings	differentiated	a	

single	version	from	an	album	version,	others	were	updates	of	earlier	songs,	re-

recorded	with	a	new	line-up,	or	arrangement.	A	small	number	of	re-recordings	

presented	the	songs	in	an	entirely	new	style,	making	them	almost	unrecognisible	

compared	to	the	original	versions.	

Early Bowie re-recordings 

David	Bowie	began	re-recording	his	own	material	in	the	mid	1960s,	at	the	time	

of	his	first	self-titled	album,	initially	as	a	way	of	differentiating	a	single	version	

from	the	same	song	on	an	album.	Bowie	had	been	a	recording	artist	of	little	

success	for	five	years	(he	began	recording	songs	in	1962)	before	his	debut	solo	

album,	David	Bowie	(Deram,	1967),	which	was	similarly	unsuccessful,	and	only	

gained	attention	in	the	1970s	when	Bowie	became	well-known.	Bowie’s	first	

Deram	single,	‘Rubber	Band’	(1966),	was	re-recorded	for	David	Bowie,	as	was	the	

first	single	from	the	album,	‘Love	You	‘till	Tuesday’	(Deram,	1967).	While	both	

have	noticeable	changes	in	arrangement,	new	vocal	perfomances,	and	–	in	the	

case	of	‘Love	You	‘till	Tuesday’	–	an	excerpt	from	Czibulka's	Winter	Marching,	the	

re-recordings	are	faithful	reworkings	of	the	original	recordings	(O’Leary,	2015,	

pp.	42-43).	A	third	version	of	‘Love	You	‘till	Tuesday’	with	German/English	lyrics	

exists,	and	although	this	has	not	had	an	official	release,	the	recording	exists	on	
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YouTube.36	From	this	point,	Bowie	often	returned	to	his	material	and	re-recorded	

it	for	various	reasons,	which	included	discovering	the	master	tape	of	an	original	

version	was	missing;	re-working	failed	singles	with	a	new	band	line-up;	and	

recording	new	versions	of	songs	from	soundtracks	that	he	wanted	to	bring	more	

attention	to	by	including	them	on	a	studio	album.	While	Bowie	re-recorded	

numerous	songs	throughout	his	career,	only	some	gained	prominence,	as	many	

appeared	as	bonus	tracks	on	album	reissues	and	box	sets,37	with	little	notice	

given	to	them.	Interest	in	Bowie’s	re-worked	versions	changed	when	he	began	to	

discuss	an	album	of	re-recordings,	Toy	in	2000,	which	(as	of	March	2021)	

remains	officially	unreleased.	Before	I	examine	Toy,	and	the	re-recordings	Bowie	

undertook	for	that	album,	and	beyond	until	his	death	in	2016,	I	will	examine	

three	significant	songs	from	Bowie’s	pre-Toy	discography	that	he	re-recorded.	

These	three	songs,	‘Space	Oddity’,	‘John,	I’m	Only	Dancing’,	and	‘Strangers	When	

We	Meet’,	capture	Bowie	at	different	parts	of	his	career,	and	illustrate	how	re-

recordings	can	alter	a	song.38	

	

‘Space Oddity’	

Bowie	re-recorded	one	of	his	most	famous	early	songs		multiple	times.	‘Space	

Oddity’,	written	in	late	1968,	references	the	film	2001:	A	Space	Odyssey	(dir.	

Stanley	Kubrick,	1968),	and	introduces	the	character	of	Major	Tom,	an	astronaut	

heading	into	space.39	Three	different	versions	of	‘Space	Oddity’	exist.	The	first	

version,	from	early	1969,	is	a	duet	between	Bowie	and	his	musical	collaborator	

at	the	time,	John	Hutchinson	(Hutch)	for	inclusion	in	the	Love	You	‘till	Tuesday	

(dir.	Malcolm	J.	Thomson,	1969)	promotional	film,	which	was	not	officially	

released	on	VHS	tape	until	1984.	The	second	is	a	complete	re-working	and	re-

recording	of	the	song	as	a	single,	and	for	Bowie’s	second	album,	Space	Oddity	

 
36	The	third	recorded	version	of	‘Love	You	‘till	Tuesday’	can	be	found	here	
https://www.youtube.com/watch?v=omXS_MUHMIM	
37	The	1990-1991	Ryko	Recordings	reissues	(including	the	Sound	and	Vision	box	set)	included	
many	unreleased	tracks	from	Bowie’s	archives.	
38	Appendix	1	will	include	all	Bowie’s	re-recorded	tracks	from	his	career.	
39	Major	Tom	reappears	in	at	least	two	other	Bowie	songs	–	‘Ashes	to	Ashes’	(RCA	1980),	and	
‘Hallo	Spaceboy’	(Pet	Shop	Boys	remix)	(BMG-Arists	1995),	and	it	is	thought	the	character	
appears	as	a	skeleton	with	a	bejewelled	skull	in	an	atronaut	suit	in	the	video	for	the	song	
‘Blackstar’	(Columbia,	2015). 
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(Phillips,	1969),40	while	the	third	version	was	completely	stripped	back,	with	

Bowie’s	vocals	only	accompanied	by	acoustic	guitar,	piano	and	drums.	The	third	

version	was	initially	recorded	for	the		television	special	Will	Kenny	Everett	Make	

it	to	1980?	(dir.	David	Mallett,	1979),	and	subsequently	used	as	the	B-side	to	the	

single	‘Alabama	Song’	(RCA,	1979).	Earlier	demo	versions	of	‘Space	Oddity’	also	

appeared	in	posthumous	box	set	Conversation	Piece	(EMI,	2019).	Initially	‘Space	

Oddity’	was	considered	a	novelty	song	to	tie-in	with	the	moon	landings	in	1969,	

but	the	song’s	themes	of	alienation,	isolation,	and	emptiness	resonated	with	a	

wider	audience.		

	

Lyrically,	‘Space	Oddity’	referenced	a	relationship	breakdown,	implied	drug	use,	

philosophised	about	the	human	condition,	and	introduced	Bowie’s	first	alter-

personality,	or	‘character’	–	Major	Tom,	the	astronaut	doomed	to	float	forever	in	

space.	All	three	versions	of	‘Space	Oddity’	are	markedly	different.	The	first	

version	begins	with	drums	and	acoustic	guitar,	before	Hutchinson	begins	singing	

the	verses	as	‘Ground	Control’,	while	Bowie	sings	subsequent	verses	as	‘Major	

Tom’.	The	arrangement	is	unadorned	in	terms	of	extra	instrumentation,	and	

O’Leary	notes	(subjectively)	that	“most	of	the	song	structure	was	in	place	at	an	

early	stage,”	but	that	the	rhythm	was	“not	right…	it	sounds	thin	and	reedy”	with	

a	few	sections	“just	lousy”	(2009).	The	second	version	of	‘Space	Oddity’	has	a	

strummed	acoustic	guitar	opening,	and	more	intricate,	lush	arrangement	by	Gus	

Dudgeon,	with	the	flute	solo	replaced	by	electric	guitar.	Most	importantly,	Bowie	

introduced	the	stylophone	into	the	arrangement,	41	which	became	one	of	the	

defining	sounds	of	the	song,	especially	on	the	early	verses.	The	second	version	

also	uses	an	orchestral	section	(used	almost	like	a	sound	effect)	which	is	in	

contrast	to	the	modern	(futuristic)	synthesizer	sounds.	The	first	two	recorded	

versions	of	the	song	appeared	in	1969.	While	the	first	version	was	recorded	as	a	

 
40	The	album	was	originally	titled	David	Bowie	(Philips,	1969)	on	the	UK	release,	while	in	the	US	
it	was	titled	Man	of	Words,	Man	of	Music	(Mercury,	1969).	In	1972,	on	re-release	on	RCA,	it	was	
retitled	Space	Oddity	(RCA,	1972)	to	capitalise	on	both	Bowie’s	higher	status	as	a	recording	artist,	
and	the	audience’s	knowledge	of	the	song.	In	2009,	for	the	40th	anniversary	re-release	of	the	
album,	it	was	retitled	once	again,	this	time	as	David	Bowie	(EMI,	2009).	
41	The	stylophone	is	a	portable	synthesizer	with	settings	for	normal	and	vibrating.	It	was	played	
by	touching	a	stylus	to	a	keyboard,	which	then	emitted	a	tone.	 
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promotional	film	designed	to	promote	Bowie	as	a	performer,42	the	second	

version	was	re-recorded	with	a	new	arrangement	and	new	production	for	a	

single	(and	later	album	track)	release.	This	second	version,	while	a	top	10	UK	

success	in	1969	would	reach	number	one	in	the	UK	singles	charts	on	re-release	

in	1975.	The	third	version,	however	showed	a	different	approach	to	the	song,	

stripping	it	right	back	to	only	three	instruments	–	piano,	acoustic	guitar	and	

drums	–	and	voice.	Removing	the	lush	orchestration	and	intricate	arrangements	

from	‘Space	Oddity’	highlighted	the	song’s	structure	and	showed	that	it	

succeeded	with	or	without	dense	layers	of	instrumentation.	Further,	the	

countdown	sequence,	culminating	in	the	words	‘lift	off’	which	featured	in	the	

first	and	second	recorded	versions	was	replaced	by	silence	in	the	third	version.	

The	idea	for	the	third	version	came	from	Mallet,	and	Bowie	agreed	to	do	it	“as	

long	as	[he]	could	do	it	again	without	all	its	trappings	and	do	it	strictly	with	three	

instruments”	(Pegg,	2016,	p.	259).	Bowie,	when	playing	the	song	throughout	the	

1970s	with	just	an	acoustic	guitar,	had	realised	the	song’s	power	when	stripped	

back	instrumentally,	and	wanted	to	recapture	that	in	a	recording.		

‘John, I’m Only Dancing’ 

Multiple	versions	exist	of	one	of	Bowie’s	most	popular	early	1970’s	glam	rock	

anthems,	‘John	I’m	Only	Dancing’	(RCA,	1972;	RCA,	1973;	RCA,	1979).	The	first	

recording	of	the	song	from	1972	has	never	been	released,	but	the	second	version	

(also	recorded	in	1972)	was	released	as	a	single.	While	these	first	two	versions	

were	recorded	in	London	(at	Trident,	and	Olympia	Studios	respectively,	a	third	

version	(also	unreleased)	was	recorded	at	the	RCA	Studios	in	Chicago,	during	the	

first	Ziggy	Stardust	tour	of	America	in	late	1972.	In	early	1973,	a	fourth	version	

was	recorded	for	possible	inclusion	on	the	forthcoming	Aladdin	Sane	(RCA,	

1973)	album.	This	version	(known	as	‘the	sax	version’	due	to	the	use	of	

saxophone)	was	also	released	as	a	single,	and	intermittently	replaced	the	earlier	

version	on	single	reissues	and	compilations.	The	difference	between	the	two	

versions	is	tonal,	and	instrumental.	Both	versions	of	the	song	have	a	basis	in	

rhythm	and	blues,	but	the	first	version	features	a	violin	part	and	handclaps	by	

 
42	Love	You	‘til	Tuesday	was	never	shown	on	television,	but	was	released	on	VHS	in	1984,	and	
DVD	in	2005.	
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both	members	of	Bowie’s	band,	and	blues-rock	band	The	Faces	(Pegg,	2016,	p.	

143).	The	second	released	version,	from	1973	has	a	harder	sound,	with	a	new	

vocal,	saxophone,	and	electric	guitar	feedback.	A	further	version	of	‘John	I’m	Only	

dancing’	(titled	‘John,	I’m	Only	Dancing	(Again)’)	was	recorded	in	1975,	this	re-

recording	a	complete	re-working	of	the	song,	changing	the	arrangement	and	

style	from	glam	rock	to	a	soul/disco	hybrid.	Although	the	third	version	was	

recorded	in	1974,	it	was	not	released	until	1979,	as	a	stand-alone	single	at	the	

height	of	disco.	The	changes	to	this	version	of	the	song	were	radical:	Bowie	

rewrote	the	verses,	altered	the	rhythmic	structure	(slowing	the	chorus	down),	

and	replaced	the	“chugging”	acoustic	guitar	of	the	original	with	keyboards.	The	

bassline,	which	was	fluid	in	the	original	track,	and	provided	the	melodic	hook	in	

the	chorus,	was	static	on	the	1974	re-recording,	and	closely	attached	to	the	bass-

drum	(O’Leary,	2010).	Bowie’s	vocal	delivery	completely	changed	too,	with	the	

only	similarity	between	the	versions	occuring	in	the	chorus	melody.	Vocally,	on	

‘John,	I’m	Only	Dancing	(Again)’,	Bowie’s	veered	between	soul-inflected	singing	

and	sprechstimme,43	creating	a	contrast	between	the	chorus	and	the	verses.		

‘Strangers When We Meet’ 

The	song	‘Strangers	When	We	Meet’	was	originally	recorded	as	part	of	a	

soundtrack,	then	re-recorded	for	a	following	album.	The	original	version	

appeared	on	The	Buddha	of	Surburbia	(BMG,	1993),	the	soundtrack	to	the	four-

part	BBC	adaptation	of	Hanif	Kureishi’s	novel	of	the	same	name.	The	soundtrack	

was	originally	short	musical	motifs	created	with	guitars,	bass,	drums,	and	

synthesizers,	before	these	pieces	were	expanded	and	reworked,	often	with	lyrics	

and	vocal	lines.	‘Strangers	When	We	Meet’	was	one	of	the	more	conventional	

rock	songs	on	The	Buddha	of	Suburbia,	an	album	that	was	more	experimental	in	

outlook	than	Bowie’s	preceeding	material.	The	song,	based	on	a	bass	riff	from	

Spencer	Davis	Group’s	1966	song	‘Gimme	Some	Loving’	(Fontana,	1966),	is	

sparse	in	the	first	incarnation,	arranged	for	drums,	bass,	guitar	and	synthesizer.	

The	song	has	tension,	as	does	Bowie’s	vocal,	taut	and	keeping	to	the	rhythm.	The	

second	version,	placed	as	the	final	track	on	1.	Outside	(BMG,	1995)	is	fuller,	and	

 
43	Sprechstimme	is	a	form	of	vocalisation,	a	combination	of	speaking	and	singing,	where	the	pitch	
follows	melodic	contours.	
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texturally	richer	–	while	the	arrangement	is	again	broadly	similar	(Bowie	kept	

the	riff	from	‘Gimme	Some	Loving’),	the	addition	of	a	Rachmanninoff-style	piano	

part	by	Mike	Garson	added	a	romantic	element	to	the	song.	Bowie’s	vocal	

changed	too,	the	delivery	was	more	languid,	with	altered	phrasing,	and	emphasis	

on	different	beats.	Where	the	guitar	played	a	distinctive	melodic	hook	on	the	first	

version,	on	the	second,	the	guitar	line	is	subtle,	and	weaves	with	the	piano,	

although	the	song	starts	with	a	single	note	sustained	and	fed	back	into	the	track	

(O’Leary,	2019,	p.	366).	While	The	Buddha	of	Suburbia	is	comparatively	unknown	

in	Bowie’s	discography	at	the	time,44	the	re-recording	of	‘Strangers	When	We	

Meet’	was	a	way	for	Bowie	to	ensure	at	least	one	song	from	the	soundtrack	

received	a	wider	audience.	

Toy: Re-recording Bowie’s past 

While	Bowie’s	hypertextual,	or	as	Holm-Hudson	terms	it,	“self-reflexive	

intertextual	re-recordings”	(2019,	p.	81)		througout	his	career	were	sporadic,	

taking	a	song	not	fully	realised,	or	looking	at	a	song	through	a	new	lens	and	then	

creating	a	new	version	of	it,	at	the	end	of	the	20th	Century	he	decided	to	revisit	

and	rework	his	1960s	work.	Producer	and	musician	Mark	Plati	(who	worked	on	

and	produced	Toy)	chronicled	the	working	process	of	Toy	on	his	website,	and	

noted	that	he	and	Bowie	defined	the	concept	for	the	Toy	as	a	“remaking	and	

updating	several	songs	David	wrote	in	the	mid-1960s	prior	to	his	success	with	

‘Space	Oddity’	in	1969”	(Plati,	n.d,	para.	one).	As	these	songs	were	recorded	over	

different	years	with	different	musicians,	producers,	and	approaches,	Plati	

observed	the	original	recordings	“sounded	quite...	different”	to	each	other,	and	

that	the	re-recordings	would	use	the	same	band	and	studio	to	provide	a	

consistency	of	sound,	or	a	“common	thread	for	these	songs”	(Plati,	n.d.,	para.	

one).	This	idea	of	revisiting	his	1960s	material	initially	began	when	Bowie	noted	

in	a	journal	entry	in	1998	about	the	prospect	of	re-recording	songs	from	the	

early	part	in	his	career	with	updated	arragements	and	technology	(O’Leary,	

2019,	p.	477).	He	introduced	his	1965	song	‘Can’t	Help	Thinking	About	Me’	

 
44	The	Buddha	of	Suburbia	reached	no.	87	in	the	UK	charts	in	1993,	but	was	withdrawn	from	
production	soon	after	until	the	album’s	reissue	in	2007,	and	has	been	considered	“one	of	the	
choicest	treasures	awaiting	rediscovery	among	Bowie’s	less	familiar	work”	(Pegg,	2016,	p.	422).	



 57 

(originally	recorded	with	the	band	The	Lower	Third)	during	his	set	while	touring	

his	1999	album	...Hours	(Virgin),	also	adding	his	1966	single	‘I	Dig	Everything’	

into	the	set,	and	O’Leary	(2019)	notes	that	the	1967	song	‘Karma	Man’	(Deram)	

and	the	B-side	‘Conversation	Piece’	(Mercury,	1970)	were	added	into	rehearsals	

for	the	tour.	Bowie	kept	‘Can’t	Help	Thinking	About	Me’	in	his	set	list	for	his	VH1	

Storytellers	show	and	live	recording	(eventually	released	in	2009),	calling	the	

song	“a	beautiful	piece	of	solipsism,”	and	noting	they	included	what	he	

considered	some	of	the	worst	lyrics	he	had	written	(Dbdanger	100,	2013).	This	

initial	exercise	in	looking	back	to	the	earliest	part	of	his	career	continued	–	in	

2000,	while	preparing	to	play	at	Glastonbury	festival,	he	wrote	for	the	Time	Out	

Glastonbury	Special	that	he	and	the	band	were	going	into	the	studio	after	the	

performance	to	record	material	that	he	had	“pulled	together	a	selection	of	songs	

from	a	somewhat	unusual	reservoir,”	further	explaining	it	as	less	as	a	Pin	Ups	II,	

and	more	of	an	Updates	I	(Pegg,	2016,	p.	438;	Bowie,	2000).45	

Looking	back	to	his	pre-‘Space	Oddity’	1960s	catalogue	was	not	something	

Bowie	had	done	eagerly	before.	His	early	career,	and	his	lack	of	success,	was	a	

period	he	did	not	want	to	revisit,	and	he	believed	his	1967	‘novelty’	song	‘The	

Laughing	Gnome’	to	be	a	song	he	would	never	perform,	considering	it	“cheesy”	

(Bowie,	cited	in	Egan,	2015,	p.	353).	‘The	Laughing	Gnome’,	however,	holds	an	

important	place	in	Bowie’s	discography	–	a	single	that	failed	to	chart	on	first	

release	in	1967,	it	became	a	hit	in	September	1973	when	Bowie	was	at	the	height	

of	his	Ziggy	Stardust-era	fame.	In	1990,	when	Bowie	announced	that	the	set	list	

for	his	‘Sound	and	Vision’	tour	would	be	decided	by	a	telephone	vote,	the	New	

Musical	Express	(NME)	started	a	campaign	to	get	‘The	Laughing	Gnome’	in	the	set	

list	–	using	the	campaign	slogan	“Just	say	Gnome”.	This	caused	voting	to	be	

discontinued,	but	Bowie	did	tell	Melody	Maker	that	he	had	considered	

performing	it	in	a	new	arrangement,	influenced	by	The	Velvet	Underground	

(“The	gnome	is	40	years	old	today,”	2007).	Thompson	(2006)	remarks	that	

Bowie	was	“in	on	the	joke,”	singing	a	few	lines	of	‘The	Laughing	Gnome’	before	

singing	‘Space	Oddity’	at	the	tour’s	press	conference	(p.	54).	While	‘The	Laughing	

 
45	Pin	Ups	(RCA,	1973)	was	David	Bowie’s	album	of	covers	of	songs	by	other	musicians,	stretching	
back	to	his	formative	years	as	a	mod	musician.	The	songs	on	the	tracklist	date	to	the	mid-1960s.	
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Gnome’	was	not	included	on	Toy	(although	Bowie	did	consider	a	drum	and	bass	

re-versioning46),	the	song	was	in	Bowie’s	thoughts	around	the	same	time	–	in	

1999	he	perfomed		a	short	‘work’	on	recorder	for	Comic	Relief	called	Requiem	for	

a	Laughing	Gnome,	which	included	random	interjections,	and	humourous	written	

statements	from	the	BBC	that	this	performance	would	continue	if	money	was	not	

given	to	Comic	Relief.	By	this	time,	Bowie	had	already	begun	to	accept	his	pre-

Space	Oddity	1960s	output:	In	1991	the	compilation	Early	On	(Rhino,	1991)	was	

released,	a	comprehensive	collection	of	his	musical	releases	from	all	his	musical	

iterations	between	1964	and	1966,	before	he	signed	to	Deram	records.	In	1997	

Decca	released	The	Deram	Anthology	(Deram,	1997),	which	rounded	up	all	his	

recorded	and	released	music	between	1966,	and	1968,	when	he	signed	to	

Mercury	Records.	This	compilation	also	includes	one	early	version	of	‘Space	

Oddity’,	recorded	for	Deram	in	1968.	This	acceptance	of	his	early	career	set	the	

scene	for	Bowie’s	interest	in	re-working	and	re-recording	the	songs	for	Toy.	

It	is	well	documented	that	Bowie	was	about	to	be	a	parent	again	(his	daughter	

was	born	in	August	2000),	so	time	to	record	new	music	was	becoming	scarce.	

Bowie	and	his	core	band	went	into	Sear	Sound	Studios	in	July	2000,	following	the	

Glastonbury	show.	Eleven	of	Bowie’s	songs	from	the	1960s	(both	as	a	solo	artist,	

and	with	his	many	bands)	were	re-recorded:	‘The	London	Boys’	(Deram,	1966),	

‘Liza	Jane’	(Vocalion	Pop,	1964),47	‘Let	Me	Sleep	Beside	You’	(Deram,	1968),	‘I	Dig	

Everything’	(Pye,	1966),	‘Can’t	Help	Thinking	About	Me’	(Pye,	1966),	‘Baby	Loves	

That	Way’	(Pye,	1966),	‘Silly	Boy	Blue’	(Deram,	1967),	‘You’ve	Got	a	Habit	of	

Leaving’	(Parlophone,	1965),	‘Karma	Man’	(Deram,	1967),	‘Conversation	Piece	

(Mercury,	1970)	and	‘In	the	Heat	of	the	Morning’	(Deram,	1968).	Other	songs	

were	included	–	one,	‘Shadow	Man’	(1971),	only	existed	as	a	demo	(widely	

circulated	on	bootleg	albums,	and	online)	before	being	recorded	for	Toy,	while	

another	(from	the	same	period)	‘Hole	in	the	Ground’,	was	given	to	Bowie’s	friend	

George	Underwood	to	assist	with	his	career	as	a	singer	(O’Leary,	2009).	While	

Bowie’s	original	version	(or	Underwood’s,	if	he	did	record	it)	has	never	been	

 
46	According	to	an	interview	Bowie	gave	to	NME	magazine	in	2000,	he	told	musicians	Goldie,	and	
A	Guy	Called	Gerald	about	doing	a	drum’n’bass	version	of	‘The	Laughing	Gnome’,	but	“it	didn’t	
fly”	(Bowie,	cited	in	Jones,	2015,	p.	358).	
47	‘Liza	Jane’	was	Bowie’s	first	single	release,	credited	to	Davie	Jones	and	the	King	Bees. 
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released,	he	(re-)recorded	the	song	as	part	of	Toy.48	Another	track	reported	to	be	

part	of	the	project,	‘Miss	American	High,’	was	thought	to	be	an	unrecorded	song	

from	the	1960s,	but	it	is	unknown	if	the	song	was	recorded	(Pegg,	2016,	p.	439).	

‘Karma	Man’	was	allegedly	removed	from	the	tracklisting	for	another	track,	

thought	to	be	‘Shadow	Man’	(Pegg,	2016,	pp.	438-439).	Alongside	the	re-

recorded	1960s	tracks	and	newly-recorded	1970s	tracks,	Bowie	wrote	three	

new	songs,	saying	in	a	BowieNet	entry	that	they	were	“in	the	style	[I]	may	have	

written	in	them	in	the	60s”	(O’Leary,	2014).	These	songs,	‘Uncle	Floyd’,	‘Afraid’,	

and	‘Toy’	played,	respectively,	on	themes	of	nostalgia,	generational	shifts,	and	

disappointment,	and	thematically	worked	well	with	Bowie’s	earlier	songs	on	the	

album.		

Toy	was	never	released	officially.	Although	scheduled	for	a	release	in	2001,	the	

album	was	continually	shifted	around	in	Virgin	Records’	schedule	before	being	

removed	altogether.	On	a	BowieNet	online	chat	in	June	2001,	Bowie	answered	a	

question	about	Toy’s	release,	saying	“I’m	finding	EMI/Virgin	have	a	lot	of	

scheduling	conflicts	this	year,	which	has	put	an	awful	lot	on	the	backburner.	Toy	

is	finished	and	ready	to	go,	and	I	will	make	an	announcement	as	soon	as	I	can”	

(cited	in	Chapman,	2020,	p.	55).	He	finished	the	question	by	revealing	he	was	

busy	writing	and	recording	another	(un-named)	album	(which	became	Heathen	

(ISO,	2002)),	and	that	he	was	preparing	for	impending	fatherhood.	As	fatherhood	

became	his	priority,	Toy	became	less	of	one,	and	by	October	2001,	he	revealed	

that	Toy	was	not	going	to	appear	in	a	hurry,	reiterating	Virgin/EMI’s	scheduling	

problems,	and	admitting	that	the	label	was	more	interested	in	an	album	of	new	

material.	However,	he	was	still	keen	for	Toy	to	appear,	saying	“I	love	Toy...	and	

won’t	let	that	material	fade	away”	(Bowie,	cited	in	Chapman,	2020,	p.	56).49	

Interestingly,	while	Bowie	re-recorded	over	10	songs,	and	wrote	three	new	

songs	for	Toy,	his	longtime	collaborator	Tony	Visconti	(who	mixed	Toy)	

suggested	in	his	autobiography	that	“it	was	a	great	idea	to	give	those	old	songs	a	

fresh	reading...	but	there	wasn’t	enough	material”	(2007,	p.	349).	This	comment	

 
48	A	demo	version	of	‘Hole	in	the	Ground’	with	Bowie	and	George	Underwood	was	released	in	
2019	as	part	of	Bowie’s	posthumous	Conversation	Piece	box	set.	The	demo	version	is	dated	1969.	
49	The	problems	with	Virgin/EMI	around	the	release	of	Toy	impacted	on	Bowie’s	future	with	the	
label	–	subsequent	Bowie	albums	were	released	on	his	own	label	ISO,	distributed	through	
Columbia	Records. 
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is	curious	when	considering	the	length	of	other	Bowie	albums,	which	presented	

between	six	and	19	tracks	per	album	(although	the	average	album	length	was	

about	11	tracks).50	At	13-14	songs,	Toy	would	potentially	have	been	one	of	

Bowie’s	longer	albums.	

