HOW MUSIC COMMUNICATES

COMPOSITIONAL IDENTITY

All composers have a need to define themselves. pBsitional identity is the ultimate hallmark of
success, the great pinnacle of achievement; tedmgnised is everything. In an obvious sense psufeal
film composers ‘identify’ themselves by doing aareb, repeatedly and in ridiculously short amsuwit
time that are the stuff of legend; haw their music manages to achieve a sense of spetifiacter and
identity, of self, is one of the main reasons f@it success and longevity.

Composers such as James Newton Howard, Hans Zindames Horner, John Williams and many more
manageepeatedlyto succeed at the highest level. One of the readmy do so weblo oftenis not in spite

of the short time limit but probablpecauseof it. The need to abbreviate the process, totlitne
conceptualisation time, can sometimes succeedercteation of an identity. In other words, identiy
sometimes not something we strive for, but ratlvenething we have thrust upon us by a mixture of our
abilities, imagination, experiencesd because of the time limit. One thing film scoreterns have never
had is time.

So how does this identification work in practiceth& composers identify their work via its ‘sounda—
specific and particular use of textures and insemt® or use of the orchestra; having a specific
orchestration and / or production approach leavesraposer relatively free to use different harmonic
choices. If the music is defined by its texture ¢benposer is free to use varied harmonic approastbim

that texture. For example, people talk about tkdriWilliams sound’; one of the main identifiersJafhn
Williams’ music is its wonderful use of orchesttekture. The way particular orchestrators suchadéte
Herbert Spencer interpreted Williams’ arrangemestitguld not be underestimated. Williams’ particular
way of writing for strings, brass and woodwind megent some of the fundamental reasons his work
transports emotionally, even over and above theagle melodies and dense harmonies he crafts.i¥his
why, despiteCatch me if you cabeing so markedly different, harmonically, frdeT or Jurassic Parkor
Close Encounter@ll of which this book analyses in detail) thesaibond between them, a style, a voice, a
sameness; ultimately an identity. Although theidet sound is at least partly the child of Williams
orchestrators and mix engineers, it is the funddaateonsistency, the strength of character anddoityg

of his composing and arranging which defines Johliams. As he has proved time and again, having a
specific ‘sound’ doesn’'t mean that rhythm, pacentmy and melody can’t be diverse. It simply means
there is a consistency of approach which identifms work.

If a composer’s ‘voice’ is a specific and identifia approach to harmony, this leaves them freeffer o
that voice up in multitude of different ‘sounds’darextural scenarios.

Central to any serious study about if, how and whusic creates a sense of meaning within the listisne
the issue of how it communicates - how the musibalracteristics can communicate, almost literdihe
reason music works so well in film is precisely &@®e moving images allow the viewer and listener
emotional context in which to rationalise, intetpend enjoy accompanying music. Music’s vast but
complicated communicative power is never betteduban when put to picture.

Music analysedThe Dark Knight& Batman Begingmusic by Hans Zimmer and James Newton Howard),
The Island(Music by Steve Jablonsky), apiderman ZMusic by Danny Elfmann)King Kong (James
Newton Howard).



THE DARK KNIGHT Hans Zimmer and James Newton Howard

The Dark Knighis not simply a movie about a super-hero. It sadsen separating itself from movies like
Spidermanand The Hulkby focusing deeply on the hearts and minds ofrdveharacters. On a deeper
level it is a film about choice, morality and idsat. The Joker is not played for laughs and ndreisn it

for the money. His anger is against the superftygiaf a morally structured world. That these coexpl
issues are distilled into the body of a superhiémois impressive, but the reason it works in defiént way

to the previous incarnation &atmanfilms is at least partly down to the music; in somays the music
distils the subtext better than the pictures. Aatimusic does not offer as much of an obvious, @a®r
specific meaning as pictures do. Perhaps the reabgnmusic is so useful in accompanying pictures is
because the emotions and meanings it conveys drguite as literal as words and pictures but more
ethereal in nature. Because listeners don’t tremsla actual meaning but instead benefit from nofra
‘feeling’, music’s effect can be more subtle andhgyal and useful in accompanying a whole scene or
conveying an over-arching emotional contour. That fhat it is not absolutely specific is perhassritost
endearing characteristic.

