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Films and music analysed include:

Last of the MohicanéTrevor JonesYero Dark Thirty & Argo(Alexander Desplatpaving Private RyafJohn
Williams) Schindler’s List(John Williams)Titanic (James HornerPr Zhivago(Maurice Jarre)The Elephant
Man (John Morris)The Killing Fields(Mike Oldfield)

$# ! &I #
In the dramatic retelling of real events a popslarytelling device is to invent a fictional naivatto tell a true
story. The Last of the Mohicarns a 1992 historical epic set in 1757, directedvighael Mann, telling the story

of British and French troops battling for supremactygolonial America, with aid from various Natiyenerican

war parties. A romance between a British officat&ughter and an independent Mohican man complicates
things for the officer, as the adopted Mohican pesshis own agenda.

(Trevor Jones, based on ‘The Gael' by Dougie Matjea

The main theme was originally written by Dougie Maan, a Scottish singer-songwriter, composer, multi
instrumentalist and record producer. MacLean’s nfastous pieces include ‘The Gael’, from his 199%uat
‘The Search’, which was adapted by Trevor Jonethasmain theme for the movie. Late in the process o
developing the film score it was decided an oralésicore would be more appropriate for this histepic
than Mann'’s original idea of an electronic a score.

The relentless and pushed semiquaver-to-quaver

. o . ,
Fig. 01 Audio ‘Main theme motif is forceful, repetitive and powerful
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As | said earlier, the semiquaver-to-quaver matibirceful, repetative and powerful. The main reasfor this
are firstly the slight oddity in the pushed phrasdt, much more importantly the placement of theaplr

The phrase in fig.2 shows fairly conventional wafs
delivering four successive semiquavers, the lagt oh
which is tied to a longer note.
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Whereas in figure three, from the main title thethe, successive semiquavers begin at the end afrteaand
continue at the start of bar two. Thus the linenterupted by the bar line and in some ways feditla odd
because of it. The second time the figure comés alfway through bar two, which again is ddittinatural.
These ocurrances are in slightly odd, uncomfortgitdees, but more importantly, this fact is itaded and
exaggerated by the sheer number of times it isatmgl. The phrase has a starkness to it; a feefidgamatic
but barren desolation. One of the reasons forighise bare starkness of the accompanying voicihgse heard
the theme and transcribed it, we might concludé tiie following is accurate.
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The chords we have atributed in fig.4 are wrong;abse they are complete of thelf. Most of the actual
supporting chords in theorrect transcription (in fig.1) are bare and devoid of Bi& even though it is
sometimes included in the melody. The chords, eajhe@s they are scored for brass, woodwind andgs,
move in a very stark, parallel-sounding, cumbersarag, the squareness of which is exaggerated lxydbthe

3 It is sometimes these subtle harmonic omisioms tan alter the way chords sound and therefore the
emotion of the piece in general.

(&" %#") "* (Alexander Desplat)

A U.S. Navy SEAL team is sent to kill or capturenBiaden.Zero Dark Thirtydeals with the preamble to this
moment by creating a convincing back-story whichminates in the capture and killing of Bin Laden.
Alexander Desplat said that in crafting music tonptement the raw reality in the film, he had to malse of
silence and “let the atrocities of war speak fantiselves.” Speaking about the instrumentation, Respid he
stripped things down from a full orchestra in orttercreate a ‘dark’ and ‘strange’ sound. He saidust kept
the cellos, the basses, the violas, the brass ahdame trumpet, so that | only had the darker sinm
instruments of the orchestra and that createsaagd#rsound of its own that belongs to this filme Went on to
say, “On top of that there are a few soloists: lantdc cello, a violin, a Duduk. All these sourale blended, so
you can't say who's playing what, which makes fevedrd sound, an uneasy dimension.”

Our analysis begins with a track called ‘Drive ke tEmbassy’, which comes immediately following alya
realistic and graphic depiction of the torture qdrssoner. As two colleagues involved in the inbgation leave
the room, the darkness of the room is illuminatgdhe brief but bright light of the outside, a seawhich then
cuts to a city shot with ‘Pakistan’ superimposelud music fulfils one of its primary functions —dtoss over
the edits between one scene and a scene which shalifferent location in time and place. The evolyi
ascending line (bar two onwards, which has Phrygiaments) alters the intervallic identity of theporting

chord. It begins stating Eb(1) Ab(4), Bb(5) and &kénd by bar six (with the melody having more fAbm

flavour) moves to Eb(5), Ab(1), Bb(2) and Eb(5).



