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Abstract

Prompt-based AI music can appear to move directly from user text to model output. This paper asks 
how agency is formed across written requests, platform interfaces, generated songs, and culturally 
informed listening. Agency means making a difference within the workflow, not possessing intention. 
Drawing on music mediation, human-machine agency, platformization, and text-to-music research, 
the study examines four Suno 5.5 runs that produced eight Taigi Pop Music (Taiwanese-language pop 
music) songs. The case matters because Taigi Pop Music is recognized through language, vocality, 
arrangement, genre memory, social position, and local meaning rather than a language label alone. 
Comparisons of paired songs generated from the same visible settings show shared features alongside 
audible differences. They also show that complete lyrics can coexist with different surrounding 
requests and musical associations. Although these comparisons cannot identify internal causes, they 
reveal how musical requests are organized, made audible, compared, and interpreted across the 
platform workflow.

1 PROMPT TEXT IN A PLATFORM-BASED AI MU

SIC WORKFLOW

When a creator attempts to make Taigi Pop Music through 

a system such as Suno, the creative act is not simply a mat

ter of writing one prompt and receiving one song. Prompt 

text matters, but it is only one step in a workflow that 

also includes lyrics and style input areas, tags, metatags, 

interface defaults, generated audio, and the creator’s deci

sions to accept, reject, revise, or regenerate a song. The 

paper therefore asks how musical agency is formed across 

prompt text, platform input areas, generated sound, and 

listening judgment.

1.1 Suno as a Platform Workflow for Taigi Pop Music

Existing text-to-music and Suno-related studies make 

Suno a suitable case because they show that prompt-based 

generation can be studied as a platform workflow, not 

only as a technical problem of generating audio from text. 

The text-to-music literature gives this paper its baseline: 

natural-language descriptions can guide generated music, 

and generated audio can be evaluated for how well it fits 

those descriptions (Agostinelli et al., 2023). Copet et al.‘s 

MusicGen paper adds a more specific point: what it calls 

controllability is the practical question of whether users 

can steer musical results through text descriptions and, 

in MusicGen’s case, melody inputs, rather than merely 

receive high-quality audio (Copet et al., 2023). For this 

study, however, the central object is not the model alone. 

The central object is the workflow in which a creator 

writes prompt text, works with lyrics and style input areas, 

uses tags or metatags, hears generated audio, and decides 

what counts as an acceptable musical result. The Suno

Caps dataset treats prompts, alignment comments, and 

emotion annotations as data for studying Suno-generated 

songs (Civit et al., 2024). Casini et al. show that commer

cial text-to-music platforms organize creation through 

prompt text, lyrics, tags, metatags, and interface metadata 

(Casini et al., 2025). These are not cited here as examples 

of similar products; they justify the methodological choice 

to treat Suno as a concrete site where music mediation 

through a platform can be observed without claiming 

access to hidden training data. The case is therefore spe

cific: what happens when this platform workflow is used 

to produce Taigi Pop Music, a musical formation whose 

identity cannot be reduced to a genre label or a language 

tag?

Taigi Pop Music is an especially strong case because 

it asks the platform to handle language, vocality, arrange

ment, genre memory, and local meaning at the same 

time. Tsai, Ho, and Jian’s introduction to Made in Taiwan 

frames Taiwanese popular music through language poli

tics, industrial history, and multiple trajectories rather than 

as a single authentic sound (Tsai et al., 2019). Ho Tung-

Hung’s chapter on postwar nativism connects popular 

music to changing social moments, cultural nativism, and 

identity politics without treating nativism as a fixed sub

stance (Ho, 2019). Chen Pei-Feng’s work on Taigi songs 

foregrounds colonial and postcolonial histories, vocality, 

and social memory (Chen, 2019a). Chen Pei-Feng’s study 

of Japanese-period Taigi pop songs shows that the cate

gory is historically mediated rather than simply linguistic 

(Chen, 2017). Chen Pei-Feng’s work on “Taiwanese 

flavor” further shows how ideas of local sound are histor

ically contested and reclassified (Chen, 2022a). The case 

is therefore more than a question of whether Suno can 

produce intelligible Taigi lyrics.