At its most effective the music fathe Dark Knightrarely excessively protrudes or punctuates; itfiams

by delivering a musical context for the film’s imemybut more importantly, for its story. It acts as
emotional commentary on the story rather than ginfyiding a crude accompaniment to the film's hit
points. This brings another pivotal and centraliéssf film scoring to the forefront of the debatehose
point of view do you play? Film can exist on seVéggels at once. As a composer, do you play tbiofi
(what the film appears to be about), or the subteften what the film is really about)? Do you plne
character or the scene or the overview? Perhamsibe®f the many and varied ways in which music can
serve a film, composers who manage to extort th@siemotion and bury it within their music are bes
writing more for message, not the surface- leveiteot. Certainly Hans Zimmer has succeeded in this
approach more than most, which is why his musicroanicates so effectively and often so vividly. So
much of the really successful and emotional sestminwhat Zimmer and Newton Howard wrote fidre
Dark Knightfunction as commentaries on the story, the naeathe overview; comparatively little of it is
actually placed to picture in the normal sense.

Because of this there are few examples of filmisgocliché. Great film composers often dojuist write

to picture. They write to the story, to the feelthg film creates; to its emotion, perhaps todtslsin some
respects placing the music to picture ought to hee ftnal act the composer undertakes, not the first
response. The great composers of today often teflethe concept of a film before it is even masieth
Hans Zimmer and James Newton Howard, when workidiyidually, have composed music before a film
is finished and sometimes before the film is eveot.sFilmmaker M.Night Shayamalan often asks James
Newton Howard to respond to the concept of film. dtesn’t want the composer to be initially unduly
hampered by the reality of his [the director’s]iersof the concept, but instead wants the compsdest
responses to be guided by the idea of the story.

Before we begin analyzing, | am reminded of LeorRodenman’s statement, referenced in the book ‘On
the Track’ by Fred Karlin and Rayburn Wright, tfas a film composer you are not writing real music”
Rosenman made a telling and important distinctietvben what he called ‘real music’ and film musie.
wrote, “Film music has all the ingredients real musas — counterpoint, orchestration, harmony —ibut
doesn’t have the primary ingredient that sepanatasic from non-music; the propulsion is not by neaki
ideas but by literary ideas”. This astute obseovatinderpins perfectly why film music is so diffetdo
‘real music’ but critically why composers have tddeess it with such a different mindset. Film music
provides many contradictions and conundrums, perkiag worst of which is the singular inescapabtg fa
that although the primary function of film is thiitcan bebelieved music is the one ingredient that
ordinarily wouldn’t be there but without which filnvouldn’t be so realistic. As | alluded to in the
introduction, a person’s normal everyday life hasmusical score behind it. This is because it inde
lived, not filmed Music’s job, therefore, is to provide the emotitrat would be there if the film were
indeedhappening in real lifeMusic brings films to life. Music provides an etiomal link. Music, when
done right, makes filmeal.



Studying the music alone is limiting because witie Dark Knightas with most films, the pictures are
part of the music; much of Zimmer's and Newton Ha¥s music is about harmony, counterpoint and
small, short brief melodic figures. In this respw film almost represents the actual melody (tietody

that would appear in ‘real music’). Let us not ferghat music brings emotion to film but film albdngs
emotion to music. | would therefore urge studewts¢e they have read and understood the musical
analysis, to ‘watch’ the music in action as parthaf film itself.

Although all of the music iThe Dark Knightis credited to both composers, any decent sclodléitm
music would spot the difference between somethirigem by Zimmer and something written by Newton
Howard in the same way people can sometimes spotdibtinction between Lennon’'s songs and
McCartney’s songs, many of which were written indizally but accredited to both. The segment below i

a microcosm of Zimmer’'s writing style, featuring iagloes, the trademark dancing semiquavers that so
identify his approach. Below (fig.1) we have theicterpoint between the semiquavers and the midude |

counter melody.
As is nearly always the case with Zimmer the souads a combination of real instruments and

synth/sampled sounds, often duplicating the partss approach represents the genesis of Zimmer's
approach to production and the use of texturesanynof his films.

Fig.1 Audio, 00.43 ‘A Dark Knight' — Movie, 02.16.00
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There are several simple aspects in this piecehmtiieate character and identity and succeed irticgea
emotion. The first section of the transcriptionped, displays a low cello line. This is synonymavith
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Zimmer’s style. He mitigates the potentially hazarsl low melodic lines [which might otherwise get
swallowed in the mix] by impaling the line in b&rée and many others on the maj6t @ descriptive
interval which punctuates and penetrates evenehsa$t undergrowth. However, Zimmer does not simply
hit the buttons which will ‘work’; he also statestentially difficult intervals such as the bracketmaj7?"

in bar four, the 8 in bar eight and the™in bar twelve. One of Zimmer's key communicatie®ls is
precisely this low, dense melodic scoring whichtdess consonance intervals but also intervals waieha
little more demanding on the ears, particularly kbown.