There is a ‘freshness’ to the melody when it comeand the reason for this is more than the tuswlfitit is the
combination of the melody (the first three notes wiiich create an Abm vibe) and the intervallic

recontextualisation of the supporting harmoniesisltthis combination that creates a slight elevatio
excitement.

The evolving ascending line alters the harmonieién

Fig.05 Film 00.09.45 Audio ‘Drive to the Embassy’  P""@¢
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Another interesting point in this piece is the velsfinite ‘liftt when the piece hits bar fourteen

(Fm). The lift is exquisite, not least because i € note (maj6é over the Ebsus4) which acts a
beautiful pivot note which leads to the Fm. Anotheimt is that the melody line from bar fourteen
and fifteen features F, Ab and B, which gives the k& diminished feel. Also as the memory of the
Ab (treating it as a G#) floats across to bar éftethere is a whiff of the James Bond ‘maj7 over th
minor chord’. The other interesting point aboustparticular section is the Am chord (bar fifteen)
with the arpegiated sub bass line which essentatigulates an Anajor chord. We don't overtly
hear the C# but its inclusion creates slight andlsténsion.
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' from bar sixteen-nineteen; the
transition from Fm to G chords
B3 5 (with the B hitting the warm,
D e == I s S = = = rich maj3) then the Bb and

== == EMMMM subsequently the Db is

particularly exciting. The simple
manouvre and ascension through different unrelkégdcentres (Fm, G, Bb and Db) creates a greanfgeli
rapid evolution; its delivery with soft chordal texes and the slightly muddy bass line makes thelevh
sequence exhilarating and stimulating.

The next section comes 01.17.20 into the film dydrtense scene in a café.



. . ., o Phrygian (m2) element over
Fig.06 Film 01.17.20 -Audio ‘Northern Territories a Slfpenéed )Chord which
The quick manouvre from Dmaj to Dm is a little utiisey has no major or minor feel
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Odd to have an extensid@) on top of a non-chord — it subverts the relatiopshi
chords traditionally have with their extensionsridally an extension adds colour
to a fuller chord, not just octave root not

The next cue comes just after 01.53.00 into tme &6 we see soldiers training for their missiorolnes again
at 01.55.00 as we see them preparing immediatdlyrdoehey take off for their mission. The cue begby

using the familiarity of the chord sequence from foairteen of fig.5. The movement from Fm to Am sds a

little alien, rugged and menacing, especially sgpas it is, with brass.

Fig.07 Film 01.53.00 & 01.55.25Audio ‘Seals take off’

Melodic line has a diminished feel
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A 3" in context of the F minor but as a G# it is maj7
in context of the subsequent Am2 chord; extensions
are not always ‘felt’ or ‘experienced local to the
chord itself. Their effect can be ‘radiated’



#"2!1  (Alexander Desplat)

Argois a 2012 American political thriller directed and starring, Ben AffleckArgo received three Academy
Awards for Best Adapted Screenplay, Best Film Bditand Best Picture. It is based on the true stbhe

American hostage crisis in 1979, when Iranian &ttvstormed the United States embassy in Tehran in

retaliation for President Jimmy Carter giving tHeaB asylum in the U.S. after he fled the counttip¥ang the
revolution. Embassy staff were taken hostage buesmanaged to escape and hide in the home of thaden
ambassador. The main part of the film retells hbedover story for the escapees was developed andhey
planned their escape. They pose as Canadian filersaiho happened to be in Iran scouting exotictiooa
for a science-fiction film calledrgo.

The following clip features the scene where the Acams make their escape from Iran on a domesghbtfl
The plot has just been discovered by the Iraniaui®y come rushing to the airport but too late topstioe
Americans’ plane leaving. We see a tense scenbeadroplane before the sound system announcethéyat
are out of Iranian airspace. At this point we $eedscapees smile and celebrate.

The transcription starts at the moment when theoamcement begins. There is a soft, non-thematiordzth
build-up during the announcement which gives wayanfive to the main theme. The music managesstd d
emotion, relief and a sense of release felt byeuapees.

How?
Fig.05 Audio ‘Cleared Iranian Airspace’ 04.00 3 13
“It is our pleasure to announce that alcohol and/beges are now 4 /
available as we have cleared Iranian airspace.”
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There is a delightful sense of growth in bars amasfculminating in the melody at bar five. The tme raising
from G, A, B, C# and D creates a sense of evoluiigirthe reason it is subtle and not more glarimgyious is
the way each note hangs on, creating a growingeslaford. Bar two features th& 2" and 3 built on the
D. the final chord also includes the #4 (C#) tongrcolour.

