IN SPACE EVERYONE CAN HEAR
THE CHORD CHANGES (part 1)

This chapter will examine the music for some of iti@st eminent and successful ‘Space movies’ inncane
history. The chapter will examine numerous memarafaimous and iconic science fiction films, most of
them with a unifying theme of either being set pa&e and/or involving Aliens. It will also ask whet
there are inherently ‘sci-fi' methods of composimyisic and if there are chord changes, orchestration
techniques or melodic devices which are commonggus

Films and music discussed afdien (Jerry Goldsmith / Howard HansoA)iens(James Horner\pollo 13
(James Hornerndependence DayDavid Arnold)Star Trek(Alexander Courage, Jerry Goldsmiflames
Horner and Michael Giacchanbjission to MardEnnio Morricone)Batman Foreve(Elliot Goldenthal)

ALIEN Jerry Goldsmith

Alienis a 1979 science fiction film directed by Ridlego8. The lead character is a creature that staikis
kills nearly the entire crew of a spaceship. Thenemn mantra thaflien was toStar Warswhat the
Rolling Stoneswere to theBeatlesgoes some way to articulating how the filien is perceived by
cinema-goersAlien offers a subtle, cold, desolate environment; ik¢athe usual Hollywood sheen — the
razzmatazz, the glitz and the spectacle. It i9a sblodding, brooding, dark film but one which qoletely
captured the imagination of people who watchell &tar Warswas the big commercial success &idse
Encountersvas an art-house film, what wAsien? Alienwas essentially a film about a working-class crew
on board a spaceship; people argued about bonpseple smoked, we see the cold, inhospitable inner
workings of the vessel. The film doesn’t try andril’ Space’ or turn characters into heroes.

The film was about terror, not horror; and if wkdat one stage further it wasn't even about teatrthe
fear of terror. Ridley Scott wanted to exploit the effeot of what you see, but what yéear you might
see. The terror is not the Alien; it is tHeughtof it, the fear of it. In seeing how far you carckdhe
pistol before releasing the trigger, many of Seottictics were Hitchcockian. This is not to sayt the
Alien doesn't look scary. Designed by Swiss surreatissteH.R. Giger, visually the creature encapsulate
the very essence of fear. But the number of timesetually see the creature is minimal and thigeseto
enhance the fear of it.

The score forAlien was composed by Jerry Goldsmith and orchestratedrbyur Morton. Goldsmith
created an orchestral score featuring elementsoofanticism but including harmonic tension and
dissonance. The suspense and fear of Scott's fismsomuch of its emotion to the distinctive and
communicative music of Goldsmith. Ridley Scott désed Goldsmith’s music as “seriously threatening
but beautiful”. Perhaps a great example of thithésopening music, a small part of which is scavatl
below.



Fig.1 Original Main Title Theme- Audio 00.33
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The slow legato trumpet phrasing provides a dramedimantic and inviting contour, but the harmorigdb

a different story — they create an entirely segaemhotion — difficult, desolate and bleak. How doeg
short thematic piece manage to communicate soly®i@ihe low pedal C in the basses and strings four
octaves higher gives the piece an eerie, barrelityjudevoid of harmony. Although there is no chalrd
accompaniment Goldsmith provides a melody whicduiggestivef a specific chord by virtue of the Bb, E
and A (7", 3% and 13). Creating harmony in a staggered, horizontal wég, melody, is an effective
device because the listener experiences the haenilaviour subtly; it is not offered ‘on a plate’avi
accompanying chords.

But this, in and of itself, is not particularly metorthy until you examine thehoice of melody, which
gives us the impression of a C13 chord. If it hastety been a ‘normal’ chord (C, E and G for exajple
the effect would still have been suggestive butldwt have been as captivating. There are slighsitss
between the Bb note'{yand the A note, stating the™3he gap which separates them is itself a maje. Th
tension is mitigated by the E (mdf)3n between, but it is still there, not least hesmthe interval between
the Bb and E is the #4 and the interval betweerEthad the A is a straight, bar. 8But what brings the
sci-fi element is the G# (augmentell, Bar four). This odd interval creates a fundamgniskewed
tension. One element that helps consolidate theehis to be found in the first two notes of barethr
which are repeated in bar five. The first two not@b and E) represent thd and &' of the implied C
chord in bar three but in bar five the same twesatow represent th& and 7' of the implied F# chord —
thus the intervallic context is reversed.



Fig.2

Listeners hear the same two notes but with mimuagie intervallic context. This simple device helps
piece develop consistency but not tedium. We hheecbmfort and security of the same ‘notes’ but the
variation of different intervals being attachedhose notes.

The next transcription frorlienis a section around four minutes into the filnmt josor to the crew being

awakened from hypersleep. The viewer, through #meca, navigates their way through the empty bfele
corridors of the ship before entering the room hick the crew is sleeping.

Audio — ‘Hypersleep’ Film - 00.04.30
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Fig.3

The repetitive fluctuation in the flute harmoniegtween Em and Bm with a string line of B overlafters

a slightly disorientating harmonic context becawserationalise the two chords almost as one, ptegea
‘duality of harmonic perception’. When | say we tiomalise’ | obviously don’'t mean that every
viewer/listener knows which chords are being playeldat | mean is that irrespective of our underditag

of harmony or our level of aural cognition, we #ne beneficiaries of the effect of harmony. Whether

are aware of it or not, we listen to music in canhtef fairly rigid and preset notions. We categerand
classify music, gradually building up an impressil&gabase of almost subliminal knowledge which then
informs how we listen to new music. So when we @efronted with harmony which challenges our
assumptions, this process forms part of how andwdyespond as we do to harmony. Even something as
simple as Goldsmith’s use of implied polyharmong ha effect on us.

A u Perhaps a good way of rationalizing the ‘dualitypefception’

is to play and listen to a composite chord contajriboth the
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Bm and Em (left, fig 3).

The example in fig.3 is a caricatured and exaggdraersion of what we hear in the first two bardig@P,
but it serves to illustrate the kind of harmoningi®ens which are implied. If the piece in fig.2 wéo exist
minus its string line, its just two different balated chords; bwtith the string line they are more bound to
each other and thus are heard almost as one.



What helps create the strangeness is the rootignosit voicings of the chords in bars one-two ofZigf
we were to try and mitigate thé éhterval that separates Em and Bm we would reevoite of the chords,
inverting it, ensuring a smoother transition. Biaiging the root-based voicing we italicise andggexate
the 4" interval between the two chords and in so doingenthe ‘duality of harmonic perception’ more
extreme and obvious. The second entry (bar fig2) is similar but there is slightly more tensio
because the two ‘flute chords’ (Cm and G, root fimsed as they arejoundslightly more chromatic, stark
and less obviously related. In the third entry ¢beeven and eight, fig.2) although there are tvifergint
chords (Bm/D and E13/D) we perceive them colledyias E13.

Fig.4 Au Indeed if we look at the composite example from bar

seven of fig.2 (left, fig.4) we can see how muchreno
easily the Bm/D and E13/D fuse together

r>) S

A subtle but typical example of Goldsmith’s eye f&tail in terms of tiny harmonic subversions is ttay

the Bm and E13 chords (bars seven and eight, figr@)based over the D bass - the D bass clashing
beautifully with the C# (183 of the E chord but a majofhigher than the D note). A straight E13 would be
far too ordinary, too casual. Also the held D natesthe low basses and high strings fluctuate batwe
being an inverted minor®Bof the Bm chord and d"7of the E13 chord. So much of the art and beauty in
Goldsmith’s music is all the more poignant becauseimplied rather than completely stated. In.¥abf
‘How Film and TV Communicates a chapter entitlecu$it Theory in Action’ introduced the ‘chord grid’
system. In that chapter we looked at what we caled'sci-fi chord change’, which is simply a poaul
effective and oft-used chord sequence which souptiting. In the key of C (fig.5, below) the semqeoe
would be C-Gm or Gm-C.

The sequence is relative, so it will work in
all keys (for example G-Dm / Dm-G, D-Am

/ Am-D, A-Em / Em-A, F-Cm / Cm-F, Bb-
Fm / Fm-Bb, etc. This sequence appears in
hundreds of film scores, but is most
prominently used in science fiction films.
The sequence seems to convey the
profound drama and gravity and the sheer
magnitude of what ‘Space’ is.

The vast context of what ‘Spads’and what it means is interesting because it oftgygasts contradictory
emotions of excitement and fear, exhilaration appra@hension. But it is not only words or picturbatt
can describe these vast and complex emotions; nuasicdescribe just as clearly. If what Buz Aldrin
notably called ‘magnificent desolation’ had a chsedjuence, this would be it.

The sequence below (fig.6), taken from a later isectof ‘Hypersleep’ features the extremely
communicative ‘sci-fi chord change’. As is alwayket case with Jerry Goldsmith, he dresses
communicative harmonic devices up in the kind dbaothat draws out the harmonies and italicises th
moment beautifully. The sequence is subtly deligdrecause the low strings on the lower stave stahe
chord of D whereas the top stave (which contaird/mgh woodwind and strings) state the ‘sci-fi mho
change’ (D to Am). This slight, almost impercepillarmonic blur lessens the clarity but in doing so
makes it more effective for the scene. Also in bane-four there is the slightly distracting bassoon
counterpoint. In bar five the woodwind (middle staitake’ the sci-fi chord change (Db to Abm) buice
again this is blurred beautifully by a low pedal Bivd a melodic figure in the strings (top stavdje key
characteristic of Goldsmith’s use of the chord dwis that it displays a kind of majestic subtlety.



Fig.6

Audio — ‘Hypersleep’ - 01.00
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The end title sequence tlien was taken from Symphony No.2 by"™@entury American classical
romantic composer Howard Hanson. The inclusion ahdtn’s music was allegedly not welcomed by
Goldsmith, probably not least because of the esneknd-titles music he himself had written.

That said, the Hanson piece works extremely wedinddn’s music appears first at 01.47.44 in the eovi
(just after the main protagonist, Ellen Ripley,dttathe Alien out of the spaceship, killing it).eT'section

of Hansom’s 1 Movement which is played at this point succesgfitillicizes the euphoria of the moment;
the success, the achievement. But at 01.49.12 a seolate and pedestrian section of the same pievesc

in as the scene briefly shows Ripley, serene adtril in hypersleep, before cutting to the finadit roll.