The ‘safe’ intervals would sound too sweet withthé occasional difficult ones. Also in fig.1 (b&tden)

we can observe a G chord featuring the kind of laevwunchy' dense voicing which has become so much
part of Zimmer's style. These low, condensed vasiwork well because of the manner of Zimmer's
production, which involves real instruments beingrged with sampled sounds, enabling him to mix the
various textures together to create a real feaingarmth. This habit of scoring low and densessraich

a part of Zimmer's style as his choice of chordd entervals.

The section below (fig.2, a continuation of the doem fig.1) shows another example of Zimmer’'s
communicative counterpoint; the effectiveness eftthp line (the dancing semiquavers) is shared thith
counterpoint on the stave underneath, which thie tbreaks into two halves (boxdehr twenty-one), a
trend which continues. This mixture of specific otrpoint harmonies and dense lower voicing ensures
the music communicates in a cyclical, slightly messing and absorbing way. The cue isn’t impaled on
any single dominating melodic figure, which migtdve detracted from the images; this is the kind of
writing which can appear again and again, gainimgracter and identity without punctuating the fiioo
much

. Audio, ‘A Dark Knight' cont
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Turning now to an abbreviated transcription of hlaemonies used in the same sectioitoé Dark Knight

we analyse how and why the specific choice of chdranslates and communicates so well. One ofra fil
composer’s goals is to provide music which ‘speaksin uplifting and emotional way. If composeesl

the normal paths open to them they can sometimestecipredictable music, whereas if they stray into
dissonant or abstract territory they can sometimesate music which is difficult and inaccessible,
particularly in a filmic context. Listening to musis a complex and complicated business. As listene
we’re constantly subconsciously searching our exjsiatabase of knowledge for models and compasison
in order to rationalise and digest whatever musirevlistening to. This is an almost instantaneand
subconscious process. A large part of music digess based on assumptions. Music which constantly
proves us wrong in our presumptions fails to engagst listeners and is open to hostile interpretati
Music which perhaps digests too easily does theosipp and is often bland, dull and quite literally
predictable. What drives the creation of most missibie desire to entertain as music. Songs haiveoop
and attitude; they are in many ways an extensioa obmposer’s attitude and ego. Film music does not
share the burden of commercial expectation preaesting. The film composer’s job, by comparisortpis
provide music which engages the listener and cseateemotional link between the film and its music.
Often this means challenging a listener's expemtati Frequently film composers need to write music
which, on the one hand offers the comfort and dgcaf tradition but on the other hand offers a fi/loif
abstraction and surprise. We need to make the regleinterpretative skills work harder than nornioait
perhaps not too hard. This constant trade-off betvwwehat we'd like to write and what we can reastnab
get away with is perhaps most obvious in film cosgrs. With all this in mind, let’s look particulgrat

the chords used in the section we analysed eatiertime circled.

Fig.3

The first chord starts this (or any) sequence aff averything else is heard in context of this. Mus
usually goal-orientated. It is consumed as a lireg@erience with structured reference points apdated
sections throughout which allow listeners to natég&low a chord reacts to the one before it on dftis
crucial. But other, less obvious relationships &etike how chord in bar one interacts with the him bar
three or four or five. Even in short sequence dszspotential dynamics exist. We hear in a lineay
but we listen in a much more detailed cumulativey.w&hy and how music ‘works’ depends often on
things we are not even aware of, but which congpidictate how wexperiencenusic.



Fig.5

Fig.6

The seemingly baffling chart above italicises thlationships between each separate chord and gshefre
the chords in the same sequence. All these rekdtipa exist, at varying levels of subtlety. Critiogght

say it is impossible for a person to rationalise tiyriad of different harmoriic dynamics, or eveat thuch
dynamics only exist theoretically. But such relasbips do exist and centinue to affect our integiien

of what we listen to. Returning to the sequentiedeo of chords, below is the chord sequence seen
logically, sequentially and in context of one canmtius stream.

The same sequence below now breaks the chordsaotbar mini-sequences

Sequence 1

Sequence 2

1
1
1
1
1
!
1
1
! Sequence 3
1
1
1
1

Sequence 4

As individual mini two-bar sequences, the chordslagical arld predictable. But seen in contexheflink
betweenthe mini two-bar sequences, the move from Bb tés @ery slightly outside what we would
normally assume, as is the link between Am andIBle follow a predictable path we might reasonably
have expected a Gm or F to follow from the Bb chowt the C, because this takes us into the ‘fefefi C
key centre.