The melody

With ‘normal’ music, the music usually tells a stpas we have stated elsewhere, the harmonies ttande
said to ‘have an opinion’. They are meant to; comuiaé music is not generally supposed to be amhiguar
indistinct; it has a point to make; it has charaeted identity. It sticks to rigid structural teraps which aids its
digestion. In this piece the relative lack of a wemtional repetitive structure underpins the trabout film
music, which is that it isupportiveand normally shouldn’t be distracting in an oweay. Anything too ‘song-
like’ tends to dominate our attention. In this dyecontrast, although this has a ‘nice’ melody Jiwbat stops it
becoming too normal (and therefore something wepzadict, hum and be distracted by) is the relatod of
conventional repetition. The piece has severallsubnhsion-creating characteristics that keeprimlij filmic
despite its apparently ‘niceness’.

In incidental scenes (as opposed to scenes whichdwese thematic attention-grabbing music) it somes
works when music causes slight tensions; this walgrids to become more part of the picture and the
experience and less ‘music’. Obviously as far a&sligtener is concerned they always think they measic as
music; but truthfully if something is slightly abbnwal we tend to hear it in a more abstract, emadionay. In
incidental scenes if we rationalise the music eomatily it is usually doing its job but if we hedras music it
can be distracting).

The characteristics that combine to make this pieoee about emotion than music are as follows: Jliggntly
meandering nature of the theme is partly the redithhe construction and structure. It containsaghs which |
have colour-coded and numberkd 3 4. Normally one might expect a phrase to be repeatedes than these

phrases are and ‘normally’ we would not expect fdifierent phrases to be a part of a melody beéorg of
them repeat.



The pattern iphrase 1; phrase 3; phrase3 phrase 3.

(twice)

Only andphrase Jepeatphrase Jand“ are singular. The point is that although this pibas a ‘nice’
vibe to it, the actual construction and placemédrgeations is slightly odd. This is what makes piece appear
to be beautiful but meandering, relentless andgoimg’; it doesn’t contain the usual structural gbilities and
signposts. The intro is low, warm and full of add2dd2/#4 combination chords and polyharmonic haies
The melody hits the romantic intervals such asathd? and the'3 Also it contains really effective octave leaps
(which are preceded by'3ntervals) articulated by octave strings and tremphich have a great powergoar
over the chords.

# 27" #&"# (John Williams)

In the dramatic retelling of real events a popstarytelling device is to invent a fictional naivatto tell a true
story. Opening with the Allied invasion of Normandy on &né 1944, members of the 2nd Ranger Battalion
under Cpt. Miller fight ashore to secure a beactihéamidst the fighting, two brothers are killed action.
Earlier in New Guinea, a third brother is KIA. Thenother, Mrs. Ryan, is to receive all three of grave
telegrams on the same day. The United States Arnigf ©f Staff, George C. Marshall, is given an ogipoity

to alleviate some of her grief when he learns &wath brother, Private James Ryan, and decidehad out
eight men (Cpt. Miller and select members from Rahgers) to find him and bring him back home to his
mother. The first scene we'’re going to look at ih@ end of the film when we see the same old eaitirhan
we’d seen at the start of the movie, in a graveyamtaining some of the Americans who perishedh@war.
This is Private Ryan as an old man. The music cdmesnatural end; as the screen blacks out, thie theme
comes in.

Fig.06 Film 02.36.00 Audio ‘Hymn to the fallen’ (00.24)
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This cue is full of warmth, which is Srd///"*\g Buyi4 D4 Em D c D
the result of two things; firstly it has s QO
a very slow, mournful and sorrowful éé,':,' = i é ]
‘plodding’ melody line which makes : - ? < <+
it very Hymn-like. Also the melody is 31 farinets / Tinglish FHom
quite ‘3%heavy’ by which | mean \Lﬁ — , , : -
that not only does it hit the™ ., e 7 = 3 I+
regularly, it does so horizontally as Weedwind \l —~_ . . . . g -
well as vertically. We only have to _— | BESS=— j 5 £ — F
look how the orchestra voicings stack 3 Bassoons
up to realise how much warmth and rr—r—> —— > = —_—
colour radiates out from this piece. — ' 1 I
The use of the choir is key of course 4 v
3
the sheer colour and warmth A — +—F | = 5
harmonically (as well as texturally) i S ==
should not be underestimated.
Choir $ { ] | .
T Z E z 2
I I
et
. —F
Strings
SES