Eight	tracks	from	Toy	have	been	officially	released	–	‘Uncle	Floyd’	was	re-

recorded	for	Heathen	and	renamed	‘Slip	Away’,	while	‘Afraid’	was	remixed	for	

that	same	album.	‘Shadow	Man’,	‘Baby	Loves	That	Way’,	‘Conversation	Piece’,	and	

‘You’ve	Got	a	Habit	of	Leaving’	were	released	as	B-sides	to	singles	from	Heathen,	

and	also	released	as	part	of	a	Heathen	special	edition	bonus	disc.	In	2014,	for	his	

career-comprehensive	compilation	Nothing	has	Changed	(Parlophone,	2014),	

Bowie	included	the	Toy	versions	of	‘Shadow	Man’,	‘Let	Me	Sleep	Beside	You’,	and	

‘Your	Turn	to	Drive’,	the	reworked	version	of	the	song	‘Toy’.	However,	a	version	

of	Toy	was	unofficially	released	online	in	2011.	At	14	tracks	long,	it	included	the	

tracks	listed	for	inclusion	above,	with	the	exception	of	‘Karma	Man’,	‘Miss	

American	High’	and	‘Can’t	Help	Thinking	About	Me’.	When	comparing	the	tracks,	

it’s	clear	the	unofficially	released	versions	are	“at	a	different	stage	of	

development	from	the	versions	officially	released”	as	bonus	tracks	or	on	

compilations	(Pegg,	2016,	p.	440).	As	an	unofficial	album,	it	is	likely	the	leaked	

version	was	not	the	final	version.51	

Regardless	of	the	nature	of	the	released	tracks,	the	re-recorded	songs	on	Toy	

indicate	the	direction	Bowie	wanted	to	take	them.	While	most	were	in	a	similar	

vein	to	the	original	versions,	they	were	updated	with	modern	recording	

techniques	and	a	consistent	band	line-up	to	present	a	cohesive	sound.	Describing	

and	comparing	different	versions	of	the	songs	is	a	subjective	exercise,	and	

exposes	personal	opinion	and	bias.	However,	it	does	provide	an	idea	of	the	

changes	made	to	the	songs	in	terms	of	structure.	One	song	benefitting	from	a	

new	approach	was	‘Conversation	Piece’.	The	original	recording	had	a	country	

 
50	In	terms	of	the	number	of	songs	on	each	album,	Bowie’s	shortest	album	is	Station	to	Station	
(RCA,	1976),	which	has	six	tracks,	while	the	longest	at	19	tracks	is	Outside	(Virgin,	1995).	
51	It	has	long	been	debated	who	leaked	Toy	onto	the	internet,	with	some	claiming	Bowie	himself	
had	leaked	it.	However,	‘sources’	close	to	Bowie	revealed	to	media	outlets	that	he	was	furious	at	
the	leak.	The	uploader	to	Bitorrent	(the	filesharing	site	that	first	made	the	recording	available)	
was	a	Bowie	fan	named	‘Brigstow’,	based	in	Bristol	(Chapman,	2020,	p.	57). 
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sound,	a	genre	Bowie	did	not	return	to,	as	he	was	not	a	huge	fan.	Speaking	to	

NPR	in	2002,	he	admitted	that	he	didn’t	listen	to	country	and	western	music,	

something	which	“holds	to	this	day”	(Gross,	2016,	para.	42).	The	song,	about	

“isolation	and	introversion”	(Holm-Hudson,	2019,	p.	87),	is	oestensibly	an	

internal	conversation	the	vocalist	is	having	with	himself,	and	sung	(in	the	

original)	from	the	perspective	of	a	younger	man.	The	song	has	been	viewed	as	

the	words	of	a	disillusioned,	or	depressed	protagonist,	and	the	ambiguous	lyrical	

ending	indicates	the	singer	leaping	off	a	bridge	at	the	end	of	the	song,	although	it	

has	been	observed	that	the	“chords	offered	a	happier	story,”	as	they	finish	on	a	

brighter	tone	than	the	lyrics	(O’Leary,	2015,	p.	116).	The	original	recording	is	

lighter,	and	less	funereal	than	the	2000	re-recording,	which	has	a	slower	groove,	

and	is	sung	an	octave	lower,	from	the	perspective	of	an	older,	and	melancholic	

voice	(Holm-Hudson,	2019,	p.	87).	According	to	O’Leary	(2015),	the	different	

versions	give	the	song	a	different	meaning	–	the	aforementioned	earlier	version	

implies	suicide,	while	the	version	on	Toy	examined	the	final	years	of	the	

vocalist’s	life,	“blankly	cataloguing	the	last	room	in	which	he’ll	ever	live”	(p.	117).	

These	two	versions,	while	similar	in	key	and	timbre	highlight	how	a	song’s	

meaning	can	change	through	pitch,	and	performance.	‘Conversation	Piece’	was	

apparently	considered	earlier	for	re-examination:	Thompson	(2006)	reports	it	

was	“believed	to	have	been	revived	during	the	Aladdin	Sane	sessions”	(p.	237),	

but	Pegg	(2016)	disputes	this,	such	reports	“untrue”	(p.	65).	

‘The	London	Boys’	also	benefitted	from	a	contemporary	re-versioning.	Originally	

recorded	in	1965	as	‘Now	You’ve	Met	the	London	Boys’,	this	version	was	meant	

to	be	Bowie’s	debut	single	for	Pye	Records	(recorded	with	the	Lower	Third),	but	

was	rejected,	and	remains	unreleased	(O’Leary,	2015,	p.	44).	Pegg	too	notes	the	

recording	is	lost	(2016,	p.	167).	Regardless	of	the	label’s	rejection	of	the	song,	

Bowie	kept	working	on	it,	and	in	February	1966	told	Melody	Maker	that	the	song	

was	about	“pills,	and	generally	belittles	the	London	nightlife	scene,”	boasting	that	

“lots”	of	fans	have	requested	he	release	it	(Bowie,	cited	in	Pegg,	2016,	p.	167).	

Interestingly,	he	notes	that	his	producer	Tony	Hatch	thought	the	lyrics	to	be	“a	

bit	strong”	–	likely	a	response	to	the	references	to	drug	taking	(Pegg,	2016,	p.	

167).	For	the	second	(Deram)	version,	Bowie	made	changes	lyrically,	starting	the	
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song	in	the	East	End	of	London	at	dawn,	after	“a	speed	fuelled	night”	(O’Leary,	

2015,	p.	44).	The	instrumentation	changed	too	–	from	the	basic	band	sound	of	

the	Lower	Third	version,	Bowie’s	solo	version	incorporated	organ,	brass	and	

woodwind	(similar	instrumentation	to	that	used	on	his	earlier	single	‘Rubber	

Band’),	and	became	what	his	manager	Kenneth	Pitt	called	“a	remarkable	song”	

(cited	in	Pegg,	2016,	p.	168).	Pegg,	too,	notes	that	the	song	was	“among	Bowie’s	

most	sophisticated	recordings	of	the	period”	(2016,	p.	168)	in	terms	of	structure,	

pace,	and	dynamics,	with	the	vocal	gaining	momentum	before	breaking	into	what	

O’Leary	considers	a	dramatic	and	“Judy	Garland-esque	finale”	(2015,	p.	45).	An	

ode	to	the	mod	subculture	Bowie	was	part	of	during	the	1960s	(O’Leary,	2015;	

Pegg,	2016),	‘The	London	Boys’	was	considered	for	inclusion	on	Bowie’s	1973	

covers	album,	Pin	Ups	(RCA),	re-recorded	as	fragments	–	each	verse	cut	up	and	

inserted	inbetween	the	cover	versions.	This	never	occured,	but	‘The	London	

Boys’	was	re-recorded	in	2000	for	Toy,	after	Bowie	performed	it	at	his	2000	

Roseland	Ballroom	shows	in	June	2000,	and	even	earlier	in	1997	it	was	

rehearsed	for	the	Radio	1	ChangesNowBowie	broadcast,	before	being	abandoned.	

The	Toy	version	was	unreleased,	with	the	exception	of	two	snippets	made	

available	to	BowieNet	members.	When	the	unofficial	version	of	Toy	was	leaked	

online	in	2011,	a	full	version	of	the	song	was	available,	although	the	mix	was	

different	to	that	of	the	released	excerpt.	The	unofficial	Toy	recording	is	similar	in	

tone,	tempo,	and	pitch	to	the	1966	version,	the	instrumentation	is	perhaps	

similar	to	the	first	unreleased	version,	using	a	rock	band	to	provide	the	

background,	while	still	keeping	the	(newly	recorded)	oboe,	keyboards,	and	

strings	that	made	the	1966	recording	distinctive.	The	song’s	sophistication	

remains,	but	Pegg	suggests	the	electric	guitar	provides	“a	different	kind	of	

energy”	(2016,	p.	168).	The	main	difference	between	the	versions	of	‘The	London	

Boys’	is	the	meaning	and	affect	within	Bowie’s	vocal	work	–	the	1966	single	

version,	sung	from	the	perspective	of	youth	had	“sharp	details,”	a	“lack	of	

subeterfuge,”	and	“emotional	sympathy,”	while	the	2000	re-recording	had	the	

detachment	of	age	and	the	“wry	sadness”of		looking	back	the	person	he	once	was	

(O’Leary,	2015,	p.	45).	Brooker’s	(2017)	comment	that	Toy	“mused	on	age	

through	it’s	mature	take	on	[Bowie’s]	earliest	tracks”	can	arguably	be	seen	

clearly	within	‘The	London	Boys’	–	the	re-recorded	version	for	Toy	is	similar	to	
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the	1966	recording	in	terms	of	arrangement,	with	only	the	ageing,	changing	

voice	of	Bowie	revealing	a	different	perspective	on	the	lyrics,	and	the	events	that	

unfold	(p.	221).	

I	will	now	shift	the	focus	to	one	song	newly-written	for	Toy,	‘Uncle	Floyd’,	and	

that	song’s	subsequent	re-recording	for	Heathen,	titled	‘Slip	Away’.	The	song	is	a	

melancholic	reflection	on	nostalgia	and	loss,	the	puppet	characters	of	Bones	Boy	

and	Oogie	personifications	of	a	time	and	space	long	departed.	In	1979,	when	

based	in	New	York	and	performing	in	the	theatre	production	of	The	Elephant	

Man	(dir.	Jack	Hofsiss),	David	Bowie	watched	the	children’s	television	series	The	

Uncle	Floyd	Show	on	US	cable	TV.52	The	show	was	presented	by	entertainer	Floyd	

Vivino,	and	included	puppets	Oogie	(a	wooden	clown-faced	alter	ego	of	Vivino’s,	

operated	like	a	ventriloqist	doll),	and	Bones	Boy,	a	“cynical,	wise-cracking	

skeleton	doll”	(Pegg,	2016,	p.246).	‘Uncle	Floyd’/’Slip	Away’	imagines	the	

puppets	(and	the	show)	being	abandoned,	recalling,	that	“fame	was	once	within	

their	grasp...	and	the	knowledge	that	their	brief	moment	of	glory	is	now	no	more	

than	a	series	of	radio	waves	travelling	ever	deeper	into	space”	(Pegg,	2016,	p.	

246).	Although	‘Uncle	Floyd’/’Slip	Away’	uses	the	perspective	of	the	puppets,	and	

specific	references	to	them	and	The	Uncle	Floyd	Show	the	song	works	on	a	

universal	level,	reflecting	deeper	themes	of	loss	of	opportunities,	people,	and	

dreams.	

The	original	version	of	the	song	for	Toy,	‘Uncle	Floyd’	has	substantial	differences	

to	the	elegaic	version	re-recorded	for	Heathen.	The	most	obvious	difference	is	

the	Toy	version	begins	with	an	excerpt	from	The	Uncle	Floyd	Show	of	puppet	

Oogie	contemplating	on	what	the	cast	and	crew	would	do	if	the	show	went	off	air	

–	O’Leary	(2019)	terms	his	rumination	“the	death	of	his	world”	(p.	484)	–	while	a	

stylophone	ushers	in	the	song.	Bowie	and	producer	Mark	Plati	began	the	song	

using	“grainy	synth	strings”	a	“semi-out-of-tune-piano,”	giving	a	sound	similar	to	

 
52	Based	in	New	Jersey,	The	Uncle	Floyd	Show	aired	on	various	cable	channels	between	1974	and	
1999,	and	had	a	degree	of	success	when	aired	on	the	WTVG	channel	in	the	late	1970s	with	guest	
performers	like	Squeeze	and	the	Ramones.	David	Bowie	attended	one	show	taping	in	1980,	going	
backstage	after	the	show	to	talk	to	the	cast	and	crew,	and	revealing	to	them	that	John	Lennon	had	
introduced	him	to	the	show	(Pegg,	2016,	p.	246).	The	Uncle	Floyd	Show	never	transitioned	from	a	
local	New	York	cable	show	to	a	US-wide	show,	despite	being	syndicated	on	US	television	network	
NBC	in	1982	for	a	brief	period.	
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an	old	78rpm	record	(O’Leary,	2019,	p.	484).	Overdubs	included	guitar	and	

violin,	while	the	final	refrain	used	a	chorus	of	voices	from	people	who	were	

present	at	the	recording.53	By	the	time	Toy’s	release	was	abandoned.	Bowie	was	

already	writing	a	new	album,	but	he	decided	to	keep	‘Uncle	Floyd’	–	reworking	it	

and	retitling	it	‘Slip	Away’.	The	2002	re-recorded	version	(with	Visconti	as	

producer)	removed	the	excerpt	introduction,	moved	the	stylophone,	and	

changed	the	structure	and	instrumentation,	beginning	the	song	with	electric	

guitar,	with	a	piano	present	in	the	first	verse,	and	bass	and	drums	prevalent	in	

the	second.	The	refrain	(beginning	“Don’t	forget	to	keep	your	head	warm...”)	was	

moved	to	after	the	second	verse,	and	the	guitar	solo	was	removed	altogether.	

The	stylophone	was	kept,	but	moved	to	the	song’s	outro	–	a	nostalgic	reminder	of	

the	instrument’s	use	in	Bowie’s	early	career	(Pegg,	2016;	O’Leary,	2019).		The	

decision	to	keep	the	song	and	include	it	on	Heathen	was	nostalgic,	as	Bowie	

observed	“I	wanted	something	on	the	album	that	pointed	to	a	nicer	time,	a	better	

time,	a	more	fun	time,	even	if	it	wasn’t	necessarily	true…	that’s	my	yearning	

song,	as	far	as	looking	backwards.	But	most	of	it	is	about	looking	rather	

anxiously	into	the	future”	(Dwyer,	2002,	para.	18).	Bowie	did	not	entirely	

abandon	the	Toy	version	of	the	song	–	during	the	final	shows	of	his	Reality	(ISO,	

2003)	tour	in	2003-2004,	Bowie	began	the	live	performances	of	the	song	by	

playing	the	excerpts	from	The	Uncle	Floyd	Show,	setting	the	context	for	the	song,	

and	bringing	Bones	Boy	and	Oogie	back	once	more.	

Late career re-recordings 

As	noted,	Toy	remains	unreleased,	although	the	majority	of	the	tracks	were	

released	as	B-sides,	or	on	compilations.	However,	the	album	did	not	signal	the	

end	of		Bowie	revisiting	his	own	work.	In	2003,	while	recording	his	album	

Reality,	he	re-recorded	his	1973	glam	anthem	‘Rebel	Rebel’	for	the	Charlie’s	

Angels:	Full	Throttle	(dir.	McG,	2003)	soundtrack.54	Bowie	rearranged	the	

structure,	and	made	the	backing	more	minimal	–	starting	the	song	quietly	with	

 
53	These	voices	included	his	PA	Corinne	Schwabb,	musicians	Sterling	Campbell	and	Holly	Palmer,	
staff	from	Looking	Glass	studios,	and	the	band	Stretch	Princess,	who	were	recording	in	the	next	
studio	(O’Leary,	2019,	p.	484).	
54	The	2003	version	of	‘Rebel	Rebel’	also	appeared	on	the	two	disc	version	of	Reality,	and	the	
2004	30th	anniversary	reissue	of	Diamond	Dogs	(EMI,	2004). 
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the	first	verse	melody	sung	over	“a	four-note	guitar	line”	before	the	familiar	riff	

appears,	played	by	the	full	band.	This	new	version	of	‘Rebel	Rebel’	plays	over	a	

hypertextual	scene	in	Charlie’s’	Angels:	Full	Throttle	that	relates	to	Bowie’s	

younger	self	–	as	the	song	plays,	the	character	of	Dylan	(played	by	Drew	

Barrymore)	is	dressed	in	Aladdin	Sane55	facepaint	and	hairstyle,	engaging	in	

WWF-style	wrestling,	while	wearing	a	t-shirt	that	says	‘Lady	Insane’.	The	

character	is	clearly	dressed	as	Aladdin-Sane	era	Bowie	to	evoke,	and	reference,	

him	as	the	new	version	of	‘Rebel	Rebel’	plays	over	the	film.	

‘Sue (Or in a Season of Crime)’ 

Bowie’s	final	re-recordings	occured	towards	the	end	of	his	life,	and	

posthumously	a	number	of	re-recorded	songs	from	throughout	his	career	have	

also	been	released	from	his	archive	as	unreleased	recordings.	Before	examining	

postumous	recordings,	I	will	focus	on	two	particular	works	that	are	significant	to	

the	final	stage	of	his	career	–	‘Sue	(or	In	a	Season	of	Crime)’	(Parlophone,	2014),	

and	‘Tis	a	Pity	She	Was	a	Whore’	(Parlophone,	2014).	In	2014,	Bowie	released	

‘Sue’,	a	song	written	and	recorded	with	the	New	York	jazz	band	the	Maria	

Schneider	Orchestra,’	backed	with	the	b-side	‘Tis	a	Pity	She	Was	a	Whore’.	‘Sue’	

was	also	released	as	the	new	track	from	Bowie’s	2014	compilation	Nothing	Has	

Changed,	and	the	physical	release	had	both	songs	pressed	onto	10”	vinyl	in	the	

style	of	a	1940s-era	78rpm	disc.	Jazz	was	significant	to	Bowie	–	his	half-brother,	

Terry	Burns,	introduced	him	to	the	genre	through	his	own	favourite	jazz	

musicians,	including	John	Coltrane	and	Miles	Davis,	and	in	1961,	Bowie’s	mother,	

Margaret	Burns,	bought	him	a	saxophone,	which	he	learnt	as	a	teenager,	and	

played	throughout	his	career.	‘Sue’	was	Bowie’s	first	serious	attempt	at	a	jazz	

record	under	his	own	name.56	Bowie	and	Visconti	saw	the	Maria	Schneider	

Orchestra	in	New	York	in	2014,	and	established	that	they	should	work	together.	

 
55	On	the	cover	of	Bowie’s	1973	album,	Aladdin	Sane	(RCA),	a	blue	and	red	double	thunderbolt	is	
painted	across	his	face.	
56	Bowie	employed	elements	of	jazz	in	his	recordings,	notably	the	avant	jazz	piano	of	his	long	
term	pianist	Mike	Garson	on	‘Aladdin	Sane’	(RCA,	1973),	‘South	Horizons’	(Virgin,	1993),	and	
‘Bring	Me	the	Disco	King	(ISO,	2003). 
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Schneider	arranged	Bowie’s	demo	of	‘Sue’	for	her	band	(Pegg,	2016),57	and	once	

the	arrangement	and	structure	were	finalised,	jazz	saxophonist	Donny	McCaslin	

and	avant-jazz	guitarist	Ben	Monder	were	approached	perform	on	the	recording.	

The	arrangement	of	‘Sue’	was	relatively	unstructured	–	the	band	were	given	

chord	charts,	and	minimal	direction	from	both	Bowie	and	Schneider,	and	had	

“considerable	freedom	in	their	playing”	(Pegg,	2016,	p.	270).	Visconti	called	the	

first	version	of	‘Sue’	with	the	Maria	Schneider	Jazz	Orchestra	“truly	modern	jazz...	

they	don’t	play	bebop,	there’s	nothing	traditional	about	them,”	and	termed	the	

track	“monumental”	(Pegg,	2016,	p.	270).	Schneider’s	arrangement	incorporated	

brass,	woodwind,	and	“tumbling	percussion,”	and	Bowie	and	Visconti	were	

impressed	by	McCaslin’s	performance.	McCaslin’s	saxophone	work	throughout	

the	song	is	improvised,	and	his	role	was	to	provide	the	“emotional	weight,”	as	the	

lyrics	were	“unreadable”	(O’Leary,	2019,	p.	618)	–	‘Sue’s’	lyrical	ambivalence	

could	read	either	as	an	emotional	betrayal,	or	detailing	a	murder,	and	Bowie’s	

vocal	reading	is	strident,	and,	at	points,	melodramatic.	

In	2015,	Bowie	re-recorded	‘Sue’	for	what	became	his	final	album,	Blackstar	(ISO	

2016),	this	time	with	McCaslin’s	jazz	band.	Initially	using	the	Schneider	

arrangement	as	a	template,58	McCaslin	adapted	the	arrangement	to	“[rein]	in	

some	of	the	original’s	freeform	style”	for	a	harder,	more	forceful	version	(Pegg,	

2016,	p.	271).	The	instrumentation	was	pared	down	to	bass,	drums,	guitar	and	

saxophone,	with	Bowie’s	vocal	reading	more	tonally	distinct.	The	re-recorded	

‘Sue’	is	sharper,	and	recalls	Bowie’s	drum’n’bass	album	Earthling	(Virgin,	1997)	

towards	the	end	of	the	song,	where,	Tim	Lefebvre	reported	Bowie	and	Visconti	

let	them	“just	rage”	(Pegg,	2016,	p.	271).59	Drummer	Mark	Guiliana,	recalled	that	

Bowie	wanted	more	atmosphere,	and	“a	bit	more	edge,	a	bit	more	urgency”	in	

the	song,	and	his	notes	emphasised	more	bass	(O’Leary,	2019,	p.	620).		

	

 
57	Bowie	gave	Schneider	a	co-songwriting	credit	for	‘Sue	(or	In	a	Season	of	Crime)’	because	of	her	
arrangement.	In	February	2016,	one	month	after	Bowie’s	death,	Schneider	won	a	Grammay	
award	for	arranging	the	song.	
58	A	completely	new	version	of	‘Sue’	was	attempted,	using	only	bass,	drums	and	vocals	(Pegg,	
2016,	p.	271).	
59	Bassist	Tim	Lefebvre	and	drummer	Mark	Guiliana	played	drum’n’bass	live	together	(Pegg,	
2016,	p.	271).	
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‘Tis a Pity She Was a Whore’ 

The	(original)	B-side	version	of	‘Tis	a	Pity	She	Was	a	Whore’	was	a	rarity	in	

Bowie’s	discography	–	a	recording	where	he	played	all	instruments	(including	

saxophone).	Recorded	in	2014,	Bowie	considered	it	a	demo	(although	it	sounds	

like	an	almost	fully	realised	recording),	and	said	via	a	Facebook	post	it	was	

inspired	by	the	destruction	and	devestation	brought	about	by	the	First	World	

War,	noting	“if	Vorticists	wrote	rock	music	it	might	have	sounded	like	this”	

(Bowie,	2014).60	The	song	is	again	opaque	in	subject	matter,	but	intertextually	

references	John	Ford’s	1633	play	of	the	same	name	through	use	of	the	title.	Both	

O’Leary	and	Pegg	have	speculated	the	subject	matter	of	Ford’s	play	could	apply	

to	the	lyrics	of	‘Sue’,	or	at	least	be	a	companion	piece,	as	the	play	is	about	deceit,	

betrayal,	incest,	and	revenge	(Pegg,	2016;	O’Leary,	2019).	O’Leary	has	

hypothesised	the	second	line	of	‘Tis	a	Pity	She	Was	a	Whore’	refers	to	a	sequence	

of	poems	by	Robert	Southey	condemning	the	slave	trade,	which	“could	turn	the	

song	into	the	grotesque,	pathetic	confessions	of	a	former	slaver”	(O’Leary,	2019,	

pp.	624-5).61	There	is,	however,	no	proof	of	this.	O’Leary	also	considers	a	

biographical	reading,	tying	the	lyrical	references	to	theft,	disease,	and	battle	back	

to	Bowie’s	real,	and	alleged	illnesses,	but	again,	this	is	conjecture	(2019,	p.	625).	

While	Bowie	played	all	parts	on	the	original	recording,	on	the	re-recorded	

version	the	parts	were	played	by	McCaslin’s	band,	and	the	song	takes	on	a	more	

familiar	rhythmic	pattern,	and	Bowie’s	vocal	is	more	precise.	This	version,	like	

the	original	recording	is	still	“a	whirlwind	of	noise,”	but	is	more	controlled	

(O’Leary,	2019,	p.	626).	