Fig.7

Similarly the C chord moves to Am, which in contekthat manoeuvres predictable; but in a wider
context (particularly the Bb two chords before)tisuite so smooth. The trend of ‘interrupted chord
sequences’ continues. This is one of the dominatimgmunicative factors of the sequence; it takes yo
slightly outside what you might expect, but doesusbtly and softly. Although there is a cycliceéf, as a
whole Zimmer manages to make the sequence unpabliidty using chords which lie very slightly and
almost imperceptibly outside the immediate localikey centre. Thus there are regular slight urisgitl
uplifting and even mildly euphoric elements, partiely the manoeuvre between Am and Bb. Perhaps the
most unsettling aspect is Zimmer's imperceptiblageal of the feeling of an absolute key centre.

Fig.8

Predictable — %

Predictable —

Bb..Dm...

Predictable —

%

Predictable —

If we look at the chords which together make updbsence of the piece, we see that although st goit of
its perceived key centre every two bars, theredsrmection between bars 1/2 and 5/6. Equally tieee
link between bars 3/4 and 7/8, so in essence e ervices two key centres.

The same chord sequence seen in context of a ‘clyoidi
(referenced in previous chapters), show that Zimmainly stays
within the key centre of Dm. Whé notable is the ‘red herring’ -
his use of the chord of G, which lies outside tkg kentre of Dm
and gently hints at the key centre of C. His decisb leave out the
Gm and F chords (grey) chords which would have mdisnbeen
found in Dm is interesting; together with the udettee G chord,
this is why the piece effectively exists in two kegntres and has a
cyclic mesmerising feel. This is an important aspeEcZimmer’s
style; he uses this approach in many films inclgdiihe Da Vinci
CodeandAngela & Demons.




THE ISLAND Steve Jablonsky

The chord sequence for figures 1, 2 and 3 is idahto the title track from a film callethe Island which
contains a very powerful and creative score froew&tlablonsky, once a protégé of Zimmer, which buys
into the style and sound made famous by his mehtorake no moral judgement here whatsoever; the
scores for the two films are different in many walysimply focus on the similarities here to praveoint

of how composers are drawn to specific harmoniauctiires and devices as a means of basic
communication. The chords used are the samiéghaDark Knightout written in a slightly different order.
My point is that regardless of the order of therdheequence they achieve the same cumulative emotio
They are cut from the same cloth, harmonically stylistically. Because they operate round more thas
key centre, there is a mild cyclical, mesmericifegl Just as in the Zimmer piece, there is no vanse
chorus; no ‘goal’.

Fig.lO Audio, 00.20 ‘The Island Awaits You' — Movie, 00200
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As stated earlier there are notable differencebénprecise sequential order of the chords buerims of

the emotional content and communicative power, tehyieve the same goal. The two are scored out on
single stave format below (fig.11 and fig.12) irder to highlight the way in which the harmonies and
melodic style communicate.

In particular the relationship between the Am atdcBeates the same ‘euphoric’ lift in both pieddso

the use of the G chord to take the piece outsidétin key centre is crucial to the identity of bptaces. A
more obvious melodic link is to be seen and heatd/éen the two pieces. Zimmer's use of semiquavers
which colours some of his films, is appropriatedhia sampled quaver line in Jablonsky's piece.
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The following track to be analysed (‘I'm not a H§ribom The Dark Knight

conveniently and subtly highlights two issues -hlogjor forces in context of film score
composing. The first is the potent and emotionabgroof the humble ‘inversion’. The
second issue (referenced in the chabtesic Theory in Actionis how notes have two
contexts; two realities (the first being its musialue, i.e. the note itself and the second
being its ‘intervallic’ value, i.e. what interva being stated in relation to the chord
which accompanies it when the note is played). rEleionship between the two realities
is one of the invisible governing dynamics thaedetines why music sounds like it does
and how it affects us when we listen. This simgieasvation allows us to understand the
relationship, for example, between two chords intert of a common note. But firstly
the inversions:

A casual glance at many of the modern film scohesvs the power of the inversion.
Why is the inversion such a powerful device? Toarathnd how the inversion
dramatizes and communicates and the best way tib, ugefirst have to grasp what
happens to a chord when it is inverted. Along witkensions and other harmonic
devices, inversions allow us to slightly alter flaerour, weighting, complexion and
dynamic of a chord, slightly challenging the asstioms of the listener. Inversions
specifically provide drama, gravity and ‘lift’ toadnord. They change a chord’s centre of
harmonic gravity; its equilibrium. In the segmeetdw not only does Zimmer use
inversions (circled); he makes a virtue out of tH®nplacing them within the melody
itself. He draws attention to them. Melody doesmte to always be on the top, or even
in the middle. Ultimately melody is not a specifistrument and needn’t always exist in
a predictable range. Over and above everythingodyak principally a function.
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Fig.13
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In the same cue a specific chord exchange is lgigtdd (Bb to the Bm, bars seven to eight). Thizierge
(boxed) works well because the D note (common th bbords) retains its musical value (it is a Dbath
chords) whilst subtly changing its intervallic val(major &' becomes minor'3.