This is why the case matters beyond whether a single 

platform succeeds or fails. Commercial text-to-music 
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platforms organize musical requests through prompt text, 

labels, tags, metatags, and style descriptions. When such 

requests invoke musical memory, tradition, or local sound, 

researchers and music practitioners need ways to ask what 

those simplified terms preserve, what they reduce, and 

what materials are needed before such judgments can be 

supported. Because this study has no access to Suno’s 

training data, these questions must be studied through 

observable case records, generated audio, public platform 

pages or screenshots, and listening notes rather than as

sumed in advance.

1.2 Agency as Making a Difference Across Prompt 

Text, Generated Songs, and Listening

In this paper, agency means the capacity to make a 

difference in the musical workflow. It does not require 

human-like intention. Bates makes this distinction when 

showing how musical objects and technical arrangements 

can change what happens in practice (Bates, 2018). 

Prompt text names musical directions. The interface orga

nizes how lyrics, style description, and other settings are 

entered. Generated songs introduce vocal, instrumental, 

and formal features that were not fully settled in writing. 

The first author’s listening notes identify which of those 

features can be compared and interpreted. Taigi Pop Music 

scholarship provides the historical and musical context for 

those judgments.

The paper’s central claim is therefore:

> Prompt-based AI music should be studied as a workflow 

rather than a direct path from prompt to output. In this 

case, the analysis traces agency across the text and visible 

settings recorded for the four runs, Suno’s input areas, 

the generated songs, and the first author’s listening judg

ments. These parts do not exercise the same control: they 

make different kinds of difference as a musical request is 

written, organized, made audible, and interpreted. Music 

mediation, human-machine agency, platformization, text-

to-music research, and Taigi Pop Music scholarship help 

explain those differences.

The literature supports this claim conceptually. Section 4 

places written materials, paired songs, and listening notes 

together; Section 5 asks what they show about agency and 

Taigi recognizability.

2 MUSIC MEDIATION, CREATIVE INTERFACES, 

AND PLATFORM CONDITIONS

This section builds the conceptual path behind the claim 

in Section  1.2, moving from music mediation to AI 

music tools, platformization, and text-to-music systems. 

Together, these bodies of work justify studying prompt 

text, interface, generated songs, and listening as one work

flow of musical action.

2.1 Prompt Text as a Mediator of Musical Intention

Music mediation theory helps prevent a common simplifi

cation in discussions of AI music: the idea that technology 

either merely carries human intention or replaces it. Born 

and Barry describe mediation as transmission, translation, 

and transformation across relations such as sound, tech

nologies, discourses, social relations, sites, and spaces 

(Born & Barry, 2018). They also orient this paper method

ologically: trace which sonic, discursive (the words and 

categories used to describe music), embodied, material, 

and social mediations are present, then examine their 

relations without assuming that discourse is a full guide 

to practice (Born & Barry, 2018). This matters because 

prompt text is a discourse about music, while generated 

audio and the work around it are musical, technical, and 

listening practices that may not obey that discourse. Hen

nion adds that musical works appear through mediations 

such as gestures, bodies, habits, materials, spaces, lan

guages, institutions, and listeners’ attachments, not apart 

from them (Hennion, 2012). Latour makes this usable as 

an account of agency: actors are made to act by many 

others, and mediators transform, translate, distort, and 

modify what passes through them (Latour, 2005). Bates’s 

organological extension of ANT brings the argument 

down to musical matter: instruments, technical objects, 

spaces, and users enter a changing give-and-take in which 

agency means making a difference, not possessing inten

tion (Bates, 2018). Prior’s discussion of glitch shows 

why contemporary music sociology needs this kind of 

account, since musical styles and broader musical settings 

are shaped through technologies, devices, techniques, and 

artefacts that solidify and transform practice (Prior, 2008).