At this point the soft textures and lush romant&rhonies of Hanson’s music are extremely comforting
and captivating. The music successfully and sudntliculates several aspects of the narrative: sarface
level it underscores the relief in the defeat af #nemy. In a broader context it succinctly andeetkp
distils many emotional aspects of the film, hightigg the vulnerability of humanity in the face of
adversity, the sadness of the loss of life ands#rene calmness of the aftermath. In other wordgorks

as an emotional commentary on the film as a wheéason’s music does all this and more, which is why
it was an inspired choice for the end titles mugianscribed below is a small edited extract friwe ¢nd-
tittes music



Movie - 01.49.13, Audio — Movement 1, Symphony’ N@230 Howard Hanson
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Throughout the passage the harp plays repetitivee sdightly monotonous crotchet chords offering
rhythmic stability, which is juxtaposed by the cdeypharmonies created by the strings and horns. The
string melody note (bar two) begins on the majBr(B), a rich, descriptive and romantic intervalisTis
beautifully contrasted by the French horn whiclthia back end of bar one plays the Eb, which is bedt

to bar two, functioning as an ‘add2’ — another ratiainterval; there are no supportive harmonieban

one so when the horn plays the Eb we are unsuret atdwat that note constitutes, harmonically so we
simply default to type and assume either nothimghat it's the root of an Eb chord. There is tliere a
palpable element of emotion when itrévealed to béhe add2 of the Db chord in bar two. In other vgord
what we react to is not the ‘note’ but what it tednout to be; what it represents from an intergalli
perspective.

The #4 plays a part, as it frequently does in filasic; in bar eight the mid strings (middle stalbggfly
state a Cm chord over the Db chord being playecunehth throughout the bar. Although we see the G
note as part of the brief Cm chord, Wear it as a kind of subtle #4 of the Db chord. Theseriore
fascinating harmonic interplay in the piece, inghgdbars eleven-twelve where the root note of Gthin
chord in bar eleven evolves to become the F# iedepedal note of the D chord in bar twelve. Thia is
well-known filmic device but one which is predateglsome of the great classical romanticists.



The string voicing in bar four is interesting iratithe maj7 of the Gb chord is buried in the mid/lange
which forces the Gb root to be placed an octaveetdw avoid a semitone clash. The Gb itself sitr dlve
even lower inverted Db bass. The harmonic tensiwth @ambiguity created by these ‘lumpy’ voicings
creates a slightly dense, almost imperceptible tffosarity which succeeds, just for a moment, ivirgy
the chord a sense of vagueness. Similarly in bartfiere is an effective clash between tfi@i the horn
(Gb) and the octave F notes {)3n strings. This semitone tension sounds mordlestiban it would
otherwise be due to the lush instrumental textaféle orchestration.

ALIENS James Horner

Aliens is probably one of the best examples of great enusitten under great pressure. Because of
overruns Horner wasn't given the amount of timedeekto score it. Arriving in England expecting fte

to be ‘locked’ (edited and ready) so he could wiitén the agreed six weeks, Horner discovered that
filming and editing were still taking place. To neaknatters worse the overrun was eating msallocated
writing time. Further, Horner also realised that flamous Abbey Road studios used to record thesscor
wasn't able to handle many of the technologicalinesments. Nick Redman said on the soundtrack album
sleeve notes “It's not surprising that Horner wasc@-nominated fofliens but that he gained it in spite
of the fact that almost every cue was re-editedtamtcated — only two of the music cues are whieey t
should be and only one cue plays in its entireyfew weeks from the theatrical releaseAlfens no
dubbing had taken place and the score had stillbeen written. Horner was still unable to view the
completed film. The final cue for the scene in whibhe main protagonist, Ripley, battles the Alieregn,
was written virtually overnight. The director Jam@smeron had completely reworked the scene, leaving
Horner only hours to rewrite the scene. In the #vedscore was recorded over four days and dedpte t
issues Horner received his first Academy Award m@tion. Such was the tension Horner presumed he
would never work with Cameron again. In fact thewynited forTitanic and Avatar, two of the most
successful films ever made.

Although we are used to rationalising expertise talent we don’t understand in terms of abstract an
unreliable notions of ‘persona greatness’ and ‘g&nias we have discussed before, these are often
monolithic, emblematic and unreliable notions awmdaepts which stand as testament to our inabitity t
rationalise and understand music in a more cohashiess hysterical and dramatic fashion. It i$ pha
convoluted, empirical system through which societiionalises things it doesn’'t understand by simple
arriving at the conclusion which is the most exgtiThe romantic notion of composers sat for wegle
month methodically pontificating and conceptualjsitheir art is not something a film composer would
easily recognise. Carving out an emotional and calisesponse to accompany moving pictures isn'tiabo
a non-defined and abstract concept like genius; about the appliance and manipulation of fantastic
musical skill, craftsmanship and an equally greadesstanding of structure, architecture and placeme
It's about understanding how to create emotion insim To do this quickly and under great stress
composers rely on a vast wealth of knowledge, asiwasunderstanding of voicing and orchestration
together with imagination, instinct and professi@m. Although this isn’t genius it's still only tbe found

in a very small number of people.

To rationalise and ultimately understand music westmob it of its seemingly impenetrable mystiqUiee

myth of genius acts as a convenient fig leaf behidch to hide the rather more believable abilities
composers possess. It seems appropriate to exdmaingnal cue, composed overnight, which became on
of the most recognisable film music cues. Once wenl it down into bite-size chunks, unpick the
harmonies and navigate our way through the dentmurcof the orchestration the secrets behind the

success is that theage no secrets — it is the application of consummekile pidgement and imagination



Fig.9 Audio- Bishopn’s Countdown 01." Movie- 02.15.5(
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There are several aspects and issues in this @eltch explain how and why it works and commuresat
a real sense of excitement, apprehension and eeentthe way Horner works with the sound design and
embraces it as part of the music is worth examifinsg In film composition the image and soundigas
becomes part of the fabric of the music; so muctihabsometimes the music alone might seem strange.
The music is part of the contextual and narratal&it of the movie, but it works the other way rduoo;
Horner’s cue doesn’t have an audibly obvious ‘tdsird’; the on-screen explosion fulfils that role.

Looking again at the first few bars, trying to fitite drama; what’s so special? What's going on
harmonically or rhythmically to account for the pénative and exciting nature of the music. Below th
first few bars are isolated so as to unravel whatronic factors are responsible for the dramatit déthe

music.
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Fig.11

Looking at the Eb pedal note in the first two bames can see its intervallic context evolves dranadlgic
from root to 7' to 3% Although the vast majority of people will be uree of how and why this changing
harmonic dynamic affect creates such drama, timgiryenent of the music will benefit regardless. ey

in which we hear, listen to and rationalise theleton of the Eb is absolutely key; we subconsdpus
focus on the Eb in a way we wouldn't if it were pigna note within the chord. Because it occupies th
bottom position of the chord it is more exposedrdifiore anything we ‘do’ to the bass note is more
apparent and evident. The rapid intervallic rolbexster ride of the Eb creates drama and emotioteast
because it does so without actually changing the aball. It simply alters what the noteeans

Chord created by top three notes

1
| +#5 (Cb)
Root chord(Eb) +1tone (F) b If we look at the example in fig.11 we can seectherds
Cy

have several different realities: the top threeesaif each

—

—
| —

chord moves upward (Eb, F and Cb). The root no&ach

7

c_
b

chord remains the Eb. However the intervallic crntef

the Eb itself changes from root" and . What this all
amounts to, is that the music communicates in uario
different ways.

The Eb as an 15‘
interval

The Eb as a note

The same type of sequence that had appeared imnbaof fig.9/fig.10 appears again in a differeny ke
fig.12 (below); the transition between the keysetf and D contains contrary motion between the chord
and bass note. The bass note descends from Elwteet®as the chord ascends from Cb to D, which makes
the transition less abrupt but more dramatic.
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The transcription below (fig.13) is taken from liase of fig.9; this time the focal point of the dysis is
the rhythmic interplay between the brass, woodvsitnshgs and percussion.

Fig.13
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One of the most dramatic elements of this entieisuhe rhythmic syncopation between various etgme

of the orchestra. We have the contrast and reabttween the crotchet triplets of the strings, $rasd
woodwind and the quaver triplets of the snare.dditéon there are incredibly effective sections vehthe

4" beat of a bafs stated and the*1beat of the subsequent bar is lefistated This confounds what we
would normally ‘expect’, adding drama and excitetrtenthe listening experience. The offbeat statedmen
coming after an accented beat in the previous bar is disorientating. Finadls the cue travels inexorably
toward the sound design explosion, Horner addsspextacular semitone clash stated on the mid/high
brass.

The cue works well essentially because in varioagsyonce again it gives us something we didn’'eekp

it challenges and confounds our expectations amdckies our aural perception with subtle harmonit a
rhythmic interplay. That the cue sounds dynami@nthtic, forceful and vibrant is something listeners
know; what they understand to a lesser degreevisamal why. Indeed part of the excitement and chafrm
music is tied up in the fact that most people singidn’t know how and why it works, which in turn is
what fuels the notion of success being some gra&dthomable mystery. Whilst it may be okay for
listeners and consumers of music to remain oblwi@uhow it is created and hide behind the absaadt
metaphysical twin notions of greatness and gemwexplain that which they don’t understand, sudcéss
composerglo understand which buttons to press and why so moéitlgem are so comparatively easy to
find. If this were not the case the inherent sinitikes in music structure wouldn’t have evolvediie way
they have and film music would not be able to biter at the breakneck speed it mostly is. Indeecher
himself makes great use of the specific harmonitadyics he used iBishop’s Countdowin a later film
score he wroteApollo 13(below, fig.14).
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APOLLO 13 James Horner

Audio ‘The Launch’ 08.03 — Movie 00.36.00

Fig.14 .
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Another great sci-fi chord

In context of the chord grid system described & ¢hapter titled ‘Music Theory in Action’ (in Vo)1
have displayed the range of root-based major chentdving around the key centre of C, which lieghe
middle, including the relative minors underneati tis grid | have highlighted the Gm to Ebm (ice.
major 3 down) chord shift. The shift is relative and happevhenever you play one minor chorchajor

3“ down from another. | have highlighted the same manetneen different starting points via a grey
perforated line.

Fig.15
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Chords are always hostage to their voicing. Voidagt the heart of how and why harmony commungate
as it does. Simple root position major or minor rdlsowithout any extensions are unambiguous, direct,
absolute and easy to interpret; all of which meas, in context of film music, which has to comriuate
vast and complex emotions, such chords are seyidimslted. If we play the Gm to Ebm sequence
highlighted above in root position the transitisnguite stark and chromatic sounding. This is beedhe
chord movement and the individual note movemaeuitisin the chord are parallel and identical; there is no
variation. The first two chords in the transcriptibelow (Gm to Ebm, fig.16) sound symmetrical,
chromatic and clinical because the intervallic nroeat (displayed as lines to the right of each two-b
sequence) within the choislidentical] whereas the same two chords voiced differentigéuneath) work

in a different way precisely because the intervathin are varied.