Again, this information is meaningless and no nthem an abstract theoretical observation unless we
understand the context of how and why these mameswommunicate; a shift from Bb to B or from Bbm
to Bm is completely chromatic; everything changetha same rate. By contrast Bb to Bm offers a majo
to-minor change but what it also delivers is a canmote with a changeable intervallic value, which
prevents the chord manoeuvre sounding parallelmdtly a common note wouldn’t be such a big deal, bu
the common note is, in both cases, a third. Thardscrucial intervals; they are descriptive inté&sva@hey
carry the weight of the colour and emotional cohtéxthe chord. The move from Bb to Bm by definitio
draws attention to the bass line, which moves fBimo B and to the'Sof both chords (F and F#). These

chromatic changes are mitigated by the common B wbich changes its intervallic value halfway
through the exchange (to accommodate the new chatd)ot its sound.
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Fig.14

BATMAN BEGINS Hans Zimmer & James Newton Howard

Just like its successdhe Dark KnightBatman Begingimed for a darker and more realistic tone, with a
strong sense of humanity and realism. Fear is anmammtheme throughout the film and the dark tone set

the context for this an@ihe Dark Knight.The following track (entitled ‘Eptescius’) is takérom Batman
Begins This is an effective sequence which displays sother subtleties sometimes found in film music.
Again, although Zimmer and Newton Howard sharedteelits for this film, this is classic James Newton
Howard. Look at and listen to the sequence belosvy@u notice any significant features which migatph
it communicate in a filmic environment?

Audio - ‘Eptescius’
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The chord symbol in bar two is G6/9. But if we laatkthis chord and examine its aural qualities, its
distinct airy ethereal sound, we realise that vitiat in effect, is a subtle poly-chord (fusingelents of
the G chord and the A chord). It doesn’t soundlasract or extreme as most polychords because tredG
A chords are incomplete (the G chord is missing'tand the A chord is missing it&8 It is two thirds of
two chords fused together. The same chord appedarifour. We often refer to harmonies being diec
because of the preamble that delivers them — #iteug. In this respect what happens in bar oneagath
in bar three is crucial in delivering the contexthich bars two and four are heard; the asceridiagd C
notes in bar one and three lead effortlessly inéoltottom two notes (G and B) of bars two and four.

The real James Newton Howard ‘moment’ comes irsdwnd chord in bar five. The mid/low strings
provide a Dm7 ascending to Em7 with the beautifdlgsonant F note above gliding between both. iBhis
classic of the type of ‘polite dissonance’ displhysy Newton Howard. The final chord sequence (bar
eight) represents, again, a classic JNH chord ahamigere he displays a slightly off-key ‘polite
dissonance’; a subtle ambiguity. How? By makingltdveresonant E and B from an E chord sit fairly
comfortably with what is, in all but name, an inesl Fm over the top. The first chord in fig.15hs t
penultimate chord of fig.14. The same chord, enloaioally re-voiced in bar 2, exposes its poly-tonal
gualities, featuring as it does elements of E amdcRords
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The subtle manipulation of harmony is one of theysveusic talks to its audience. This is what stibps
being merely background music. This is what makesdgan something. This is the language of music
speaking. Listeners who don’t understand musicrihace able to understand; they just dordlisethey
understand. It's a communicative language theybareeficiaries of but unaware of. Normally when any
language communicates it does so literally. Musicailanguage that transmits and therefore creates
meaning, but without necessarily being fully untleed, principally because most people cannot read
music. When classical scholars and some acaderaicsnsisic is incapable of conveying or creating
meaning, that the collective sense of meaning lgitlisteners is somehow the same illusion felt
simultaneously by everybody, this is why they aremng.

KING KONG James Newton Howard

James Newton Howard is a master of the subtle myahe almost unheard gesture. He is a mastereof th
careful and creative manipulation of harmony; bially disfiguring the harmonic content of a chord,
rearranging and distorting its DNA so that what wasrdinary chord is now a chord with five legstéad

of two. The track below (‘A Fateful Meeting’ froling Kong displays the kind of chord which is typical
of his understated writing. Two sections are higiled; the first is a small, innocuous examplehaf t
intervallic value of a note being crucial. The nagelf is constant; what iheanschanges because of its
surrounding context.