For this paper, the practical implication is direct: prompt 

text is not a transparent vessel for intention. It is a media

tor. It translates a musical desire into language, and then 

that language is translated again by interface input areas, 

platform categories, the audible features of generated 

songs, and the listener’s evaluation. The resulting song is 

therefore not simply “what the user asked for” or “what 

the model made.” It is the outcome of a chain of transfor

mations. This is why the method keeps prompt records 

together with the separation of lyrics and style input areas, 

the tags and metatags supplied, the songs kept or rejected, 

and the listening frame used to judge the result.

2.2 AI Music Tools as Cycles of Writing, Listening, and 

Revision

AI music tool scholarship makes this account of agency 

in the workflow more concrete. Fiebrink and Caramiaux 

sharpen this point by treating machine learning algorithms 

as creative tools and interfaces, not only as engines to 

be measured by accuracy (Fiebrink & Caramiaux, 2018). 

Their examples of interactive machine learning show 

musicians training a system, trying it in real time, notic

ing unexpected behavior, and changing examples so the 

system better fits a developing musical idea (Fiebrink & 

Caramiaux, 2018). For a Suno study, this shifts attention to 

the user’s cycle of writing prompt text, listening, selecting, 

revising, and regenerating. Deruty et al. make a parallel 

point from contemporary popular music production: in 

studio practice, composing is often intertwined with 

recording, editing, mixing, sound design, arrangement, 

and production judgment (Deruty et al., 2022). This helps 

explain why Suno-generated songs can be treated as audio 

objects that still have to be compared, accepted, rejected, 
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and revised in a production-like workflow. Xambó and 

Roma help specify agency questions for this interaction 

(Xambó & Roma, 2024). Their live-coding study does not 

map directly onto Suno, but it asks what is legible to users, 

what can be modified, how predictable the system is, 

and how many human and nonhuman agents are involved 

(Xambó & Roma, 2024). In a platform workflow, those 

questions become: what can the creator see, what can 

be changed, what unexpected features the generated song 

introduces, and which human, data, interface, and system 

elements participate in the action. Väkevä and Partti like

wise show that generative AI music raises questions of 

agency within concrete educational and musical settings 

(Väkevä & Partti, 2025).

This matters for the Suno case because popular music is 

not only melody, harmony, or lyrics. It is also vocal deliv

ery, production texture, arrangement, genre expectation, 

and selection. A creator working with Suno may take part 

in the music-making process not by directly composing 

every note, but by choosing descriptors, editing lyrics, 

listening for fit, rejecting generated songs, and deciding 

which audible features matter. These actions are not sec

ondary to the music; they are part of the musical workflow. 

The analysis therefore asks not only whether Suno “under

stands” a prompt, but how a creator’s musical judgment 

works across interface inputs, generated audio, compari

son, rejection, and the notes that explain those decisions.

2.3 Platformization as Conditions for Musical Produc

tion

Platformization research is necessary here because cul

tural production is increasingly organized by platforms. 

Poell et al. define platformization as a transformation 

of cultural production through platform infrastructures, 

datafication, governance principles, technological stan

dards, and changing relations between producers, audi

ences, advertisers, and platform corporations (Poell et al., 

2017). In more direct terms, this means that platforms 

shape cultural production through technical arrangements, 

data collection, governance rules, interface design, and 

economic relations. Their account matters here because 

a platform does not merely host cultural content; it 

reorganizes production and circulation through interface 

arrangements, metrics, defaults, and rules (Poell et al., 

2017). Seaver’s work on knowing algorithms adds a 

methodological caution: cultural researchers should study 

algorithmic systems rather than imagine a single algorithm 

waiting to be revealed (Seaver, 2019a). Seaver also argues 

that cultural details are technical details when the object is 

an algorithmic system, which supports treating prompt in

put areas, platform categories, user habits, and the records 

kept while working with the system as part of the system 

rather than as external context (Seaver, 2019a). Seaver’s 

account of captivation further connects algorithmic sys

tems to attention and cultural attachment (Seaver, 2019b). 