The ‘collective chord drop’

Loy \ (Gm to Ebm) is a major3but
e m——y 3 \ due to subtle revoicing in the
. 7 b e = o
Fia.16 L P= = second example the individual
intervallic changes are varied.
The strangeness of the chord
- Eb change is retained but now it is
I = D delivered in a variable
S — rie) Bb Bb  harmonic context
—— = — G\
” =3 D\
G
. L ~Eb .
Another example of the sequence is a much simgliging (below) which, again, allows for the top @ot
to rise, the middle one to remain static and the#obo one to drop; classic contrary motion. The lthin
voiced version is often more effective becausdefrhinimal voicing italicises the intervals.
Fig.17 -
Eb
. :: I I
> A D
(e o Bb
) G A
Gb

The reason this chord shift works well in scienictidn is because it represents two chords fronsidat
each other’s key centre. The harmonic dynamic ¢oedain this situation causes unease in the listare
other reason it sometimes works so well is becthusetrangeness contained in the shift is deliveridl
soft instrumentation (usually subtly voiced strinlgsass and/or woodwind). That said, in highligbtthree
examples of the numerous occasions when this sequeas been used, it is perhaps fitting for th&t fir
example to show it in its most obvious, dramation4subtle and theatrical context, within the maitie t
theme forBatman Foreveby Elliot Goldenthal. The transition this timefiem Cm to Abm.
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BATMAN FOREVER Elliot Goldenthal

Fig.18
Batman Forever Main Title themeAudio 00.012
0.12'
Brass /
Woodwind fm Abm Cm
01 ]
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S b 3 / o
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While we’re on Batman Forever, it is worth paustogook at the other great sci-fi chord changehis t
cue, the A to the Eb. The reason this one work&elbisn’t just because of the starkness of thebEimg
outside the key centre of the A (or vice versa)timdause the chords are a #4 apart. When we he&bth
chord in bar four we remember the A chord whichcpdes it; we experience the tri-tone manouvre.
Another example of the chord trick from fig.15 s the film Aliens (James Horner) in a track entitled
‘Going after Newt'.
ALIENS James Horner
Audio — ‘Going after Newt’ (from ‘Aliens’)
F9.19  bnm Bom Dm  Fm Dm  Bbm DmAbm
D a— —— N -
=
) 4

e eSS ==
\ \

V

Another example from the same film is to be foundiitrack entitled ‘Dark Discovery / Newt's Horror’
As we can see from the transcription below the itord change is from Em to Cm which is an ideaitic
harmonic ratio to fig.15, but the second chord ¢earinstead of being from Cm to Abm, is from Cm to
Am, which is a variation on the original chord cbarbut still as effective. The main point is thagge
types of chord changes involve harmonic movemedt shifts into different key centrdsut whilst one
note remains common to both, which insures a le¥/ddarmonic communication and contact that makes
the change effective and disorientating but naredting. Also within this cue note the wonderfujthmic
interplay between the quaver triplet trumpet¥ €ave) and the subtly rhythmically different sggsn(top
stave). The interplay between the straight quayemnpets, middle stave, bar ten) and the more 12/8
oriented phrase also on trumpets in the same daustave).
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Fig.20 Audio — ‘Dark Discovery/Newt’s Horror’ (from ‘Aliesy)
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The last example of the chord exchange we lookdidsain fig.15 is to be found during the openiscene
of Independence Dapy David Arnold (fig.21). As the camera pans upnirthe surface of the moon
toward the earth we see the first shot of the atiether ship coming into view.

INDEPENDENCE DAY David Arnold

Audio - Main Title 01.42 Movie - 00.02.07

Fig.21
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Independence Dais a 1996 science fiction film about an alien isioa of earth; on July"® an alien
mother-ship enters earth orbit and deploys numesawser-shaped crafts over major cities. One of the
film’s characters, played by Jeff Goldblum, disc@vransmissions which turn out to be a countdowa t
coordinated attack on earth. As testament to thieepof advertising and marketinipdependence Daig
thought to be the only film where the release date factored into the film’s title. Allegedly theanic and
pivotal president’s speech never originally samtdy we celebrate our independence day'. The direct
wrote the line to ensure its release date couldbeotampered withJawswas set during the July"4
weekend, but ‘ID’ was the first movie to have ititsititle.

The variously bombastic and romantic score i88bydcomposer David Arnold, and arguably was one the
film’s most successful elements. The score encosgsasome classic film score devices; firstly ientle
makes great use of the solo trumpet, an instrummsed time and time again in science fiction moWiess.
militaristic context and rich romantic texturesefce the twin virtues of heroism and might; sting
against all odds is a central theme of many ‘allieasion’ movies. The subtext of many early filnfetds
genre was the portrayal of strength and succeti®eifiace of adversity, which was sometimes an atgid
to post-war paranoia and anxiety. | say this omlgaduse in such cases the music was often the rmaiarc

of this context. The opening solo trumpet themeksdo underpin the sense of strength, tradition and
determination; the other virtue of the opening théathat its harmonies are largely inferred antsteted.

To portray a strong harmonic character subtly, alnby stealth, is one of the great devices film posers
often employ. The harmony is delivered melodicadlignce the term ‘horizontal harmony’'.

Fig.22 Movie 00.00.44
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The next part of this transcription (below, fig.2fatures a much more subtle use of ‘harmony by
suggestion’. This time the counterpoint describesiror chord without stating it. When we hear thstf
couple of bars with its low, slightly menacing sg$ and brass, it feels like a minor chord evemghono
minor chord is stated. This happens by virtue ef tiotes stating intervals found in a minor scat#, an
major scale. Of the moving line on the bottom stimvbars one and two the only note which is imglci
not part of an Eb major scale is the Cb — the m6 ctvlrinplies a minor chord without having to state it
via the power of association, suggestion and menibng other thing worth mentioning is the interval
between the Cb and the next note, the F, whidheiditmic #4.

Fig.23 Movie 00.01.49
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The same thing happens in bars five and six; tf the Eb scale is stated in octaves which giea u
minor chord ‘feel’ despite there being no nith3 his aural suggestion, or illusion, leaks ovetooie D
chord, which also has n&2o define it as either major or minor.

The next section fromdependence Dalyighlights rich, romantic, warm writing and orctrasing which
invokes a feeling of sadness and helplessness raatetpins perfectly a sense of desolation. The nggi
are sIParse; the first beat of bar two (fig.24, belfeatures a maf7chord by virtue only of the root (F) and
maj7" (E).

Played in isolation, without the bar before, tlisiark and bare, but the missing context actualige the
bar before by virtue of the violins (E) and partaly the cello line which includes the A and C emtthe
memory of which provides the maf &nd &' of the Fmaj chord (highlighted with perforated lines). This
simple observation serves to highlight once more,halthough wehear a piece of music in a gradual,
linear context (left to right, start to finish armbginning to end) wdisten toit in much more of a
cumulative and aggregate way. The reaction betwésrnwe’ve already heard and bits we listemtavis

at the centre of how and why music communicate# dees. Something that, for the sake of argument
appeared four bars ago or the bar before can hairegact on something we are listeningitaw. Music is

not just about ‘now’

Fig.24  Audio ‘Aftermath’ Film - 00.53.00 4
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Warm open voicing

As this cue begins we see people on the groundnimtarhome surveying the chaos around them; easily
the most effective section of this cue is in banrfowhich coincides beautifully with a picture dfet
President’s aeroplane flying in the sunset flankgdighter jets. On the one hand the F chord disjita
richness and warmth created by the open voicingefower strings, and, on the other hand, the iskqu
tension created by the #4 (B) hitting tH2(€).

The point behind the analysis bfdependence Dagnd many other films in this book (and volumed) i
that film music is rarely the imposition of a serigf defined, finished, closed-off musical segmenttich
simply bolt onto each other in a linear sequendm Fusic evolves in a much more subtle way. lttears
hints, intimations and insinuations along the wsgme of which might make sense eventually but not
always at the time they're heard, almost in theesaray a fictional book might work. Sometimes werhea
harmonic clues about what is to come. Although de@ppear to be individual and defined, closenaisl
reveals intimate, subtle relationships between lmareand the next. All of this conspires to deliveusic
which is subtle, delicate, understated and restdchih do not mean to necessarily suggest that ceanpo
are always aware of such relationships, or indéetl theyoughtto be. Nor do | suggest that tmt be
aware of the structural complexities is a bad tHiorga composer. Analysis is, after alls@bsequengtudy.

| expose these inner workings because they appearand time again. They are embedded in what music
is.

Musical structure delivers a magnificent and enarseet of possibilities; a maze of options, potnti
promises and chances which composers borrow from.
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Some of these work in precise ways, which is whygosers are drawn to them. Remember, composers
are responsible for choosing which chords and ltoasse, but they are not literally responsibletfa fact

that they work; they are responsible for realisamgl knowing that they work and perhaps using theia i
reasonably new context. Ultimately composing istdetoice and architecture and assembly.

STAR TREK Alexander Courage, Jerry Goldsmith, James Horneachislel Giacchano

Star Trekis arguably the most successful American scierat®ii television and movie franchise in the
history of moving pictures. The franchise has beeamphenomenon and a part of popular culture. The
core of the franchise is the original televisionies which has spawned numerous successful mavies
subsequent television series. Its long musicabhighas been graced by the work of some of thedigorl
most gifted composers.

Star Trek (original television theme)  Alexander Courage

In the beginning there was the original televisgamies, the theme from which was scored by Alexande
Courage, a giant of orchestration and indeed psrhagre famous as an orchestrator than as a composer
Elements of his iconic theme from the origisihr Trektelevision show have reappeared in most of the
subsequent movies which followed, such is its comicative power. The most memorable section of
music plays at the opening of the show; a slightthger version, minus the famous fanfare, plays tve
closing credits, overlaid visually with a seriesstifi images from the episode.

One of the reasons ti&ar Trekphenomena his survived is that it was always rniwae simply a science
fiction show set in space. It was always more than sum of its parts because it allowed viewers to
experience it and interpret it in different waysodl dilemmas and ethics have always been at thieecef

the show. Many have said that in some ways the ‘shongsion, coming as it did from a paranoid posi-w
society, mirrored the exploits of America and its-gning mission to extend its values beyond its own
shores and deal with the new threat of Soviet RuSsar Trekwent way beyond ‘boldly going where no
man has gone before’; beyond its surface level rieegntertain and excite, questions of morality and
debates over rights and wrongs had always beeheafarefront of the episodes. To save money the
original series ofStar Trekmade use of ‘tracked’ music (music written andduseseveral episodes). Of
the 79 episodes broadcast only 31 had dramaticrscmies created. The remainder were tracked using
music from other episodes. Much though this is saeran issue by some, in fact it consolidated and
compressed the use of the music to an extent whieeeame easy to remember specific styles of ands
associate them with particular events or typesceihes. The music was as much part of the enduring
contextual fabric of the show as the characterstla@dather economic ‘planetary surface’ sets.