Posthumous re-recordings and releases  

Posthumous	Bowie	releases	have	predominantly	been	album	or	single	reissues,	

or	the	first	official	appearance	of	live	recordings.	A	third	example	is	the	full	

album	re-recording	Never	Let	Me	Down	2018	(Parlophone,	2018),	a	re-worked	

version	of	Bowie’s	critically	and	commercially	underperforming	1987	album	of	

 
60	Vorticism	was	a	modernist	artistic	and	literary	movement	that	occured	in	the	years	before	
WWI	(1914-1918).	
61	The	first	line	of	Southey’s	first	sonnet	includes	the	words	“hold	your	mad	hands!,”	which	is	the	
second	line	of	‘Tis	a	Pity	She	Was	a	Whore”	(O’Leary,	2019,	p.	624). 
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the	same	name.	Bowie	described	the	album	as	his	“nadir”	and	said	in	later	

interviews	“I	really	shouldn’t	have	bothered	going	into	the	studio	to	record	it”	

(Bowie,	cited	in	Little,	2018,	para.	five).	Bowie	and	engineer	Mario	McNulty	

remixed	one	track	from	the	album,	‘Time	Will	Crawl’,	in	2008,	removing	the	

original	drum	track,	replacing	it	with	a	new	one	by	Sterling	Campbell,	and	adding	

new	instrumentation	including	a	string	quartet.	Bowie	included	the	track	on	a	

self-selected	compilation,	i-Select.62	According	to	guitarist	Reeves	Gabrels,	Bowie	

had	discussed	revisiting	Never	Let	Me	Down	and	reworking	the	material	as	early	

as	1988	(Hughes,	2018,	pg.	67),	and	said	in	the	liner	notes	to	i-Select	in	relation	

to	the	new	remix	“Oh,	to	redo	the	rest	of	that	album”	(Bowie,	cited	in	Pegg,	2016,	

p.	284).	Posthumously,	Never	Let	Me	Down	was	re-worked	with	no	input	from	

Bowie,	although	he	left	‘directions’	for	how	he	thought	it	should	be	approached	

(Hughes,	2018,	p.	67;	“David	Torn	and	Reeves	Gabrels,”	2018,	para.	43).		

McNulty	assembled	a	band	of	musicians	who	had	previously	worked	with	Bowie,	

including	Gabrels,	Lefebvre,	Campbell,	and	David	Torn	(guitars).	Nico	Mulhy	

wrote	new	string	arrangements,	and	guest	vocals	were	provided	by	avant-pop	

musician	Laurie	Anderson.	Using	the	‘Time	Will	Crawl’	remix	as	a	template,	

Campbell	replaced	the	original	drum-machine	tracks	with	live	drums,	and	

McNulty	stripped	back	the	synthesizers	in	the	original	recording.63	Gabrels	and	

Torn	replaced	the	original	guitar	tracks	with	their	own,	but		kept	Bowie’s	

original	acoustic	guitar	parts	(“David	Torn	and	Reeves	Gabrels,”	2018).	The	

strings	were	arranged	in	a	particular	way,	as	Bowie	wanted	the	new	string	

arrangement	on	the	‘Time	Will	Crawl’	remix	to	be	“modern...	in	the	style	of	Philip	

Glass	or	Steve	Reich,”	removing	most	of	the	original	arrangement,	but	looping	

some	parts	–	being	“creative	with	the	existing	track”	(Hughes,	2018,	p.	67).		

While	the	re-recording	re-working	processes	occurred,	one	track	–	‘Zeroes’	–	

stood	out.	After	stripping	the	instrumentation	back	to	only	Bowie’s	voice,	both	

 
62	i-Select	(Virgin,	2018)	was	initially	a	giveaway	with	the	June	29	edition	of	British	newspaper,	
Mail	on	Sunday.	Owing	to	the	compilation’s	popularity,	it	had	a	commercial	release	two	months	
later	in	the	US.	In	March,	2015,	a	limited	edition	red	vinyl	copy	was	released	to	celebrate	the	
French	opening	of	the	David	Bowie	Is	exhibition.	
63	McNulty	sent	the	musicians	involved	individual	stems	(rough	mixes),	with	suggestions	on	how	
they	they	should	play	their	parts.	The	musicians	then	recorded	their	parts	in	separate	sessions	
(Grow	and	Greene,	2018). 
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Campbell	and	Gabrels	observed	that	the	song	underneath	the	arrangement	and	

production	was	better	than	they	thought	–	Campbell	saying	“it	sounds	so	much	

more	powerful	now,”	while	Gabrels	thought	“wow,	there’s	a	song	here”	(Hughes,	

2018,	p.	67).	McNulty	too	commented	on	the	basic	song,	noting	“it	could	have	

been	right	at	home	on	Hunky	Dory”	(McNulty,	2018).	This	last	comment	is	

noteworthy,	elevating	‘Zeroes’	to	the	same	level	as	Bowie’s	1970s	work.	Hunky	

Dory	(RCA,	1971)	is	considered	one	of	Bowie’s	seminal	and	critically	acclaimed	

records,	and	the	“coherent,	polished	work	of	a	songwriter”	(Pegg,	2016,	p.	349).	

The	songs	on	Hunky	Dory	include	‘Changes’,	and	‘Life	on	Mars’,	and	comparing	

‘Zeroes’	to	these	songs	is	an	attempt	to	re-evaluate	Bowie’s	late	1980s	work,	

which	is	not	regarded	as	highly.	While	Never	Let	Me	Down	was	done	under	

Bowie’s	posthumous	instructions,	McCormick	considers	it	“an	attempt	to	

effectively	replace	an	unloved	original,	and	rewrite	history,”	and	asks	who	the	

real	artist	is,	as	Bowie	“whose	aesthetic	choices	pushed	projects	in	one	direction	

or	another”	was	not	participating	in	the	creation	of	the	album	(2018,	para.	nine).	

However	‘unloved’	the	original	album	is,	Never	Let	Me	Down	2018,	is	not	an	

official	replacement,	as	it	was	only	available	as	part	of	the	box	set	David	Bowie:	

Loving	the	Alien	(1983-1988)	(Parlophone,	2018).64		

Most	recently,	unreleased	tracks	from	Bowie’s	vaults	have	appeared,	including	

an	EP,	Is	it	any	Wonder?	(Parlophone,	2020),	highlighting	re-recorded	and	

unreleased	tracks	from	the	1990s,	including	‘Stay	97’,	‘I	Can’t	Read	97’,	and	‘Baby	

Universal	97’	which	were	previously	unheard.	These	track	were	re-recorded	

during	the	sessions	for	Earthling	(Arista,	1997),	and	reflect	Bowie’s	drum	and	

bass	aesthetic	at	the	time,	reworking	the	arrangements	by	updating	rhythmic	

patterns,	and	instrumentation,	while	vocal	lines	remained	similar	to	the	original	

versions.	A	fourth	track	on	the	EP	is	a	re-worked	version	of	Bowie’s	1970	song	

‘The	Man	Who	Sold	the	World’	(Mercury,	1970;	Virgin,	1995)	which	was	

originally	released	as	a	b-side.	The	1995	re-recorded	version	of	‘The	Man	Who	

Sold	the	World’	is	noted	as	being	live,	although	Pegg	(2016)	calls	this	version	an	

 
64 Not	all	of	the	musicians	involved	with	the	original	version	of	Never	Let	Me	Down	were	positive	
about	the	re-recording	–	multi-instrumentalist	Erdal	Kizilçay	called	the	2008	version	of	‘Time	
Will	Crawl’	“rubbish,”	and	threatened	to	sue	those	involved	if	they	used	his	original	string	
arrangements	without	crediting	him	(Grow	and	Greene,	2018). 	
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“excellent	studio	recording,	mixed	by	Brian	Eno,”	who	added	“backing	vocals	and	

a	sonar	blip,	and	sculpted	the	piece...	there	was	more	contour	to	it”	(p.	181).	In	

2020,	another	version	was	released,	as	part	of	Bowie’s	1997	50th	birthday	

session,65	called	ChangesNowBowie	(Parlophone	2020),	an	album	of	acoustic	re-

versionings.	The	same	session	presents	many	stripped	back,	acoustic	versions	of	

songs	from	Bowie’s	back	catalogue.	

David	Bowie	revisited	his	work	throughout	his	career,	re-recording	his	earlier	

work	to	bring	songs	up-to-date,	save	them	from	obscurity,	or	give	them	a	new	

perspective.	While	many	re-recordings	were	not	officially	released	at	the	time	of	

completion,	they	have	since	appeared	on	reissues,	compilations	or	box-sets,	

offering	a	view	into	his	artistic	methods	and	showing	how	songs	can	change	

subtly	or	dramatically	with	each	new	version,	often	rendering	a	song	

unrecognisible.	Posthumously,	further	songs	that	Bowie	re-recorded	have	

appeared,	and	future	reissues	and	releases	may	include	undiscovered	(or	

already	known)	re-recordings	of	his	earlier	work,	throwing	further	light	onto	

how	songs	develop,	and	how	an	artist’s	processes	change.		

	

	 	

 
65	ChangesNowBowie	was	recorded	in	1996	as	part	of	rehersals	for	Bowie’s	50th	birthday	
Madison	Square	Garden	show	in	January	1997,	and	was	originally	broadcast	in	the	UK	on	BBC	
One	during	that	week,	interspersed	with	interviews.	The	album	release	has	a	re-ordered	tracklist,	
and	does	not	include	the	interviews.	
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Chapter Five 

The re-recordings of Kate Bush  

	

There	are	numerous	instances	of	artists	re-recording	their	own	work.	Often	

these	instances	are	well-known	releases	from	high-profile	or	legacy	artists,	with	

popular	press	articles	and	commentary	on	the	circumstances	around	the	artist	

choosing	to	re-record	earlier	work	rather	than	creating	something	entirely	new.	

Just	as	frequent	are	occasions	where	a	less	well-known	artist	takes	a	lower-

profile	approach,	and	releases	a	single	song,	or	short	EP	rather	than	a	full-length	

album	only	on	digital	platforms.	While	some	of	these	re-recordings	are	

considered	extraneous	to	the	earlier	releases,	others,	like	Director’s	Cut	(Fish	

People,	2011),	are	considered	a	fundamental	part	of	the	artist’s	discography.		

	

In	2011,	songwriter,	vocalist	and	multi-instrumentalist	Kate	Bush	released	an	

album	of	re-recorded	songs	from	earlier	in	her	career.	Titled	Director’s	Cut,		the	

album’s	track	list	comprised	songs	from	her	earlier	albums	The	Sensual	World	

(EMI,	1989),	and	The	Red	Shoes	(EMI,	1993)	–	albums	where	Bush	was	

unsatisfied	with	the	finished	product.	Director’s	Cut,	as	Withers	points	out,	

“stands	out”	from	her	earlier	albums,	“because	it	substantially	reworks	‘old’	

material”	selected	from	the	aforementioned	albums	(2017,	p.	101).	This	was	

something	Bush	had	(at	that	point)	only	undertaken	when	re-recording	a	new	

vocal	track	for	her	breakthrough	single	‘Wuthering	Heights’	(EMI,	1978)	on	her	

first	(and	currently	only)	best	of	compilation,	The	Whole	Story	(EMI,	1986).		

	 	

Director’s Cut  

Director’s	Cut	was	an	opportunity	for	Bush	to	critically	re-examine	her	own	

work,	and	approach	her	songs	from	different	perspectives,	technologies,	or	in	

some	cases,	genres.	The	album	marked	a	change	of	direction,	or	a	“decisive	

break”	for	Kate	Bush’s	album	releases	(Withers,	2017,	p.	101).	With	the	

exception	of	The	Single	File	(EMI,	1984)	video	and	box	set	of	singles,	The	Whole	
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Story,	a	reissue	of	Hounds	of	Love	(EMI,	1997)66	to	mark	the	centenary	of	EMI	

Records,	and	the	compilation	box	set	This	Woman’s	Work	(EMI,	1990),67	Bush	

had	not	looked	back	on	her	career,	as	her	focus	was	to	always	move	forward	

with	her	music.	However,	an	official	and	extensive	remastering	and	reissue	

programme	of	her	back	catalogue	occurred	in	November	2018,	with	Bush,	and	

engineer	James	Guthrie	undertaking	the	remastering	work.68		Bush’s	reluctance	

to	revisit	early	work	or	reissue	her	albums	is	well	documented,	saying		

It’s	always	quite	a	disappointing	process	for	me,	listening	back	to	stuff…	I	

think,	Oh,	I	should’ve	remixed	that,	or	I	shouldn’t	have	done	this.	Or,	that	

was	good,	but	I	didn’t	make	enough	of	it.	But	that’s	all	part	of	hopefully…	a	

continuing	process	that	you	can	take	into	the	next	record	and	maybe	try…	

and	not	make	the	same	mistakes	again	(Doyle,	2019,	p.	79)	

	

With	Director’s	Cut,	Bush	decided	to	reflect	on,	and	alter	or	correct,	aspects	of	her	

earlier	recordings	that	she	was	unhappy	with,	or	reinterpret	and	re-work	

particular	tracks	in	different	ways.	She	told	Mojo	in	2011	that	“It	was	always	

rumbling	round	in	the	back	of	my	head	that	they	just	could	have	been	better	than	

they	were…	I	wanted	to	be	able	to	make	them	sound	the	way	I	would	want	them	

to	sound	now”	(Cameron,	2011,	p.	83).	One	trigger	for	Bush’s	re-recording	of	

selected	tracks	from	The	Sensual	World	and	The	Red	Shoes	was	her	dislike	of	the	

early	digital	production	techniques	used	on	the	two	albums,	and	Bush	replaced	

the	programmed	drums	of	The	Red	Shoes	(Bush	used	an	Akai	S900	sampler	and	

Simmons	drum	pads	(Withers,	2017))	with	natural	drum	sounds.	The	artificial	

digital	sound	of	The	Red	Shoes	clearly	concerned	Bush,	and	her	determination	to	

re-record	some	of	the	tracks	with	more	organic	instrumentation	was	a	catalyst	

for	Director’s	Cut.	In	contemporary	interviews	she	used	the	term	“dissatisfied”	to	

explain	her	stance	towards	the	earlier	albums,	and	further	justified	her	decision	

 
66	This	centenary	reissue	of	Hounds	of	Love	included	B-sides	and	remixes	of	the	singles	‘Running	
Up	That	Hill’,	‘Hounds	of	Love’	(EMI,	1985),	and	‘Cloudbusting’	(EMI,	1986).	
67	This	Woman’s	Work	is	a	boxed-set	reissue	of	her	studio	albums,	and	two	discs	of	B-sides,	non-
album	singles,	and	remixes	up	to	that	point.	
68	James	Guthrie	worked	as	engineer	and	producer	on	albums	by	Pink	Floyd	including	The	Wall	
(Harvest,	1979),	the	re-recording	of	‘Money’	for	A	Collection	of	Great	Dance	Songs,	The	Final	Cut	
(Harvest,	1982),	A	Momentary	Lapse	of	Reason,	(EMI,	1987),	and	The	Division	Bell	(EMI,	1994),	as	
well	as	reissues	for	Pink	Floyd,	Roger	Waters,	and	David	Gilmour. 
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to	re-record	material	from	The	Sensual	World,	and	The	Red	Shoes,	as	both	albums	

contained	“some	interesting	songs	that	hadn’t	had	the	chance	to	speak	

properly…	I	wanted	to	have	a	more	laidback	approach,	not	trying	to	rush	

through”	(Thomson,	2015,	p.	309).	As	Thomson	observes,	Bush	likely	selected	

material	from	these	two	albums	for	re-recording	as	they	“were	arguably	most	

beholden	to	trends	of	the	time,	and	had	perhaps	aged	least	well	out	of	those	from	

her	catalogue,”	especially	The	Red	Shoes,	an	album	that	had	what	she	termed	an	

‘edgy’	quality,	recorded	on	digital	equipment	“and	specifically	designed	for	CD”	

(2015,	p.	310).	When	speaking	with	Pitchfork	Bush	admitted	“At	the	time,	I	was	

really	pleased	with	them,”	and	that	they	would	not	have	been	released	if	they	

were	not	her	best	work	(Dombal,	2011,	para.	five).	While	Bush	in	the	same	

interview	admitted	she	preferred	analogue	over	digital,	she	also	articulated	her	

studio	arrangement	was	a	combination	of	digital	and	analogue:	“My	studio	

combination	is	a	fantastic	combination	of	old	and	new,	and	that’s	how	I’ve	

always	liked	to	work.	But	now,	the	new	is	newer,	and	the	old	remains	old”	

(Dombal,	2011,	para.	30).	

	

Although	striving	for	a	contemporary	sound,	Bush	retained	elements	of	the	

original	recordings	in	the	Director’s	Cut	re-recordings.	These	elements	are	

located	within	backing	vocals,	and	instrumentation,	and	the	only	fully	re-

recorded	track	was	‘Rubberband	Girl’	(EMI,	1993),	a	song	which	opened	The	Red	

Shoes	in	1993,	but	closed	Director’s	Cut	in	2011.	The	majority	of	the	tracks	on	the	

album	are	from	The	Red	Shoes	compared	to	The	Sensual	World	(seven	from	The	

Red	Shoes	compared	to	four	from	The	Sensual	World),	although	two	of	the	songs	

originally	from	The	Sensual	World	(‘The	Sensual	World’	(EMI,	1989),	and	‘This	

Woman’s	Work’	(EMI,	1989))	have	some	of	the	most	radical	reinterpretation.	

‘This	Woman’s	Work’	is	stripped	back	and	given	space,	with	sparse	organ	

replacing	the	fuller	piano	and	orchestra	of	the	original	version.	Bush’s	vocals	are	

quieter,	and	lower	than	the	original	version,	and	the	emerging	space	around	

them	allows	for	a	reflective,	and	emotional	tone	(Gilstrap,	2011).	
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The	title	track	to	The	Sensual	World	is	re-imagined,	with	Bush	fulfilling	her	

original	intention	to	use	Molly	Bloom’s	soliloquy	from	James	Joyce’s	Ulysses	

(1922)	as	the	song’s	lyrics.	Bush’s	original	request	to	use	the	soliloquy	in	the	

song	‘The	Sensual	World’	was	declined	in	1989	by	the	Joyce	Estate,	so	Bush	re-

wrote	the	lyrics	to	express	Molly	Bloom’s	sensuality	in	her	own	words,	

explaining	she	was	trying	to	“keep	the	sense	of	the	original	words”	(Bush,	cited	

in	Barton,	2019,	para.	12).	In	2011,	Bush	was	granted	permission	to	use	Molly	

Bloom’s	soliloquy	when	she	re-recorded	the	song,69	but	the	changing	lyrics	

altered	the	song’s	tone.	The	original	song	imagines	Molly	Bloom	stepping	out	of	

the	fictional	work	into	the	realm	of	the	senses,	while	the	version	on	Director’s	

Cut,	now	titled	‘Flower	of	the	Mountain,’	(after	a	line	in	Bloom’s	soliloquy)	

returns	her	back	to	the	pages,	but	still	offers	her	a	way	to	‘step	out	of	the	page’,	

keeping	the	iconic	refrain	from	the	original	version,	and	providing	the	listener	a	

clear	link	back	to	the	original	recording.	The	music	is	mostly	unaltered	in	the	

new	version,	although	the	drums	were	re-recorded	(Thomson,	2015,	p.	311).	The	

biggest	musical	change	is	with	the	vocal	track.	Bush’s	newly-recorded	lower-

pitched	vocals	are	now	more	prominent	in	the	mix,	providing	more	intimacy,	and	

perhaps	fitting	the	image	of	the	older	Molly	Bloom	reflecting	back	on	her	

youthful	sensuality.	In	an	article	for	The	Quietus	in	2019,	the	author	noted	that	

the	new	recording	“dials	down	some	of	the	atmosphere”	of	the	original	version	

(Barton,	2019,	para.	12),	although	Bush	herself	was	happier	with	her	new	

version,	telling	Mojo	in	2011	“I	didn’t	feel	that	what	I’d	done	had	anywhere	near	

the	weight	the	original	piece	has…	I	just	felt	I	was	being	able	to	put	it	right”	

(Cameron,	2011,	p.	79).	While	all	re-recordings	are	intratextual,	and	“a	network	

of	differing	sonic	products…	traceable	to	a	single	source	recording”	(Everett,	

2018,	p.	140),	‘Flower	of	the	Mountain’	is	a	clear	example	of	the	intertextual,	and	

hypertextual,	nature	of	both	Bush	as	an	artist,	and	re-recordings	in	general,	as	

textual	meaning	is	given	through	both	Bush’s	original	recording	of	‘The	Sensual	

World’,	and	the	source	text,	Ulysses.	

	

 
69	UK	copyright	was	removed	on	Ulysses	in	2012,	and	if	Bush	had	waited	another	year,	she	could	
have	used	the	lyrics	without	using	permission.	Thomson	(2015)	suggests	that	by	granting	Bush	
permission	to	use	the	soliloquy	in	2011,	the	Joyce	Estate	could	make	some	final	money	from	the	
work	(p.	315).	
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There	are	further	radical	reinventions	within	the	re-recordings.	‘Rubberband	

Girl’	from	The	Red	Shoes	was	originally	an	upbeat	pop	song,	with	clearly	audible	

lyrics	on	the	elastic	nature	of	physical	and	mental	creativity.	On	Director’s	Cut,	it	

is	re-recorded	with	indistinct	vocals,	and	in	a	style	that	has	been	described	as	

similar	to	a	pub-band,	and	compared	to	the	loose	blues-rock	style	of	The	Rolling	

Stones,	or	as	Mojo	opined	“The	Rolling	Stones	fronted	by	a	soused	Bob	Dylan”	

(Cameron,	2011,	p.	80).	The	re-recording	was	an	opportunity	for	Bush	to	

recreate	the	song	in	a	totally	different	manner,	and	her	“abandonment	of	the	

original	is	the	clearest	evidence	of…	her	antipathy	towards	early	digital	

production	methods”	(Withers,	2017,	p.	105).	The	differences	between	the	two	

songs,	as	Withers	observes	are	clear	–	the	original	track	was	underpinned	by	“a	

repetitive,	thoroughly	electronic	snare,”	with	Bush’s	vocal	pitched	at	the	higher	

edge	of	her	range,	possibly	evoking	the	‘girl’	in	the	song’s	title	(2017,	p.	105).	The	

re-recording	is	completely	different:	the	new	version	is	more	informal,	relaxed	in	

performance,	and	direct	in	structure,	starting	with	a	rhythmic	guitar	and	a	

conventional	4/4	drum	beat.	Vocally,	the	re-recording	is	changed	(and	lowered)	

in	pitch	to	accommodate	Bush’s	upper	register,	which	has	deepened	as	she	has	

aged.	The	new	vocal	performance	dispenses	with	the	fluctuating,	volatile	nature	

of	the	original	performance,	keeping	the	melody	steadier	and	even,	with	no	

reliance	on	her	upper	register.	This	version	of	‘Rubberband	Girl’	is	almost	

unrecognisable	to	the	original	recording,	and	a	convincing	example	of	how	a	re-

recording	can	entirely	change	a	song.	

	

‘Moments	of	Pleasure’,	a	song	of	memory	and	loss,	was	also	re-worked	

dramatically,	removing	the	orchestral	arrangement,	and	extending	the	length,	

but	reducing	the	lyrics.	At	the	end	of	the	song,	Bush	lists	people	in	her	life	she	

has	lost,	but	on	the	Director’s	Cut	version	two	are	missing	–	her	aunt	Maureen,	

and	Bill	Dudfield,	a	lighting	engineer	who	died	while	working	on	Bush’s	1979	

Tour	of	Life.	She	also	omitted	the	lyrics	“just	being	alive	/	it	can	really	hurt,”	

replacing	them	with	what	Withers	terms	“mournful	hums”	(2017,	p.	104).	When	

asked	about	these	omissions	from	the	re-recording	of	the	song,	Bush	admitted	

that	it	wasn’t	deliberate,	as	when	she	“went	to	redo	the	piano…	I	didn’t	make	it	

long	enough…	it	wasn’t	that	I	deliberately	took	people	out”	(Cameron,	2011,	p.	
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84).	By	recasting	the	song	as	a	slower,		piano	ballad,	‘Moments	of	Pleasure’	

“dissolves	more	intensely”	from	the	opening	intonation	of	passing	time	to	the	

revelation	of	mortality	at	the	end	of	the	song	(Young,	2015,	p.	104).	Young	

further	notes	the	re-recording’s	change	in	tone,	saying	“Where	once	there	was	

reverie,	here	there	is	a	distinctly	bittersweet	sense	of	regret	and	absence”	(2015,	

p.	104).	

	

Other	changes	occur	on	the	album,	notably	in	the	lyrics	of	‘And	so	is	Love’,	where	

the	line	“now	we	see	that	life	is	sad”	is	changed	to	“now	we	see	that	life	is	sweet,”	

altered	because	Bush	considered	the	lyric	depressing,	explaining	“I	couldn’t	just	

leave	it	in	such	a	downer…	I	didn’t	want	to	do	it	as	me	then,	it	was	me	now”	

(italics	in	original)	(Cameron,	2011,	p.	84).	The	lead	single	‘Deeper	

Understanding’,	about	a	lonely	individual	relying	on	a	computer	for	company	

had	more	resonance	in	2011	than	in	1989,	with	a	greater	human	reliance	on	

computers	and	digital	interfaces.	The	re-recorded	version	swaps	Bush’s	treated	

and	layered	vocals	(backed	by	the	Trio	Bulgarka)	for	the	treated	vocals	of	her	

then	12-year-old	son,	Albert	(Bush	kept	the	backing	vocals	by	Trio	Bulgarka)	to	

represent	the	voice	of	the	computer.	The	swap	was	because	Bush	“Loved	the	idea	

of	a	child	being	inside	the	computer:	bringing	you	‘love	and	understanding’”	

(Cameron,	2011,	p.	85).	The	re-recorded	version	ends	with	an	improvised	scat,	

while	the	original	version	was	a	wall	of	vocals	and	synths.		

 

Reactions to Director’s Cut 

While	most	albums	of	re-recorded	tracks	do	not	get	a	lot	of	critical	attention,	

Director’s	Cut		did,	and	the	response	was	divided.	Some	reviews	and	

commentators	agreed	that	‘de-cluttering’	the	songs	of	instrumentation	and	

removing	the	digital	polish	served	the	material	well.	However,	many	were	

unimpressed	with	the	approach	taken	to	works	like	‘The	Sensual	World’/’Flower	

of	the	Mountain’,	noting	that	the	song	lost	something	in	the	change	in	lyrics	–	by	

seeing	her	original	vision	for	the	song	come	to	fruition,	the	sensuality	and	energy	

had	disappeared,	and	there	was	a	sense	that	Bush’s	original	lyrics	served	the	

song	better	than	the	source	material.	Young	(2011)	commented	that	unlike	the	

original	version	of	the	song	where	Bush	allowed	Molly	Bloom	to	“step	out	of	the	
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page,”	here	“Joyce’s	heroine	slinks	back	into	inside	the	dust	jacket”	(p.	104).	The	

re-recorded	version	of	‘Rubberband	Girl’	was	not	deemed	a	critical	success,	with	

many	curious	as	to	why	the	song	would	merit	such	a	radical	reinterpretation.	