Prey and Esteve-Del-Valle’s study of Spotify shows that 

musicians perceive, understand, and experience algorith

mically constructed peer networks (Prey & Esteve-Del-

Valle, 2024). For a Suno workflow, this suggests treating 

how a creator writes prompt text, chooses interface inputs, 

and uses tags and metatags as part of how they make sense 

of the platform’s algorithmic system, not merely as inputs 

to a model.

Prior makes this platform argument more concrete. His 

pairing of Bourdieu and ANT shows that music-making is 

shaped by positions and forms of capital, while his discus

sion of glitch shows how devices, techniques, and artefacts 

participate in what musical practice makes possible (Prior, 

2008). In the Suno case, the platform is therefore not 

only infrastructure. It is also an organized setting in which 

interface inputs, prompt text, tags, metatags, and defaults 

shape what a creator can try, compare, revise, or circulate.

The scholarship reviewed here supports this conceptual 

move, but it does not replace case evidence about Suno’s 

current interface or rights policy. This study can therefore 

analyze a Suno workflow through platformization and 

music mediation, while exact claims about current Suno 

interface inputs, subscription tiers, commercial rights, or 

model version behavior have to be tied to public platform 

pages or screenshots from the time of the study. The 

methodological point is to describe the visible platform 

arrangement without pretending to know hidden training 

data or internal model operations.

2.4 Prompt, Tag, and Alignment Evidence in Text-to-

Music Studies

Text-to-music research gives this paper an empirical vo

cabulary. MusicLM shows that natural-language descrip

tions can guide AI music generation (Agostinelli et al., 

2023). Copet et al.‘s MusicGen study makes control more 

explicit: it treats text descriptions and melody inputs as 

ways for users to guide the generated music, which is why 

this paper records not only generated songs but also the 

prompt records, tags, and interface inputs used to request 

them (Copet et al., 2023). The SunoCaps dataset is espe

cially relevant because it treats prompts, expert alignment 

comments, and emotion annotations as data for Suno-

generated songs (Civit et al., 2024). Casini et al.’s study of 

Suno and Udio is also relevant because it examines text-

conditioned AI-generated music through prompt, lyric, 

tag, and metatag practices (Casini et al., 2025). Coelho’s 

work on artist-like traces clarifies the ethical risk of styl

istic proximity, while also showing why this paper should 

avoid claims about artist-specific training signals without 

a dedicated audit protocol (Coelho, 2025).

These studies support a specific methodological premise: 

prompt-output relations can be studied through records. 

They do not imply that prompt text fully controls gener

ated songs, nor do they allow this paper to claim what 

is inside Suno’s training data. This study therefore keeps 

the observable records together: prompt records, interface 

structure, tags, generated audio, and listening notes. To

gether, these records allow the study to examine how 

musical intention changes in a platform-based text-to-mu

sic workflow, without claiming that a commercial model 

has or lacks cultural understanding.
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3 TAIGI POP MUSIC AS LANGUAGE, VOCALITY, 

ARRANGEMENT, AND LOCAL MEANING

This section gives the case its cultural specificity. Taigi 

Pop Music is not used here as an exotic example or 

merely as a non-English prompt. It is used because its rec

ognizability depends on several layers at once: language, 

pronunciation, vocality, arrangement, genre memory, so

cial position, local meaning, and historical mediation.

3.1 Language Labels and the Limits of “Taiwanese 

Hokkien Pop”

Taiwanese popular music scholarship shows why Taigi 

Pop Music cannot be reduced to the label “Taiwanese 

Hokkien pop.” Tsai, Ho, and Jian’s introduction to Made 

in Taiwan warns that Taiwanese popular music cannot be 

reduced to one authentic sound or one language category; 

it has to be read through language politics, industry, iden

tity, and historical trajectories (Tsai et al., 2019). Chen 

Pei-Feng’s work on Taigi songs under continuous colonial 

conditions further shows that language is inseparable from 

social memory, translation, cover practices, and histori

cally produced ways of singing (Chen, 2019a). Chen Pei-

Feng’s study of Japanese-period Taigi popular songs adds 

that the category was formed through folk-song discourse 

and musical modernization, not through language alone 

(Chen, 2017).