The second example highlighted is a classic INHdlembellishment; the two G notes which constitute
the minor #' on top and in the middle of the Am9 are retainad hecome the min6é of the Bm7 — a
potentially dissonant chord but one which is detedewith the deft touch of sympathetic orchestratio

The Gs don’t suddenly appear as min6s out of nogyhtbeir intervallic context simply changes as the
chords change. It is not the min6s which suddeelyome ‘okay’; it is the harmonic context which make
it believable, acceptable and eerily normal. Therfueny seems to shape-shift around the two Gs.

Fig.16  Audio -‘A Fateful Meeting’
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Below is a piece called ‘Macrotus’ froBatman Beginslt appears eleven minutes into the film and/ce on
minute into the audio track. Again, although HZ a@NH share the credits, this one has Newton Howard’
fingerprints all over it. This piece is fertile Witompositional and creative tricks and tactics.

Fig.17 Audio -‘Macrotus’ — Movie, 00.11.00
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On a simple level we have the compositional trikthe replication of a melodic line with different
surrounding harmonic context; the safety of thgiogl idea repeated with the addition of new contéke
listener has something old, something new. Theyak@n on a journey which has familiar landmarkargb
two, four, seven and nine). The second observasigtightly more oblique; the harmonic contourstuod
piece are highlighted here. If you ignore the mildohe and focus on the chords, they have thein ow
context; their own journey. This is a good exampighe myth that melody is the sole context through
which music is understood. The chords are oftenréad context. The melody is frequently a simptisti
prism; a window into the piece through which we r@gfate the harmonic contours.

Fig.18 Chordal contour
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Does this piece have a harmonic identity? Doeavela recognisable and definable harmonic fingetpri
Yes it does; normally when harmony is analysedfticels tends to be linear, from left to right, loogiat
the key-centre chords which perhaps start everpgghiand how other chords relate. But a harmonic
identity is not necessarily the gravitational gollvards its key centre. If there is a chtydein this piece
which defines it, to which the piece returns, ithe humble but eternally useful ‘sus’ chord. Thméque
aspect of the sus chords used here is that twweaf tontain the"3andthe suspended"4ogether.
The circles over the chord denote the sus chortigchnappear regularly and define the charactehef t
piece. In the blacked-out circled chord symbolsrtteody states the sus whilst the harmonies undérne
simply state the basic chord, inclusive of it& Blevertheless the sus chord defines the harmortlisn
piece.
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Expect the unexpected.

Earlier we discussed how, as listeners, we’re e@mtist subconsciously searching our existing knogéed
for comparisons in order to rationalise and digessic. This process is so fast and so subtle, eaiarply
not aware of it. As alluded to earlier, music whadmnstantly proves us wrong in our presumptions tai
engage but music which does the opposite is ofi@mdb The film composer’s job is to create a heigkd
sense of aural awareness by pricking, provokingtanthlisingly titillating our senses. With this imind
let’'s look again at this sequence. The last chorbldr three seems to suggest a return to Fm, bigowe
instead to Db. At the end of bar six we expect@hehord to resolve to Fm but instead it takes us &ry
change to Em. When listening to James Newton Howexpect the unexpected. As a compoderthe
unexpected

Fig.20
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The first example ofhe unexpectedefinitely lifts the piece but is subtle; but teecond example on bar
six defines the entire section, creating high eamotiExpecting a move back to Fm or possibly Db but
getting a move to Em is what raises our engagensamprise is one of the greatest musical devichis T
small, seemingly innocuous section of music wettaigd is actually full of compositional and creati
tricks and tactics. It displays quite vividly howusic communicates and creates a strong feelinge Ifeel
something when listening to music, it is invariablcause it has ‘meant’ something to us; it hagasstgd
created a ‘meaning’.

Almost every conceivable musical action and reactias an emotional consequence. Some are nebulous
and unfathomable because they mean different thimggferent people, but some can be rationaleed
understood in a more general, collective sense.ni¢re we understand, the more we realise how thme sa
type of events crop up again and again. Most musitisten to comes built according to specificasiove

are used to and understand. There is little amtyiguiroom for interpretative manoeuvre. It is ilistl and
digested by aural consumers. But some composempasters at creating subtle nuances; understated an
barely distinguishable harmonic deviations whicletiy question our assumptions and create intenedt
even excitement. When we listen to these harmoreats and hear something we didn’t expect, most of
the time we’re probably not even aware of the fagt;are simply aware that we're listening in a etiént
way, or that we're enjoying the experience mordjrating it more challenging. The reason we're mnjg

it more or finding it more challenging is be beaaas that moment we the listener represents a bjze
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of the process than they normally do. Far from @giassive receptors of what we hear but don’triste
our preconceptions are challenged, forcing us gage on a deeper level; in short, we listen.
Corynorhinus from Batman Begingtranscribed below) contains some expressive haientanguage

entirely typical of its composer, James Newton Halvdhe delicate harmonic subtleties containedisn h

music, along with the instrumental textures, havédantifiable and communicative style.