Bush	herself	admitted	to	Mojo	in	2011	that	she	“was	quite	happy	with	the	

original,”	and	the	re-recorded	version	was	not	her	favourite	song	on	the	album	

as	“it	didn’t	feel	as	interesting	as	the	other	tracks…	at	the	same	time,	it	was	just	a	

bit	of	fun,	and	a	good	thing	to	go	out	with”	(Cameron,	2011,	p.	84).	Although	

many	reviewers	had	favourable	responses,70	some	critical	reception	was	mixed	–	

Withers	(2017)	notes	the	difficulty	of	“[Stepping]	outside	my	memory	of	the	

original	versions	when	I	heard	Director’s	Cut	for	the	first	time”	(p.	102).	

Thomson	(2015)	concedes	that	“It	was	hard	to	know	quite	what	to	make	of	it…	

sacrilege?	A	daring	act	of	iconoclasm?	Hit	and	miss?”	(p.	316),	while	admitting	in	

his	review	“Director’s	Cut	is	only	truly	essential	on	the	handful	of	occasions	

where	she	takes	her	songs	somewhere	so	far	from	their	origins	that	comparisons	

are	rendered	wholly	worthless”	(Thomson,	2011).	Mojo	magazine	also	showed	

ambivalence,	noting	“Director’s	Cut	offers	more	bafflement	than	ethereal	

enigma,”	concluding	that	“instead	of	re-writing	history,	Director’s	Cut	sketches	in	

the	margins”	(Segal,	2011,	p.	95).	These	responses	highlight	the	divide	between	

artist	intent,	and	fan,	and	critical	response	to	re-recordings.	

	

Further re-recorded works  

Kate	Bush	has	a	“less	sentimental	attitude	to	her	past	work,”	and	Director’s	Cut	

was	not	the	first	time	she	had	re-recorded	her	own	works	(Cameron,	2011,	p.	

83).	In	1986,	Bush	remixed	the	backing	track,	and	re-recorded	the	vocals	to	her	

first	(and	most	well-known)	single,	‘Wuthering	Heights’	for	her	only	best	of	

compilation	The	Whole	Story,	also	adding	an	“Eighties	beefed	up	drum	sound,”	

that	Thomson	thought	suggested	“a	lack	of	love	for	the	original,	and	a	reluctance	

to	be	side-swiped	by	the	fatal	embrace	of	nostalgia	(2015,	p.	227).71	One	reason	

given	for	re-recording	the	vocal	was	that	the	original	version	“sounded	dated,”	

 
70	Metacritic	(2011)	lists	22	critic	reviews	of	Director’s	Cut.	While	they	have	mostly	favourable	
responses,	four	reviews	are	slightly	less	favourable,	with	reviews	of	60/100.	
71	The	remixed	and	re-recorded	version	of	‘Wuthering	Heights’	was	also	used	as	the	B-side	to	
Bush’s	1986	single	‘Experiment	IV’	(EMI). 
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and	Bush	admitted	that	if	she	had	more	time,	she	“probably	would	have	done	the	

same	with	a	couple	of	songs”	(Bush,	cited	in	Thomson,	2010,	p.	227).		Regardless	

of	her	misgivings	about	the	sonic	quality	of	her	early	recordings,	The	Whole	Story	

is	Bush’s	biggest	success,	selling	over	six	million	copies	to	date	(Thomson,	2015,	

p.	228).		

	

Post	Director’s	Cut,	Bush	re-recorded	the	vocals	to	her	song	‘Running	up	That	

Hill’	(EMI,	1985)	for	the	2012	London	Olympics.	It	was	rumoured	that	Bush	

would	perform	at	the	closing	ceremony,	but	instead	the	re-recorded	version	of	

the	song	was	played	at	the	ceremony	as	part	of	the	grand	finale	celebration	of	

British	music.	For	this	version,	the	backing	track	was	the	extended	mix	of	the	

1985	12”	single,	with	the	new	vocal	track	(transposed	down	a	semitone)	

(Thomson,	2015,	p.	338)	A	12”	single	of	this	new	version	was	released	to	

coincide	with	the	song’s	use	in	the	Olympic	ceremony.	As	with	the	re-recording	

of	‘Wuthering	Heights’,	by	using	the	original	backing	track	(albeit	remixed),	Bush	

created	a	sonic	link	to	the	original	track,	only	updating	her	original	vocals	to	

represent	a	new	air	to	the	song.	

	

Bush	had	a	different	approach	to	re-recording	‘And	Dream	of	Sheep’	(originally	

from	Hounds	of	Love)	for	her	2014	live	shows,	titled	Before	the	Dawn.	These	were	

her	first	live	performances	since	1979,	and	tickets	sold	out	in	15	minutes	

(Denham,	2014).	The	show	was	split	into	two	‘sets’	–	the	first	a	selection	of	songs	

from	albums	released	between	1985	and	2005,	and	a	full	dramatic	performance	

of	The	Ninth	Wave,	the	song	suite	from	Hounds	of	Love.72	The	second	set,	A	Sky	of	

Honey,	was	the	song	cycle	from	the	second	disc	of	Bush’s	2005	album	Aerial	

(EMI),	which	follows	the	artist	experiencing	a	full	day,	beginning	with	sunrise,	

and	ending	with	sunrise	the	next	day.	While	almost	all	performances	in	Before	

the	Dawn	were	live,	the	performance	of	‘And	Dream	of	Sheep’	was	pre-recorded	

and	filmed,	with	Bush	singing	in	a	large	water	tank	(Irvin,	2017,	p.	82).	This	

recording	was	played	at	the	start	of	The	Ninth	Wave	sequence	(the	song	begins	

the	song	suite)	to	set	the	scene	of	a	woman	lost	at	sea.	The	re-recorded	version	is	

 
72	The	Ninth	Wave	is	a	loose	concept	song	suite	of	a	woman	lost	at	sea,	waiting	to	be	found.	The	
songs	reflect	the	person’s	state	of	mind	as	they	wait.	
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similar	to	the	Director’s	Cut	re-recordings	in	terms	of	the	new	vocals	reflecting	

Bush’s	age-deepened	voice,	while	the	backing	instruments	(piano,	synths)	were	

also	re-recorded.	The	re-recorded	version	of	‘And	Dream	of	Sheep’	was	released	

as	the	lead	single	from	the	live	Before	the	Dawn	album	(Fish	People,	2016).		

	

Kate	Bush	has	acknowledged	she	is	not	an	artist	who	likes	to	look	back	on	her	

earlier	work,	admitting	“There’s	always	something	wrong.	A	bit	of	lyric:	maybe	

I’ve	overdone	that	bit…	there	will	always	be	flaws”	(Cameron,	2011,	p.	83).	Her	

decision	to	revisit	and	re-record	selected	works	throughout	her	career	speaks	to	

her	desire	to	correct	perceived	flaws	in	her	recordings,	and	erase	dated	sound	

technologies,	but	in	some	cases	the	re-recordings	led	to	altering	the	message	and	

emotion	in	the	songs.	Bush’s	decision	to	re-record	her	earlier	work	was	due	to	

creative,	or	aesthetic	and	technological	reasons,	rather	than	for	any	financial	or	

rights	reason,	as	she	retained	ownership	and	control	of	her	publishing	rights	and	

many	of	her	master	recordings	from	1980	onward,	when	she	established	her	

publishing	and	management	company,	Novercia	(Moy,	2007,	p.	77).	Her	choice	of	

songs	to	re-record	on	Director’s	Cut	are	focused	on	two	albums	where	she	was	

unhappy	with	the	original	recordings,	and	wanted	to	update	them,	and	in	one	

case	–	‘The	Sensual	World’	–	realise	her	original	vision	for	the	song.	As	

exemplified,	Bush	is	not	the	only	artist	to	undertake	a	full	album	reappraisal	and	

re-recording	of	earlier	works,	as	numerous	artists	and	bands	have	re-recorded	

works	in	different	arrangements	and	genres	for	different	reasons.	These	artists	

(like	Bush)	have	selected	particular	tracks	from	throughout	their	careers	rather	

than	focus	on	a	particular	album	to	re-record,	although	few	have	focused	on	a	

specific	period	in	their	career	to	revisit	and	re-examine.	Chapter	six	will	focus	on	

New	Zealand	artists	and	their	re-recordings,	and	continue	to	examine	why	artists	

revisit	their	musical	past	in	order	to	keep	moving	forward.	
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Chapter Six 

A New Zealand perspective on re-recordings 

	
Although	currently	not	as	prevalent	in	New	Zealand	music	recordings,	there	is	a	

history	of	local	musical	artists	re-recording	their	songs.	Beginning	in	the	late	

1920s,	and	continuing	into	the	21st	Century,	the	practice	of	recording	a	song	and	

then	re-recording	it	again	in	New	Zealand	appears	in	the	work	of	multiple	

musicians,	as	either	a	one-off	track,	or	part	of	a	wider	project.	This	chapter	

draws	together	examples	of	local	re-recordings,	but	centres	around	examination	

of	two	artists	in	particular:	Split	Enz,	and	The	Chills.	A	wider	examination	of	

these	two	bands	–	with	interviews	from	Split	Enz’s	original	bassist	Mike	Chunn,	

and	The	Chills’	songwriter,	vocalist	and	guitarist	Martin	Phillipp	–	assists	with	

finding	reasons	why	some	artists	re-record	their	musical	works,	and	uncovers	if	

the	artists	were	ultimately	satisfied	with	the	outcomes	of	the	re-recorded	works.	

	

Re-recordings for an international market 

New	Zealand’s	commercial	recording	history	began	in	1927,	when	Māori	

vocalists	(and	cousins)	Ana	Hato	and	Deane	Waretini		were	recorded	with	

accompanists73	singing	traditional	waiata	and	other	material	acoustically	in	Te	

Reo	Māori	in	front	of	the	Duke	and	Duchess	of	York	at	Ohinemutu	for	the	Royal	

visit	to	New	Zealand.	These	recordings	were	captured	by	a	mobile	recording	

unit,	sent	over	from	Parlopone	Records	in	Australia.	The	recordings	(the	first	

commercial	recordings	made	in	New	Zealand)	were	very	popular,	“selling	widely	

domestically,	and	around	the	world,”	but	were	essentially	live	recordings	

(Bourke,	2010,	p.	33).	While	live	recordings	are	beyond	the	scope	of	this	

research,	the	1927	Hato	and	Waretini	recordings	are	an	exception,	as	recording	

live	performance	was	the	only	way	to	capture	musical	performance	at	the	time.	

These	recorded	live	performances	were	a	different,	more	sedate	and	formal	

affair	than	a	modern	live	performance,	and	there	was	a	high	level	of	formality	in	

the	performances	of	Hato	and	Waretini,	who	sang	with	perfect	pitch	and	

 
73	The	accompanists	were	pianist	Te	Mauri	Meihana,	and	a	chorus,	who	likely	later	became	the	
Rotorua	Maori	Choir	(Bourke,	2010,	p.	33).	
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pronunciation.	Two	years	later,	the	duo	were	invited	to	travel	to	Sydney	to	

record	the	songs	in	an	electric	studio	setting.	

	

As	interpreters	of	song	(and	under	contract	to	Parlophone	Records),	Hato	and	

Waretini	made	little	money	from	the	recordings	–	initially	released	on	78rpm	

disc	before	being	repackaged	decades	later	on	LP	–	and	owned	no	rights	to	them.	

It	is	likely	that	as	the	original	recordings	were	popular	locally,	Parlophone	

Records	considered	that	formal,	professionally-captured	studio	recordings	of	the	

songs	would	sell	equally	as	well,	and	perhaps	appeal	to	wider	audiences	as	they	

would	be	marketed	in	both	Australia	and	New	Zealand,	as	well	as	having	a	

clearer,	professionally	recorded	sound.	Hato	and	Waretini	re-recorded	a	number	

of	their	songs	from	the	1927	performance,	including	‘Pokarekare’	(Parlophone,	

AR101),	‘Hine	e	Hine’	Parlophone	AR101),	‘Po	Atarau’,	‘Waiata	Poi’	(Parlophone,	

AR100)	and	‘Te	Arawa’	(Parlophone,	AR102).	The	differences	in	the	recordings	

are	clear	–	the	earlier,	acoustic	recordings	are	quieter,	with	little	accompaniment	

other	than	the	chorus,	and	pianist	Te	Mauri	Meihana,	while	the	1929	recordings	

are	clearer,	with	a	more	formal	performance	style,	and	accompaniment	of	piano,	

violin	and	cello.	The	duo	recorded	18	tracks	in	these	sessions,	and	the	78rpm	

discs	sold	in	their	thousands	(Simpson,	1993,	p.	3),	and	were,	as	noted	by	

Waretini,	“very	popular	everywhere	in	those	days”	(cited	in	Dennis,	1995,	p.	15).	

The	1929	recordings	stayed	in	Parlophone’s	catalogue,	appearing	as	late	as	1956	

([Author	Unknown],	1956).	While	the	1927	and	1929	recordings	of	Hato	and	

Waretini	still	exist,	over	the	last	90	years	it	can	be	argued	they	have	become	

interchangeable.	Recording	techniques	changed	rapidly	in	the	20th	Century,	and	

to	ears	that	are	accustomed	with	digital	recording	techniques,	early	78rpm	discs	

sound	similarly	‘scratchy’	and	quaint,	and	to	many	it	will	be	difficult	to	

differentiate	between	two	recordings	of	the	same	song	by	the	same	artist	

recorded	two	years	apart,	even	if	they	were	recorded	using	different	techniques.	

However,	this	is	supposition	–	nothing	is	written	about	Hato	and	Waretini’s	

experience	re-recording	their	earlier	songs	in	an	electric	studio	in	Australia,	and	

there	is	little	evidence	to	support	arguments,	or	provide	reasons	for	second	

recordings	of	songs.	As	the	1929	re-recordings	were	still	listed	in	the	

HMV/Parlophone/Regal	Zonophone/Columbia	Records	catalogue	in	1956,	this	
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suggests	the	re-recorded	version	of	songs	recorded	by	Hato	and	Waretini	

superseded	the	original	1927	versions.		

	

In	1995,	the	reissue	Ana	Hato	with	Deane	Waretini	–	The	Legendary	Recordings	

1927-49	(Kiwi	Records)	gathered	together	a	selection	of	Hato	and	Waretini’s	

commerically	released	recordings,	along	with	unreleased	recordings	from	radio	

broadcast	sessions	in	the	1940s	that	Hato	undertook.74	These	sessions	included	

later	versions	of	the	songs	she	recorded	with	Waretini	in	1929	(notably	‘Po	

Atarau’,	‘Hokihoki’,	and	‘Akoako	o	te	Rangi’),	with	her	vocals	accompanied	by	her	

own	ukulele	playing.	Hato’s	voice,	while	over	a	decade	older,	was	mostly	

unchanged,	and	the	broadcast	versions	reveal	the	songs	to	be	of	a	similar	style.	

The	main	contrast	between	the	recordings	is	that	the	later	performances	are	solo	

recordings	(rather	than	a	duet	with	Waretini),	and	are	arranged	for	ukulele,	not	

piano.	The	continuing	interest	in	the	history	of	New	Zealand’s	recorded	music	–	

and	Ana	Hato	and	Deane	Waretini’s	parts	within	that	history	–	ensure	that	the	

recordings	remain	relevant,	and	not	filed	away	as	early	obscurities.	

	

While	Ana	Hato	and	Deane	Waretini	were	seemingly	the	first	local	artists	to	re-

record	the	songs	they	were	well	known	for,	they	were	not	the	last.	Their	1929	re-

recordings	in	Australia	could	be	considered	a	way	to	market,	or	introduce,	their	

performances	to	a	specific	international	market,	and	other	New	Zealand	artists	

have	also	re-recorded	their	music	to	appeal	to	an	international	market.	One	

artist	to	do	this	was	vocalist	and	songwriter	Ray	Columbus.	In	the	mid-1960s,	

Columbus,	with	his	band	The	Invaders,	were	one	of	New	Zealand’s	most	

prominent	and	popular	musical	acts,	styling	themselves	after	the	Beatles	and	

The	Rolling	Stones,	and	developing	a	British	mod-style	(Mitchell,	1997,	p.	89).	

Their	cover	version	of	the	obscure	British	song,	‘She’s	a	Mod’	(Zodiac,	1964)	by	

Terry	Beale,	was	a	number	one	hit	in	Australasia	later	that	year,	and	was	the	first	

song	Columbus	re-recorded	for	his	solo	album,	The	Ray	Columbus	Album	(Impact,	

1966).	This	new	version	featured	a	different	arrangement	for	brass	

accompaniment,	slightly	different	vocal	phrasing,	and	backing	vocals	from	The	

 
74	Ana	Hato	with	Deane	Waretini	–	The	Legendary	Recordings	1927-49	also	includes	the	final	two	
recordings	of	Hato	and	Waretini	in	1950,	singing	songs	by	E.H.R	Cross.	
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Chicks	(another	well-known	New	Zealand	vocal	act	in	the	mid-1960s),	producing	

a	fuller	sound	for	this	new	version.	After	moving	to	the	US	later	in	1966,	and	

settling	in	California,	Columbus	recorded	a	third	version	of	‘She’s	a	Mod’	(Colstar,	

1967)	with	his	new	band	Art	Collection	for	the	US	market.	While	similar	in	

arrangement	to	Columbus’	original	1964	version	with	The	Invaders	(although	

with	a	different	ending),	this	version	has	an	US	garage	rock	sound,	and	is	less	

polished	than	the	first	two	versions.	Columbus’	association	with	‘She’s	a	Mod’	did	

not	end	there	–	the	song	was	covered	and	re-versioned	as	a	rap	song	in	1989	by	

New	Zealand	duo	Double	J	and	Twice	the	T,	with	Columbus	audibly	present	in	

the	chorus,	and	visually	present	in	the	video	as	a	reminder	of	the	original	Ray	

Columbus	and	the	Invaders	version.75	While	the	three	recordings	of	‘She’s	a	Mod’	

have	been	compiled	on	a	reissue	of	Columbus’	material,	the	original	recording	

with	The	Invaders	is	still	the	version	that	Columbus	is	associated	with	–	the	

other	two	versions	have	been	forgotten,	or	considered	obscurities	in	his	back	

catalogue.		

	

Split Enz 

Split	Enz,	one	of	New	Zealand’s	most	well-known	art-rock76	and	new-wave	

bands,	also	re-recorded	four	songs	from	their	debut	album,	Mental	Notes	(White	

Cloud,	1975),77	as	well	as	earlier	songs	‘One	Two	Nine,’	(EMI,	1973)	and	‘Lovey	

Dovey’	(Festival,	1979),78	for	their	second	album,	Second	Thoughts	(Mushroom,	

1976).79	The	band	had	already	re-recorded	one	earlier	track,	‘Spellbound’	(White	

Cloud,	1974),	in	Sydney	for	the	Mental	Notes	album,	and	that	re-recording	

 
75	Columbus	also	re-recorded	another	song	with	The	Invaders,	‘Till	We	Kissed’	(Zodiac,	1965)	–	
the	first	song	to	win	the	Loxene	Golden	Disc	award	–	in	1986	on	Pagan	Records,	and	also	featured	
on	a	cover	of	the	song	by	reggae	band	Herbs	in	1993,	again	providing	an	aural	cue	to	the	original	
version.	A	further	stylistically	faithful	cover	of	‘She’s	a	Mod’	was	recorded	by	The	Mint	Chicks	in	
2009.	
76	Art	rock	has	been	described	as	avant-garde	rock	music	which	challenges	the	listener.	Art-rock	
is	often	experimental,	and	the	term	used	synonymously	with	both	progressive	rock	and	classical	
rock.	Characteristics	of	art	rock	include	complex	rhythms,	imaginative	lyrical	themes,	and	often	
extended	song	structures	(Wallenfeldt,	n.d.).	
77	The	songs	re-recorded	from	Mental	Notes	were	‘Walking	Down	a	Road’,	‘Titus’,	‘Time	for	a	
Change’,	and	‘Stranger	Than	Fiction’.	
78	‘Lovey	Dovey’	was	originally	recorded	in	1973,	but	only	released	in	1979	on	the	Beginning	of	
the	Enz	(Festival,	1979)	album.	
79	Second	Thoughts	was	re-named	Mental	Notes	for	the	album’s	UK	release	–	the	album	was	the	
first	Split	Enz	album	in	that	country.	In	Australasia,	the	album	was	the	band’s	second	long	player,	
so	was	given	the	alternative	title.	
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showed	major	differences	to	the	original	version,80	with	the	phrasing,	delivery	

and	structure	altered,	and	the	vocalist	changed.	Where	the	original	version	of	

‘Spellbound’	has	a	pop-folk	song	structure,	with	vocals	by	vocalist/songwriter	

Tim	Finn,	and	an	opening	‘Māori’	guitar	strum	that	carries	the	song	through,	81	

the	re-recorded	version	keeps	the	opening	guitar	strum,	percussion,	rhythms	

and	sound	effects,	but	swaps	Finn’s	lilting,	sung	lyrics	for	an	intense,	spoken-

word	version	by	songwriter,	vocalist,	and	guitarist	Phil	Judd.	The	rhythm	slows	

in	the	first	verse,	as	Judd	speaks	the	lyrics,	but	the	pace	quickens	again	when	

Judd	starts	to	sing	the	lyrics	in	the	second	verse.	The	vocal	tone	is	also	altered.	

Where	Finn’s	delivery	and	tone	is	light,	with	singing	in	a	higher	register,	Judd’s	

has	a	dramatic	intensity	and	is	sung	at	a	lower	pitch.	Split	Enz’s	original	bassist	

Mike	Chunn	preferred	the	first	version,	explaining		

I	think	Tim's	vocals	are	extraordinary…	I	think	Juddsy	brought	too	much	

melodrama	to	the	track	in	the	Sydney	session.		As	well,	the	up-tempo	drum	

track	 by	my	 brother	Geoffrey	 really	 fits	 [the	 original]	 song…	going	 half-

speed	in	Sydney	brought	the	song	down	too	low	(Mills,	2020c)	

	

The	idea	to	re-record	material	for	Second	Thoughts,	as	Chunn	noted	in	his	

biography	of	Split	Enz,	Stranger	than	Fiction	(GP	Publications,	1992),	came	from	

producer	Phil	Manzanera	(guitarist	in	art-rock	band	Roxy	Music),	and	was	“to	

satisfy	the	demand	in	the	UK”	(p.	106).	However,	this	did	not	produce	

satisfactory	results,	and	Chunn	notes	“all	the	original	sessions	produced	better	

recordings	than	the	repeat	versions”	(Mills,	2020c).	It	is	interesting	to	note	that	

at	the	time,	the	band	were	happier	with	the	re-recorded	tracks,	telling	Critic	that	

they	were	“displeased”	with	Mental	Notes	(Kay,	1977,	p.	23).	Chunn	(known	as	

Jonathan	Chunn	at	the	time)	called	the	album	“too	trebly,”	and	noted	the	band	

regarded	Second	Thoughts	as	“a	good	introduction	to	the	band,	as	it	encompasses	

 
80	The	original	version	of	‘Spellbound’	can	be	found	on	the	Beginning	of	the	Enz,	and	the	
compilation	Nature’s	Best	3	(Epic,	2004).	
81	The	Māori	guitar	strum	is	a	percussive,	full	strumming	style,	with	an	accent	on	the	downbeat,	
and	a	damped	offbeat.	An	important	element	of	kapa	haka	Māori	Concert	Parties,	the	strum	is	
notably	used	on	New	Zealand	popular	songs	‘April	Sun	in	Cuba’	by	Dragon	(Portrait,	1976),	and	
‘Don’t	Dream	it’s	Over’	by	Crowded	House	(Capitol,	1987).	The	most	well	known	use	of	the	strum	
is	on	the	song	‘Ten	Guitars’	by	vocalist	Englebert	Humperdinck	(Decca,	1967). 
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them	as	they	see	themselves	at	present”	and	noted	the	sound	was	“thicker,”	and	

the	new	arrangements	“improved”	(Kay,	1977,	p.	23).		

	

The	re-recordings	on	Second	Thoughts	were	similar	to	the	original	versions	in	

terms	of	structure	and	performance	style,	although	for	some	tracks,	like	‘One	

Two	Nine’	(retitled	‘Matinee	Idyll’	on	Second	Thoughts),	there	were	new	

arrangements	written	for	brass	and	strings.	In	addition,	Judd	was	by	then	the	

only	guitarist	on	the	second	version,	so	the	guitar	parts	were	also	rearranged	

(Mills,	2020c).	Finn’s	vocal	is	less	theatrical	on	the	second	version,	and	the	band	

interjections	prevalent	on	the	first	version	are	reduced,	or	mixed	further	into	the	

background	of	the	song.	Chunn	cites	‘One	Two	Nine’	as	a	good	example	of	why	a	

re-recording	does	not	work,	as	“there	is	an	energy	in	the	first	[version].	A	sense	

of	sailing	close	to	the	wind	which	great	recordings	have.	‘Matinee	Idyll’	is	careful,	

overthought	(overwrought?!)	and	lacking	in	passionate	execution”	(Mills,	

2020c).	The	versions	of	the	songs	on	Second	Thoughts	clearly	differ	from	the	

original	recordings	in	terms	of	production	and	performance	–	the	sound	is	

crisper,	and	the	performances	are	more	restrained,	a	likely	outcome	of	recording	

the	songs	for	a	wider	market	that	demanded	a	more	professional	sound.	Chunn	

acknowledges	that	the	session	started	with	enthusiasm	and	excitement,	but	“it	

became	clear	to…	the	band,	that	re-recording	songs	previously	recorded	wasn't	

easy.”	Ultimately,	he	considers	re-recordings	to	be	inferior	to	the	original	

versions		

I	think	all	the	original	sessions	produced	better	recordings	than	the	repeat	

versions…	 When	 you	 record	 a	 song	 –	 you	 'let	 go'	 a	 lot	 of	 emotional	

references	and	a	communal	spirit	that	the	song	had	evolved	in	the	build-up	

to	the	first	recording.	The	second	time	around	finds	a	band	struggling	to	

find	that	excitement	again,	and	I	don't	think	it's	anything	close	to	tangible.	