For the Suno case, this means that Taigi Pop Music 

should be treated as the paper’s main English term, 

not just as a translation choice. The gloss “Taiwanese-lan

guage pop music” helps international readers understand 

the term, but it should not replace the main term. The 

alternative label Taiwanese Hokkien pop may be useful 

as a platform-recognition comparison, but it should not 

become the paper’s main term because it risks reducing 

the case to a linguistic label.

3.2 Vocality, Re-Japanization, and Structures of Feel

ing

The terms in this subsection come from Chen Pei-Feng’s 

historical framework for Taigi songs under continuous 

colonial conditions. Japanization, re-Japanization, self-

Japanization, traditionalization, and canonization name 

processes through which vocal style, cover practice, mar

ket formation, political marginality, and later memory 

produced and reproduced what later listeners may hear as 

Taigi song tradition (Chen, 2019a).

Chen Pei-Feng’s work is central because it reframes Taigi 

songs as social history through sound. The key implication 

for this paper is that vocality is evidence. Singing style, 

ornament, phrasing, affective delivery, and the listener’s 

memory of such delivery all matter. A generated song 

should therefore not be evaluated only for whether its 

lyrics are in Taigi or whether its surface genre tag appears 

correct.

Chen Pei-Feng’s account of Japanization, re-Japanization, 

self-Japanization, traditionalization, and canonization is 

also methodologically useful (Chen, 2019a). It prevents 

the paper from treating enka-like vocality as an ancient 

essence of Taigi Pop Music. Instead, enka-like sound can 

be understood as historically produced through colonial 

history, postwar cover practices, market formations, social 

marginality, and later canonization. This raises a question 

for the case: whether a platform turns this history into a 

timeless nostalgic marker.

The concept of structure of feeling is especially important. 

Taigi songs can carry historically formed affects such 

as longing, displacement, endurance, marginality, power

lessness, and self-rescue. If a platform prompt reduces 

these histories to generic mood words such as “sad,” “nos

talgic,” or “emotional,” something culturally significant 

may be lost. This therefore becomes an analysis question 

for the Suno case record.

3.3 Arrangement, Vocal Rhetoric, and Genre Memory

The arrangement literature adds another layer. Chen 

Wan-Ling’s work on Japanese-period Taigi popular song 

arrangement shows that the sound of these songs cannot 

be understood only through lyrics or melody; introduc

tions, interludes, Western-style arrangement, recording 

time limits, and arranger decisions all shape the musi

cal object (Chen, 2016a). Chen Wan-Ling’s study of 

arrangement structure further clarifies why musical form 

and arrangement decisions matter to Taigi popular song 

analysis (Chen, 2016b). This is directly useful for the 

Suno case because generated music can be examined for 

structure, instrumentation, intro/interlude behavior, and 

arrangement logic, not only for language.

The following labels are treated as historical and analytical 

terms, not as self-evident style names. Chen Pei-Feng’s 

study of 1960s Taigi pop and social marginality connects 

genre memory to class, migration, and the postwar cultural 

setting (Chen, 2019b). Chen Pei-Feng’s first article on 

“Taiwanese flavor” connects the term to double decolo

nization and postwar musical politics (Chen, 2022a). The 

second continues the account through musical and cultural 

reclassification (Chen, 2022b). The third extends the de

bate (Chen, 2023). The fourth links musical identity to 

decolonization politics (Chen, 2024). Liao’s work on Jody 

Chiang adds a later case for thinking about vocal identity, 

rhetoric, and canonized popular memory (Liao, 2020).

For orientation, one published listening reference for the 

1990s Taigi ballad memory discussed here is 江蕙 (Jody 

Chiang), 〈酒後的心聲〉 (1992; YouTube).

The literature therefore identifies several genre memories 

that generated songs may mobilize, avoid, or confuse: 

Japanese-period popular song arrangement, enka-like 

vocality, nakashi or electronic keyboard associations, 

post-1980s “Taiwanese flavor,” Mandopop ballad conven

tions, Taigi rock, and contemporary Taigi indie/pop.