When decisions about music are left to composeespften get the kind of distinctive and memorable
music that lives forever. All too often composees/é to grapple with temp tracks or other issues and
‘suggestions’ which, whilst sometimes important #eudable, can cloud their judgement or interferda w
their natural conceptualisation skill. For examptirector Tim Burton left Danny Elfman free to
conceptualise the score for the original 1#2@manmovie, resulting in one of the most distinctivglas

of composition and orchestration for movie musidétades, one which has been often copied. Indheed t
only guidance given to Elfman was to folldvis ownstyle already established for other Burton filtfs.
Elfman had been given a temp track or advised tolate another soundtrack, we would have missed his
distinctive style. | say this because if, in 19686,a composer, you'd been given the job of wriinggeme

for a new science fiction television series, yoglmihave felt compelled to write something oveftigrie’

or something ‘mysterious’ or cliched; maybe elesitomusic or dynamic bombastic orchestral music,
perhaps even a ‘swashbuckling’ approach to mirtee haval ‘space ship’ narrative. If you had
encapsulated and capitalised on other sciencericpproaches you might well have been sucked into
cliched sci-fi composing. In fairness to Rodenbglngy said to Courage “no space music”.
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Fig.25

Latin
Rhythn

But still, only someone exercising the outermosiches of his conceptualisation and imagination doul
have dared to suggest a Latin-influenced piece,yahthat is precisely what Alexander Courage gase
albeit with some ‘spacey’ sounds. The theme hetevhas such a strong and communicative melodic
presence, with dynamic counterpoint and accompgngfrords. The original television series theme has
lived on and has reappeared in most of the suadeS&ir Trekmovies. Latin music was big at the time
Courage wrote the theme, so in many ways he waglitapping into an existing popular style. But in
order to put this into sharp focus and contempocantext, it might be the same as being asked i@ \ar
television sci-fi theme in Britain in 2012 and segting Dubstep as a central style. To imagine tatwh
degree one might be ridiculed for this is to grespvhat degree composers are nowadays forced te wri
according to rigid formula with more than a nogtstiche.

Audio - Star Trek TV Theme

(#11/b13)
BQ
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Harmonies which imply but don't state

The initial three bars of the theme are interestind almost transfixing, primarily because they|twe
clarity, identity and definition of the®but they possess other colourful intervals such ag'trend 2°.

Fig.2 The chord is slightly abstract in
A (8) that the normal harmonic
G (7) identifiers are missing but the
[ chord has two extensions. The
E (5) chord is delivered horizontally, so
instead of reacting once, to a
B 2) complete chord, our reaction is
gradual.
Fig.27 _ _ _
If we transcribe the notes in the first four bafgte Star Trektheme
(fig.25) as one chord (left) we are perhaps mote &b see how the
A 8 harmonies suggesivo possible descriptions and chord symbols. This is
G 7 not just a theoretical debating point, it is keydor aural cognition;
E 5 chord symbols articulate and rationalise not just a@bbreviated
B 2 description of the harmony — they also referencewhmt way we
rationalise or ‘hear’ the chord.
Readers and non-readers alike rationalise harmgroapings in similar ways; this is how harmony
manages to communicate a feeling of common meawimgany, irrespective of ability, intellect or alra
cognition. We don't need tknowthat the chord is actually a composite of twoetht chord suggestions
(A and Em) in order to benefit from the sound ibgwces. We hear it even if we don’t understantVie.
benefit from the abstraction it creates even ifdea’'t knowwe do. Considering all this, there are actually
three ways of interpreting the chord above; they ar
Fig.28 This seemingly abstract and theoretical observai®n
add4) (no.3rd) (SUSA/#5 actually key to how this chord works; the fact ttrere are
E( ﬁg B7 three potential different but plausible ways ofaaalising
/B B it as a chord symbol is precisely why is containshs
mesmerising and appealing qualities
Harmonic contrast and juxtaposition
Looking at the second aspect of the theme (theiéctamfare, below, fig.29) again we can see and hea
how it challenges our normal musical preconceptiamsl raises the level of excitement. Our
preconditioned acceptance of roots, thirds andhdiftnakes us slightly less receptive toward, andemor
questioning of, fourths, sixths and seconds. Ttst fivo notes (8 and root of the unstated but implied D
chord) speak of authority, power and drama (thtar Wars,Supermaj)i whereas the ™ 6" and &'
intervals are what literally make it unique anchstaut from the crowd.
Fig.29 If we isolate the main intervals from the fanfare i

fi%.29 again (below, fig.30) they ard"51%, 4" 39
6", 9" and . The use of the 9" and &' in relation
to the singular % succeed in slightly blurring the
harmonic clarity, flavour and identity of the line
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Fig.30

Fig.31

Intervals in context of the unstated D ch This is further reinforced when we look at

gt qs gth g 6t g gth the _intervallic context of each note in
relation to thenext note. Except for two,
these are all fourths. This again makes the
intro slightly devoid of the ‘safe’ harmonic
context we normally get. This makes it more

\/\/ \/V noticeable and striking.
4lh 4“" |
4th 4th

The main body of the theme itself (below, fig.34)littered with noteworthy and interesting harmonic
rhythmic and instrumental dynamics which all conspgo make the piece memorable. The issue as far as
we’re concerned, as ever, is how does this happéméat characteristics does the piece have that ritake
distinctive? Instrumentally the use of an operatide solo voice is texturally distinctive and dsaaut the
communicative harmonies used in the melody; if walgse the points at which the theme makes the most
impact we see they all revolve around either meltefips or odd intervals; such devices penetrateyve

the piece a tangible melodic identity. After athynmany pieces do you know that start on a leagp B

Bar one and five both feature leaps; the first leba 7" is crucial because it is completely unexpected. We
respond to it because it is odd. Whereas an odsaadairly characterless leap, & fossesses real identity.

If you play an interval of a'7to a handful of people, anyone who's ever hestat Trekwill reference it
immediately. It is one of the only ‘tunes’ to stauith this distinctive leap. This is how composeasve out

and sculpture such memorable music.

The longest notes of the melody come in bars fearend eighteen of the main transcription, figia& ét
the end of each four bar phrase) and on both amssiit extension intervals (th& @nd the #1%). These
melodic aspects lend the piece real colour at ahstiategic structural places in the piece’s elvotu(see
fig.31, below). The second eight bar section (belram bar twenty) has two effective upward melodic
phrases which give the piece a great sense oftaiehty; of momentum and purpose. According to
interviews this was one of the primary ideas Coeragad when designing the piece — that it shoule fzew
‘upward momentum’. But again, the tail-end of eptinase has odd intervals - §18nd 13" in bar twenty
two and b10 in bar twenty-six. On top of all thag Wwave the rhythmic interplay of the melody, fe@tmir
crotchet triplets which juxtapose the semiquavel amaver oriented frantic Latin rhythm which sugpor
the piece.

#11"

3I’d

\#5 \ 13" \ b1C
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Moving on, by examining the brilliant use of coupi@nt we can see to what degree this was alsdatruc
to the piece. In interviews Alexander Courage kfees the influence that songwriter Richard Whiting
song ‘Beyond the Blue Horizon’ had on him when imgttheStar Trektheme. The aspect that appealed to
Courage was what he called ‘a long tune with trifshee underneath it’. This encouraged him to create
what he called ‘a long thing that just keeps goini@ space’. What he doesn’t say is how crucial the
counterpoint was in supporting that ‘long melodf/you play theStar Trektheme minus its counterpoint,
the theme drags and falters when it hits the seawés. One of the main aspects of the theme thead is
captivating is the sense of momentum created byrtieeplay between melody and counterpoint. Above
anything else the original theme frdBtar Trekis a triumph of arranging, no surprise considef@ugirage

is a master of orchestration. Merging the melody eountermelody of this theme effectively gives you
cumulative contour, or the ‘long tune’ Courage spok The intervals that the counterpoint hits \eoeth
mentioning; in the abbreviated transcription beldig.32) the melody hits the"®Ab) on the third bar of
the phrase. The piece would have stopped dead itratks were it not for the rhythmic counterpoint
underneath but also the fact that the countermehitsythe maj’, bringing the piece into focus with it the
colour and richness inherent to that most defimihigptervals.

| rd
3

The only questionable aspect of the whole legendadyiconic theme tune is th@tar Trek creator Gene
Roddenberry owns half the royalties. Pressured dydenberry, composer Alexander Courage had made a
‘handshake deal’ that gave Roddenberry the optibrcamposing lyrics for theStar Trek theme.
Roddenberry exercised that option, writing lyriasdahen asserting his right to half the publishing
performance royalties as a co-composer. The Iyiese not seriously intended to be used in the slasw,
anyone who has ever seen them would acknowledgey fhve never been released and indeed their
existence is hardly known, but as the ‘lyricistod®tlenberry was entitled to an equal share of thalties
whether or not the lyrics were ever used. So etiarg the estate of Alexander Courage received tiegal

as well as his publisher, so does Gene Roddenlayrage protested that the whole thing was unathic
but to no avail. Roddenberry’s lyrics added nothiaghe value of the music, have never been heard o
used publically and were created for no reasonroth@&n to usurp half the composer's performance
royalties.

STAR TREK - THE MOTION PICTURE Jerry Goldsmith

Star Trek - The Motion Picturis the first film based on the television seriBise plot is drawn from an old
sci-fi story and revolves around a powerful alidoud called ‘V’Ger’, which, as one might imagine, i
approaching earth destroying everything in its p&#éptain Kirk — now an Admiral —ruffles a few fhats
and assumes his old command of Bmerprisereuniting his old crew. Perhaps inevitably, hedke#d on a
mission to save the world. Overall the movie wasretl received; it could be said that the two goloidgs

to come out of it was Goldsmith’s grand, sweepimgjestic and romantic score and the certainty that
subsequent and better films would be made, as éhttey were.
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Fig.33

Audio - STTMP Main theme 00.10

The first thing to note in this striking theme bgl@smith is its use of the ‘sci-fi chord change’gmioned
in the chapter entitleMusic Theory in Action Vol.1 and earlier in this chapter too). In #ey of Bb this
transition is from the chord of Bb to Fm, which paps in the first few bars of the theme. But Golidsm
also squeezes the same type of chord change (mtdrdifferent starting chord) in th& & and 2% x bars
(Cm to F). Also, certain notes in the melody mantagdramatically cut through the harmony; the Gesot
in bars one and two (*) cut through by virtue ofrtgenot simply the highest note, but also by betmzy 9"
of the Fm chord, an interval that is naturally mexposed than most because of the maj7 intervaldmet
it and the min % interval of the Fm chord (Ab).