7



E

D/G

S

c/G

D/G

Em/G

Bm/F#/G D/G

\Vj

+ & <

Bassoons

=

+ 5 o

G

+ 5o

=

0

10

LIKY

Brass /
Woodwind

G/B

Gadda/

F#m7h>

F

r

G

E

Gadd2

r

Amb

r.
Co

Bassoons

\

-

0 o
[

0
v
&S
[

w/Horns

Choir
Bm/I'#
04
i
04

Strings
15
~




Analysis — economy of movement / how the orchestiaks up

The romantic add? is used heavily
in the vertical orchestration
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The following transcription comes at the starttadf film from the introductory titles through to @ese of an old
and frail man walking purposefully towards througgbemetery in Normandy containing the graves of Acae

war dead.



As we see ‘Paramount Pictures and DreamWorks Rgfresent’ we hear the haunting horns at the biwmjn
of the cue ‘Visiting Normandy’. When the same hphmase comes at bar five, this is synced to thesltiard.
The next timpani entry is synced to the flag andlfy we see the shot of an old man (feet shaf)firs

Fig.07 Film 00.00.41 Audio ‘Revisiting Normandy’
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The employment of the ‘missing*3s a popular approach in writing music which needsilitary flavour. The
starkness and harshness, especially when artidutgtbrass, creates an emotionally desolate fesbvidl have
written some small examples which seek to highllyhw and why, in these circumstances, the missfhig 3
such a good harmonic device.



Fig.08 Audio ‘Revisiting Normandy’
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If we look at fig.9 (right), which shows an arpegié  Fig.09
Cmaj7 followed by the four notes as crotchets, glon

with colour-coded harmonic events. Crucially thare
six separate events, three of which involve the3ma|
The effect of a maj3 in a chord, or even in d®
arpegiated line, is greater than other intervals. |
interacts with other intervals and radiates throtigh

phrase.
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‘feels’ different without the comfort of
the maj&. Just 3 separate harmonic
events are stated, none of which involve
the maj&

Some of the voicings of this piece are very condérand occasionally slightly abstract. For exantipéeway

the Esus4/F# and the G#m11 are voiced is designerkate interesting harmonic dynamics, colourstems

and moods, simply by virtue of having some extemsiootes in unorthodox octaves (for example thefthe

G#ml1l is voiced low whereas the™{C#) is quite separate at the top of the chordje Fimple act of
reassembling the extensions can create tensioncodr.

chord are rare and can
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Similarly the voicing of the Amaj7/C# is also odtetoctave A is
at the top of the chord, thé3s at the bottom and in the idle we
have the G# (maj7) and the A together, creatinbtesaion.
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v+ We know this chord

sounds strange but do we

& 4 Again, its not the chord; it's the
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tension and colour
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know why?



Fig.12 Fig.13
Cmajics) Cmajigs) There are two obvious points of tension
N yd which are highlighted (left); namely the
J4 o \ e — C to G# (#5)and theC to B (maj7)
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The other thing to remember is how the notes behavetervals. Above (fig.14) we have the choran one,
the E, G# and B in bar two in context of that fehbrd and finally the same three notes in relativiheir other
context (1,3 and 5 of an E chord). The point ig &wen for those who don’t understand harmony gtiestill
confusion in the harmony; this is created by thalithuof harmonic perception.

'%$&": B

Oskar Schindler is greedy German businessman who becomes an unlikehatitarian amid the barbaric
Nazi reign when he feels compelled to turn hisdacinto a refuge for Jews. Based on the true stbi@skar
Schindler, who managed to save about 1100 Jewslfiging gassed at the Auschwitz concentration canigp,
widely seen as a testament for the good in allsofTine music is by Spielberg’s long-term collaboragohn
Williams, who delivered this fabulously sombre,esoh and emotional piece as the film’s theme.