3.4 Post-Martial-Law Taigi Rock and Contemporary 

Indie Authenticity

This study avoids freezing Taigi Pop Music as old, 

nostalgic, or automatically enka-like. Chen Ru-Shou’s 

discussion of Taigi rock shows that post-martial-law ex

perimentation also belongs to the broader history of Taigi 
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popular music (Chen, 1996). Jhuang’s study of Sorry 

Youth shows how contemporary Taigi indie practice can 

produce local authenticity through scene practice and 

everyday life (Jhuang, 2022). This matters because a Suno 

prompt for “Taigi Pop Music” might be judged against 

contemporary pop or indie criteria, not only against older 

recording histories.

For this study, authenticity should not mean purity. It 

should be treated through relations among language, 

place, everyday life, vocal attitude, arrangement, scene 

practice, fan culture, and the listening practices of people 

familiar with the music. That frame gives the analysis a 

way to avoid essentializing Taigi Pop Music while still 

taking cultural specificity seriously.

3.5 Listening Frame for Suno x Taigi Pop Music

Taken together, the studies cited above do not produce 

a checklist for judging generated songs. They give this 

study a listening frame for asking how, and with what 

uncertainty, a song becomes recognizable as Taigi Pop 

Music. The first question is linguistic and vocal: whether 

sung lines are recognizable as Taigi or Mandarin, mix 

languages, or use nonspecific or synthetic-sounding syl

lables, and whether vocal delivery suggests Taigi ballad 

phrasing, Mandopop delivery, indie vocal attitude, enka-

like ornament, or an unclear synthetic-sounding voice.

The second question concerns musical memory. Arrange

ment, instrumentation, intro and interlude behavior, 

rhythm section, keyboard or guitar texture, and production 

style can call up older recording markers, studio-pop 

conventions, postwar Taigi ballad, Mandopop, Taigi rock, 

contemporary Taigi indie/pop, or other formations. These 

musical cues also shape affect. A generated song may 

suggest longing, displacement, endurance, marginality, 

powerlessness, or self-rescue, or it may reduce such histo

ries to generic sadness or nostalgia.

The third question concerns social and local recognizabil

ity. The song may imply an out-migrant, worker, woman, 

performer, sailor, socially marginal figure, urban narrator, 

or generic romantic speaker. It may also make place, 

everydayness, fan culture, or local authenticity audible, or 

it may only add a generic “Taiwanese” decoration. The 

case analysis does not require every generated song to 

answer all of these questions. It uses this frame to place 

listening notes beside prompt text, generated lyrics, visible 

platform records, and audio.

4 LISTENING MEMORY, PROMPT PRACTICE, 

AND GENERATED SONGS

4.1 Listening Memory and Earlier Prompt Practice

The first author’s understanding of Taigi Pop Music 

developed through television, popular songs, online lis

tening, platform recommendations, deliberate searching, 

and reading about Taigi songs and Taiwanese popular 

music. This history informs the first author’s judgments of 

pronunciation, vocal delivery, arrangement, affect, genre 

memory, and local meaning in the generated songs. The 

listening notes record those judgments from this stated 

position rather than presenting them as a shared standard 

among all listeners.

Earlier use of Suno also shaped the formal case. In earlier 

versions with fewer visible options, requests that named 

only “Taigi Pop Music” or “Taiwanese-language pop mu

sic” did not consistently produce songs close to the first 

author’s listening memory. Those attempts drew attention 

to the relation among language descriptions, lyrics, style 

descriptions, phonetic choices, and generated sound. The 

case begins with the materials preserved for the four Suno 

5.5 runs.

4.2 Four Runs, Eight Songs, and Their Visible Records

The case contains four runs and eight songs. S1 Simple 

Ballad and S2 Simple Indie use Simple mode. A1 

Advanced Ballad and A2 Advanced Indie use Advanced 

mode. Each run produced two songs: S1A/S1B, S2A/S2B, 

A1A/A1B, and A2A/A2B.