The way Goldsmith navigates rapidly to and fronfadégnt key centres really helps retain the momentum
of this piece. The D chord at the start of bar eifhthe original transcription (fig.33) and bareoaf the
abbreviated version below (fig.34) navigates ity waa C/D (second beat of bar two) via a compdidat
and disorientating route which involves briefly ngioutside the key centre. The use 8t and f'
inversion chords (F/C and G/B in bar one, below)her acts to harmonically disorientate the listebet

is juxtaposed by the consistent bass movement (B, B). At the end of bar two a resolution fromDCtb

G is expected but what we get is a key change tantalde smoother by the consistency of the G note in
both chords (see fig.34, below).
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Fig.34
Outside the key cen

/\l\ G note (8' of C) becomes G (Bof Eb)

-

Bass movement

/\

The chord movement in bars one and five
serve to illustrate how inversions cause music
to ‘breathe’ — something we have looked at
before; because of the voicings and
inversions, the top and bottom lines move in
alternate directions.

One of the most emotionally communicative pieceshia film is llia’s Theme named after one of the
female characters emotionally involved with theeptise’s Commander Decker.

Fig.35 Audio - llia’s Theme 00.00.01 Movie Section A

Celeste / Glockenspiel
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SectionB

Section C

In order to understand how this piece communicateshave to analyse subtle harmonic interactions,
choices of instrumentation, specific orchestrateEghnique, effective and dynamic key changes artdine
harmonic intervals which work particularly well aontext of a science fiction setting. In order tpick
this vastness let us look firstly at the subtlentamic reaction between the chords Goldsmith uses.

Below is an abbreviated transcription of the fit8tbars, isolating the Celeste / Glockenspiel quawetif
and the chords underneath. When we look and listéime sequence we would tend, for obvious reagons,
rationalise according to melody and harmony; theythe two dynamics which interact and create agolou
and identity.
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However, analysing the chords in this surface-levay doesn't really get us very far; it simply stous a
sequential group of simple chords which repeat. rEaetion between the A chord and the F chorduiy tr
what creates the emotion and romance that deffiegiece; if you play the accompanying Harp chords
alone you will feel an enchanting and irresistit#&ationship between the chords. What defites is the
changing intervallic context of the A notéthin the A and F chords; a note that doesn’t physicalbye is

at the heart of why those two chords work so wHEile A note as a ‘note’ remains constant, but as an
interval it changes. We therefore have the slightsmerizing and hypnotic feeling of a note renmni
the saméiut alsosimultaneously moving. Underneath each stave étmdded a contour which describes
the A note with the chord in terms of the intentakpresents.

Celeste / Glockenspiel

/,5th"“~\\

maj3? L < A
18! P o EREEEE & - I S -

I R "// Sth o

T TTma3t
\“’1’51 151 """""""""" "“~1—S‘-———"
B i bs R AT qg- """ -- -
- maj3® maj3

131 131 o 131

The lilting intervallic movement of the ‘A’ note ighat makes two perfectly ordinary chords, lyingside
each other’s key centres, work so well togetherotAaer example of subtle harmonic interaction can be
found from bar nineteen (of fig.35 and separatedpgcribed in fig.37) in the section leading ughte key
change from A to Db. The chords of A and F shaeAhnote (as we've already established) but as we
move closer to the key change the chords stvemaotes (the link between A and F#and at the crucial
key-change point the chords of F#m and Db/F shiaeeAb and C#/Db. This device of notes having
different intervallic contexts is at the heart béteffectiveness and the drama of the key chariye fact
that certain notes have two intervallic realitiastjat the point of the key change is what makesk#y
change from A to Db seem more natural. Anothercéiffe aspect is Goldsmith’s use of inversions ia th
pursuit of more vivid harmonic colour and variatideginning the new key of Db on a Db/F may seem
innocuous but doing so allows for a smooth bagssitian down from the F# to the F. What brings atide
colour is the fact that although the notes F# amdgdfesent a musical downward slide of a semittires,
intervalsthey state, relative to the chords they appeaejpresent an upward slide of a ni&j®nce again,
this is one of the ways music ‘breathes’.
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. 2 common notes (A/C#)
Flg'37 ! | 2 common notes (Ab ar|d
| 1 common note (A) | C# becoming Db)
F# bass note  Fbassr
_
maj2°
Root ——
A great two-chord change (and one which, in aissétting, can create a feeling of wonderment ame)a
is where we go from any major chord to another mefmrd a min’ below (every possible example is
scored out below, fig.38).
Fig.38
(Common note, E) (Common note, i:) (Common note, Fﬂb (Common note, ﬂ;)
(Common note, G¥) (Common note, b [ (Common note, Bb) | (Common note, B)
[ (Common note, C) | [(Common note, ci#) [ common note. O | [ (Common note. Eb
(Common note, C) (Common note, C# (Common note, D) (Common note, Eb)
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If such chord sequences were voiced using the damaeof root positions it would create a stark, ebar
parallel feeling, but if we vary the voicing of theot-positioned chords (as in the examples abtwe)
effectiveness of the manouvre (of two chords oetsidch other's key centre being played consecyjivel
does begin to seep through. Part of the ‘wondernedaminent is, as | have stated, buried in the tlaat the
second chord of each two-chord sequence lies authiel key centre of thigst chord.But if the notes in
the first chord were completely different from thetes in the second chord with no notes commorotio b
chords (i.e. C to F# for example) then the resauly be much more extreme. The effective aspettef
two-chord sequence is that despite the two diftekey centres, one ‘note’ remains constant whitst i
intervallic context changes consistently from nf&8 5". Considering all these factors, returnindliia’s
Themefrom Star Trek - The Motion Pictureve can see Gerry Goldsmith’s use of the type hafra
sequence described in Fig.38 from bar five of thieraviated transcription below (fig.39). The intieg
thing in this section is his pedal note of F froar liive to eight; the F is only the note that urdfithe
chords, and, as we have established already, Was/img intervallic context. Therefore in italicm the F
note by inverting it, Goldsmith highlights the diffng intervallic context in which the note exists.

Fig.39

3

3
The intervallic conteXN

The F as a note

In order to fully grasp the importance and effestiess of the various, and at times almost impdhtept
harmonic subtleties, below is a ‘straight’ versifrFig.39 where Goldsmith’s deft brushstrokes hiagen
taken out. The move from the key of A to Db stilbnks but lacks the colour created by Goldsmith’s
passing chord of F#m. Similarly the lack of invers makes the Db section quite ‘square’ and extreme

sounding

Fig.40
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One of the most enduring science fiction chord gleanis when a major chord is followed by another
major chord either a sharpenétidownor up (i.e. C to F#, Db to G). A full list of everpgsible example
of this is given below (fig.41). Traditionally weear the #4 most obviously when it appears as anvialt

in a chord, but another much more subtle way tokevthe #4 is to place two chords next to eachratte
are themselves a #4 apart. The way we ‘hear’ this #% virtue of the reaction between the two clsotél
we play a C chord followed by an F# chord, when Fifechord hits we hear the ‘ghost’ of the previous
chord; specifically we hear the ‘C’ root note besathis was the most prominent root noft¢he C chord.
Hearing the ‘ghost’ of the previous chord is naingthing we can switch off or choose not to be imficed
by. The point is that when we hear the ‘ghost’ef € note in the F# chord, we hear it as a shadbéhef
the F# chord. Therefore the ‘#4 feel’ is contaiméthin the relationship between two chords, noteheas
one interval in a chord.

Fig.41

C=#4 Db = #4 @ %
| O [a>) O (@)

o ° s ° S o
Ab = #4 B =#4
Bb=#4

| say all this because this is precisely how Goltisimvoked the #4 in bar twenty-sevenlbia’'s Theme
(abbreviated below, fig.42). The inversion in baemty-eight of the original transcription (bar twbthe
example below) works both as a tool to enable aotheo bass line and serves to dramatize the Bldchor
by altering the harmonic dynamic.

Fig.42
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Fig.43

The historical context of orchestration

To presume that composing is an autonomous creaoteor event, independent of arrangement,
orchestration and production is to completely nfss point that usually composition is a collaborati
consummation of different characteristics and festuwhich together create music (even if those
collaborative efforts are from the mind of one pe)s We label the different areas such as compositi
arrangement, orchestration and production so agefme what they are, not to pretend that theytexis
separately in a vacuum, divorced from each othecoMposition that works well is one that has been
sculptured and structured whole of its ‘sound’. Mpeople would consider the notion of music without
sound as fanciful and absurd, and yet a majorityomfiposers (although not a majority of film compe}e
write their music on a piano or guitar without muelgard for what it will eventually ‘sound’ like.sAan
orchestrator | have done countless sessions witfesisongwriters who do not conceive a piece whoble
its eventual sound. Instead it is constructed msigk restrictive textural box offered by acousiitar or
piano. If a composer has conceived the idea delibr for such a simple arrangement, fine, butdn s
many cases composers simply do not think abouséhed or the arrangement, almost as if ‘the soimnd’
something which can simply be added later.

If ‘great’ film composers share anything that cam fationalised and defined it is that, like claskic
composers before them, they conceive music wholésoarrangement. Though most film composers
historically don’t orchestrate, most provide godetshes of what instruments they envisage providing
which functions within the score; in this contelxey therefore function as arrangers. The level idickv
various skills within the creation of music havdirgered into specialist areas might surprise tkes| of
Beethoven and Mozart, who considered orchestratiohe at the centre of composition. For them the
thought of giving orchestration over to a professioorchestrator would be absurd. It would seemoatm
as daft as letting someone decide the harmoni¢siticampanied their melodies, or vice versa. Thioua
elements of composition were inextricably linkechdAmuch as the notion of trying to compare and gudg
radically different eras alongside each other mightequally absurd, it remains the case that syitt
composition so emphatically into ‘composing andaaging’ might be seen by some as representing a
deskilling of the art of composing and a declinehef integrity of the process. If film composerseveplit
into two sets of skills, one that wrote the harmamyg one that wrote the melody, we would consilisr t
odd and probably unworkable. And yet, annexing esttation from composition seems to most to be
completely rational.