(John Williams)

. ., . , . ,
Fig.015 Audio ‘Schindler’s List theme .
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There are vague similarities between this anditted theme fromArgo, which we looked at earlier, in that once
again, the structure is slightly odthe melodic phrasing is different in virtually eydyar (with the exception of
bars ten and twelve, which are the same). It doamnitain some of the structural niceties which might
expect. The melodic phrase is twelve bars longnibdy officially starts on bar six but in realifyyou took it
from bar eight through to fifteen it makes moreustural sense overall. The problem is thatentially the
melody then can't breathe. It is the minim A noteb@ar seven which pauses the piece and prepar#sefoext
phrase. All these things aren’t particularly notilbke because there is a serenity and tranquillitickvbelies the
structural oddness.

The piece also contains many deliberate harmonierminties; the counterpoint at bar one is typafathis,
where it subtly implies Am and Dm and Am; then ar liour there is the faintest whiff of Dm again. thkhes
the harmony is transitory, transient and ephemuiigh, elements being suggested rather than stated.

Fig.016
o G ¥ Dm G There are occasional subtle oddities and
Violin tensions in the melody too; the very first bar of
o e e i o B e s = —=2>+ the melody (transcribed separately, left)
o T = 3 - T features a line in which the second four bars
\[ start with the Bb (8 of the Dm) and end on

the lower A ().

Although this is not a real horizontal intervalchase there are notes in between, given that neogtig don’t
listen to all notes, the notes we listen to in that will be the initial A, the Bb and then the lewA, which
makes for some great but subtle tension.

i Is the Bb note heard as a
Fig.017 4™ of the F chord or a7
~ of the previous C7
Gm’/C F
. 0 [r—— — . . . .. L
(U= === == In the figure to the left which comes from bar nivfethe original transcription,
R we can see that the harp line articulates/arpegiat&m7/C whereas the violin
/ s line implies a C7. Although there is no absoluteshlbetween the lower F and the
Harp X —r E'J' = 'J@: higher E, they are so close that the identity efahord is slightly blurred.
. Melody notes are never just felt at one momeninet Their effect is cumulative
= : and aggregate. In the same bar to the left we theaBb, but do we hear it as a
Strings ¢ g = continuation of the C7 arpeggio or tHe a@f the F chord?
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#' (James Horner)

A seventeen-year-old aristocrat, expecting to beriwito a rich claimant by her mother, falls irvéowith a
kind but poor artist aboard the luxurious, ill-fdt®.M.S. Titanic

84 years later, a 101-year-old woman named RoseiD&dkater begins to tell the story to her grandgtaer
Lizzy Calvert, on board the ‘Keldysh’ about heelifh April 1912 on a shifitanic. A young Rose boards the
departing ship with upper-class passengers, heman&®uth DeWitt Bukater and her fiancé, Caledonkhnc
Meanwhile, a drifter and artist named Jack Dawsaorsthird-class tickets to the ship in a game. Rog#ains
the whole story from departure until the deatfTibénic on its first and last voyage on April 15th, 1912£0
in the morning. Rather than focus explicitly on aremore sections of the movie | have chosen tveri§ip
motifs Horner wrote for the film, elements of whieppear several times in the film, and both of Whace
slightly different versions of each other. We staith the haunting track entitled ‘Back to Titaniclow,
deliberate and poignant with its evocative anddimgg vocal line. This piece was described varipuess
‘wistful’ ‘melancholic’ ‘contemplative’ ‘sad’ andregretful’, but if we are to make proper musicahse and
draw reasoned conclusions we need more than widnds; ask the right questions music will tell ug thecrets
of its success.

But the secret is that there are no secrets antiaits of lightning. There is only music and the wayall use
and manipulate the structures, harmonies, textarasrhythms it offers us. We rearrange what is¢haready
to make something new. The trouble is that becafifee way we are taught not to learn but to revgneat art
and worship at the altar of the great composerstevel to personalise the concept of composingdcettient
where we assume every crotchet and every chorétaeny texture that breathes life into music isgheduct of

one person.
Fig.10 Audio ‘Back to Titanic’ - /Aot
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s @ v v written as incomplete and fractured, the&rm
{nﬁ\h = m——" —— — = descriptive 8 of the melodyradiates out. There
g ] % — = — t=—  are normally thirds present in most chords; they
are an essential component in creating colour and
o o warmth. Also usually in music melodies have a
5y s z % 8 1 combination of intervals. In this piece the chords
_— e = X — t  themselves are stark and cold but the melody
ey 6'\_/6 4 o