Occasionally the harmonies are implied rather tgplicit. Sometimes he uses delicate polyharmody, o
voicing techniques and other subtleties which sedde drawing in the listener in a way other music

sometimes doesn't.

Fig.21 Audio - ‘Corynorhinus’
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For the first three beats of bar one we hear na3fhikive hear the root,"5 9" and 11" but no &' The
number of extensions equals the number of primatgrvals, so in effect the chord is a little ‘exgiEm
heavy'. The chord is slightly and almost imperdelgtiess clear than we expect. Even this small espie

the process causes the music to communicate ihtly sniore introspective way.

The string chord in bar nine contains a slight subion of what we might expect in that it has thadfe
(maj7) next to the root note of Db. Normally a majochord would be smoothed out and voiced to avoid
such a clash. This chord works so well becauseldsh is mitigated by the chord containing two Feso
(major 3%. These colourful, rich and descriptive intervaémetrate through the chord. The fact that the Db
chord (with the maj7/root clash in the middle)nsearted over the F is interesting because it off&isther
way of visually and aurally rationalising the chptide bottom two notes of the chord (F and C) repmé
what could be heard as a root affticf an Fm chord, whereas the top three notes otltioed represent a

Db chord.

There is therefore a small hint of polyphony, whigh its nature is ambiguous and difficult to auyall
unpick and rationalise. Remember, the names wetgivhord symbols have a value which goes beyond
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merely the ability to visually identify and clagsifChord symbols, intervals and extensions impjicit
suggest an identity, a character.

A chord symbol is also a way of describing the wagnething sounds, the way it feels

Fig.22
Fm Fm! Fm Fm!t The precise voicing of the second
Hy 4 J J J P chords of bar eleven and twelve of the
> £ Z £ original transcription (Fm11) contain
v WF ! F some colourful and vivid voicing.
- - These chords are transcribed (left,

fig.22).

The 11" is voiced midway up the chord, on top of the r@&t, 7" and ¢'. But the min%' is voiced at the
top of the chord, not within it; this creates aasfyeness in the way the chord sounds, due to temat

intervallic dynamics, namely the 1 and the high B being side-by-side and th& interval between the Bb
and Ab.

Fig.23
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In bar thirteen of the original transcription (fed again in fig.23, left)
the Dmaj7, with #4 but nd®Band %' is produces an interesting sound.
Primarily this is because it is a fractured chard §° and ") with two
extensions, which completely alters the internaladgic, but it is also
because the C (maj7) and the #4 (G) create a spedexct 4 interval,
creating harmonies which might better be descrased C chord with no
3 over a Db. So why don’'t we ‘hear’ it as that? Wéar it as an altered
Db chord because the preceding chord (an actuahbtd) provides the
context which feeds the subsequent chord and dietesrhow we hear
it. Chord symbols are not just names; they givameto describe the
context in which we hear.

Finally, bars twenty four-twenty seven of the amigi transcription (repeated below, fig.24) areipatarly
effective and also typical of the kind of vivid h@wnic tensions that characterise Newton Howard/ke st
The section is in 6/4 but because of where thechets and minim fall it seems to have an ‘opent. fBar
twenty five and twenty seven are of particular iest harmonically; the lower strings state an opieh)y
voiced C chord but the top violins (top stave) esttite F — the added “L1The flattened 9 interval
(between the E and F notes) creates significasidarbut, as we have seen before, the tensiontigatad
by the rich voicing and textures. This createsral laf ‘polite dissonance’ where the dissonanceimds
mildly skewed and unsettling rather than extremgomng.
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SPIDERMAN 2 Danny Elfman

Danny Elfman’s music is instantly recognisable &iglscores for th&pidermanfilms display his usual
distinctive and vivid hallmarks. The intro aloneshiree distinct sub-sections (perforated boxedhen
transcription, fig.25); the first is the three-Faminor section which gives way to the Em chord roye B
bass (2 section). Am to Em is quite ‘normal’ and the insien on the Em is typical of how a composer
might dramatise the situation, give it a lift and#y displace expectation. This evolves finallythe two
chords (the Bb#4 to F#) which precede the main ¢hérhis rapidly evolving harmonic sequence is tgpic
of Elfman. The success of his music and the uniyke it possesses, whilst partly to do with distin
harmonies and accompanying orchestration and \giéinalso to do with rapid movement between key
centres — something we don’t normally expect. BBRanny Elfman’s style, as with Hans Zimmer, ie th
‘dancing semiquavers’ [bar eight] where strings @sed almost percussively. Certainly the line is/img