It's	down	in	the	subconscious	and	there	is	a	 lack-of-realisable-spirit	that	

finds	you	almost	'going	through'	the	motions.	It	is	in	fact,	for	me,	something	
that	you	don't	really	'know'	until	the	tracks	are	mixed	and	then	–	on	hearing	

–	the	weakness	is	there	to	be	heard	(Mills,	2020c)	
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Split	Enz	did	not	re-record	any	further	songs	in	their	career,	but	Judd’s	

replacement	in	the	band,82	Neil	Finn	(vocalist,	songwriter,	and	guitarist),	did	re-

record	his	late	period	Split	Enz	song,	‘I	Walk	Away’	(Mushroom,	1984)	for	the	

debut	album	of	his	next	band,	Crowded	House.	While	the	song	was	not	re-

recorded	to	appeal	to	a	wider	market	(Crowded	House	were	signed	to	US	label	

Capitol	from	the	outset),	it	was	re-worked	to	get	a	larger	audience	for	the	song,	

as	the	final	Split	Enz	album	that	featured	the	it,	See	Ya	Round	(Mushroom,	1984),	

was	not	released	outside	Australasia.	When	re-recording	the	song	for	Crowded	

House	(Capitol,	1987)	Neil	Finn	changed	the	arrangement	for	the	song,	stripping	

the	song	back	to	guitar,	bass,	and	drums,	and	removing	the	synthesizers,	and	

percussion.	Finn	also	changed	the	lyrics	for	the	Crowded	House	version	of	the	

song,	re-writing	the	verses	to	further	reflect	the	song’s	theme.83		

	

Tim	Finn	also	re-recorded	songs	from	his	discography	for	his	career	compilation	

North,	South,	East,	West:	Anthology	(Capitol,	2009).	These	reworked	songs	

included	material	from	Split	Enz,	Crowded	House	and	Finn’s	solo	career,	and	re-

framed	songs	originally	sung	alone	as	duets,	or	stripped	back	versions.	Among	

the	re-workings,	the	re-recording	of	‘It’s	Only	Natural’	(Capitol,	1991)	by	

Crowded	House	stands	out,	recreating	the	guitar-based	song	as	a	piano-based	

song,	and	updating	the	vocals	of	Tim	and	Neil	Finn	(who	both	sung	on	the	

original	track)	two	decades	later.	Tim	Finn	recalled	the	new	version	came	about	

during	a	show	with	Neil	Finn,	where	an	out-of-tune	guitar	during	the	live	

performance	of	‘Weather	with	You’	led	to	the	use	of	piano	instead.	Finn	

especially	liked	how	the	guitar	line	sounded	like	a	“cascading-waterfall	effect	on	

piano,	and	thought	it	would	be	good	to	record	a	version	of	the	song	with	that	

instrumentation,	saying	(in	contrast	to	former	bandmate	Chunn’s	opinions	about	

re-recordings)	“I	think	it’s	great	to	give	the	fans	a	different	version”	(McCabe,	

2009,	para.	three).	

	

	

 
82	Phil	Judd	initially	left	Split	Enz	in	1976,	but	rejoined	the	following	year.	He	left	the	band	
permanently	in	1978.	
83	It	has	been	suggested	the	lyrics	to	‘I	Walk	Away’	reflect	Neil	Finn’s	emotions	about	the	
disbanding	of	Split	Enz. 
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Re-recordings for artistic appeal 

While	Split	Enz	re-recorded	their	songs	for	international	market	appeal,	other	

local	artists	have	done	so	for	artistic	reasons,	including	re-working	the	songs	in	

an	acoustic,	or	orchestral	context.	Commercially	successful	artists	like	pop-rock	

band	Dragon,	and	new	wave	band	Mi-Sex	have	revisited	their	most	well-known	

songs	in	new	recordings	with	new	band	line-ups.	In	the	example	of	Dragon,	the	

line-up	including	original	vocalist	Marc	Hunter	released	an	album	of	acoustic	re-

recordings,	Incarnations	(EMI,	1995).84	Two	years	later,	Hunter	passed	away,	

and	Dragon	disbanded.	In	2006	Todd	Hunter	reformed	Dragon	with	musicians	

Pete	Drummond,	Bruce	Reid,	and	Mark	Williams	as	the	band’s	new	vocalist.	This	

configuration	released	a	second	newly-recorded	acoustic	Greatest	Hits,	Sunshine	

to	Rain	(Liberation	Blue	Acoustic,	2006).	The	press	release	notes	Hunter	

considered	the	essence	of	the	song	the	starting	point,	and	that	the	release	looked	

at	new	approaches	to	the	songs,	and	“was	about	doing	the	songs	in	a	unified	way,	

without	all	the	pomp	and	weird	production	and	quirks	of	the	former	decades”	

(“Dragon:	Sunshine	to	rain,”	2006,	para.	10).	The	re-recording	of	Dragon’s	hits	in	

a	new	arrangement	with	a	new	band	line-up	also	establishes	the	new	vocalist	in	

the	role.	Mi-Sex	also	re-recorded	an	EP	of	their	earlier	hits,	Extended	Play	

(Golden	Robot	Records,	2015)	with	their	new	vocalist,	Steve	Balbi.	The	three	re-

recordings	on	the	EP	included	songs	the	band	are	known	for	–	‘Computer	

Games’,	‘People’,	and	‘Falling	in	and	Out’.	Original	keyboard	player	Murray	Burns	

told	13th	Floor	that	the	process	of	re-recording	them	nearly	25	years	after	the	

original	recordings	was	“strange…	we	just	went	and	played	them	like	we	do	live	

on	stage…	had	a	little	play	around	with	them	afterwards”	(Duda,	2015,	para.	15).	

As	with	the	re-formed	Dragon,	Mi-Sex	continued	to	tour	into	2019.85			

	

A	recent	acoustic	re-recording	of	note	is	Olympic	Girls	Solo	(Ursa	Minor,	2019)	by	

Tiny	Ruins,	a	stripped	back	re-working	of	Olympic	Girls	(Ursa	Minor,	2019),	

featuring	only	songwriter,	vocalist	and	guitarist	Hollie	Fullbrook.	Fullbrook	was	

 
84	The	line-up	included	original	members	Marc	Hunter,	Todd	Hunter,	and	Robert	Taylor,	with	
new	member	Alan	Mansfield.	Session	instrumentalists	include	Keith	Urban,	Sharon	O’Neill,	and	
Renee	Geyer.	
85	It	is	uncertain	if	Mi-Sex	will	continue		to	tour	and	perform	live	post	Covid-19	pandemic,	as	
bassist	Don	Martin	died	in	2020.  
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happy	with	the	full	band	arrangements	and	performances	of	her	songs	on	

Olympic	Girls,	but	wanted	“a	snapshot	of	the	songs	at	the	end	of	it,	with	all	that	

learning,	reflecting	on	where	they'd	begun,	and	where	they'd	ended	up”	(Tiny	

Ruins,	2019).	Fullbrook	also	spoke	of	personal	change	and	loss	during	the	

recording	of	Olympic	Girls,	and	how	she	was	not	the	same	person	by	the	end	of	

the	recording,	and	re-recording	the	songs	for	Olympic	Girls	Solo	was	“a	way	of	

capturing	a	moment	when	I	felt	vulnerable,	and	that	was	important”	(Mathieson,	

2019,	para.	nine).		

	

The Chills 

Artistic	reasoning	is	the	main	purpose	for	Dunedin	alternative	rock	band	The	

Chills	re-recording	their	music.	The	Chills	have	been	performing	locally	and	

internationally	for	40	years,	with	numerous	line-ups,	although	always	with	

founding	songwriter,	vocalist	and	multi-instrumentalist	Martin	Phillipps.	

Phillipps	has	revisited	his	music	and	back	catalogue	in	live	performances,	

changing	arrangements	and	instrumentation,	and	has	undertaken	a	few	re-

recordings	of	The	Chills’	back	catalogue.	Although	two	updated	versions	of	early	

tracks	‘Night	of	Chill	Blue’	(Fire,	2016)	(originally	from	1987),	and	‘Walk	on	the	

Beach’	(Fire,	2016)	(originally	from	1996)	were	released	in	2016	as	B-sides	to	

their	single	‘Pyramid’/’When	the	Poor	Can	Reach	the	Moon’	(Fire,	2016),	

Phillipps	does	not	consider	these	re-recordings	in	a	hypertextual	sense,	instead	

“part	of	a	whole	let’s	play	our	set	live	in	the	studio	and	video	that	we	did	in	

Thailand…	it’s	not	actually	an	attempt	at	re-recording	the	tracks	themselves.”	

Phillipps	wanted	to	capture	the	songs	as	they	had	developed	from	their	original	

versions,	notably	the	inclusion	of	violin,	which	“has	actually	become	an	

important	part	of	it”	(Mills,	2020b).	Phillipps	has	long	believed	there	is	no	one	

version	of	a	song,	and	remembers	a	discussion	with	vocalist,	songwriter	and	

musician	Chris	Knox	on	the	topic,	recalling		

One	of	the	first	arguments	I	won	with	Chris	Knox	was	‘No,	there	are	not’.	I	

remember	the	very	party	and	the	very	moment…	I	must	have	talking	about	

certain	early	songs	that	I’d	like	to	record,	and	he	said	‘Let	them	go’.	I	said	

‘Look,	do	you	really	believe	there’s	just	the	one	version	to	a	song?’	and	it	
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took	him	about	two	seconds	to…	think,	and	say	‘No,	no	you	are	right’	(Mills,	

2020b)	

	

The	three	songs	that	Phillipps	has	‘officially’	re-recorded	with	The	Chills	–	‘Water	

Wolves’	(Slash,	1991),	‘Pink	Frost	13’	(Fire,	2013),	and	‘Molten	Gold’	(Fire,	2013)	

were	not	similar	exercises,	but	ways	for	Phillipps	to	revisit	the	songs	with	a	new	

artistic	vision.	The	first	song	re-recorded	was	‘Water	Wolves’,	originally	written	

as	part	of	the	Submarine	Bells	(Flying	Nun,	1990)	sessions,	and	released	as	the	B-

side	to	‘Part	Past,	Part	Fiction’	(Flying	Nun,	1990).	Although	the	finished	version	

is	piano-based,	Phillipps	wrote	the	original	version	of	‘Water	Wolves’	on	guitar,	

and	says	the	first	recording	was	“more-or-less	me,	and	then	band	enhanced”	

(Mills,	2020b).	The	song	became	an	obscurity	as	a	B-side,	but	Phillipps	continued	

to	think	about	it,	and	the	following	year,	during	the	sessions	for	Soft	Bomb	

(Flying	Nun,	1991),	he	decided	to	revisit	the	song,	and	got	it	arranged	by	

musician	Van	Dyke	Parks.86	The	arrangement	process	was	new	to	Phillipps,	as	

Parks	was	using	an	early	computer	software	arranging	program	that	could	only	

play	eight	tracks	at	a	time.	Phillipps	heard	the	arrangement	for	the	first	time	

when	it	was	being	recorded	at	Burbank	Studios	in	Los	Angeles,	and	he	

remembers	the	experience		

I	 could	 not	 make	 head	 or	 tail	 of	 it,	 I	 couldn’t	 work	 out	 when	 I	 started	

singing…	 one	 of	 the	 strangest	 things	 I’ve	 ever	 had	 to	 do	was	when	 the	

recording	got	sent	through	to	the	studio	we	were	working	at	in	Burbank,	

Master	Control	Studios,	I	had	to	ring	up	Van	Dyke	with…	I’d	recorded	his	

arrangements	that	we’d	got	on	Dictaphone,	and	I	was	singing	to	it	down	the	

line	[Phillipps	remembers	the	conversation]	‘So,	Van	Dyke,	is	this	when	I	

start	singing?’	 ‘No,	no,	no,	Martin,	wait	another	two	bars’…	‘so	now?	Yes,	

that’s	it!	 it’s	one	of	the	[strangest]	moments	I’ve	ever	had,	because	there	

were	 like	 little	plucks	of	violins	 that	were	meant	 to	 indicate	where	bars	

change,	but	it	was	very	difficult	(Mills,	2020b)	

	

 
86	Songwriter,	vocalist	and	musician	Van	Dyke	Parks	is	best	known	for	his	collaboration	with	
Brian	Wilson	of	the	US	band	the	Beach	Boys	on	the	song	‘Good	Vibrations’	(Capitol,	1966),	and	
the	album	Smile	(Unreleased,	1967).	
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Parks’	new	arrangement	was	not	exactly	what	Phillipps	wanted	either,	and	he	

now	considers		

Once	I	heard	it,	I	was	like	‘Oh	God,	ok,	If	I’d	been	able	to	talk	with	him	about	

the	arrangement,	we	would	have	definitely	been	able	to	put	that	low	E	back	

in	 that	 he’s	 taken	out,’	 things	 like	 that,	 real	 simple	 structural	 things	 –	 a	

couple	of	shifts,	so	that	will	always	kind	of	bug	me	(Mills,	2020b)	

	

Regardless,	he	considers	the	Van	Dyke	Parks	version	of	‘Water	Wolves’	

“beautiful,”	but	thinks	both	versions		

Miss	the	mark…	there’s	things	on	both	that,	they’re	such	different	versions	

that	 I’d	 love	 to	 combine	 them.	My	own	version,	 that	 earlier	one	has	got	

much	more	quirkiness,	the	fact	you	are	floating	in	the	water,	about	to	be	

eaten	by	sharks	comes	across	a	bit	more	clearly	in	that,	even	though	it’s	a	

metaphor	for	unlikely	danger	(Mills,	2020b).	

	

The	second	re-recording	by	The	Chills,	‘Pink	Frost	13’,	was	a	re-versioning	of	one	

of	their	most	popular	early	songs,	‘Pink	Frost’	(Flying	Nun,	1984).87	Although	

Phillipps	did	not	want	to	be	“remembered	most	for	something	I	had	written	back	

in	1982”	(Colbert,	1990),	he	calls	the	song	“a	joy	to	be	part	of”	(Mills,	2020b).	As	

one	of	the	band’s	central	songs,	‘Pink	Frost’	has	been	included	frequently	in	their	

setlists,	and	had	changed	and	evolved	as	different	band	line-ups	approached	it	in	

“subtly	different	ways”	(Fire	Records,	2013).	In	2012	Phillipps	had	been	

jamming	with	a	Krautrock	riff,	and	he	“just	felt	the	vibe	was	right	for	it	to	turn	

into	‘Pink	Frost’…	I	thought	‘that	will	be	something	to	make	it	interesting	for	us	

again,	and	to	surprise	the	audience’”	(Mills,	2020b).	After	developing	the	song	

live	over	a	few	months,	‘Pink	Frost’	evolved	into	something	distinct,	and	the	band	

had	the	opportunity	to	re-record	the	song.	Phillipps	considered	this	worthwhile,	

to	show	that	the	song	could	be	different.	“Warts	and	all…	‘Pink	Frost	13’,	[it]	was	

well	worth	capturing	the	new	structure	and	new	approach,	not	as	a	replacement	

 
87	In	2001,	‘Pink	Frost’	was	voted	no.	14	on	the	APRA	(Australasian	Performing	Rights	
Association)	top	100	New	Zealand	songs	of	all	time,	reflected	by	its	inclusion	on	the	Natures’	Best	
(Sony,	2000)	compilation.		
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-	that’s	the	crucial	thing	-	but	as	an	alternative,	and	the	fact	the	song	could	be	

many	things.”	Phillipps	is	aware	that	the	song,	and	the	original	recording,	are	

important	to	his	fanbase,	and	has	said	to	audiences	about	‘Pink	Frost	13’		

If	you	don’t	like	it,	don’t	listen	to	it!	This	is	not	meant	to	be	replacing	it,	this	

is	 just	 my	 right	 as	 a	 songwriter	 to	 re-record	 my	 material	 any	 way	 in	

anytime	I	want…	The	Chills	are	very	lucky	that	although	our	audience	is	

small,	 it’s	a	very	thoughtful	and	open	kind	of	cult	audience.	So,	 they’ll	at	

least	give	you	the	benefit	of	the	doubt	if	you	do	something	like	re-record	a	

song	deliberately	differently	(Mills,	2020b)	

	

In	terms	of	Phillipps’	preferred	version	of	‘Pink	Frost’,	there	is	no	argument	–	the	

first	version	is	definitive	as	it	“caught	a	sound	that	had	really	not	been	heard…	

once	we	got	into	the	recording	studio,	especially	when	we	went	back	to	tidy	up	

two	years	later	in	1984,	what	we	thought	was	a	sort	of	a	not-quite-there	version,	

all	of	a	sudden	it	just	came	to	life…	we	caught	something	special”	(Mills,	2020b).	

	

According	to	Phillipps,	The	Chills	have	not	performed	the	‘Pink	Frost	13’	version	

of	the	song	live	in	three	or	four	years,	but	he	often	plays	the	song	live	in	a	

completely	different	way	when	he	performs	it	solo	–	just	his	vocals	and	an	

acoustic	guitar.	Phillipps	sees	that	that	an	acoustic	reading	brings	out	a	different	

side	to	the	song,	as	“you	realise	you’ve	got	a	good	song	when	it	can	be	stripped	

down	to	its	barest	bones	and	not	only	still	works,	but	reveals	itself	or	something	

even	more	intimate,	or	more	emotional”	(Mills,	2020b).	

	

The	third	Chills	track,	‘Molten	Gold’,	was	re-recorded	with	the	same	band	line-up	

as	the	original	version,	but	was	re-recorded	out	of	a	desire	to	capture	an	

intangible	essence	that	was	not	captured	on	the	first	recording.	‘Molten	Gold’,	

according	to	Phillipps,	was	one	of	a	newly	written	group	of	Chills	songs	circa	

2012,	and	recorded	quickly	soon	after	it	was	written,	with	the	arrangement	

centred	around	a	violin	and	guitar	melodic	riff.	The	song	began	to	develop	

further	during	live	performances	and	evolved	into	what	Phillipps	considers	

“something	much,	much	better”	(Mills,	2020b).	He	thought	the	song	was	ready	to	

be	recorded	properly	by	the	time	the	band	was	recording	their	album	Silver	
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Bullets	(Fire,	2016),	but	admits	the	impetus	for	the	song	was	decreasing,	as	“that	

was	touch	and	go…	you	know,	when	we	actually	did	do	it	in	the	studio,	it	was	like	

‘oh,	only	just	managed	to	grab	some	excitement	out	of	that!’”	(Mills,	2020b).	

	

‘Molten	Gold’	was	an	important	song	to	Phillipps,	and	“tied	in	with	quite	a	life	

changing	spiritual	moment,”	which	was	one	reason	why	he	felt	frustration	at	not	

capturing	the	song	and	“getting	it	right	the	first	time”	(Mills,	2020b).	Phillipps	

points	to	personal	and	health	reasons	for	unclear	decision	making	during	the	

recording	process,	and	is	aware	that	after	that	recording	session	“I	started	

gathering	my	wits	again	about	what	actually	can	be	done	in	the	studio.”	As	the	

song	still	felt	like	a	new	track	revisiting	it	for	the	following	album	was	the	next	

step,	adding	it	as	an	up-tempo	song.	Phillipps	thinks	that	overall		

we	got	pretty	close…	but	it	is	interesting	that	it	fell	away	from	our	live	set	

not	long	after	that…	after	that	tour	was	over,	we’ve	hardly	ever	played	it…	

[songs]	become	part	of	history,	and	if	they	haven’t	really	clicked	with	an	

audience…	then	we’re	probably	not	going	to	do	it	(Mills,	2020b)	

	

If	comparing	the	two	versions	of	‘Molten	Gold’,	Phillipps	believes	the	second	

version	on	Silver	Bullets	comes	closest	to	what	he	was	attempting	to	achieve	with	

the	song,	and	thinks	it	was	worth	re-recording	the	song,	but	admits	“it	was	

meant	to	be	a	powerful,	spiritual	song,	or	break	into	that…	neither	of	them	really	

got	the	exuberant	joy	that	should	have	come	through”	(Mills,	2020b)	

	

An	additional	song	in	The	Chills	discography,	‘Oncoming	Day’	(Flying	Nun,	1990)	

is	in	scope	as	a	re-recording,	although	the	earlier	version	from	1987	was	

released	later	on	the	2018	reissue	of	Kaleidoscope	World	(Flying	Nun).	

‘Oncoming	Day’	was	recorded	“seven	times	in	six	years…	and	could	be	a	mini	

album	in	itself”	(Colbert,	1990,	p.	59),88	but	the	official	recorded	version	only	

appeared	on	The	Chills’	1990	album	Submarine	Bells	(Flying	Nun).	The	earlier	

 
88	According	to	Colbert	(1990),	the	six	versions	were:	a	live	performance	on	the	television	show	
Shazam;	a	live	performance	for	the	Radio	With	Pictures	documentary;	a	recording	for	the	flexidisc	
for	the	UK	fanzine	Bucketful	of	Brains;	the	intended	b-side	to	‘I	love	my	Leather	Jacket’	(Flying	
Nun,	1987);	an	out-take	for	the	Brave	Words	(Flying	Nun,	1987)	album;	and	the	demo	for	
Submarine	Bells.		
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version	from	the	Kaleidoscope	World	reissue,	and	originally	recorded	for	the	

Bucketful	of	Brains	‘zine	(1987)	is	slightly	faster,	with	more	of	the	punk	spirit	

present	than	the	1990	Submarine	Bells	version,	which	has	polished	production	

and	performances.	In	an	interview	with	Side	On	magazine,	Phillipps	spoke	more	

about	the	song,	noting	that	the	version	on	Submarine	Bells	was	(in	contrast	to	

Colbert’s	estimate)	“attempt	number	five”	and	that		

Of	 the	 five	 versions	 we’ve	 done,	 it’s	 the	 best	 in	 terms	 of	 showing	 the	

strength	of	the	song	without	it	becoming	a	punk	song,	which	is	the	main	

problem	with	the	one	that	came	out	in	the	Bucketful	of	Brains	 fanzine.	It	

was	a	good	version,	but	too	punky,	which	isn’t	the	essence	of	the	song.	It’s	

more	a	fast	folk	song	in	a	way”	(Robertson,	1990,	p.	12)	

	

While	similar	in	approach,	the	version	of	‘Oncoming	Day’	on	Submarine	Bells	is	

still	the	most	well-known,	although	the	inclusion	of	the	1987	version	of	the	song	

on	the	Kaleidoscope	World	reissue	provides	an	alternative,	comparative	

recording,	and	illustrates	how	the	later	version	developed	from	the	earlier	

recordings.	

	

Phillipps	agrees	with	Chunn	that	re-recorded	versions	fail	to	capture	an	essence	

or	excitement	present	in	an	original	recording,	something	he	feels	deeply	about.	

“It	sounds	easy	enough	–	you	get	the	same	equipment,	you	get	the	same	people	

together,	and	you	record	it,	and	it	might	even	be	better!	It’s	like	no,	there’s	magic	

in	recording”	(Mills,	2020b).	Phillipps	also	thinks	it’s	unfair	to	fans	of	the	band,	

and	the	music,	as		

You’re	not	aware	of	the	moments	they	had	experiencing	with	the	music	the	

first	time,	and	it’s	very	personal.	And,	they’re	hearing	every	little	nuance	

that	you’ve	long	since	forgotten,	or	thought	was	a	mistake.	To	try	and	say	

‘we’re	going	 to	dump	 those	old	 recordings	and	here’s	 the	new	ones,	we	

want	you	to	be	loyal	to	these	new	ones	now’…	No,	it	doesn’t	work	like	that.	

It’s	 like	a	bad	remake	of	a	movie,	there’s	hardly	any	way	you’re	going	to	

better	what	you	did	in	the	past	(Mills,	2020b)	
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While	well	aware	of	the	issues	around	re-recordings,	Phillipps	is	interested	in	

further	re-recording	other	Chills	songs	he	was	never	fully	happy	with.	“There’s	a	

list	in	my	head	of	about	five	or	six	songs	that	I	would	still	like	to	re-record…	

things	like	‘Party	in	my	Heart’,	and	‘Double	Summer,’	just	became	B-grade	

material…	it	happened	they	just	kind	of	missed	the	mark”	(Mills,	2020b).	He	is	

confident	the	current	line-up	of	The	Chills	could	learn	“a	list	of	songs”	to	“create	

superior	versions	quite	quickly”	using	earlier	versions	as	demo	recordings,	and	

believes	that	once	the	band	had	completed	a	few	re-recordings,	it	would	prove	

“worthwhile…	or	we	wouldn’t	do	it”	(Mills,	2020b).		

	

The impact of live performance 

On	rare	occasions,	circumstances	outside	an	artist’s	control	can	contribute	to	re-

recording	an	album.	This	was	the	case	for	alternative-pop	band	Yumi	Zouma	and	

their	third	album,	Truth	or	Consequences	(POD/Inertia,	2020),	which	was	re-

recorded	and	released	seven	months	after	the	original	album’s	release.	The	

initial	version	of	Truth	or	Consequences	was	released	in	March	2020,	a	day	after	

the	World	Health	Organisation	announced	Covid-19	a	global	pandemic.	The	band	

only	played	one	show	of	their	US	tour	to	promote	the	album	before	they	had	to	

cancel	the	tour	due	to	restrictions	placed	on	events	and	gatherings.	The	band	

members	then	went	their	separate	ways	(they	are	all	located	in	different	cities	

around	the	world).	Their	sole	show	occurred	the	day	before	the	album’s	release.	

In	the	press	release	for	Truth	or	Consequences	–	Alternate	Versions	(Polyvinyl,	

2020)	the	band	explained	the	importance	of	live	performance	on	the	

development	of	an	album	or	songs	

Touring	is	often	the	final	piece	of	the	puzzle…	when	you	perfect	a	song	and	

imagine	how	a	crowd	will	 react…	when	you’re	out	on	stage,	 face-to-face	

with	an	audience,	this	is	when	you	start	to	truly	re-contextualise	and	re-

interpret	 the	 music,	 exploring	 the	 boundaries,	 focusing	 in	 on	 different	

parts	 of	 each	 song’s	musical	 fabric.	 A	 new	 vocal	 harmony	 there,	 a	 new	

bassline	there	–	perhaps	you	add	different	chord	voicings	on	guitar,	or	new	

drum	 fills	 that	 set	 a	 new-found	 intensity	 to	 a	 section	 (“Truth	 or	

Consequences,”	2020,	para.	two)	
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With	the	band	in	isolation	in	their	respective	cities,	they	began	to	think	about	

how	they	could	still	connect	to	the	music	on	Truth	or	Consequences.	In	isolation	

Yumi	Zouma	wrote	new	music,	but	used	it	to	“re-contextualise”	the	songs	on	the	

album	“safely,	amidst	the	tragedy	and	fear	going	on	in	the	world	outside	our	

windows…	the	Alternate	Versions	were	born…	ten	new	arrangements	that	

reflect	our	feelings	of	optimism,	helplessness,	and	a	desire	to	keep	exploring”	

(“Truth	or	Consequences,”	2020,	para.	four).	