The written materials differ between the modes. In Simple 

mode, the first author entered one Song Description, and 

Suno generated the title and lyrics. The saved record also 

includes the Prompt / Style Summary shown with each 

song. In Advanced mode, the first author supplied the title, 

complete lyrics, style description, exclude text, and slider 

settings separately. The modes therefore differ both in how 

the writing is arranged and in which text is supplied by the 

first author or generated by Suno.

Figure 1. Suno 5.5 mode interfaces: Simple mode & 

Advanced mode
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These records allow three comparisons. The interface 

comparison asks how the two modes arrange musical 

requests. The within-run comparison asks which features 

recur or differ between two songs generated from the 

same saved visible settings. The A1/A2 comparison keeps 

the complete lyrics unchanged while the title, style de

scription, exclude text, sliders, and other settings differ. 

Because several settings change together, this comparison 

cannot assign an audible difference to one setting alone.

The listening frame in Section 3.5 guides the notes without 

becoming a score or checklist. Each song is described 

through the dimensions that can be heard clearly enough, 

while cultural interpretations are identified as judgments 

grounded in the first author’s listening context.

Figure 2. Suno 5.5 case record: eight generated songs.

4.3 Written Requests, Generated Songs, and Listening 

Across Four Runs

The saved S1 summary describes a nostalgic Taigi pop 

ballad with acoustic guitar, warm bass, light drums, elec

tric keyboard, close verses, and a fuller chorus. It also ends 

with labels including rap, edm, ballad, and acoustic. 

Suno generated the title 〈港邊等你回來〉 and lyrics about 

waiting, family memory, and returning home. In S1A, 

pronunciation in the chorus was more recognizable as 

Taigi than in the verse, which leaned toward Mandarin. 

The vocal sounded raspy, projected, and synthetic. S1B 

remained in a similar ballad setting but had a smoother 

surface and shifts between male- and female-sounding 

vocal qualities. In both songs, the harbor setting and the 

speaker’s relation to home were clearer in the lyrics than 

in the audio alone.

The saved S2 summary describes contemporary Tai

wanese Hokkien indie pop rock with mid-tempo drums, 

warm bass, chiming electric guitar, soft keyboard, 

and conversational verses. Suno generated the title 

〈港邊紙箱〉 and lyrics about fish markets, factory work, 

leaving home, and returning to the harbor. S2A had a plain 

male vocal, clean electric guitar, warm bass, loose drums, 

and a gentle lift before the final refrain. S2B remained 

within an indie or pop-rock setting but included broader 

pop and more synthetic vocal qualities. In both songs, the 

band arrangement was easier to hear than the working life 

described in the lyrics.

The A1 materials request a 1990s-2000s Taigi pop ballad 

with acoustic guitar, electric keyboard, warm bass, light 

drums, and a warm, slightly raspy male narrator. Its lyrics 

repeatedly return to “故鄉若閣叫阮名” and connect 

departure, loneliness, and return. A1A contained recogniz

able Taigi pronunciation, but parts of its musical setting 

moved toward Mandopop convention. Its vocal shifted 

after the first chorus and included karaoke-like phrasing. 

A1B had a stronger minor-mode feeling and a clearer rela

tion to 1990s-2000s Taigi-song memory. Its pronunciation 

was more consistently recognizable as Taigi, although the 

later vocal sounded more female. Both songs retained 

the ballad setting while differing in pronunciation, vocal 

identity, and musical association.

A2 uses the complete lyrics entered for A1 but changes the 

title and other settings. Its style description requests con

temporary Taiwanese indie pop rock, clean electric guitar, 

warm bass, light drums, soft keyboard, and conversational 

vocal delivery. The shared lyrics still contain directions 

for acoustic-guitar arpeggio, restrained verses, an open 

chorus, a reduced-drums bridge, and a soft outro. The 

written materials therefore place ballad and contemporary 

indie directions together.