regularly hits thirds. It is a strange harmonic
dynamic which makes it feel warand cold at
the same time. Lots of partial of incomplete
harmonies tend to make us focus more on vgidtere; a lack of information draws us in to searmre, which
means what we find is more acutely experiencedhdf piece were plastered everywhere withds in the
melody it would be too rich, too overt; to obviopslolourful and potentially garish. If the piece redull of
roots / 5thdn the melody it would be harsh, direct and chawdess. This piece is a masterpiece of harmonic
balance which is emptgndrich; simultaneously warrand cold. The second piece is called ‘Rose — A Promise
Kept'. People spoke of feeling ‘transfixed’, ‘sgmund’ and ‘mesmerised’ by this piece, so it woldp us to

try and place a musical context around those wirdsder to figure out how and why people felt eimoally
drawn to the music. Don't forget that elements ofhbthe pieces we're looking at were also usechégong
‘My Heart Will Go On’. Horner won two Oscars faitanic;, one for the score and one for the song, whichtwen
to the top of the pop charts.



Fig.1

One reason for listeners to feel mesmerised i®ldgric piano phrase
. . that runs through the first few bars, which is tépe but not
1 Audio ‘Rose — A Promise Kept’ monotonous; the phrase is physically static fromtbabar but as the
chordal accompaniment goes down, so the intervatliue of the
arpegiated motif gores correspondingly up.
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Similar to parts of ‘Back to Titanic’ we have thiest F note of the vocal phrase accompanied byaassp
arpegiated harmonic accompaniment with no thirdaking it sound empty and barren. Then we have the
quintessential harmonic tensions created when we tee sus4 and th& 3ogether at the same time.
To the right we have a graphic to demonstrate the e

physicality of contrary motion. This is something
we’'ve looked at regularly in a number of pieces in o
subtly different contexts.

\ To the left | have attempted to
Dm _/ demonstrate in slightly more detail
C

just how and why the electric piano
line is so effective. As we can see
the chords move downwards and

cEe=====ss—s=ee= s ss s e then upward, the physical notes
v == = Ll = = remain the same but the intervals
5 created by the notes in relation to the

8/4’\ o ¥ AN . 4 chords moves upward and then

3 N 7 N 8/ \8 downward. The line remains the

77 / \\4 4/ 4 same but the accompanying chords

3/ \ 3 = N/ AN and the intervals contrast each other

/ AN // beautifully, almost as if the harmony

is breathing in and out

%" ( #2!  (Maurice Jarre)

Doctor Zhivagois a British 1965 drama—-romance film directed kgvid Lean, starring Omar Sharif and Julie
Christie. It is one of the most famous and watctlilets ever made. It tells the story of the Rusdi@volution
through the narrative device of several charactestgned to embody elements of the revolution.



The film is seen through the eyes of poet/physidfan Zhivago, who is married to Tonya but carr@s an
affair with Lara, who has been raped by ruthlesitipan Komarovsky. Meanwhile, Zhivago’s half-bhar
Yevgraf and the ruthless revenge-seeking Strelhilagdresent the ‘good’ and ‘bad’ elements of thdsBevik
revolution. Composer Maurice Jarre received an AoadAward for the distinct and memorable music.eLik
many films that are referred to as iconic, musiyplan enormous and pivotal role both in helpirey fttm
breathe emotionally but also in terms of creatingusical dimension for the film which can be listdrto and
enjoyed separately from the film. If you watch fiie you cannot fail to be moved emotionally, bhetmusic
is what emotiorsounds like.

While working on the soundtrack f@roctor Zhivago Maurice Jarre was asked by director David Leatotoe

up with a theme for the character of Lara. Inijidlean wanted to use a well-known Russian songbuld not
locate the rights to it, and delegated respongibit Jarre. The resultant piece was ‘Lara's Theamel Lean
liked it well enough to use it in numerous tracésthe film. In editingZhivagq Lean reduced or deleted many
of the themes composed by Jarre, who was angryubede felt that an over-reliance on ‘Lara’s Themeuld

ruin the soundtrack. Jarre’'s aesthetic fears prawefbunded commercially; the theme became an ihstan

success and gained fame throughout the world.

The question is, how does the piece communicate® ¢hees it ‘speak’Are there any textures or harmonies
that define it? Is it defined by its structure? Thasic fort this film had a life of its own and it®mposer, a
young and inexperienced Maurice Jarre, won fameutiin it. Below is the theme he wrote, which became

international hit and is known and played widelywm&8 years later.