	

The	changes	between	Truth	or	Consequences	and	Truth	or	Consequences	-	

Alternate	Versions	are	transformative:	instead	of	the	keyboard	and	synth	based	

alternative	pop	Yumi	Zouma	use	in	their	music,	the	band	incorporated	acoustic	

guitar,	different	rhythm	arrangements,	and,	in	places,	replaced	vocal	tracks.	

However,	in	the	majority	of	the	songs,	it	is	unclear	if	the	band	have	re-recorded	

the	vocal	tracks,	or	kept	them	from	the	original	recordings.	The	final	song	on	

both	versions	of	the	album,	‘Lie	Like	You	Want	Me	Back’	has	had	a	radical	re-

working,	moving	from	a	synth-based	pop	song	with	a	driving	chorus,	to	a	

soundscape	at	once	ambient,	but	also	more	layered	in	terms	of	instrumentation.	

The	alternate	version	concludes	with	a	spoken	word	sample	of	New	Zealand	

author	Janet	Frame	reciting	her	poem	Scarlet	Tanager,	Saratoga	Springs.89	Yumi	

Zouma	have	continued	with	re-recording	their	music,	and	have	chosen	to	

commemorate	the	reissue	of	an	early	EP	with	an	acoustic,	‘unplugged’	version	of	

their	song	‘In	Camera’	(Polyvinyl,	2021).	

	

While	the	lack	of	touring	was	a	catalyst	for	Yumi	Zouma’s	re-recordings,	touring	

can	be	a	reason	to	re-visit	songs	and	re-work	them	in	a	new	way.	Songwriters	

and	musicians	Shayne	Carter	and	Don	McGlashan	did	this	in	2016,	when	they	

toured	together	and	played	a	mixture	of	well-known,	and	lesser-known	tracks	

from	their	respective	back	catalogues.	They	curated	the	selections	from	each	

other’s	catalogue,	as	McGlashan	explained	to	one	live	audience	“We	went	

through	each	other’s	back	catalogues.	Shayne	searched	mine	for	the	dark	stuff…		

 
89	Scarlet	Tanager,	Saratoga	Springs	was	included	as	part	of	Frame’s	1979	novel	Living	in	the	
Maniototo	(Braziller,	1979).	It	is	unclear	if	the	poem’s	incorporation	has	any	significance	to	the	
song’s	lyrical	content.	
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and	I	searched	his	for	the	sweet	and	soothing	songs”	(Gunn,	2016,	para.	five).	

Taking	fully	arranged	songs	and	condensing	the	arrangement	to	two	guitars,	

with	occasional	drums,	synthesizer	and	loop	pedal,	Carter	and	McGlashan’s	live	

performance	stripped	the	songs	back	to	the	lyrics,	melodies	and	chord	

structures,	and	showed	how	their	songs	can	stand	apart	from	the	arranged,	

recorded	versions.	Initially	performing	only	two	shows	before	heading	out	on	a	

longer	tour,	Carter	and	McGlashan	went	into	the	studio	and	re-recorded	these	

reworked	versions	on	the	album	Live	in	the	Lab	([self-released],	2016),	selling	

the	CD	at	the	shows	only.	In	an	unpublished	section	of	an	interview	for	

Audioculture.co.nz,	Carter	was	pragmatic	about	why	the	songs	work	in	a	different	

context,	saying	“they’re	all	good	songs…	a	good	song	will	work	with	a	kazoo	and	

sound	nice”	(Mills,	2018b).	

	

A	sense	of	‘needs	must’	also	impacts	on	re-recordings,	as	Hope	Robertson	from	

alt-rock	band	Bad	Sav	explained.	Their	debut	album,	Bad	Sav	(Fishrider,	2018)	

included	three	songs	that	had	been	recorded	earlier	for	different	reasons	–	‘Buy	

Something	New’	was	initially	recorded	for	the	Fishrider	compilation	Temporary	

(2014),	while	‘Labradoodle’	was	an	early	single	from	the	band,	recorded	in	2014,	

and	released	on	their	Bandcamp	page.	‘Hens	Teeth’	was	originally	recorded	for	

Robertson’s	side	project,	Birdation,	and	again	released	on	Bandcamp,	but	in	a	

slower,	less	distinct	style.	When	speaking	to	New	Zealand	Musician	magazine	in	

2018,	Robertson	explained	the	inclusion	of	‘Hen’s	Teeth’	was	about	requiring	

more	material	–	“that	was	us	getting	to	the	end	of	our	recording	session,	and	

being,	‘Maybe	we	need	some	more	stuff…’	It	was	funny,	because	it	was	such	a	

slow	song…	the	only	way	to	make	it	any	different	was	to	make	it	fast”	(Mills,	

2018a).		A	sense	of	sonic	continuity,	and	again,	the	development	of	songs	when	

being	played	live	were	further	reasons	for	re-recording	the	two	earlier	tracks,	as	

“we	just	wanted	to	all	get	everything	done	in	one	session	so	it	had	continuity…	

sometimes	you	take	a	song	out	to	play	live	for	a	year	or	two,	and	it	can	change”	

(Mills,	2018a).	
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Language changes 

Language	changes	are	a	practical	reason	for	re-recordings,	as	artists	can	then	

market	songs	in	another	country	in	that	country’s	primary	language,	as	seen	

within	the	German,	Italian,	French,	and	Spanish	re-recordings	by	The	Beatles,	

David	Bowie,	Blondie,	and	Abba	(among	others).	Re-recording	English	music	in	

Te	Reo	Māori	for	commercial	or	marketing	purposes	is	not	usual	practice,	but	an	

album	of	re-recordings	of	some	of	New	Zealand’s	most	well-known	popular	

songs	of	the	last	25	years	–	Waiata/Anthems	(Universal,	2019)	–	was	extremely	

popular,	and	was	the	number	one	album	in	the	New	Zealand	Music	Charts	in	

September	2019	(“Official	top	40	albums	chart”,	2019).	Waiata/Anthems	was	

created	to	celebrate	both	Te	Wiki	o	Te	Reo	Māori	(Māori	Language	Week)	2019,	

and	to	commemorate	the	two	decades	since	vocalist	Hinewehi	Mohi	sang	the	

New	Zealand	national	anthem	in	Te	Reo	Māori	in	front	of	70,000	people	at	a	

Rugby	World	Cup	quarter	final	match	in	England	in	1991,	drawing	praise	and	

criticism	for	the	performance	(Saw,	2020).	Waiata/Anthems	included	Māori	and	

Pakeha	musicians’	work,	and	songs	included	were	taken	from	the	last	20	years,	

with	only	Bic	Runga’s	song	‘Sway’	(Sony,	1997),	and	the	New	Zealand	national	

anthem,	‘God	Defend	New	Zealand’	from	outside	that	time	span.90		Initially	

conceived	as	a	bilingual	album,	the	artists	decided	to	record	it	all	in	Te	Reo	Māori	

–	a	challenge	to	many	of	them,	as	only	one	artist	could	speak	the	language	

fluently,	while	all	were	determined	to	“do	it	right”	(Adams,	2019,	para.	11;	

“About,”	2020b;	Taane,	2019).	Sonically,	the	re-recorded	versions	are	similar	to	

the	original	versions,	with	performances	as	close	as	possible.	Where	new	backing	

tracks	were	recorded	(for	some	of	the	songs,	only	new	vocal	tracks	were	re-

recorded),	the	arrangements	are	similar,	to	likely	keep	in	the	listener’s	mind	the	

familiar	sound	of	the	song.	

	

Recording	issues	also	impact	on	re-recording	decisions,	as	artists	dissatisfied	

with	their	recordings	often	re-visit	them.	This	is	one	reason	for	Dunedin	band	

alt-rock	band	The	Verlaines	re-recording	their	song	‘C.D.,	Jimmy	Jazz,	and	Me’	

 
90	God	Defend	New	Zealand	(written	by	Thomas	Bracken	and	John	Woods)	was	included	in	
Waiata	Anthems	as	an	acknowledgement	of	the	role	Mohi	played	in	singing	the	national	anthem	
in	Te	Reo	Māori	in	1999.	
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(Flying	Nun,	1984)	for	their	1987	album	Bird	Dog	(Flying	Nun).91	The	Verlaines’	

songwriter,	guitarist,	and	vocalist	Dr.	Graeme	Downes	considered	the	first	

version	sounded	like	“thin	shit,”	as	the	engineer	“took	no	care	over	the	track	

spacing”	(Mills,	2020a).	This,	along	with	the	updated	line-up	of	the	band	being	

more	familiar	with	the	song	through	live	performance,92	and	Downes	having	

studied	orchestration	at	the	University	of	Otago	and	wanting	to	“put	that	into	

practice”	lead	to	the	second	version	(Mills,	2020a).	However,	the	second	version,	

which	is	similar	in	structure	to	the	original	recording,	except	for	some	orchestral	

amplification,	also	disappointed	Downes.	While	he	still	considers	it	“good”	he	

thinks	“I	made	a	miscalculation.	I	was	paranoid	we’d	tracked	it	too	slow	and	had	

it	souped	up	a	little	before	the	overdubs.	That	caused	some	kind	of	phasing	

issues	with	the	overall	sound”	(Mills,	2020a).	In	terms	of	familiarity,	both	

versions	have	been	included	on	compilations,	with	the	first	version	included	on	

the	2010	reissue	of	the	Verlaines	compilation	Juvenilia	(Homestead,	2010),	while	

the	1987	re-recording	was	included	locally	on	the	compilation	You’re	Just	Too	

Obscure	For	Me	(Flying	Nun,	2003).		

	

Orchestral re-recordings 

Orchestrally	re-recorded	versions	of	songs	and	albums	are	not	as	prominent	in	

New	Zealand	popular	music.	One	prominent	example	exists	–	ENZSO	(Epic,	

1995),	the	orchestral	re-versioning	of	Split	Enz’s	music	undertaken	by	Split	Enz	

keyboardist	Eddie	Rayner,	The	New	Zealand	Symphony	Orchestra	and	the	New	

Zealand	National	Youth	Choir,	with	performances	from	both	Tim	Finn	and	Neil	

Finn,	and	other	prominent	New	Zealand	musical	(and	literary)	performers.	

Unlike	the	majority	of	contemporary	orchestral	re-recordings,	where	an	

orchestral	arrangement	is	added	to	an	original	recording,	ENZSO	was	envisaged	

as	a	live	performance,	but	the	songs	were	arranged	and	recorded	before	the	live	

shows	performed	later	in	1996.	While	the	recording	does	not	include	either	Tim	

or	Neil	Finn	on	every	track,	the	songs	they	do	appear	on	are	arranged	to	be	

 
91	‘C.D.,	Jimmy	Jazz	and	Me’	was	originally	the	b-side	to	‘Death	and	The	Maiden’	(Flying	Nun,	
1984).	
92	The	Verlaines	by	the	time	of	the	re-recorded	version	of	‘C.D.,	Jimmy	Jazz	and	Me’	were	a	trio	–	
Downes,	Jane	Dodd	(bass),	and	Robbie	Ellis	(drums). 
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familiar	to	the	original	performances,	but	amplified	by	the	orchestra	and	choir.	

The	ENZSO	recording	of	‘Time	for	a	Change’	in	particular	is	similar	to	the	original	

version(s)	in	terms	of	Tim	Finn’s	vocal	only	accompanied	initially	by	piano,93	but	

the	introduction	and	ending	of	the	song	are	a	full	orchestral	arrangement	of	the	

melodic	line	and	chord	structure.	The	arrangement	of	‘I	See	Red’	is	of	particular	

interest,	with	soft/loud	aural	dynamics	throughout	–	the	verses	have	muted	

vocals	and	a	quieter	orchestral	arrangement,	while	the	chorus	(and	the	

instrumental	middle-eight)	has	a	strident	vocal,	and	vibrant	orchestral	

arrangement	that	reflects	the	original	recording’s	punk	influence	and	energy.	

While	ENZSO	is	one	example	of	how	a	band’s	music	is	revisited	for	an	orchestral	

setting,	Rayner	was	clear	ENZSO	was	a	not	a	band	record,	stating	in	the	liner	

notes	“this	is	not	a	Split	Enz	album”	(Rayner,	1996).	This	underscores	that	the	

recording	celebrates	the	music	and	the	band,	but	features	only	four	band	

members	(Tim	and	Neill	Finn,	Rayner,	and	percussionist	Noel	Crombie,	who	

plays	the	spoons	on	‘Dirty	Creature’94),	and	is	a	different	approach	to	very	

familiar	music.95	

	

The	history	of	re-recordings	in	New	Zealand	music	is	expanding	as	they	are	

becoming	more	frequent	in	musicians’	discographies.	Far	from	being	an	exercise	

in	treading	water,	or	a	symptom	of	artistic	decline,	re-recordings	in	the	New	

Zealand	music	landscape	are	undertaken	most	frequently	for	artistic	

development,	to	expand	the	range	of	a	song,	or	an	artist’s	engagement	with,	or	

relationship	to,	a	song	–	something	clear	in	songs	re-recorded	by	The	Chills,	and	

the	re-working	of	Yumi	Zouma’s	Truth	or	Consequences.	The	importance	(and	

influence)	of	the	international	market	on	New	Zealand	music	cannot	be	

underestimated,	as	re-recordings	such	as	Split	Enz’s	Second	Thoughts,	and	Ray	

 
93	‘Time	for	a	Change’	is	performed	on	both	Mental	Notes,	and	Second	Thoughts	by	Tim	Finn	with	
a	piano	accompaniment,	before	the	full	band	performs	an	instrumental	part	before	fading	out	to	
leave	the	piano.	
94	Crombie’s	spoon	solos	were	a	feature	of	Split	Enz’s	live	performances.	
95	A	similar,	‘different’	approach	was	taken	by	Graeme	Downes	when	he	began	orchestrating	
music	by	local	indie-rock	Dunedin	bands	from	the	1980s	and	1990s	for	the	Tally	Ho	trio	of	
concerts	in	2015,	2017,	and	2019.	These	concerts	were	orchestrated	for	the	Dunedin	Symphony	
Orchestra	(DSO),	and	featured	not	only	the	original	vocalists	singing	their	songs,	but	also	
vocalists	from	Otago	University’s	School	of	Performing	Arts,	and	opera	vocalist	Anna	Leese.	
These	performances	with	the	DSO	were	only	recorded	as	a	live	performance.	Currently,	it	is	
unlikely	they	will	be	recorded	in	a	studio	setting. 
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Columbus’	solo	version	of	‘She’s	a	Mod’	were	re-worked	to	fit	the	songs	within	

with	different	production	styles,	or	align	them	closer	to	the	musical	genres	

occurring	overseas.	While	these	reasons	reflect	the	broader	phenomenon	of	re-

recordings	by	international	artists,	local	re-recordings	for	sync	rights,	or	to	gain	

control	of	master	recordings	are	not	the	predominant	intention	by	these	artists.	

Primary	evidence	provided	by	musicians	Martin	Phillipps,	Graeme	Downes,	and	

Mike	Chunn,	and	secondary	evidence	given	in	publications	and	press	releases	

from	musicians	such	as	Hollie	Fullbrook,	Yumi	Zouma,	and	Hope	Robertson	

highlight	different	reasons,	motivations,	and	reactions	to	the	re-recordings,	

which	ranges	from	a	‘needs	must’	approach	when	needing	to	find	songs	to	

complete	an	album,	to	dissatisfaction	with	the	end	result	of	the	re-recorded	

work.	When	a	re-recording	is	successful,	as	in	the	case	of	Waiata	Anthems,	or	

‘Pink	Frost	13’,	the	new	versions	are	accepted	into	the	artist’s	canon	as	part	of	

their	artistic	processes.	Re-recordings	continue	to	be	an	expanding	part	of	a	

musician’s	repertoire	internationally,	and	the	practice	will	also	continue	in	the	

New	Zealand	music	landscape.	
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Conclusion 

	
The	phenomenon	of	an	artist	re-recording	their	own	work	is	long-established.	

Re-recordings	have	existed	since	the	mid	20th	Century	as	a	way	for	a	musician	or	

band	to	revisit	and	re-work	songs	they	have	previously	written,	performed,	and	

interpreted.	This	includes	individual	songs,	as	well	as	complete	albums,	with	the	

artist	taking	either	a	faithful	approach	where	the	re-recorded	version	

purposefully	sounds	very	similar	to	the	original	version,	or	re-working	the	song	

to	change	arrangement,	style,	or	delivery.	Researching	the	phenomena	of	re-

recordings,	and	answering	questions	about	motivations	and	rationale	behind	

this	phenomena	are	important	within	the	wider	context	of	recorded	music.	Re-

recordings	call	into	question	artistry	and	creative	decision-making,	while	taking	

into	account	financial,	legal,	and	artistic	reasons	for	re-visiting	earlier	works.	The	

significance	of	a	song,	and	its	importance	to	an	artist	or	band	(both	artistically	

and	financially),	impacts	on	decisions	around	re-recordings,	as	a	re-recording	of	

a	well-loved,	popular	song	may	not	be	embraced	by	an	audience	as	much	as	the	

original.	This	research	argues	that	reasons	for	re-working,	re-making,	and	re-

recording	songs	are	complex.	While	the	findings	indicate	that	motivations	

broadly	lie	between	financial	(rights),	and	artistic	reasons,	the	rationale,	and	the	

artistic	decisions	surrounding	them,	are	nuanced.	

	

The	concept	of	intertextuality,	or	the	relationship	between	texts,	is	a	valuable	

framework	to	use	when	critiquing	re-recorded	works	and	the	original	recorded	

versions,	as	intertextuality	allows	both	versions	to	be	viewed	both	as	

interconnected,	interwoven	texts,	and	as	stand-alone	works.	An	intertextual	

framework	provides	new	ways	to	perceive	songs	and	recordings,	and	for	both	

artists	and	audiences	to	experience	them	from	a	different	perspective.	While	the	

theory	of	textual	relationships	emerged	as	part	of	French	literary	criticism,	

writers	within	music	criticism,	such	as	Lacasse	(2000),	have	transferred	

categories	of	textual	relationship	to	phonographic	recordings,	applying	the	

category	of	hypertextuality	to	re-recorded	songs.	Hypertextuality	–	the	

relationship	uniting	text	B	(the	hypertext)	to	text	A	(the	hypotext)	–	applies	to	

re-recordings	as	the	new	re-recording	directly	links	to	the	original	song,	being	a	
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new	version	of	the	hypotext.		Discourse	and	literature	around	re-recorded	works	

draw	together	examples	from	across	the	fields	and	genres	of	popular	music,	

highlighting	the	different	reasons	re-recordings	are	undertaken.	Evidence	from	

interviews	and	literature	shows	that	rationales	for	re-recordings	most	

frequently	come	down	to	financial	(rights),	or	artistic	reasons,	although	for	an	

artist	whose	most	famous	works	are	cover	versions,	multiple	re-recordings	

indicate	a	desire	for	ownership	or	an	authentic	connection	to	the	song.	New	

interviews	with	contemporary	working	musicians	who	have	re-recorded	

material	highlights	their	motivations,	which	support	the	decisions	taken	by	other	

artists,	or	reveals	an	individual	rationale	–	while	the	reasons	for	re-recordings	

among	the	wider	music	communities	are	broadly	similar,	the	finer	details	are	

unique.		

	

Analysis	of	cover	versions	holds	an	important	place	of	the	wider	examination	of	

re-recordings,	as	it	situates	them	in	context	of	a	musical	artist	or	band’s	

performance	history.	The	discussion	around	cover	versions	in	this	research	

includes	an	examination	of	authenticity,	preservation,	repetition,	and	ownership	

–	aspects	relevant	to	any	study	of	re-recorded	works	as	they	relate	to	the	

underlying	motivations	for	re-recordings,	and	the	artistic	decisions	that	drive	

them.	Cover	versions	are	prevalent	in	popular	music,	and	exist	as	markers	of	

authenticity,	homage,		reinterpretation,	or	possession,	where	the	covered	song	

becomes	identified	with	an	artist	covering	the	track	rather	than	the	original	

recording	artist,	as	“some	songs	are	a	natural,	if	not	better,	fit	for	the	interpreter	

rather	than	the	composer”	(Plasketes,	2005,	p.	153).	Cover	versions	are	used	for	

advertising,	soundtracks,	and	tribute	albums,	as	well	revealing	influences	and	

establishing	links	between	artists	(Solis,	2010;	Plasketes,	2005).	

	

When	considering	re-recorded	songs	or	albums,	Plasketes	observes	“re-

possession	as	a	cover	component	is...	evident	when	artists	re-think,	re-work,	and	

re-record	their	own	compositions”	(2005,	p.	153).	An	overview	of	re-recordings	

across	the	20th	and	21st	Centuries	displays	their	prevalence,	with	many	

musicians	and	bands	re-possessing	their	own	work.	Examples	are	plentiful,	and	

indicate	different	incentives	for	re-recording	of	material,	which	range	from	
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musicians	and	bands	re-recording	songs	because	they	changed	recording	labels,	

through	to	re-recordings	undertaken	to	present	a	song	in	a	different	light.	The	

motivations	for	artists	to	re-record	their	music	falls	broadly	into	four	categories:	

financial	and	legal	reasons	relating	to	ownership	and	sync-rights;	ownership	of	

master	recordings;	updated	and	improved	technologies;	and	alterations	to	songs	

for	artistic	and	personal	reasons.	Often,	more	than	one	rationale	for	re-recording	

a	song	or	album	is	at	play,	again	reminding	us	that	the	decisions	behind	re-

recording	earlier	work	are	complex,	and	some	examples	are	given	within	this	

research	to	highlight	those	complications.	The	auteur,	and	authenticity,	are	

further	aspects	to	consider	with	artists	who	re-record	their	music,	especially	

when	questioning	creative	decisions	for	doing	so.	Is	the	artist	being	authentic	in	

their	musical	execution,	and	re-expression	of	emotion,	meaning	and	intent?	

While	this	is	a	subjective	experience,	an	authentic	re-expression	–	or	lack	of	one	

–	will	impact	on	the	audience	reaction.	

	

Through	case	studies	within	this	research,	it	has	become	clear	how	widely	artists	

re-present	their	work.	Although	there	are	multiple	examples	of	artists	who	re-

record	their	material,	two	significant	names	in	the	music	industry	stand	out	for	

re-recording	their	work	multiple	times,	either	as	separate	songs,	or	in	the	form	

of	an	album.	Both	David	Bowie	and	Kate	Bush	re-worked	songs	from	throughout	

their	careers	for	creative	purposes	rather	than	financial	or	rights	purposes,	

desiring	to	revisit	tracks	and	change	arrangements,	update	sounds	and	

technology,	or	in	the	example	of	Bush,	remove	early	digital	production	

techniques	(Pegg,	2016;	Cameron,	2011).	Unlike	Bush,	who	focussed	her	album	

of	re-recordings,	Director’s	Cut,	on	a	specific	time	period,	and	only	re-recorded	

three	other	songs	from	her	wider	career,	Bowie	revisited	his	songs	and	re-

worked	and	re-recorded	them	throughout	his	career,	up	until	his	final	album.	

Bowie’s	album,	Toy,	which	would	have	focussed	on	re-recordings	of	his	1960s	

material,	remains	officially	unreleased.	While	there	was	substantial	discussion	

and	commentary	around	Director’s	Cut,	there	was	little	about	Bowie’s	re-

recorded	output,	with	the	exception	of	interviews	with	musicians	who	worked	

on	the	album.	Toy,	and	Bowie’s	re-recorded	output	remain	one	of	the	least	
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researched	and	discussed	parts	of	his	career	and	discography,	and	calls	for	

further	research.	

	

The	examination	of	New	Zealand	artists	who	have	re-recorded	their	music	

reveals	the	most	information	about	the	rationale,	the	processes,	and	the	

outcomes.	An	overview	of	musicians	and	bands	who	have	re-recorded	material	

establishes	the	practice	is	wide-spread,	with	reasons	for	the	practice	similar	to	

international	artists	who	re-work	songs	and	albums.	Interviews	with	Martin	

Phillipps,	and	Mike	Chunn	give	first-hand	accounts	of	re-recording	processes,	

and	also	reflect	on	the	outcomes	of	the	re-recorded	work.	Although	both	

musicians	express	some	form	of	dissatisfaction	with	the	re-recorded	works,	

Phillipps	observes	that	re-recordings	do	“serve	a	place,”	and	that		to	“take	one	of	

the	crucial	songs…	and	twist	them	a	bit	got	people’s	attention”	–	a	tactical	step	

before	releasing	a	new	album	of	new	material	(Mills,	2020b).	Recent	articles	and	

interviews	with	further	musicians	who	have	re-recorded	material	express	their	

desire	to	show	how	songs	have	developed	from	live	performances,	or	how	the	

artist	had	experienced	personal	growth	or	change	since	the	initial	recordings.	All	

these	reasons	and	motivating	factors	help	create	the	larger	picture	around	re-

recorded	works.	

	

When	all	of	these	threads	relating	to	re-recorded,	and	re-worked	songs	and	

albums	are	pulled	together	alongside	case	studies,	and	interviews,	some	

conclusions	become	clearer.	Songs	are	seldom	re-recorded	primarily	for	

commercial	gain.	It	is	well	understood	by	musicians	that	a	re-recording	of	a	

favourite	song	will	most	likely	not	be	embraced	by	a	fanbase,	or	wider	audience,	

as	they	have	connections	to	a	song,	and	a	new	version	of	that	can	disrupt	

memories	and	associations	to	that	music.	Martin	Phillipps	reiterates	this,	noting	

that	the	artist	has	no	knowledge	of	the	experiences	fans	have	had	with	their	

music,	as	it	is	a	personal	connection.	The	song,	along	with	its	writer,	changes,	

something	Phillipps	thinks	is	a	“good	thing”		as	the	audience	changes	along	with	

the	artist	(Mills,	2020b).		The	comments	and	conclusions	drawn	by	Phillipps	and	

Chunn,	as	well	as	the	documented	evidence	in	published	interviews,	industry	

articles,	and	biographies	stress	that	the	rationale	behind	re-recorded	songs	and	
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albums	is	complex.	Decisions	made	about	re-visiting	and	re-recording	earlier	

works	impact	not	only	on	the	perception	of	the	original	song,	but	also	the	artist’s	

relationship	with	the	material,	and	the	audience’s	engagement	with	it.		The	

rationale	for	re-recording	songs	–	financial	or	legal	reasons,	ownership	of	master	

recordings,	updated	recording	technologies,	and	alterations	for	artistic	reasons	–	

present	broad	reasons	for	re-recordings.	However,	the	specific	decisions	that	

artists	make	for	re-visiting	and	re-recording	their	material	are	nuanced,	and	

reveal	many	different	factors	to	respect.	As	musical	artists	will	continue	to	mine	

their	own	discographies	and	re-visit	their	material	for	re-recordings,	the	reasons	

behind	them	may	become	clearer,	and	further	discussions	will	occur	around	the	

role	of	the	re-recorded	song	or	album	in	the	musical	canon.		
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Appendix One	
	
This	appendix	is	a	sample	of	over	100	artists	who	have	re-recorded	material	from	earlier	in	their	careers.	Full	album	re-recordings	are	
less	frequent	than	single,	or	multiple	songs.	The	list	has	been	divided	among	artists	who	have	re-recorded	albums,	and	those	who	have	
re-recorded	songs.	The	album	or	song	title	is	listed,	along	with	the	label	and	year	of	the	original	version,	and	the	re-recorded	version.	