A2A combined recognizable Taigi pronunciation and con

versational male vocals with clean electric guitar, warm 

bass, light drums, soft keyboard, and a mid-tempo guitar-

band arrangement. The notes also record enka-like orna

ment in parts of the vocal. A2B remained in a similar band 

setting but carried stronger associations with Mandopop 

and ballad memory. Its chorus was easier to understand 

than its verse. The two songs shared an indie or pop-rock 

arrangement while differing in pronunciation clarity and 

in the balance among indie, Mandopop, and ballad associ

ations.

The A1/A2 comparison does not identify which setting 

produced a particular feature. It shows that the same 

complete lyrics can remain present while the surrounding 

written materials and generated songs differ. Across all 

four runs, lyrics make narrative, place, and social posi

tion explicit, while audio makes pronunciation, vocality, 

arrangement, affect, and genre memory available for lis

tening. The two forms of evidence overlap, but neither 

replaces the other. Section 5 begins from these relations 

rather than from any one prompt, setting, or song.

5 AGENCY AND TAIGI RECOGNIZABILITY 

ACROSS THE WORKFLOW

5.1 Paired Songs and Shared Lyrics Across Runs

Across the four runs, each A/B pair began from the 

same saved visible settings. Each pair repeated a broad 

musical setting while differing in pronunciation, vocal 

quality, or musical association, as detailed in Section 4.3. 

These comparisons do not isolate why those differences 

appeared. They establish a narrower point: the visible 

settings describe part, but not all, of the generated song.

A1 and A2 add a cross-run comparison. The complete 

lyrics remain the same, while the title, style description, 
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exclude text, sliders, and other settings change together. 

Because those settings changed together, the comparison 

cannot assign an audible feature to one setting. It shows 

that lyrics can provide a stable narrative and formal outline 

without fully determining musical identity.

5.2 How Writing, Interface, Generation, and Listening 

Make a Difference

These comparisons clarify how agency appears across 

the workflow. The first author chooses how to describe 

the music, which lyrics and settings to use, and which 

differences matter when listening. The interface places 

some requests together and keeps others separate; it also 

structures whether titles and lyrics are supplied by the 

first author or generated by Suno. Generation introduces 

audible features not fully settled in writing. Listening does 

not produce those features, but it makes them available for 

comparison, selection, and cultural interpretation.

These parts do not control the song in the same way. 

Bates’s account of agency asks what makes a difference 

in a particular relation (Bates, 2018). Born and Barry de

scribe mediation as transmission, translation, and transfor

mation (Born & Barry, 2018). Hennion treats techniques, 

objects, practices, and listening as part of music-making 

(Hennion, 2012). Poell et al. place interface organization 

within cultural production (Poell et al., 2017). Simple and 

Advanced modes therefore matter here as ways of orga

nizing textual work, not as a ranking of their quality or 

control.

5.3 Taigi Recognizability and the Workflow as the Unit 

of Analysis

Taigi recognizability explains why listening remains in 

the analysis. Lyrics make narratives of place, work, fam

ily memory, departure, and return explicit. Audio makes 

pronunciation, vocal delivery, arrangement, affect, and 

genre memory available for listening. A language label 

or complete lyrics cannot settle whether a song becomes 

recognizable as Taigi Pop Music. That judgment depends 

on text, sound, musical history, and the first author’s 

stated listening context. It does not demonstrate agreement 

among Taigi Pop Music listeners.

This case shows why preserved writing, visible platform 

records, paired songs, and listening notes should be kept 

together while remaining distinct forms of evidence. It 

does not provide a general evaluation of Suno or a model 

of how all listeners recognize Taigi Pop Music. Indepen

dent listeners, repeated generations, and other platform 

versions could examine whether these relations recur be

yond this case.

Within this study, the unit of analysis is the workflow 

rather than the prompt or generated song alone. Agency 

becomes visible by tracing what changes as a musical 

request is written, organized by the interface, made audi

ble, and interpreted through listening. No single part 

completely explains the song. Following those relations 

moves the analysis from prompt to platform.
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