Fig.12 Audio - ‘Theme from Dr Zhivago
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Maurice Jarrs moving and sweeping score is extremely effectiveé the memorable love theme, Lara’s
Theme, is a constant reference point throughoufilime The style and character of the piece isrinsientally,
texturally and harmonically overt, with its easteffuropean feel, 3/4 time, sleigh bell percussive
accompaniment and Balalaika. These things credt@naihe listener an instant feel of Russia andhisfory.
The lilting Harp line which begins on bar one ands for much of the piece is much more than a takand
physical attraction; the top of the line is the &iithis, together with the high string voicing (Aand E) blurs
the line between an Am and an F chord; essentiailtyis a fusion between the two, which helps e&¢ahsion
and helps the piece forge an identity. The ideritdg more than a whiff of the surreptitious, theive and the
clandestine. It is no accident that the same iatgmin6) played a part in the harmonyBdndmusic.

There are, however, other factors which make thim mene so loved. The section everyone remembettseis
part where it moves into Amajor. When you listeratlittle or all of the preamble leading up to #&y change,
there is a tremendous release of emotion whendhesection arrives. There is a rush of colour wisiatidenly
enters the music. How and why does this happesdi as if the section at A is louder or fullerfact it is the
opposite. It creates a massive sense of both atidfenjoyment when the key change happens,tsasib be

the key change that does it. But we still needrtovk why. Hearing music is a linear, sequential elgpee but
‘listening’ is a cumulative experience. Music isaly about ‘now’ — it is about the relationship Wween ‘then’
and ‘now’. What happens in each specific bar cdidegarded merely aformation but what happens when
the various bits of information exchange with eather and how our responses react to the outcorde an
consequence of those changes is what really maffdnis is when sound becomes music; this is when
information becomes emotion. | have stated befoat in essence ‘music’ happens in the changes. étarm
means nothing without context. The context is thenge, the alteration, the reaction.



So looking at the success of Lara’s Theme, it'sriggting to note that one of the reasons for theems of the
Amajor section of the main theme is that it is ferfect antidote to what came earlier. The subdured
restrained Am section finally gives way to the kahange into Amajor which sounds happy and unresdi
Our understanding of music is framed by what cagferle and our anticipation of what might come next.

Fig.13
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If we now look again at the Amaj section itselfatiscribed separately below) we can see it plays thi¢
distinction between minor and major, which addshe context; first we have the Harp line (whichemiates
through a sequence that includes C and C# (min3naa@). Then the clarinet line features the C ard C
together, although as straight quavers, not trigletvers, further muddying the harmonic waters. Tinee’

itself is heavily emotional; the phase begins anrtmantic and colourful mdf3and heads towards the m&j3
an octave above, via th& $E) and the C natural, a semitone below the hifjirBe other thing to remember is
the powerful and well known"Binterval between the E and the C. And as if at thasn’t enough we have the
very faint whiff of a C chord, created by the afoentioned E and C.

. 5th min3rd
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The Elephant Mans a 1980 drama film based on the true story seph Merrick. Merrick was a severely
deformed man in 19th century London. The screenplay adapted from the booRK$ie Elephant Man and
Other Reminiscencg4923) andThe Elephant Man: A Study in Human Dignif®71). It was shot in black-
and-white. The film depicted the time period in @hithe real Elephant Man lived (1862 — 1890).
Being filmed in black and white was said by manyh&ve added to the over-all dramatic effect offilne The
film was a critical and commercial success. It waminated for eight Academy Awards. The story inesl a
Victorian surgeon who rescues a heavily disfigumeah who is mistreated while working in a freak sh®art
behind his monstrous facade a person of intelligear sensitivity lives. Merrick is an intelligeamtd friendly
man, but he is hated and mistrusted by Victoriantmglish society because he is severely defor@ade he
is discovered by a doctor, however, he is savenh finis life in a freak show and he is treated like human
being that he really is.

(John Morris)

The music provides a deep, reflective, emotionabdnin parts of the film which succeeds in the whygeeat
film music does; it becomes part of the fabric leé film. Some referred to the opening section aguesite’
and ‘tragic’. There is definitely a tragic, heartténg sadness to the piece but it also sounds inguand
ghostly to listen to. These emotions perfectly ratice film and the story itself. Morris’s music femtly
underscores the bittersweet and poignant aspette atory. Texturally the use of Celeste and tymer@ussion
is borrowed from composers such as Bartok to ifestlings of wonderment, fear and ‘things out a$ tvorld'.
Such approaches were used successfully in filmis asEdward Scissorhand4d" century London is captured
by the carousel-like 3/4 rhythm and correspondingures. The child-like rhythmic simplicity of thiees in the
music is juxtaposed by the harmony they createtlamdhstrumentation, which gives it an apprehensilge.