Artist	 Album	title	 Original	version	 Re-recorded	version	
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Jojo	 Jojo	 Da	Family,	2004	 Clover	Music,	2018	
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Mike	Oldfield	 Tubular	Bells		 Virgin,	1973	 Warner,	2003	
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Tangerine	Dream	 Phaedra	 Virgin,	1974	 Eastgate,	2005	
Tiny	Ruins	 Olympic	Girls	/	Olympic	Girls	solo	 Ursa	Minor,	2019	 Ursa	Minor,	2019	
Wheatus	 Wheatus	 Columbia,	1999	 Montauk	Mantis	Records,	2020	
Lucinda	Williams	 Sweet	Old	World	/	This	Sweet	Old	World	 Chameleon,	1992	 Highway	20,	2017	
Yumi	Zoumi	 Truth	or	Consequences	 Polyvinyl,	2020	 Polyvinyl,	2020	
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Artist	 Song	title		 Original	version	 Re-recorded	version	
10,000	
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‘Conociéndome,	Conociéndote'	/	'Knowing	me,	Knowing	
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	 ‘Snow	Cherries	From	France'	 Atlantic,	2003	 Deutsche	Grammophon,	2012	

	 ‘Star	of	Wonder'	 Universal,	2009	 Deutsche	Grammophon,	2012	

	 ‘Winter'	 Atlantic,	1992	 Deutsche	Grammophon,	2012	
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		 ‘Yes	Anastasia'	 Atlantic,	1994	 Deutsche	Grammophon,	2012	
Brett	
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	 ‘Cry	for	Help'	 RCA,	1991	 BMG,	2019	

	 ‘Hold	Me	in	Your	Arms'	 RCA,	1988	 BMG,	2019	

	 ‘Keep	Singing'	 BMG,	2016	 BMG,	2019	

	 ‘Never	Gonna	Give	You	up'	 RCA,	1987	 BMG,	2019	

	 ‘She	Wants	to	Dance	With	Me'	 RCA,	1988	 BMG,	2019	

	 ‘Together	Forever'	 RCA,		1987	 BMG,	2019	

	 ‘Try'	 BMG,	2018	 BMG,	2019	

	 ‘When	I	Fall	in	Love'	 RCA,	1987	 BMG,	2019	
		 ‘Whenever	You	Need	Somebody'	 RCA,	1987	 BMG,	2019	
Badfinger	 ‘Come	and	Get	it'	 Apple,	1969	 K-Tel,	1979	
Bad	Sav	 ‘Buy	Something	New'	 Fishrider,	2014	 Fishrider,	2018	

	 ‘Hen's	Teeth'	 [Label	Unknown],	2015	 Fishrider,	2018	
		 ‘Labradoodle	 [Label	Unknown],	2015	 Fishrider,	2014	
Bananarama	 ‘Cruel	Summer'	 London,	1984	 M6	Interactions,	2001	

	 ‘I	Heard	a	Rumour'	 London,	1987	 M6	Interactions,	2001	

	 ‘Robert	DeNiro’s	Waiting'	 London,	1984	 M6	Interactions,	2001	
		 ‘Venus'	 London,	1984	 M6	Interactions,	2001	
The	Bangles	 ‘I'll	Set	You	Free'	 CBS,	1989	 Columbia,	1990	
Shirley	Bassey	 ‘Goldfinger'	 Columbia,	1964	 RCA,	2014	
The	Beatles	 ‘Revolution	1'/'Revolution'	 Apple,	1968	 Apple,	1968	
Berlin	 ‘No	More	Words'	 Geffen,	1984	 Cleopatra,	2007	
		 ‘Take	My	Breath	Away'	 Columbia,	1986	 Cleopatra,	2007	
Bjork	 ‘Hyper-Ballad'	 One	Little	Indian,	1995	 One	Little	Indian,	1996	
Black	Crows	 ‘Bad	Luck	Blue	Eyes	Goodbye'	 Def	American,	1992	 Silver	Arrow,	2010	

	 ‘Ballad	in	Urgency'	 American	Recordings,	1994	 Silver	Arrow,	2010	

	 ‘Downtown	Money	Waster'	 American	Recordings,	1994	 Silver	Arrow,	2010	
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	 ‘Girl	From	a	Pawnshop'	 American	Recordings,	1996	 Silver	Arrow,	2010	

	 ‘Good	Friday'	 American	Recordings,	1996	 Silver	Arrow,	2010	

	 ‘Hotel	Illness'	 Def	American,	1992	 Silver	Arrow,	2010	

	 ‘Jealous	Again'	 Def	American,	1990	 Silver	Arrow,	2010	

	 ‘Morning	Song'	 Def	American,	1992	 Silver	Arrow,	2010	

	 ‘Remedy'	 Def	American,	1992	 Silver	Arrow,	2010	

	 ‘Share	the	Ride'	 American	Recordings,	2002	 Silver	Arrow,	2010	

	 ‘She	Talks	to	Angels'	 Def	American,	1990	 Silver	Arrow,	2010	

	 ‘Sister	Luck'	 Def	American,	1990	 Silver	Arrow,	2010	

	 ‘Soul	Singing'	 V2,	2001	 Silver	Arrow,	2010	

	 ‘Thorn	in	my	Pride'	 Def	American,	1992	 Silver	Arrow,	2010	

	 ‘Under	a	Mountain'	 American	Recordings,	1996	 Silver	Arrow,	2010	
		 ‘Wiser	Time'	 American	Recordings,	1995	 Silver	Arrow,	2010	
Blondie	 ‘Atomic'	 Chrysalis,	1980	 Noble	ID,	2014	

	 ‘Call	Me'	 Chrysalis,	1980	 Noble	ID,	2014	

	 ‘Dreaming'	 Chrysalis,	1979	 Noble	ID,	2014	

	 ‘Hanging	on	the	Telephone'	 Chrysalis,	1978	 Noble	ID,	2014	

	 ‘Heart	of	Glass'	 Chrysalis,	1979	 Noble	ID,	2014	

	 ‘One	Way	or	Another'	 Chrysalis,	1979	 Noble	ID,	2014	

	 ‘Rapture'	 Chrysalis,	1981	 Noble	ID,	2014	

	 ‘Rip	Her	to	Shreds'	 Chrysalis,	1977	 Noble	ID,	2014	

	 ‘Sunday	Girl'	 Chrysalis,	1979	 Noble	ID,	2014	
		 ‘The	Tide	is	High'	 Chrysalis,	1980	 Noble	ID,	2014	
David	Bowie	 ‘87	and	Cry'	 EMI,	1987	 Parlophone,	2018	

	 ‘Afraid'	
[Unreleased,	2001	-	leaked	online	
2011]	 ISO,	2002	

	 ‘Baby	Loves	That	Way'	 Parlophone,	1965	
[Unreleased,	2001	-	leaked	online	
2011]	

	 ‘Bang	Bang'	 EMI,	1987	 Parlophone,	2018	

	 ‘Beat	of	Your	Drum'	 EMI,	1987	 Parlophone,	2018	

	 ‘Cat	People	(Putting	Out	fire)'	 MCA,	1982	 EMI,	1983	
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	 ‘Conversation	Piece'	 Philips,	1969	 [Unreleased,	2001	-	leaked	online	2011]	
	 ‘Day	In,	Day	Out'	 EMI,	1987	 Parlophone,	2018	

	 ‘Glass	Spider'	 EMI,	1987	 Parlophone,	2018	

	 ‘Hang	on	to	Yourself'	 B&C,	1971	 RCA,	1972	

	 ‘Heroes'	/	'Helden'	/	'Heros'	 RCA,	1977	 RCA,	1977	

	 ‘I	Can't	Read'	 EMI,	1989	
ZYX	Music,	1997;	Parlophone,	2020	(originally	
re-recorded	1997)	

	 ‘I	Dig	Everything'	 Pye,	1966	 [Unreleased,	2001	-	leaked	online	2011]	

	 ‘In	the	Heat	of	the	Morning'	 Deram,	1968	 [Unreleased,	2001	-	leaked	online	2011]	

	 ‘John,	I'm	Only	Dancing'	 RCA,	1972	 RCA,	1973;	RCA,	1979	

	 ‘Let	Me	Sleep	Beside	You'	 Deram,	1967	 [Unreleased,	2001	-	leaked	online	2011]	

	 ‘Liza	Jane'	 Vocalion	Pop,	1964	 [Unreleased,	2001	-	leaked	online	2011]	

	 ‘Love	You	Till	Tuesday'	 Deram,	1967	 Deram,	1967	

	 ‘Memory	of	a	Free	Festival'	 Philips,	1969	 Mercury,	1970	

	 ‘Moonage	Daydream'	 B&C,	1971	 RCA,	1972	

	 ‘Never	Let	Me	Down'	 EMI,	1987	 Parlophone,	2018	

	 ‘New	York's	in	Love'	 EMI,	1987	 Parlophone,	2018	

	 ‘Rebel	Rebel'	 RCA,	1973	 ISO,	2003	

	 ‘Rubber	Band'	 Deram,	1966	 Deram,	1967	

	 ‘Shining	Star	(Makin'	my	Love)'	 EMI,	1987	 Parlophone,	2018	

	 ‘Silly	Boy	Blue'	 Deram,	1967	 [Unreleased,	2001	-	leaked	online	2011]	

	
‘Space	Oddity'	/'Ragazzo	Solo,	Ragazza	
‘sola'	 Philips,	1969	

Deram,	1984	(originally	recorded	February	
1969);	RCA,	1980	

	 ‘Stay'	/	'Stay	96'	 RCA,	1976	 Parlophone,	2020	(re-recorded	in	1996)	

	 ‘Strangers	When	We	Meet'	 BMG,	1993	 BMG,	1995	

	 ‘Sue	(or	In	a	Season	of	Crime)'	 ISO,	2014	 ISO,	2016	

	 ‘The	London	Boys'	 Deram,	1966	 [Unreleased,	2001	-	leaked	online	2011]	

	 ‘The	Man	Who	Sold	The	World'	 Mercury,	1970	 RCA,	1995	

	 ‘The	Prettiest	Star'	 Mercury,	1970	 RCA,	1973		

	 ‘Time	Will	Crawl'	 EMI,	1987	 Parlophone,	2018	

	 ‘Tis	Pity	She	Was	a	Whore'	 ISO,	2014	 ISO,	2016	
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	 ‘Uncle	Floyd'	/	'Slip	Away'	
[Unreleased,	2001	-	leaked	
online	2011]	 ISO,	2002	

	 ‘Wild	Eyed	Boy	From	Freecloud'	 Philips,	1969	 Philips,	1969	

	 ‘You've	Got	a	Habit	of	Leaving'	 Parlophone,	1965	 [Unreleased,	2001	-	leaked	online	2011]	
		 ‘Zeroes'	 EMI,	1987	 Parlophone,	2018	
Kate	Bush	 ‘Wuthering	Heights'	 EMI,	1977	 EMI,	1986	

	 ‘And	Dream	of	Sheep'	 EMI,	1985	 Fish	People,	2014	

	 ‘And	So	is	Love'	 EMI,	1993	 Fish	People,	2011	

	 ‘Deeper	Understanding'	 EMI,	1989	 Fish	People,	2011	

	 ‘Lily'	 EMI,	1993	 Fish	People,	2011	

	 ‘Moments	of	Pleasure'	 EMI,	1993	 Fish	People,	2011	

	 ‘Never	be	Mine'	 EMI,	1989	 Fish	People,	2011	

	 ‘Rubberband	Girl'	 EMI,	1993	 Fish	People,	2011	

	 ‘Running	Up	That	Hill	(A	Deal	with	God)'	 EMI,	1985	 Fish	People,	2012	

	 ‘Song	of	Solomon'	 EMI,	1993	 Fish	People,	2011	

	 ‘The	Red	Shoes'	 EMI,	1993	 Fish	People,	2011	

	
‘The	Sensual	World'/'Flower	of	the	
‘Mountain'	 EMI,	1989	 Fish	People,	2011	

	 ‘This	Woman's	Work'	 EMI,	1989	 Fish	People,	2011	
		 ‘Top	of	the	City'	 EMI,	1993	 Fish	People,	2011	
Kim	Carnes	 ‘Betty	Davis	Eyes'	 EMI,	1981	 Cleopatra,	2007	
The	Carpenters	 ‘Ticket	to	Ride'	 A&M,	1969	 A&M,	1973	
Nick	Cave/	Nick	Cave	and		
The	Bad	Seeds	 ‘Avalanche'	 Mute,	1984	

[Unreleased],	2015	(Used	during	closing	credits	
of	show	Black	Sails)	

	 ‘Jack	the	Ripper'	 Mute,	1992	 Mute,	1992	
		 ‘Red	Right	Hand'	 Mute,	1994	 Mute,	2005	
The	Chills	 ‘Molten	Gold'	 Fire,	2013	 Fire,	2014	

	 ‘Oncoming	Day'	 Flying	Nun,	1986	 Flying	Nun,	2016	

	 ‘Pink	Frost'	/	'Pink	Frost	13'	 Flying	Nun,	1984	 Fire,	2013	
		 ‘Water	Wolves'	 Flying	Nun,	1990	 Flying	Nun,	1991	
Eric	Clapton	 ‘Layla'	 Atco,	1970	 Reprise,	1992	
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Ray	Columbus	 ‘She's	a	Mod'	 Zodiac,	1946	 Impact,	1967;	Colstar,	1967	
Crowded	House	 ‘I	Walk	Away'	 Mushroom,	1984	 Capitol,	1987		
Dead	or	Alive	 ‘You	Spin	Me	Round	(Like	a	Record)'	 Epic,	1984	 Goldenlane,	2012	
Def	Leppard	 ‘Pour	Some	Sugar	on	Me'	 Mercury,	1987	 [Label	unknown],	2012	

	 ‘Hysteria'	 Mercury,	1987	 [Label	unknown],	2013	
		 ‘Rock	of	Ages'	 Mercury,	1982	 [Label	unknown],	2012	
Dragon	 ‘Sunshine'	 CBS,	1977	 Liberation	Blue,	2006	

	 ‘April	Sun	in	Cuba'	 Portrait,	1977	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘Are	You	Old	Enough'	 Portrait,	1978	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘Body	and	the	Beat'	 Polydor,	1984	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘Celebration'	 Wheatley,	1987	 Liberation	Blue,	2006	

	 ‘Dreams	of	Ordinary	Men'	 Polydor,	1986	 Liberation	Blue,	2006	

	 ‘Get	That	Jive'	 CBS,	1977	 Liberation	Blue,	2006	

	 ‘Magic'	 Mercury,	1983	 Liberation	Blue,	2006	

	 ‘Promises'	 Polydor,	1984	 Liberation	Blue,	2006	

	 ‘Rain'	 Mercury,	1983	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘Speak	no	Evil'	 Polydor,	1984	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘Still	in	Love	With	You'	 Portrait,	1978	 Roadshow,	1995;	Liberation	Blue,	2006	

	 ‘This	Time'	 CBS,	1976	 Liberation	Blue,	2006	

	 ‘Wilder	World'	 Polydor,	1984	 Liberation	Blue,	2006	
		 ‘Young	Years'	 RCA,	1989	 Roadshow,	1995;	Liberation	Blue,	2006	
Duran	Duran	 ‘Girls	on	Film'	 EMI,	1981	 EMI,	1981	(Night	Version)	
		 ‘Planet	Earth'	 EMI,	1981	 EMI,	1981	(Night	Version)	
Echo	and	The	Bunnymen	 ‘Angels	and	Devils'	 Korova,	1984	 BMG,	2018	

	 ‘Bedbugs	and	Ballyhoo'	 Sire,	1987	 BMG,	2018	

	 ‘Bring	on	the	Dancing	Horses'	 Korova,	1985	 BMG,	2018	

	 ‘Lips	Like	Sugar'	 WEA,	1987	 BMG,	2018	

	 ‘Nothing	Lasts	Forever'	 London,	1997	 BMG,	2018	

	 ‘Ocean	Rain'	 Korova,	1984	 BMG,	2018	

	 ‘Rescue'	 Korova,	1980	 BMG,	2018	

	 ‘Rust'	 London,	1999	 BMG,	2018	
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	 ‘Seven	Seas'	 Korova,	1984	 BMG,	2018	

	 ‘Stars	are	Stars'	 Korova,	1980	 BMG,	2018	

	 ‘The	Cutter'	 Korova,	1983	 BMG,	2018	

	 ‘The	Killing	Moon'	 Korova,	1983	 BMG,	2018	
		 ‘Zimbo'	 Korova,	1981	 BMG,	2018	
Electric	Light	Orchestra	 ‘10538	Overture'	 Harvest,	1972	 Frontiers,	2012	

	 ‘Can't	Get	it	Out	of	my	Head'	 United	Artists,	1974	 Frontiers,	2012	

	 ‘Do	Ya'	 United	Artists,	1976	 Frontiers,	2012	

	 ‘Don't	Bring	Me	Down'	 Jet,	1979	 Frontiers,	2012	

	 ‘Evil	Woman'	 Jet,	1975	 Frontiers,	2012	

	 ‘Livin'	Thing'	 United	Artists,	1976	 Frontiers,	2012	

	 ‘Mr	Blue	Sky'	 Jet,	1977	 Frontiers,	2012	

	 ‘Showdown'	 Harvest,	1973	 Frontiers,	2012	

	 ‘Strange	Magic'	 United	Artists,	1975	 Frontiers,	2012	

	 ‘Telephone	Line'	 Jet,	1976	 Frontiers,	2012	
		 ‘Turn	to	Stone'	 Jet,	1977	 Frontiers,	2012	
Everly	Brothers	 ‘(Til)	I	Kissed	You'	 Cadence,	1959	 Warner,	1963	

	 ‘All	I	Have	to	do	is	Dream'	 Cadence,	1958	 Warner,	1963	

	 ‘Bird	Dog'	 Cadence,	1958	 Warner,	1963	

	 ‘Bye	Bye	Love'	 Cadence,	1958	 Warner,	1963	
		 ‘Wake	Up	Little	Suzie'	 Cadence,	1957	 Warner,	1963	
Shiobhan	Fahey	 ‘A	Loaded	Gun'	 SF,	2009	 SF,	2012	

	 ‘C	U	Tonight'	 SF,	2009	 SF,	2012	

	 ‘Cold'	 SF,	2009	 SF,	2012	

	 ‘Goodbye	Cruel	World'	 London,	1992	 SF,	2012	
		 ‘Someone	Else's	Girl'	 SF,	2009	 SF,	2012	
Bryan	Ferry	 ‘Alphaville'	 Virgin,	2010	 BMG,	2018	

	 ‘Avalon'	 E.	G.,	1982	 BMG,	2012	

	 ‘Bitter	Sweet'	 Island,	1974	 BMG,	2018	

	 ‘Bitters	End'	 Island,	1972	 BMG,	2018	

	 ‘Boys	and	Girls'	 EG.,	1985	 BMG,	2018	
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	 ‘Chance	Meeting'	 Island,	1972	 BMG,	2018	

	 ‘Dance	Away'	 Island,	1979	 BMG,	2018	

	 ‘Do	the	Strand'	 Island,	1973	 BMG,	2012	

	 ‘Don't	Stop	the	Dance'	 E.G.,	1985	 BMG,	2012	

	 ‘I	Thought'	 Virgin,	2002	 BMG,	2012	

	 ‘Just	Like	You'	 Island,	1975	 BMG,	2012	

	 ‘Limbo'	 Virgin,	1987	 BMG,	2018	

	 ‘Love	is	the	Drug'	 Island,	1975	 BMG,	2012	

	 ‘New	Town'	 Virgin,	1987	 BMG,	2018	

	 ‘Reason	or	Rhyme'	 Virgin,	2010	 BMG,	2012,	BMG,	2018	

	 ‘Sea	Breezes'	 Island,	1972	 BMG,	2018	

	 ‘Sign	of	the	Times'	 Polydor,	1978	 BMG,	2018	

	 ‘Slave	to	Love'	 E.	G.,	1985	 BMG,	2012	

	 ‘The	Bogus	Man'	 Island,	1973	 BMG,	2012	

	 ‘The	Only	Face'	 Virgin,	1994	 BMG,	2012	

	 ‘This	is	Tomorrow'	 Polydor,	1977	 BMG,	2012	

	 ‘This	Island	Earth'	 E.G.,	1977	 BMG,	2012	

	 ‘Virginia	Plain'	 E.G.,	1972	 BMG,	2012	

	 ‘While	my	Heart	is	Still	Beating'	 Virgin,	1982	 BMG,	2018	
		 ‘Zamba'	 Virgin,	1987	 BMG,	2018	
Tim	Finn	 ‘How	Will	You	Go'	 Capitol,	1991	 Capitol	2009	

	 ‘It's	only	Natural'	 Capitol,	1991	 Capitol,	2009	

	 ‘So	Deep'	 Virgin,	1986	 Capitol,	2009	

	 ‘Stuff	and	Nonsense'	 Mushroom,	1979	 Capitol,	2009	
		 ‘Weather	With	You'	 Capitol,	1991	 Capitol,	2009	
Ani	Di	Franco	 ‘Napoleon'	 Righteous	Babe,	1996	 Righteous	Babe,	2007	

	 ‘Shameless'	 Righteous	Babe,	1996	 Righteous	Babe,	2007	

	 ‘Your	Next	Bold	Move'	 Righteous	Babe,	2001	 Righteous	Babe,	2007	

	 ‘Both	Hands'	 Righteous	Babe,	1990	 Righteous	Babe,	2007	
		 ‘Overlap'	 Righteous	Babe,	1994	 Righteous	Babe,	2007	
Peter	Gabriel	 ‘Solisbury	Hill'	 Atco,	1978	 Real	World,	2010	
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Barry	Gibb	 ‘Butterfly'	 Karussell,	1970	 Capitol,	2021	

	 ‘How	Deep	is	Your	Love'	 RSO,	1977	 Capitol,	2021	

	 ‘I've	Gotta	Get	a	Message	to	You'	 Polydor,	1968	 Capitol,	2021	

	 ‘Jive	Talkin'	 RSO,	1975	 Capitol,	2021	

	 ‘Lonely	Days'	 Polydor,	1971	 Capitol,	2021	

	 ‘Rest	Your	Love	on	Me'	 RSO,	1978	 Capitol,	2021	

	 ‘Run	to	Me'	 Polydor,	1972	 Capitol,	2021	

	 ‘To	Love	Somebody'	 Polydor,	1967	 Capitol,	2021	

	 ‘Too	Much	Heaven'	 RSO,	1978	 Capitol,	2021	
		 ‘Words	of	a	Fool'	 [Unreleased,	1986]	 Capitol,	2021	
Grandmaster	Flash	 ‘The	Message'	 Sugar	Hill,	1982	 X	Ray	records,	2009	
Brown/Ha	the	Unclear		 ‘85'	 [No	Label],	2012	 [No	Label,	2014]	

	 ‘Bacterium,	Look	at	Your	Motor	go'	 [No	Label],	2010	 Woolen	Records,	2018	

	 ‘Coffee	Table'	/	'Secret	Life	of	Furniture'	 [No	Label],	2012	 [No	Label,	2014]	
		 ‘Kosmonaut'	 [No	Label],	2012	 [No	Label,	2014]	
George	Harrison	 ‘My	Sweet	Lord'	 Apple,	1970	 EMI,	2000	
Ana	Hato	and	Deane	Waretini	 ‘E	Pari	Ra'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Hine	e	Hine'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Hoki	Hoki'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Matangi'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Pokarekare	'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Te	Arawa'	 Parlophone,	1927	 Parlophone,	1929	

	 ‘Te	Taniwha'	 Parlophone,	1927	 Parlophone,	1929	
		 ‘Waiata	Poi'	 Parlophone,	1927	 Parlophone,	1929	
Mary	Hopkin	 ‘Goodbye'	 Apple,	1968	 Underground	Records,	1977	

		 ‘Those	Were	the	Days'	 Apple,	1968	
Underground	Records,	1977;	Mary	Hopkin	Music,	
2018	

Elton	John	 ‘Candle	in	the	Wind'	 MCA,	1973	 Rocket,	1997	
Kimbra	 ‘Black	Sky'	 Warner	Bros,	2018	 Warner	Bros,	2018	

	 ‘Everybody	Knows'	 Warner	Bros,	2018	 Warner	Bros,	2018	

	 ‘The	Good	War'	 Warner	Bros,	2018	 Warner	Bros,	2018	
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		 ‘Hi	Def	Distance	Romance'	 Warner	Bros,	2018	 Warner	Bros,	2018	
The	Kinks/Ray	Davies	 ‘All	Day	and	All	of	the	Night'	 Pye,	1964	 Decca,	2009	

	 ‘Big	Sky'	 Reprise,	1968	 Decca,	2009	

	 ‘Celluloid	Heroes'	 RCA,	1972	 Decca,	2009	

	 ‘Days'	 Pye,	1968	 Decca,	2009	

	 ‘Do	You	Remember	Walter'	 Reprise,	1968	 Decca,	2009	

	 ‘Johnny	Thunder'	 Reprise,	1968	 Decca,	2009	

	 ‘Picture	Book'	 Reprise,	1968	 Decca,	2009	

	 ‘See	my	Friends'	 Pye,	1965	 Decca,	2009	

	 ‘Shangri-La'	 Pye,	1969	 Decca,	2009	

	 ‘The	Village	Green	Preservation	Society'	 Reprise,	1968	 Decca,	2009	

	 ‘Victoria'	 Pye,	1969	 Decca,	2009	

	 ‘Village	Green'	 Pye,	1968	 Decca,	2009	

	 ‘Waterloo	Sunset'	 Pye,	1967	 Decca,	2009	

	 ‘Working	Man's	Cafe'	 V2,	2007	 Decca,	2009	
		 ‘You	Really	Got	Me'	 Pye,	1964	 Decca,	2009	
Kiss	 ‘Beth'	 Casablanca,	1976	 Mercury,	1988	