How to grow an orchestration

I make the point about composing and arranginggbeire art as a precursor to analysing the orchiestra
and instrumental colour present in ‘lllia’'s Themk’is an almost perfect example of expert and iteas
arranging bein@t onewith the composition. It is hard to envisage sonewriting this piece independent
of any thought about the instruments that wouldatire life into it. Some composers make the mistdke
presuming that arranging and orchestration argg¢hthat aredoneto music after it is composed. Jerry
Goldsmith represents the antithesis of this approbics choices of instrumentation and specific rgrag
technique are absolutely key to the success @'dllTheme’ and to his music generally. With refece
to Fig.35 and the sections headed A, B and Cintaresting to look at the way Goldsmith ‘grows’dan
evolves the orchestration to add colour and indoglintensifies and italicizes the emotion of thasic.
Section A features low/mid cellos carrying the ndglavith no accompanying counterpoint. Section B
(featured separately on one stave below, fig.4&8)ufes the melody stated by violins with a rhythiit
violin line underneath.

‘Section B’

/ Lot

2nd
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Fig.44 ‘Section C’

A

The celli contour

Fig.45

Interval
between
notes

Top line:

This is interesting because the counterpoint nbt offers rhythmic variation; it also develops alateral
identity by consistently hitting the romantic arfteetive maj2° interval several times (highlighted). This
adds significant colour and emotion to the courdigrp Section C (featured separately on two staves
below, fig.44) comes after the main melody has lestablished and stated in sections A and B.

FIA

FIA

C#

It features high strings
in close, lush harmony
and is supported by a
lyrical and dramatic
cello counterpoint
which, once again, hits

the maj2” interval.

VAN

Note also the careful use of passing chords (boxddh offer a momentary, ephemeral and barely
perceptible quality.

STAR TREK — THE WRATH OF KHAN James Horner

Star Trek Il - The Wrath of Khawas the second movie in what was to become a llstgrg and
successful film franchise. It sees tB&arship Enterprisaip against a genetically engineered psychopath
named Khan. James Horner provided an excellenesgbich successfully encapsulated the nautical feel
asked for by director Nicholas Meyer, who wantedsimuhat would speak of seafaring. This was James
Horner’s first major film score; he wrote it in jusver a month, providing 72 minutes of music. @héhe
ways Horner delivers the sense of tradition antbhysis by using powerful harmonic devices suchhas
‘Haydn Horn progression’. Below is an example &f gfrogression (fig.45, which revolves around specif
intervals).

The first few bars of the beginning 8far Trek Il — The Wrath of Khaa transcribed in fig.46 where the
Haydn progression is used dramatically to evokwhjsand tradition.

maj3®| 8 | mind g maj%| 4" | mn§

ma;j3¢ 8 1
e

md maj 2 i ma
f3 : 2 1 maj? maj’s
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Fig.46 Audio - Star Trek — The Wrath of Khan (Main title)
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The first few bars opening sequence to STTWOK, defore the main theme itself arrives (on bar teglv
is incredibly effective and communicative, crammfedl of musicality, classical traditionStar Trek
tradition and emotion. First of all we have thenipooriginal TV theme fronStar Trekquoted right at the
start; then we have the rousing classical traditibthe ‘Haydn Horn Progression’ (stated in bargese
eight and nine). But less obvious aspects aregsisinportant; Horner’'s use of voicing and inversias
particularly effective. Bar ten contains an Ab tackerd sequence, but this potentially chromatinsing
event is mitigated and dramatized by virtue ofghecific [string] voicing of both chords; the Abvsiced
in root position whereas the G chord is voiced rffrop down) 8, 39 root, low &". This means that
although Ab and G ashordsare only a semitone apart, the intervallic distabetween therseemsigger,
less chromatic and more dramatic and pronounced.

Add to this Horner’'s bass pattern (Ab-D-G - bar)tamich contains excessive and dramatic movement
(specifically a #4 from Ab to D) and we have anstamding array of dramatic harmony accentuated by
great voicing. The horns in bar eleven fluctuatevieen chords of Db and G but to lessen their moveme
the Db chord is inverted over the Ab and the G dherin root position. With the #4 in mind | have
restated the well-trodden ‘#4’ chord change | @boded to in fig.41 which comes time and time agai

movies which need harmonies which evoke a spesifidi feeling of wonderment, drama and tension

Fig.47

As stated earlier, one of the most effective saefiction chord changes is when any major chord is
followed by another major chord either a sharpefietbr a tri-tone) down. The way we ‘hear’ the #bjs
virtue of the reaction between the two chords. Astated earlier James Horner uses this in bardén (
fig.46) by virtue of the bass movement, and in élaven by virtue of the rapid interchange betweén D
and G. Horner only slightly alludes to it but thmrinsic and specific characteristics and qualities still
evident. Keeping the #4 in mind let’s turn briefty Michael Giacchano’s intro music for the 2009 meov

Star Trekin which the use of this type of chord trick is chumore obvious

Fig.48 Audio - Main title — Star Trek (Michael Giacchano)

D
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The #4 chord change is much more prevalent ingkésnple because Giacchano’'s melody draws it out and
italicises it; the first time this appears is betwédar three-four (Eb to A chord change) when itte hits

the major &' of the Eb chord (halfway through bar three) arel shme interval of the A chord (bar four)
making the chords obvious, clear and communicafiVe other statement (bars seven-eight) utilises th
root of both chords. The enduring musical and haim@mage of this theme is still the #4 transition
between the chords of Eb and A.

Returning toStar Trek: The Wrath of Kharit's interesting to see another of James Hornfr®urite
tricks — cluster chords. In this sequence, froncens 18 minutes into the film and titled ‘Khan's$@n

the expanded soundtrack album, he uses a tradeevatking trumpet cluster on bars two/three and
seven/eight; on bar two a single note of A getshvarged by a Bb then an Ab. What began as one note
became the centre of a cluster with semitones thereside. The same thing happens in bar seven. The
whole time the piece has a menacing low bass miti¢h runs throughout. The focal point of the scine

in bar ten where Checkov, one of the Enterprisegsvavho has been captured on a desolate planése®a

as his captor takes off his mask that the man e raiher than Khan, a murdering psychopath who had
appeared in one of the television episodes marns \&s0.

Fig.49  Audio — ‘Khan’s Pets’ - Film — 00.01.18



Horner uses the same trademark dissonant effezttiack from the filmAliens entitled ‘Newt is taken’
(below, fig.50) and again in ‘Ripley’s Rescue’ frahe same film (fig.51).

0.46 Newt is taken (from Aliens) What makes these kinds of events

Fig.50 11 interesting is not just that they are
dissonant; it is the fact that the dissonant
harmony comes gradually, horizontally, as
each of the notes in the chord appears. The
effect this cue has is a product of our
desire to categorise and make sense of
what we're listening to.

Fig.51 0.04 Ripley’s Rescue (from Aliens)

The initial note is clear but
then it is followed first by a
semitone clash and
eventually by a three-note
clash. Our alienation is
gradual, not immediate

The #5, although lacking the Lydian flavour of & does share its tendency for exuding two keyreen
at once (something | will expand on later) whicimgtimes creates a sense of ‘wonderment’. A great us
of the #5 can be found in James Horner's exceBentes forStar Trek Il - The Wrath of Khaand Star
Trek Il - The Search for Spackhe section below (fig.52) features one of thémthemes and displays
Horner’s legendary soaring melodic figures. Howevar the transcription below | have deliberately
removed one of its defining characteristics: theoawmpanying counter-melodic #5 line, which appears i
the second example (fig.53). The addition of thelé®vers the piece straight into the sci-fi genre.

. . . . . Without 5 line
Fig.52  Audio 03.26 — ‘Star Trek Ill Prologue & Main Titl&ilm - 00.03.27
E F# E F# G A
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Fig.53 Audio 03.26 — ‘Star Trek Il Prologue & Main Titl€&ilm - 00.03.27

E F# E F# G

The countermelody, containing the sharperfBdsseverything. Without this the melody on the &tave is
simple but lacking the distinctive counterpoint alhicontextualises is so well. Why are the #4 anduth
potent harmonic identifiers? If we replace tfed any major chord with a #4or alternatively with a #%
the chord is still a major chord, albeit skewed;awese it has retained the potent and communicetive
and maj%' elements. The #4 and #5 both make the chord sswadge; odd. One reason is because the
addition of either the #"or a #8' both allude lightly to polyharmony. To look airitcontext of a C chord
(fig.54, below) the F# (#4) subtly, discreetly aalchost imperceptibly suggests a chord of D because
F# could be the colourful maj3 in an implied D chord. Alde F# might even suggest, albeit distantly, a
chord of B by virtue of being its"5of that chord. In both of these cases the F# wouohstitute either a
maj3° (of the D chord) or a'(of the B chord). This is possible because thiainbddness of the F# (#4 in
context of the original C chord) is what draws atiten to it and makes us try and place it in aprakitive
and more normalised (albeit poly-harmonic) context.

. The F# as maj'3of a The F#as8of a
Flg-54 The C chord The F# as #4 notional D chord notional B chord

This goes beyond idle theoretical speculation aal the realms of something which can be argudakto
one of the reasons the #4 communicates so welsandvidly within a major chord; because by tryittg
rationalise it and place it, we are offered a pmiy alternative context. The fact that most pet@aring
these chords would remain happily (and perhapslylgbblivious to these facts, does not mean thep'a
the beneficiaries of the effects.

Similarly if a C chord has #b5rather than a'h because of the difficulties and inherent oddresthe #5
we may attempt to normalise it by placing it inifiedlent context, which allude to polytonality. ybu play

a C(#5) you get the notes of C, E and G#. If yoopsy rearranged the same notes you would have @lcho
of E(#5) e.g. E, G# and C. In addition, the road & of the C(#5) chord can also function theoadiycas
the maj& and octave of an Ab chord.

Fig.55 The G# as maj'3 The G# and C (as an Ab

The C chord The G# as #5 of an E(#5) chord and C) of a notional
Ab/C chord



How the colour of orchestration delivers the sowfidhusic.
Looking again aStar Trek Ill — The Search for Spoale can see how Horner has embedded the #5 in the

semiquaver triplet accompaniment to the theme (whiccarried by the basses and cellos). We cansalso
how the colour of orchestration delivers the soahohusic.

Fig.56  Audio 03.04 — ‘Star Trek Il Prologue & Main Titl€ilm — 00.03.00

E F#
Horns
’f”—— #E;\\\ /"-#5 ’—’—--N\\ ,”—-\\ ,”” \\\\ ///’ h\\\
Violins
Cellos / P <. e mTTTTTTTTTE-- -~ emTTTTT el
Basses -7 ~.. Pt N Pt -
5 3 ToT 1 5 \‘-—5‘ 3 1
F# C
1 1 5 3
A
L 2 3 5 3 2 1 5 mé 5 3 1

The C is the highest note in the triplet semiqusebar one; because of this and because ithspened

5" the note sticks out, which it is designed to dbe Tsame thing happens in every bar; the triplet
semiquaver line features the #5 on top of eachotwntirawing us to the interval and the coloumomtins.
The triplet semiquavers are running so fast thethiaird to deduce any meaningful sense of harmmmy f
them; but in a way this doesn’t matter because ettsmelody on basses and cellos is of the ‘bulbatf
variety we have discussed elsewhere; it is melollighvis harmonically self-descriptive; bar one teas

the 8", 3% and £'intervals (the primary ingredients for a major o This happens again in bar three,
five, six and seven.