Fig.15 Film beginning Audio - ‘Main Title’ (03.28)
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Most of the lead lines are extensions to the chafrdCm. Each has a different specific flavour. Ittise
cumulative effect of these ‘flavours’ colliding thereate the slightly eerie and unsettling vibengl with the
distinct textures of the instrumentation. Belowréd, | have notated how the extensions relatedadot of the
chord (the relationship that gives the chord synitsohame). We are used to evaluating a chord’senand
description by virtue of the interval between thetrand the extensiofie. 6", 7", maj7", 9", #9" b1d", #11",
13"). But how the extensions relate and react t&thef the chord is another gauge that gives the chpnabol
part of its character. How thé“3elates to the extension is important. Below Iehaut these intervais blue
In addition | have placed boxes around the chordigetwfeature an odd extension interval and an éyoald
interval between the extension and tffe Bhis partly explains the slightly ‘twisted’ fele melody has.
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As | said earlier, each of the lead lines are esitars to the chord of Cm. Each has a differentifipétavour. It
is the cumulative effect of these ‘flavours’ coilig that create the slightly eerie and unsettlifigeyalong with
the distinct textures of the instrumentation. Belohave transcribed the lead line and above spetifies of
intervals | have placed fairly crude emblems/ictmidicate the style/character of the interval.

The maj7 over a minor chord creates a distinctifalyive, surreptitiouslames Bondeel. The ¥ is a loose,
relaxingpop chord The maj6 over a minor chord creates a precidedie® to the #4 relationship between the
min3? and the majB. | have placed TV charactPoirot over this interval. The chord has a very overtkisig
and almost Thespian feel to it; a little furtivet Imot as striking as the Bond chord. Finally theéniover the C
creates a very distinctive and dramatic film ingdr¥ have placed thBatmanlogo over the top.

Fig.17
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The next part of the main theme is transcribedwelthe chords are created horizontally via an agted Harp
line on the bottom stave. As we have discussedréetbis is a subtle and less direct way of distiiiy
harmony which in this case creates a consistdtihgl characteristic. Added colour is created hstue of the
consistent add2 in the Harp.

Fig.18 Movie — 00.01.17 Audio - ‘Main Title’
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The move from minor chord to major chord a tone
above is a well-known film music trick to instill
drama




The move from minor chord to major chord a tonevatie a well-known film music trick to instill dreen The D arpegiated
harmony (bars ten-eleven) also has the Eb (min&)ake the link between the Cm and D more colouTfdnscribed below
is a section of the famoatmanmotif by Danny Elfman, which uses the same trick.

&)$$'2 &$%  (Mike Oldfield)

The Killing Fieldsis a 1984 British drama film about the Khmer Rovegime in Cambodia, which is based on
the experiences of two journalists: Cambodian Bitan and American Sydney Schanberg. Schanberg was a
reporter for the New York Times whose coveragehef Cambodian War would win him a Pulitzer Prize for
international reporting. Dith Pran, the man who médgossible, was left in Cambodia in great dangéis is a
tragic but uplifting story of triumph over adveysit story of war and friendship.

The key issue regarding the music is how the theistds the film’'s narrative. What does music dattkvords

and pictures don’'t and can’t? The music is melahghsorrowful and contemplative, but also serend an
hopeful. As | have stated before, the truly wondlettiing about music is that it can be all thesaghk without
being direct; words communicate instantly and petumostly do. This is essentially because we nstaled
them. We don't have to think too hard to unraved theaning. But music manages to transmit a sense of
emotion and meaning despite listeners usually lgamm absolute understanding of how or why. Listemaay
have a surface level grasp of textures but thdir orethod of converting what they hear into emoi®aurally.

This lack of visual context and cognition is crlicibis what keeps music elusive, ephemeral arahescent.

Clearly the soft textures of the strings, with tead so high, are crucial to creating such an iatémand
emotional sound, almost as if the piecerigng.

The contours of the lead linare smooth with a sense of purpose and directiasa$onally there is the odd
colourful extensionsuch as the exquisite high" dver the Em chord. In addition we have the occwsio

incomplete harmoniethat start each phrase off, which; this createara,buncertain feel. This piece distils the
emotion of the film brilliantly well because it emilates sadness and hope through texture and hgrmo