	 ‘Black	Diamond'	 Casablanca,	1974	 Kiss	Records,	2009	

	 ‘Calling	Dr.	Love'	 Casablanca,	1976	 Kiss	Records,	2009	

	 ‘Christine	Sixteen'	 Casablanca,	1977	 Kiss	Records,	2009	

	 ‘Detroit	City	Rock'	 Casablanca,	1976	 Kiss	Records,	2009	

	 ‘Deuce'	 Casablanca,	1974	 Kiss	Records,	2009	

	 ‘Do	You	Love	Me'	 Casablanca,	1976	 Kiss	Records,	2009	

	 ‘Forever'	 Mercury,	1989	 Kiss	Records,	2009	

	 ‘Heaven's	on	Fire'	 Mercury,	1984	 Kiss	Records,	2009	

	 ‘Hotter	Than	Hell'	 Casablanca,	1974	 Kiss	Records,	2009	

	 ‘I	Love	it	Loud'	 Casablanca,	1982	 Kiss	Records,	2009	

	 ‘I	Was	Made	For	Lovin'	You'	 Casablanca,	1979	 Kiss	Records,	2009	

	 ‘Lick	it	Up'	 Casablanca,	1983	 Kiss	Records,	2009	

	 ‘Love	Gun'	 Casablanca,	1977	 Kiss	Records,	2009	

	 ‘Rock	and	Roll	All	Night'	 Casablanca,	1975	 Kiss	Records,	2009	
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		 ‘Shout	it	Out	Loud'	 Casablanca,	1976	 Kiss	Records,	2009	
Little	Richard	 ‘The	Girl	Can't	Help	It'	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘All	Around	The	World'	 Speciality,	1958	 K-Tel,	1976	

	 ‘Baby	Face'	 Speciality,	1958	 K-Tel,	1976	

	 ‘Bama	Lama	Bama	Loo'	 Speciality,	1964	 K-Tel,	1976	

	 ‘By	The	Light	of	the	Silvery	Moon'	 Speciality,	1958	 K-Tel,	1976	

	 ‘Can't	Believe	You	Wanna	Leave'	 Speciality,	1957	 K-Tel,	1976	

	 ‘Good	Golly,	Miss	Molly'	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Jenny,	Jenny'	 Speciality,	1957	 K-Tel,	1976	

	 ‘Keep	A-Knockin'	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Long	Tall	Sally'	 Speciality,	1957	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Lucille'	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Miss	Ann'	 Speciality,	1957	 K-Tel,	1976	

	 ‘Ooh!	My	Soul'	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Ready	Teddy'	 Speciality,	1957	 K-Tel,	1976	

	 ‘Rip	It	Up'	 Speciality,	1957	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Send	Me	Some	Lovin''	 Speciality,	1958	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘She's	Got	It'	 Speciality,	1957	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘Slippin'	and	Slidin''	 Speciality,	1957	 Vee	Jay,	1964;	K-Tel,	1976	

	 ‘True	Fine	Mama'	 Speciality,	1957	 K-Tel,	1976	
		 ‘Tutti	Frutti'	 Speciality,	1957	 Vee	Jay,	1964;	K-Tel,	1976	
Paul	McCartney	 ‘Ballroom	Dancing'	 Parlophone,	1982	 Parlophone,	1984	

	 ‘Eleanor	Rigby'	 Parlophone,	1966	 Parlophone,	1984	

	 ‘For	No	One'	 Parlophone,	1966	 Parlophone,	1984	

	 ‘Good	Day	Sunshine'	 Parlophone,	1966	 Parlophone,	1984	

	 ‘Here,	There,	and	Everywhere'	 Parlophone,	1966	 Parlophone,	1984	

	 ‘Silly	Love	Songs'	 Capitol,	1976	 Parlophone,	1984	

	 ‘So	Bad'	 Parlophone,	1983	 Parlophone,	1984	

	 ‘The	Long	and	Winding	Road'	 Apple,	1970	 Parlophone,	1984	

	 ‘Wanderlust'	 Parlophone,	1982	 Parlophone,	1984	
		 ‘Yesterday'	 Parlophone,	1965	 Parlophone,	1984	
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Fiona	McDonald	 ‘George'	 Flying	Nun,	1994		 Flying	Nun,	1998		
Don	McGlashan	and	Shayne	
Carter	 ‘Blame'	 Arch	Hill,	2006	 [No	label],	2016	

	 ‘Degrees	of	Existence'	 Warner,	2009	 [No	label],	2016	

	 ‘Envy	of	Angels'	 Virgin,	1996	 [No	label],	2016	

	 ‘Hooked,	Lined,	and	Sunken'	 Flying	Nun,	1985	 [No	label],	2016	

	 ‘Jackie's	Song'	 Shhhh!,	1996	 [No	label],	2016	

	 ‘Melt	Against	Yourself'	 Flying	Nun,	1990	 [No	label],	2016	

	 ‘Mine'	 Warner,	2006	 [No	label],	2016	

	 ‘No	Plans	for	Later'	 Virgin,	1992	 [No	label],	2016	

	 ‘Pendulum'	 Columbia,	2001	 [No	label],	2016	

	 ‘Short	Change'	 Warner,	201	 [No	label],	2016	

	 ‘The	Switch'	 Arch	Hill,	2009	 [No	label],	2016	
		 ‘When	the	Trumpets	Sound'	 [No	Label],	2015	 [No	label],	2016	
Don	McLean	 ‘Castles	in	the	Air'	 Mediarts,	1970	 EMI,	1981	
Kylie	Minogue	 ‘All	the	Lovers'	 Parlophone,	2010	 Warner,	2012	

	 ‘Better	the	Devil	You	Know'	 PWL,	1990	 Warner,	2012	

	 ‘Can't	Get	You	Out	of	my	Head'	 Parlophone,	2001	 Warner,	2012	

	 ‘Come	Into	my	World'	 Parlophone,	2002	 Warner,	2012	

	 ‘Confide	in	Me'	 Deconstruction,	1994	 Warner,	2012	

	 ‘Finer	Feelings'	 PWL,	1991	 Warner,	2012	

	 ‘Hand	on	Your	Heart'	 PWL,	1989	 Warner,	2012	

	 ‘I	Believe	in	You'	 Parlophone,	2004	 Warner,	2012	

	 ‘I	Should	be	so	Lucky'	 PWL,	1987	 Warner,	2012	

	 ‘Love	at	First	Sight'	 Parlophone,	2001	 Warner,	2012	

	 ‘Never	Too	Late'	 PWL,	1989	 Warner,	2012	

	 ‘On	a	Night	Like	This'	 Parlophone,	2000	 Warner,	2012	

	 ‘The	Locomotion'	 PWL,	1987	 Warner,	2012	

	 ‘Where	the	Wild	Roses	Grow'	 Mute,	1995	 Warner,	2012	
		 ‘Wow'	 Parlophone,	2007	 Warner,	2012	
Mi-Sex	 ‘Computer	Games'	 CBS,	1979	 Golden	Robot,	2016	
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	 ‘Falling	In	and	Out'	 CBS,	1981	 Golden	Robot,	2016	
		 ‘People'	 CBS,	1980	 Golden	Robot,	2016	
Joni	Mitchell	 ‘A	Case	of	You'	 Reprise,	1971	 Reprise,	2000	

	 ‘Amelia'	 Asylum,	1976	 Nonesuch,	2002	

	 ‘Borderline'	 Reprise,	1994	 Nonesuch,	2002	

	 ‘Both	Sides,	Now'	 Reprise,	1969	 Reprise,	2000	

	 ‘Cherokee	Louise'	 Geffen,	1991	 Nonesuch,	2002	

	 ‘Chinese	Cafe'	/	'Unchained	melody'	 Geffen,	1982	 Nonesuch,	2002	

	 ‘For	the	Roses'	 Asylum,	1972	 Nonesuch,	2002	

	 ‘God	Must	be	a	Boogie	Man'	 Asylum,	1979	 Nonesuch,	2002	

	 ‘Hejira'	 Asylum,	1976	 Nonesuch,	2002	

	
‘Judgement	of	the	Moon	and	Stars	
(Ludwig's	Tune)’	 Asylum,	1972	 Nonesuch,	2002	

	 ‘Just	Like	This	train'	 Asylum,	1974	 Nonesuch,	2002	

	 ‘Love'	 Geffen,	1982	 Nonesuch,	2002	

	 ‘Otis	and	Marlena'	 Asylum,	1977	 Nonesuch,	2002	

	 ‘Refuge	of	the	Roads'	 Asylum,	1976	 Nonesuch,	2002	

	 ‘Sex	Kills'	 Reprise,	1994	 Nonesuch,	2002	

	 ‘Slouching	Towards	Bethlehem'	 Geffen,	1991	 Nonesuch,	2002	

	 ‘The	Circle	Game'	 Reprise,	1970	 Nonesuch,	2002	

	 ‘The	Dawntreader'	 Reprise,	1976	 Nonesuch,	2002	

	 ‘The	Last	Time	I	Saw	Richard'	 Reprise,	1971	 Nonesuch,	2002	

	 ‘The	Sire	of	Sorrow		(Job's	Sad	Song)'	 Reprise,	1994	 Nonesuch,	2002	

	 ‘Trouble	Child'	 Asylum,	1974	 Nonesuch,	2002	

	 ‘Woodstock'	 Reprise,	1970	 Nonesuch,	2002	
		 ‘You	Dream	of	Flat	Tyres'	 Geffen,	1982	 Nonesuch,	2002	
Naked	Eyes	 ‘Always	Something	There	to	Remind	Me'	 EMI,	1993	 Oglio,	2006	
Olivia	Newton-John	 ‘I	Honestly	Love	You'	 EMI,	1974	 MCA,	1998	
Stevie	Nicks	 ‘Twisted'	 Reprise,	1996	 Reprise,	2014	
Nirvana	 ‘About	a	Girl'	 Sub	Pop,	1989	 DGC,	1994	

	 ‘All	Apologies'	 DGC,	1993	 DGC,	1994	
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	 ‘Come	as	You	Are'	 DGC,	1991	 DGC,	1994	

	 ‘Dumb'	 DGC,	1993	 DGC,	1994	

	 ‘On	a	Plain'	 DGC,	1991	 DGC,	1994	

	 ‘Pennyroyal	Tea'	 DGC,	1993	 DGC,	1994	

	 ‘Polly'	 DGC,	1991	 DGC,	1994	

	 ‘Something	in	the	Way'	 DGC,	1991	 DGC,	1994	
Opposite	Sex	 ‘Supermarket'	 Fishrider,	2014	 Opposite	Sex,	2015	
Roy	Orbison	 ‘Blue	Angel'	 Monument,	1961	 Virgin,	1987	

	 ‘Blue	Bayou'	 Monument,	1963	 Virgin,	1987	

	 ‘Candy	Man'	 Monument,	1960	 Virgin,	1987	

	 ‘Crying'	 Monument,	1964	 Virgin,	1987	

	 ‘Dream	Baby'	 Monument,	1963	 Virgin,	1987	

	 ‘Falling'	 Monument,	1963	 Virgin,	1987	

	 ‘I'm	Hurtin''	 Monument,	1960	 Virgin,	1987	

	 ‘In	Dreams'	 Monument,	1963	 Virgin,	1987	

	 ‘It's	Over'	 Monument,	1964	 Virgin,	1987	

	 ‘Lana'	 Monument,	1961	 Virgin,	1987	

	 ‘Leah'	 Monument,	1962	 Virgin,	1987	

	 ‘Mean	Woman	Blues'	 Monument,	1963	 Virgin,	1987	

	 ‘Oh	Pretty	Woman'	 Monument,	1964	 Virgin,	1987	

	 ‘Only	the	Lonely'	 Monument,	1960	 Virgin,	1987	

	 ‘Ooby	Dooby'	 Sun,	1956	 Virgin,	1987	

	 ‘Running	Scared'	 Monument,	1960	 Virgin,	1987	

	 ‘Uptown'	 Monument,	1959	 Virgin,	1987	
		 ‘Working	for	the	Man'	 Monument,	1962	 Virgin,	1987	
Robert	Page	and	Jimmy	Plant	 ‘Battle	of	Evermore'	 Atlantic,	1971	 Atlantic,	1994	

	 ‘Four	Sticks'	 Atlantic,	1971	 Atlantic,	1994	

	 ‘Friends'	 Atlantic,	1973	 Atlantic,	1994	

	 ‘Gallows	Pole'	 Atlantic,	1973	 Atlantic,	1994	

	 ‘Kashmir'	 Swan	Song,	1975	 Atlantic,	1994	

	 ‘No	Quarter'	 Atlantic,	1973	 Atlantic,	1994	
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	 ‘Nobody's	Fault	But	Mine'	 Swan	Song,	1976	 Atlantic,	1994	

	 ‘Since	I've	Been	Loving'	You'	 Atlantic,	1973	 Atlantic,	1994	

	 ‘Thank	You'	 Atlantic,	1969	 Atlantic,	1994	
		 ‘That's	the	Way'	 Atlantic,	1973	 Atlantic,	1994	
Pet	Shop	Boys	 ‘Paninaro	 Parlophone,	1986	 Parlophone,	1995	
Pink	Floyd	 ‘Money'	 Harvest,	1973	 Columbia,	1981	
Elvis	Presley	 ‘Blue	Suede		Shoes'	 RCA,	1956	 RCA,	1960	

	 ‘It	Hurts'	 RCA,	1964	 RCA,	1968	
		 ‘Love	Letters'	 RCA,	1966	 RCA,	1971	
Real	Life	 ‘Send	Me	an	Angel'	 Wheatley,	1983	 Cleopatra,	2009	
Bic	Runga	 ‘Sway'	 Sony,	1997	 Universal,	2019	
Seals	and	Crofts	 ‘Summer	Breeze'	 Warner	Bros.,	1972	 [No	label],	2004	
Paul	Simon	 ‘Can't	Run	But'	 Warner	Bros.,	1990	 Legacy,	2018	

	 ‘Darling	Lorraine'	 Warner	Bros.,	2000	 Legacy,	2018	

	
‘How	the	Heart	Approaches	What	it		
Yearns'	 Warner	Bros.,	1980	 Legacy,	2018	

	 ‘Love'	 Warner	Bros.,	2000	 Legacy,	2018	

	 ‘One	Man's	Ceiling	is	Another	Man's	Floor'	 Columbia,	1973	 Legacy,	2018	

	 ‘Pigs,	Sheep	and	Wolves'	 Warner	Bros.,	2000	 Legacy,	2018	

	 ‘Questions	for	the	Angels'	 Hear	Music,	2011	 Legacy,	2018	

	
‘Rene	and	Georgette	Magritte	with	their	
Dog	After	the	War'	 Warner	Bros.,	1983	 Legacy,	2018	

	 ‘Some	Folks	Loves	Roll	Easy'	 Columbia,	1975	 Legacy,	2018	
		 ‘The	Teacher'	 Warner	Bros.,	2000	 Legacy,	2018	
Simple	Minds	 ‘Alive	and	Kicking'	 Virgin,	1985	 Caroline	International	2016	

	 ‘Don't	You	Forget	About	Me'	 Virgin,	1985	 Caroline	International	2016	

	 ‘Glittering	Prize'	 Virgin,	1982	 Caroline	International	2016	

	 ‘New	Gold	Dream	81-82-83-84'	 Virgin,	1983	 Caroline	International	2016	

	 ‘Promised	You	a	Miracle'	 Virgin,	1982	 Caroline	International	2016	
		 ‘Sanctify	Yourself'	 Virgin,	1986	 Caroline	International	2016	
Frank	Sinatra	 ‘All	the	Way'	 Capitol,	1957	 Reprise,	1963	
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‘How	Little	it	Matters,	How	Little	we	
Know'	 Capitol,	1957	 Reprise,	1963	

	 ‘I've	Got	You	Under	my	Skin'	 Capitol,	1956	 Reprise,	1963;	Capitol,	1993	

	 ‘In	the	Wee	Small	Hours	of	the	Morning'	 Capitol,	1955	 Reprise,	1963	

	 ‘Nancy'	 Columbia,	1944	 Reprise,	1963	

	 ‘Oh	What	it	Seemed	to	be'	 Capitol,	1956	 Reprise,	1963	

	 ‘Put	Your	Dream	Away'	 Columbia,	1945	 Reprise,	1963	

	 ‘The	Second	Time	Around'	 Reprise,	1960	 Reprise,	1963	

	 ‘Witchcraft'	 Capitol,	1957	 Reprise,	1963;	Capitol,	1993	
		 ‘Young	at	Heart'	 Capitol,	1953	 Reprise,	1963	
The	Specials	 ‘Ghost	Town'	 Two-Tone,	1981	 Fantastic	Price,	2006	
Split	Enz	 ‘129'	/	'Matinee	Idyll'	 EMI,	1973	 Mushroom,	1976	

	 ‘Spellbound'	
Mushroom,	1979	(recorded	
1974)	 Mushroom,	1976	

	 ‘Stranger	Than	Fiction'	 White	Cloud,	1975	 Mushroom,	1976	

	 ‘Time	for	a	Change'	 White	Cloud,	1975	 Mushroom,	1976	

	 ‘Titus'	 White	Cloud,	1975	 Mushroom,	1976	
		 ‘Walking	Down	a	Road'	 White	Cloud,	1975	 Mushroom,	1976	
The	Specials	 ‘Ghost	Town'	 Two-Tone,	1981	 Fantastic	Price,	2006	
Dusty	Springfield	 ‘The	Look	of	Love'	 Colgems,	1967	 Philips,	1967	
Steriogram	 ‘White	Trash'	 Capitol,	2001	 Capitol,	2004	
Rod	Stewart	 ‘I	Don't	Wanna	Talk	About	it'	 Riva,	1975	 Warner,	1989	

	 ‘It	Takes	Two'	 Warner,	1991	 Warner,	2019	
		 ‘Maggie	May'	 Mercury,	1971	 Warner,	2019	
Sting	 ‘Brand	New	Day'	 A&M,	1999	 A&M,	2019	

	 ‘Can't	Stand	Losing	You'	 A&M,	1978	 A&M,	2019	

	 ‘Demolition	Man'	 A&M,	1981	 A&M,	2019	

	 ‘Desert	Rose'	 A&M,	2000	 A&M,	2019	

	 ‘End	of	the	Game'	 A&M,	1996	 Deutsche	Grammophon,	2010	

	 ‘Englishman	in	New	York'	 A&M,	1988	 Deutsche	Grammophon,	2010;	A&M,	2019	

	 ‘Every	Breath	you	Take'	 A&M,	1983	 A&M,	2019	

	 ‘Every	Little	Thing	She	Does	is	Magic	 A&M,	1981	 Deutsche	Grammophon,	2010;		
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	 ‘Fields	of	Gold'	 A&M,	1993	 A&M,	2019	

	 ‘Fragile'	 A&M,	1988	 A&M,	2019	

	 ‘I	Burn	for	You'	 A&M,	1982	 Deutsche	Grammophon,	2010	

	 ‘I	Hung	My	Head'	 A&M,	1996	 Deutsche	Grammophon,	2010	

	 ‘If	I	Ever	Lose	my	Faith	in	You'	 A&M,	1993	 A&M,	2019	

	 ‘If	You	love	Somebody	Set	Them	Free'	 A&M,	1985	 A&M,	2019	

	 ‘Message	in	a	Bottle'	 A&M,	1979	 A&M,	2019	

	 ‘Next	to	You'	 A&M,	1978	 Deutsche	Grammophon,	2010	

	 ‘Roxanne'	 A&M,	1978	 Deutsche	Grammophon,	2010	

	 ‘Shape	of	my	Heart'	 A&M,	1993	 A&M,	2019	

	 ‘She's	Too	Good	For	Me'	 A&M,	1993	 Deutsche	Grammophon,	2010	

	 ‘So	Lonely'	 A&M,	1978	 A&M,	2019	

	 ‘The	Pirate's	Bride	 A&M,	1996	 Deutsche	Grammophon,	2010	

	 ‘Walking	on	the	Moon'	 A&M,	1979	 A&M,	2019	

	 ‘We	Work	the	Black	Seam'	 A&M,	1985	 Deutsche	Grammophon,	2010	
		 ‘When	we	Dance'	 A&M,	1994	 Deutsche	Grammophon,	2010	
Straitjacket	Fits	 ‘Done'	 Flying	Nun,	1992	 Flying	Nun,	1993	
Suede	 ‘Europe	is	Our	Playground'	 Nude,	1996	 Nude,	1997	

	 ‘Trash'	 Nude,	1996	 Sony,	2003	
		 ‘W.S.D.'/'We're	so	Disco'	 Nude,	1997	 Sony,	2003	
Taylor	Swift	 ‘Love	Story'	 Big	Machine,	2008	 Republic,	2021	
Texas	 ‘Are	You	Ready'	 PIAS,	2013	 PIAS,	2014	

	 ‘Black	Eyed	Boy'	 Mercury,	1997	 PIAS,	2014	

	 ‘Halo'	 Mercury,	1997	 PIAS,	2014	

	 ‘I	Don't	Want	a	Lover'	 Mercury,	1999	 PIAS,	2014	

	 ‘Inner	Smile'	 Mercury,	2001	 PIAS,	2014	

	 ‘Say	What	You	Want'	 Mercury,	1997	 PIAS,	2014	

	 ‘Summer	Son'	 Mercury,	1999	 PIAS,	2014	

	 ‘The	Conversation'	 PIAS,	2013	 PIAS,	2014	
		 ‘When	We	Are	Together'	 Mercury,	1999	 PIAS,	2014	
Bonnie	Tyler	 ‘It's	a	Heartache'	 RCA,	1977	 Stick,	2005		
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		 ‘Total	Eclipse	of	the	Heart'	 Columbia,	1983	 Stick,	2005;	Cleopatra,	2011;	ZYX,	2012	
Suzanne	Vega	 ‘(I'll	Never	be)	Your	Maggie	May'	 A&M,	2001	 Cooking	Vinyl,	2014	

	 ‘(if	You	Were)	In	my	Movie'	 A&M,	1992	 Cooking	Vinyl,	2014	

	 ‘Angel's	Doorway'	 Blue	Note,	2007	 Cooking	Vinyl,	2014	

	 ‘Bound'	 Blue	Note,	2007	 Cooking	Vinyl,	2014	

	 ‘Calypso'	 A&M,	1987	 Cooking	Vinyl,	2014	

	 ‘Caramel'	 A&M,	1996	 Cooking	Vinyl,	2014	

	 ‘Fat	Man	and	Dancing	Girl'	 A&M,	1992	 Cooking	Vinyl,	2014	

	 ‘Gypsy'	 A&M,	1987	 Cooking	Vinyl,	2014	

	 ‘Harbour	Song'	 A&M,	2001	 Cooking	Vinyl,	2014	

	 ‘Headshots'	 A&M,	1996	 Cooking	Vinyl,	2014	

	 ‘In	Liverpool'	 A&M,	1992	 Cooking	Vinyl,	2014	

	 ‘Ironbound'	/	'Fancy	Poultry'	 A&M,	1987	 Cooking	Vinyl,	2014	

	 ‘Luka'	 A&M,	1987	 Cooking	Vinyl,	2014	

	 ‘Marlene	on	the	Wall'	 A&M,	1985	 Cooking	Vinyl,	2014	

	 ‘Neighbourhood	Girls'	 A&M,	1985	 Cooking	Vinyl,	2014	

	 ‘New	York	is	a	Woman'	 Blue	Note,	2007	 Cooking	Vinyl,	2014	

	 ‘Rock	in	His	Pocket	(Song	of	David)'	 A&M,	1992	 Cooking	Vinyl,	2014	

	 ‘Small	Blue	Thing'	 A&M,	1985	 Cooking	Vinyl,	2014	

	 ‘Some	Journey'	 A&M,	1985	 Cooking	Vinyl,	2014	

	 ‘Song	in	Red	and	Gray'	 A&M,	2001	 Cooking	Vinyl,	2014	

	 ‘Stockings'	 A&M,	1996	 Cooking	Vinyl,	2014	

	 ‘The	Queen	and	The	Soldier'	 A&M,	1985	 Cooking	Vinyl,	2014	

	 ‘Tom's	Diner'	 A&M,	1987	 Cooking	Vinyl,	2014	
		 ‘Zephyr	and	I'	 Blue	Note,	2007	 Cooking	Vinyl,	2014	
The	Verlaines	 ‘C.D.,	Jimmy	Jazz	and	Me'	 Flying	Nun,	1983	 Flying	Nun,	1987	
Wang	Chung	 ‘Dance	Hall	Days'	 Geffen,	1982	 Chong	Music,	2011	
		 ‘Everybody	Have	Fun	Tonight'	 Geffen,	1986	 Chong	Music,	2011	
Patrick	Wolf	 ‘Bermondsey	Street'	 Mercury,	2011	 Bloody	Chamber	Music,	2012	

	 ‘Bitten'	 Mercury,	2011	 Bloody	Chamber	Music,	2012	

	 ‘Bluebells'	 Loog,	2007	 Bloody	Chamber	Music,	2012	
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	 ‘Hard	Times'	
Bloody	Chamber	Music,	
2009	 Bloody	Chamber	Music,	2012	

	 ‘House'	 Mercury,	2011	 Bloody	Chamber	Music,	2012	

	 ‘London'	 Tom	Lab,	2003	 Bloody	Chamber	Music,	2012	

	 ‘Oblivion'	
Bloody	Chamber	Music,	
2009	 Bloody	Chamber	Music,	2012	

	 ‘Overture'	 Loog,	2007	 Bloody	Chamber	Music,	2012	

	 ‘Paris'	 Tom	Lab,	2003	 Bloody	Chamber	Music,	2012	

	 ‘Teignmouth'	 Tom	Lab,	2005	 Bloody	Chamber	Music,	2012	

	 ‘The	Libertine'	 Tom	Lab,	2005	 Bloody	Chamber	Music,	2012	

	 ‘The	Magic	Position'	 Loog,	2007	 Bloody	Chamber	Music,	2012	

	 ‘Together'	 Mercury,	2011	 Bloody	Chamber	Music,	2012	

	 ‘Vulture'	
Bloody	Chamber	Music,	
2009	 Bloody	Chamber	Music,	2012	

	 ‘Wind	in	the	Wires'	 Tom	Lab,	2005	 Bloody	Chamber	Music,	2012	
		 ‘Wolf	Song'	 Tom	Lab,	2003	 Bloody	Chamber	Music,	2012	
Zodiac	Mindwarp	and	The	
Love	Reaction	 ‘Prime	Mover'	 Mercury,	1987	 Deadline	Music,	2009	