In doing all this, what Horner achieves is a reaise of harmonic colour, none of which is actustbted
chordally. All the harmony is horizontal which meahe piece, despite the wealth of harmonic infdiona
within, has a great sense of space. In additiomaresee that in bar two (of fig. 56) Horner prosgidekind
of ‘harmonically twisted’ version of the horn pregsion we discussed earlier.
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Also, if we look at the two perforated contour Bnfrom fig.56 highlighting melody and counterpoint
(featured separately, fig.57) we can see a sensaltefnate/contrary motion which helps the piece

‘breathe’.
Fig.57
Looking one more time at the intro section from03027 of the movie, we can see how Horner eventuall
brings both the original Alexander Couragtar Trekfanfare (bar seven) and the Haydn horn progression
(bar ten and twelve) back into the piece to givesense of tradition and drama.
Fig.58 Audio 03.26 — ‘Star Trek Il Prologue & Main Titl&ilm - 00.03.27
E F# E F# G A
Strings
Strings
B E/B
Horns Trumpets
Trumpet
Strings

STAR TREK — FIRST CONTACT Jerry Goldsmith

STAR TREK — FIRST CONTACT Jerry Goldsmith

Star Trek: First Contacts the eighthStar Trekfilm. In the film’s plot, the crew of the USEnterprise
travel from the 24th to 21st century to save tfigiure after an alien race called the ‘Borg’ conggarth
by going back in time. Jerry Goldsmith returnedhe franchise to compose the music for the film &nd
doing so crafted one of the all-time classic sciifin music intros. His lush, strong and beautijull
romantic theme plays over the opening credit tithesthere is little in the way of moving imageréstrict
the access of Goldsmith’s fine melody.
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Fig.59 Audio ‘Main Title/Locusts’ 00.37 — Film 00.00.35

There are several characteristics which communieatetion in this piece. Its feeling of serene sigipyl
is perhaps the biggest obvious feature but thexeotirers; the melody begins on strong intervals ilva
and three — root) but the end of the first phrése {ive) and beginning of the second phrase (bah®th
feature thirds (boxed) which communicate great viaramd emotion, particularly with the soft textuods
the French Horns. Perhaps what truly distinguighissopening theme from oth&tar Trekthemes is that
it does not, at first glance, overtly suggest ‘oigace’. The theme is played out over the inteditiroll
which means it is alone in reflecting the film'srragive. This wonderfully understated, elegant aattne
melody alludes to the romanceStiar Trek

It functions in a similar way to his other greatdamemorableStar Trekpiece — ‘lllia’s Theme’ from
STTMP. Although the piece is not overtly suggest¥ ‘space’, the second phrase (bar eighteen asyar
begins with and repeats a Dm to G chord changecldssic sci-fi chord change we have discussed at
length elsewhere; but this is a much more subtiniypdue to its placement within the piece as aleh
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Fig.60

APOLLO 13 James Horner

James Horner’s score fépollo 13tends towards italicising the romantic, heroidjaga and courageous
elements of the story. Because the film is based e story, many of the melodramatic and tension-
filed harmonies and approaches found in moderensa fiction films are sometimes redundant or
inappropriate in that they evoke the kind of seetimnormally associated with films dealing with teu
space’, ‘aliens’ and ‘terror’. In film, music isteh required to provide a deeper context; the Madile
theme toApollo 13underpins the heroism, bravery, fearlessness, gewaad gallantry associated with the
story. This is, after all, what the film was aband essentially it is the reason it was made. hads
primarily a ‘space movie'. If they’d wanted to da authentic fact-based movie about Apollo, arguably
they would have done Apollo 1Apollo 13is a true story about survival against the odds,irs space.
Although it was made to celebrate our technologadiievements, it was primarily a vehicle to explai
how NASA brought three men safely back to eartfofahg what could have been the worst disaster in
space at that time. The film celebrates the triumipthe human spirit; the triumph of success infdte of
adversity, how NASA rescued victory from the javislefeat.

How do composers convert the wishes and narrasp@ations of the director into actual music; imet
words, when we say heroism, bravery and couragat dbes this actually mean in terms of music? How
do these complex and specific emotions convert intsic; into melody, harmony, instrumentation and
orchestration? From a purely ‘sound’ perspectivernidr’'s music draws on clear textural appropriatjon
trumpet and snare, both of which evoke a cleareseribtary traditionalism. The other, equally bgsue is
how the music Hornewritesfor the traditional sounds, itself exudes that sesfdraditionalism.

Audio - Apollo 13 Main Title Theme Film 00.00.01



Fig.61

Fig.62

The initial solo trumpet alludes clearly to a naiti ‘bugle call’ and in doing so appropriates thimbolism
associated with heroism. There are, however, saftere subtle harmonically ‘filmic’ events whichage
our perception of how the ‘militarism’ is articuéat and interpreted. In other words, naked, raw syisin
rarely works subtly in a film music environment ess it has clear touches of the kind of soft haimon
tensions associated wiftm music. Frequently it needs to be toned-down ém#d-up’ and usually this is
done with harmony.

Looking first at the last two crotchets of bar fiekfig.60, leading into the first note of bar sixe see the
notes C#, A and D.

C#A E

T

In context of what we ‘expect’, the D sounds thedig note’ for this phrase to go to. This is oneywe
can ‘film it up’. It sounds odd because if we héae C# and A as mdf3and f' of an A chord (which is
how we are ‘fed’ the notes by virtue of the phrage) D doesn't fit. We expect an E to complete the
military association. Even if we hear the C# andsAmaj ¥ and %' of a D chord they still lack the m&{3
(F#) which makes the line sound stark. Non-musgianon-readers will be aware of the slight tensiion
this line. The lack of understanding as to ‘why"lbow’ this happens doesn’t prevent audiences fomimg
beneficiaries of an effect they don't understantdiili hear. | say this because there is a natieradlency

to presume that the only people who would beneétnf such subtle nuances would be people who
understood

But all the various subtle intricacies which malkewhat film music is, are still communicated (athiai
different ways) to everyone depending on their l@feaural engagement and emotional awarenesse If
look at the following three small chord excerptsnfrthe original transcription (fig.60) paying pattiar
attention to the chord extensions and voicings,cese see again how Horner introduces tiny snippkts o
subtle harmonic ambiguity and tension to lessen‘absoluteness’. Looking at bar twelve of fig.60
(transcribed separately, below, fig 62) we see thatharmonic flavour, complexion and dynamic & th
first chord have been altered by virtue of the itee bass (F#) and the adddt(g).

These two small almost imperceptible alteratiores italicised
by the specific choice of the D melody note itsellfjich creates
tension betweeit and the added"d(the E note) which lays a

I 7" below. This is classic example of the kind of hanio
tension Horner creates by way of his choice of dhanelody
note and voicing. More obviously we have the clashween
the low maj8' (G#) of the E chord and th& 4A) of the melody
note a flattened™®higher.
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Fig.63

Another small but effective tension is to be foumdbar \
ten of fig.60 (transcribed separately, fig.63, t)jghn

which the top note of D clashes with the chord of A

underneath. Horner italicises the clash by platiregA

chord on the % inversion, e.g. over the C# bass).

Since these alterations qualify as ‘filming it upe need to ask why film music needs these ten®ions
Subtle tensions where harmonic tolerances are mghork because they give an ‘edge’ to the sound. If
each of the examples shown had been voiced ‘straigth no tensions, the sound becomes ‘normal’,
predictable and lacking in distinctiveness and, enianportantly, colour. When James Horner talks abou
his work he frequently uses the word ‘colour’. @ffgeople assume this is ‘obvious’ colour in the viay
crafts melodies; but often the kind of colour whielally distinguishes his work are the type of atrout-
not-quite imperceptible harmonic nuances detailedve. That isn’t to say that we should always place
these slight tensions to subvert chords; only thatorks in somefilmic contexts where the music is
otherwise quite straight.

When used properly and sensitivity, tensions chgkeour assumptions and confound our expectations.
They surprise us, which draws our attention ansesabur sense of excitement. These emotional oeacti
are often so quick and so deeply embedded in thscnboi be noticed. But the point is that theeg noticed

and they serve the greater endeavour — the filng sédking our awareness heightened. In terms of how
music ‘speaks to us’ and what emotions it suggestplies and alludes to, the piece entitled ‘Lauinch
which comes 28 minutes into the film and playsiatl over the astronauts being suited up, spealis w
one very strong voice — that of a Hymn. It's simptestly harmonically hymn-like and plodding rhytiem
qualities and characteristics lend the scene arsolend respectful sense of quiet reverence. But ave
this sequence we have ‘film music fingerprints’'vatious points, most notably and obviously the move
from Am to Eb (#4) in bar ten. The chances of firgdthis particular ‘cadence’ in any Hymn are extem
remote.

Fig.64 Audio - The Launch’—Movie - 00.28.00
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Horner provides a serene and pedestrian harmogigesee which is juxtaposed by the filmic chord tshif
(Am to Eb) and the octave synth bass line.

Interaction, punctuation and sonic architecture:

Music is often not about melody or the grand gestitts about interaction, placement, punctuation a
architecture. This issue is perhaps articulated lela later section of Horner's music for the lahrin
Apollo 13 Scenes which are fast-paced or action orientedfien prevented from being musically ‘over-
melodic’ by the clear and obvious limitations ofagt moving and complex visual environment ladethwi
sound design and dialogue. Melodic structure, hecheed for an absolute identifiable definable ehapn
sometimes be a limiting device when applying musi@ scene which has lots of actiahalogue or
movement.

43



With this in mind let’s take a look at a sectionr®8#utes into the movie during the launch wherertéor
switches effortlessly from the grand, majestic oietheme straight into more rhythmically orientadsic
which is designed to strategically punctuate theophony of sound design and dialogue without
compromising it. This appears following an alarmiahhgoes off in the space capsule. The heroic thiema
music gives way as soon as we see an alarm flasihirtige instrument panel. Immediately Horner’s rausi
begins the punctuated dramatic quick-burst trunseemiquavers, trombone ‘melody’ and accompanying
strings. The emphasis here is to allow the picamd narrative to breathe. This approach manages to
accommodate the narrative whilst also punctuatiedféctively. The constant rhythmic uncertaintyedn’t

ever settle long enough to be detract from theescen

Fig.65  Audio - ‘The Launch’ 07.44 — Movie - 00.35.24
00.35.24 movie

00.35.24 movie 07.52 audio
07.44 audic

00.35.33
07.5: “Houston this is thirteen, we got a centre

engine cut off...go on the other four?”