too fast for the notes to be rationalised by theefier, so the string lines are effectively usethghim and
horizontal harmony. One of the ways in which tretelher's assumptions are subtly confounded and thei
expectations denied, is the way in which the tingnature effortlessly moves from 3/4 to 4/4. The
‘dancing semiquavers’, although not transcribeeérdftar eleven, do continue. It takes a moment titese
into 4/4 as a listener because the change lackkitideof gestures or signposts which might accorgpan
such a time change. This kind of subtlety is onmahy nuances Elfman uses.

Fig.25 Audio, 00.01 ‘Spiderman 2 Main Theme” — Movie,00001
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If we analyse the intro in more detail we can sa® Bubtle some of the harmonic dynamics are and how
the sequence navigates the listener from the bigjrup to the start of the main theme in Dm (baesg.

Fig.26 Enote=#4 E note 2'7
Seen through the prism of an emotional contour whésponds to ////
the complexity of the harmonies, we can see théuglaise as the e —— =~ The chromatic downward
intro reaches its preparation for the main sectigich follows. //// harmonic lurch is offset by the
-~ E note, common to both chords

I

The main focus of our attention in this piece, hegre is the harmony; particularly the section frbar
seven to fourteen (of fig.25) and particularly #ieerations and inversions which are so typicdtidfnan’s
style. Elfman is renowned for his distinctive ‘saurThe vivid orchestrations of his long-time cditaator
Steve Bartek are principally responsible for inteting and articulating the creative imaginationtioé
composer. Here, however, we're looking at the imfation, not the sound; the harmonies and inversions
not the instrumentation. A manoeuvre from Dm to i&not subtle, existing, as is does, & #part.
Elfman solves this in bars seven to eight (fig.2p)nverting the Ab over the Eb. This alters theghng

of the chord and changes the harmonic dynamictiogedrama but also facilitating an easier and simero
bass line. The bass movement from D (root of Dnhd5th of Ab) mitigates the uneasy chromaticidm o
the chordal exchange by providing a simple semitmeteveen the bass of the first chord and the swieseq
inverted bass of the second chord. The chords &#thaapart but the bassn’t. Also the melody in bar
eight references a brief D note, which in contéxthe Ab represents a #4. What the @@@ually doing is
linking back to the previous bar's Dm chord. Th&lbetween chords is essential, no matter how oéliq
or tenuous.

As we have seen in other examples, the transitewden a minor chord and a major chord a semitone
lower, can be effective because they share a conmtey the minor "8 becomes the major®whilst
remaining static as a note. The fact that the @’aadntervallic context changes between the twasypf

3 creates a strange transition. The C note remaati dut what itis moves; as stated elsewhere this
amounts to a kind of musical version of an optilbasion.
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Fig.27

Fig.28

Elfman uses this tactic in bars eight to ten. Aise C (3) appears in the bass in bar ten which, again,
heightens the emotion through a change in the haiordynamic of the chord. In fig.27 below (which
features the last four bars of fig.25) we see atiradly simple way of getting from one key centee t
another. The F to Dm is delivered via the trangitohord of A. The ascending melodic sequence in the
penultimate bar includes the note of B whimidges the gafpetween Dm and F#m creating the feeling of
almost a melodic inevitability.

majé" of Dm 4" of F#m

Although not a big part of the melodic line, thenéte is the strand that binds the chords togethiernot
heard as one note but its ability to weave throengry chord is at the centre of how and why thégiseace
works and why it displays consistency. Seen imitssical context (below) it is simply an A note tling
through the bars.

) . ~rd
maj3" 15 5 minZ"

e ~ e e

People rationalise the music they listen to in mber of ways. But in addition to our individual rnetls
we also hear and interpret harmony and melody titrabeir musical and intervallic contexts, as diésct
earlier. That most people are blissfully unawar¢hif does not make it untrue. It is important eoaware

of the various prisms through which music commueisaBeing more open to rationalising in this way
will enable you to understand music and the waysltiith it communicates.

I do not pretend for a moment that these obsemstiw analysis are what occupies the imaginatiothef
composer during the composition process. Whatihcla that the analysis reflects some of the wawys i
which music is heard and listened to. What happensiusic can be analysed independent of the
composer’s stated intentions. The route to theslfiedl composition can be a solitary process, dlfficu
rationalise or define. Whatan be rationalised and understood with reasonabtitycia the outcome; what
was achieved, how it happened and why it is effecti
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