Syncopated music punctuates the visual and onssahemma. ‘Complete’ music (obvious chord changes,
strong melody) would be inappropriate and wouldigéhe way of the dialogue and on-screen action.

01.07.30 into the film, just prior to the cripplepacecraft disappearing behind the moon to ‘sliagshto
a path which would bring it back to earth, Tom Hsintharacter (astronaut Jim Lovell) says to thé¢ oés
the crew “You wanna look” [at the moon]. At thatipt a deeply evocative and haunting cue entitléte*
Dark Side of the Moon’ begins. The cue itself igidied into two sections.
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Fig.66

The second section, transcribed below, begins Wiinks' character saying wistfully “So long, earth.
Catch you on the flip side”. Buzz Aldrin’s autobraghy was titledMagnificent Desolationa phrase he
used to describe his feelings about the moon onAgngllo 11 lunar mission. | mention this because
Horner’s incredibly expressive cue ‘The dark Sidetre Moon’ conjures up feelings of desolation. It
invokes feelings of isolation and loneliness andks@erfectly for the scene. The point, as evehow?
How can a piece of music conjure up ‘desolatiord asolation’? How is that even possible?

Audio - The Dark Side of the Moon 01.00 Film @130
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Fig.67

The constant mesmerising monotony of the pedal bass on piano and timpani lends the piece a
texturally disturbing and unnerving air. This istaposed by the heavily emotive and subtly romantic
C7(b9) chord. The chord is, in essence, an E dghéed chord over a C bass. The ‘diminished elen@nt’
the chord - three minor 3rds stacked over the E ratreate a specific tension. Another issue wbiehtes

a feeling that might be interpreted as ‘isolatianthe length of time that elapses between thenoégg of

the piece and the first string / vocal entry (baee). As a listener we slightly lose track ofgeuand time
which makes our reaction to the C7(b9) all the miatense. The same thing happens in the three bars
between bar twelve and fifteen; we are so usedetrithg music which makes its point quickly and
succinctly that the long sections where all we fzarthe low piano and timps are a little unsegtlin

When listening to music we rely heavily on beingdga and lead. The BPM is quite slow in this cud an
hearing the low C-note phrase alone for a coupleao$ at the beginning becomes a little ethereaisiog

us to ‘zone-out’ of what we assume is the key @erfor listeners the first string / voice entry trees
effectively the beginning of the piece; but fewggie begin on a"7chord: the ¥ chord is normally a
transitory chord. To hear an elongatdtichord with the flattened™being so prominent at the beginning
of a chordal sequence is quite strange, which dddthe slight strangeness. Bar fifteen onwards is
essentially a harmonic repeat of the chords fromtrae, but the addition of the high choir is #fiedive
textural inclusion and is reminiscent of the sdezhlGolden Age of film scores.

The final section oApollo 13to be analysed is, accordingly, the end titlesisage, another classic Horner
piece this time featuring a modern synth-drivenigeiswver bass line and a haunting solo voice. Adiings
what elements conspire to deliver such an effecti strong theme, we’re drawn to the simplisti¢ouhe
and chords, which allow the piece to function altionsa traditional Hymn-like fashion. What reallivgs
the melody strength and character is a combinatifothe rich vocal textures but also tkeck of any
accompanying harmony. Denied the usual harmonyvaiting, we listen more intently to what there,
which becomes disproportionately more important #mgs more acute. Bar five starts with a strong,
emotive major 8. There is no need for any harmonisation becausehawe the root and3which
dominate and define. The E melody note which folonepresents a bard ®Bver an A bass with no
harmonic filler but the A note in bar eight repratsea strong vibrant minof®ver the F# bass.

Glancing over most of the piece we realise the hels a collection of notes which alternately e
major or minor & (strong defining intervals which create a stroagnionic feel, despite the lack of actual
supportive harmonyand stark 5ths with no harmonic colour. The juxtapgsivorks well. Listening to the
heavily reverbed B and G# melody notes in bar niselving to the E note in bar ten (over the A pass
interesting; over the presumption of an A chord lwvear the ‘ghost’ of the B and G# notes, which we
rationalise for a moment as an E/A chord which taeénteresting ambiguity and slight tension. Ttieep
interesting fact about this piece is how it seemista have a distinct time signature at first;sitdifficult
initially to find where ‘1’ is due to the franti@miquaver bass motif and lack of percussive rhythm.

Audio — ‘End titles’ Film - 02.08.37
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MISSION TO MARS Ennio Morricone

Mission to Marsis a 2000 film about a rescue mission to Marsfeihg a disaster during the first manned
voyage to the planet. The film was panned relesiyeBy critics and was not a critical or commercial
success. Equally criticised was the score, compbgeinnio Morricone. Granted it was a strange score
which in many ways was at odds with what cinemagjogight have expected from a film made in the year
2000 about a mission to Mars; it was atmospheiigdyharmonically abstract and dissonant in places
featuring odd electric guitar and synth lines. Blgo it featured examples of string writing whicadha
very dated, romantic air. Possibly this is whatfasad people. Ailmtracksrevue from June 2000 referred
to the score as ‘extremely dated’, adding “awkwalidsonant counterpoint and instrumentation [remind
me] of cheap, 60’s fantasy scores” with “a few silagy awful and simply unlistenable cues beingnfiai

to the ears”.

This absurdly hysterical revue misses several fomedaal points about Morricone’s style and approach,
but also seems not to understand the underlyingatinag of Mission to MarsBrian De Palma’s film is
science fiction only at surface level. Underneéike many great ‘science fiction’ films it was pcipally
about humanitypeople It was a film laced with tragedy and triumpheliéind deathThe score exudes a
warm, affectionate, romantic and positive air instof its cues. The music does not always fit in an
obvious sense with the film in that Morricone ofteses quite dated harmonic devices.
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Fig.68

Strings

Anyone who remotely understands what Ennio Morrc@aabout will realise he has done this beforst, ju
as effectively; his music for the filwolf (which is analysed elsewhere) features some wafi@ctionate
and romantic scoring with a distinctly dated féelcontext ofMission to Marsthis deliberate move lends
the film a curious sense of skewed time. Cleartyaent film set maybe ten or twenty years in tiirfe,

its music draws mostly on the past with a few atbdlyy clumsy references to modern synth sounds. It
harks back to a time before cinemagoers becametaddio bombastic formulaic scoring. The scoretisn’
entirely unlike Michael Nyman’s music to the ‘sapenfiction’ film Gataccain that it offered a placid and
serene sense of romanticism which belies the sutéael narrative of the film.

In a scene 00.09.40 into the film an astronaut ishmable to be a part of the first manned missioklars
says goodbye to his fellow astronauts at a ‘Bon agey party. The character’s fellow Mars project
scientist wife died recently and, as a result hdeismed mentally unfit to be a part of the missis he
leaves the gathering he is obviously deep in thoube cue below manages to contéymorose state of
mind, along with a deeper suggestive sense of enaad foreboding conveyed for the benefit of people
watching the film.

Mission to Mars: 00.09.40

\bg \maj7 \ \

b9 ma;j7

The cue is a curious mix of intervals and harmonidgdch manage subtly but successfully to convey
competing and conflicting emotions. The lush Em@rdh(bar two), voiced expansively at the bottonof{yo
5" 10" with the melody taking the™@ is at odds with the unexpected appearance oEth@&(b9) — a
rarely used and odd chord with obvious tensionsvéet the F and the low E. This is followed by the
Em(maj7) featuring the D# in the melody; againy¢hie tension betweehand the low E bass. The chords
are odd but, more importantly, their placement, texin and order of appearance (following the
conventional and soft Em9) is odd too. For exaniipleEm(ma;j7) is a definite ‘Bond’ chord and yetdise
in this context it is deliberately robbed of thenfiar harmonic terrain which accompanies it.

Thus it is the context which gives us the skewedmioaic feeling: Chords do not transmit their
characteristics in isolation; there is no such dh#is agoodchord or a bad chord. If a chord appears to
sound effective or exude specific qualities it marly always the context which has been effectikie;
chord relationship. The cue is made more effedbiigeause the same line continues in bar four are fiv
accompanied by different supporting harmonies, n@kie F#, F, Eb and E melody line represent the #5
5, 4 and #4 of the underlying Bb7 chord.
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Fig.69

Horns

Strings

Fig.7C

At 00.10.40 into the film we cut to ‘13 months latey which time the crew is busy exploring Mars.

Mission to Mars: 00.10.40

The music once again conveys a mixture of subtffeidint emotions. On the one hand we hear an
imposing Horn line reminiscent of regal majesty.eTmomentum and sense of inevitability of the
ascending bass line helps the feeling of grand®uirwe also have the soft, lush romantic chords {Em
Em9, Cmaj9, Em7/A) to suggest more relaxed emotidimss mixture of gravity and almost theatrical
melodrama once again underpins characteristics afibbne’s style, which is always multidimensional
and never obvious. Again, by doing this he avolts quicksand of duplicative or cliched scoring. His
fondness for slightly obscuring chords through dicluster voicing is particularly noticeable herethe
Em11 in bar five.

The next cue to be examined comes at 00.26.28r Atie choice of a rescue mission crew has been
passionately debated back at the earth-orbitingltivepace station’, we cut to an external shothef t
rescue mission space ship en route to Mars. Orai@ age have a beautiful typically Morricone sweepin
romantic Horn melody. The emotive melody is extrgnedfective in suggesting both a stately, imposing
feel whilst the chords offer a soft, lush accompamt with trademark tensions such as the B/A# clrord
bar four and the almost separate musical narraffezed by the sliding bass (bar five to nine). ©magain

we have the glorious inevitability of the downwdaress from bar five through to bar seven, with the
inverted accompanying chords, which together creasteevocative feeling of tradition, romance and
inevitability.

Mission to Mars: 00.26.28



Fig.71

The last cue to be examined is the pivotal scenerevthe astronaut who has been marooned on Mars for
over a year reveals his discovery to his rescudhge -famous ‘face on Mars’ which turns out to be an
enormous carved out perfect human face. Morricoaétsost childlike music for this scene, again, is a
deliberate attempt to play the immediate senseigifetief and wonder with simple mesmerising mildly
dissonant chromatic chords (played by strings, woind and tuned percussion) over a lushly scorecmaj
chord on low/mid strings. Morricone could have @dythe spectacle and the astonishment but chose to
simply play the wonder, almost as if it were magic.

Mission to Mars01.12.22

chorc chorc  chorc chorc chorc  chorc

chorc  chorc chord  chorc
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