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CHAPTER 1: INTRODUCTION

Early accounts of silent film accompaniment at the beginning of the twentieth century

show that improvisation was a major part of film music performance in both the United

States and Europe (George 1914, 29). Musicians performing in theatres would séten ba

their improvised materialonpico mposed musi c written in cue
books. In the miel910s, as the burgeoning Hollywood studios sought to exert greater

control over both the production and exhibition of their products, the practes e

die out (Messenger 2010, -1%). However, it is possible to argue that in a number of

ways improvisation never truly left cinema. Riding the wave of the 1950s cool jazz period

came the improvised scor éscéngeurMout @ ®c Dafva sd t o
(1958, released aklevator to theGallows in the US). More recent examples of

i mprovised film scoarceog ei nmol Wwdead Maa{dou¥sathmgo s
and Antonio Sanchez®6s Brdnam(2014). dhe pracecegfa ndr o |
staging live improvised accompaniment to classic silent films persists in niche
entertainment sectors around the world. Moreover, accounts from composers of using
improvisational techniques in their creative processes, as well as incorporating
improvisedperformances into their predetermined scores, show that improvisation has

remained a feature of screen music.

Aim

My creative research project, consisting of written and composed works, sets out to

explore the nature of improvisational practices ineenmausic. It is the aim of my thesis

to examine a range of creative processes employed by screen composers, and how

i mprovised scores on one hand and &écomposed
effects on the nature of the art form. In this intrctduy chapter | lay out the key terms

that are used in my thesis, provide a context for research into the field of screen music

improvisation and explain how my thesis is structured.

It is clear from the potted history above that it is impossible tomaint 6 i mpr ovi s ed ¢
6composedd screen music as clear binari es.

inform predetermined music, and how predetermined musical material, structural



harmonic forms or thematic ideas might be used as the basis favvisgiron. The

relationship between improvisation and predetermined music is further complicated by

the inherently collaborative processes of screen music production: a score is the product

of interactions with both musical and notusical actors throughothe creative process.
Examples of this are the director and pictu
of music to film and the composer employing improvising performers to record for their

ocomposedd score.

Scope

My thesis explores how thergen composer might approach and execute improvised and
predetermined compositional processes and whether those approaches and executions are
vastly different or maintain commonalities. It also investigates how improvisation might
play a role in predeteimn ed scor es, either in the compo
material or through collaborative processes with other musicians, as weillvapre

prepared musical material might be used in improvisation. My research project examines
these subjects throughe lens of film production, the collaborative relationship between
musicians and nemusicians and the working practices of various composers. The
research questions are also explored through my own creative practice as a composer, as
well as with analyse of film scores that make specific use of improvisation. | draw on
interviews with screen composers and improvisers within both South African and
international contexts. My research identifies certain trends that have emerged in
compositional and creatiyocesses, which | hope will aid in understanding the nature

and role of improvisation in the production of music for screen.

Methodology

My research project is qualitative, a model

covering several forms of ingry that help us understand and explain the meaning of

soci al phenomenao which includes Al nter pr e
observation, i nductive research, case stuc
Qualitati ve nr eowledgerbg dolectisg primanlyeréraalpdatektimrough

the intensive study of cases and then subj e

al. 2003, 24). The research | undertook includes case studies, interviews, and auto



ethnographyvherel reflecton my own experience as a composer and improviser. On the
subject of personal experience, James Key
researcher is a natural participant. This is the highest level of involvement and usually

comes about when the resgi@gr studies something in which he or she is already a natural
participanto (1997). I pl ace myself within

| gauge the ways in which | myself am a participant in the research.

Interviews constitute the greatpart of my research methodology as my thesis topic lends
itself to that means of investigatiodust as Patton describes belowteging into the
perspective of the&eomposershusiciansthrough my interviewsallowed me to gain
privileged insight intadheir creative practices and to expltv@v and why they work in
certain ways:

We interview people to find from them those things we cannot directly observe

é we cannot observe feelings, t hought s, an
behaviours that took place at some previou
preclude the presence ofarb ser ver é how people have orga
and the meanings they attach to what goes on in the world. We have to ask people

questions about those thing$e purpose of interviewing, then is to allow us to

enter into the ot(PaonquptedrindVemainsloof, &) spect i ve.

The interview subjects | chose ar@mposers and/anusicians who have contributed to
screen music composition across international, cultural and methodological spectra.
Primary subjects include Philip Coklychael Dannaand Carlo Mombeli. Cox is an
experienced practitioner who has contributed to screen music production in South Africa.
His usual role as a classical trumpeateaccustometb improvising, made his analysis

of his performancef a live-to-screen improvisadin, noteworthy anthformative Danna

is an internationally renowne@anadian composeHis uniqgue methodologies provide
invaluable insight into the scoring process not least becanysevisationis the bedrock

of his practice D a wotlabodation with musicianand hisguiding and shapingf their
improvisationss a key aspect of his aach to film scoring, and is therefore of direct
relevance for the questions this thesis raiSgsnbelli is a South African music industry
stalwart and his creative practice is equally relevant to the proees®d questions this
thesis seeks to answer Mo m bapproach t6 sompositiqrivileges improvisation and
personal expression over external imperatigexl his opinions on the role of

improvisation in screen music stem from itisnoclastic personality.



My thesis alsanakes use of audievisud media as primary souraase study material

Umberto Eco writeghat

there are also cases in which the object is
primary sources may not yet exist in an organized written form. Instead you must
gatherandcreakeour pri mary documents, including €

and é audiovi(g8dm45) document s

Mi l es Davisd musi c t Blevdtoo to the GaNbavds bne ueh 1958 f
Aaudi ovi sual | idvestigaten® rorded to arfsveet questiorgarding the
reintroduction ofimprovisation as a foundational scoring appropokt the silenera,

andto explorethe nature of the ensemble scdB&dman (2014, dir. Alejandro Ifarritu)

is examined as a contemporary case study that sheds ligilavathe manipulation of

improvised music in collaborative filmmakingedefineshow one might think of
improvisation andjuestions oauthorshipl al so focus on DRiéennads f
of Pi(2012,dir. AngLee) and Mombel | i 8teryofadBeautitul,Countryc | udi nc
(2004, dir. Khalo MatabaneYhese are key documents for sediiogv the composers |

interview put into practice their ideas aroumaprovisation inforning predetermined
music,andpredeterminednaterialbecomingthe basis for improvisatioim ways unique

to their particular mustmaking epistemologies.

Purpose

There has been little serious scholarship on specific production processes in screen music
(some exceptions include tH&lm Score Guideseries publishedy Rowman and
Littlefield). It will become clear throughout my thesis that improvisation, in different
forms, is an inescapable factor of the contemporary film production process, yet the study
of improvised creative processes employed in contemporarngquactice is relatively

virgin territory. Much research has been written on the history and origins of musical
improvisation in the silent film era in works by Rick Altman (2004), Mervyn Cooke
(2008) and Martin Miller Marks (1997) but subtle distinogowithin improvised and
predetermined music have not been explored sufficiently. Some cursory research has been
conducted on the scores fatevator to the Gallowsand Dead Manin works by Krin
Gabbard (2007) and Danijela Kulezi¢ilson (2015) respectivel However, there has

been little detailed consideration of the improvised processes and the method by which



the music was arranged for those films. Only by exploring those areas can we hope to
learn more about, for example, the ways in which improviseslamsiinexorably linked
with the directorand di t or 6 s choi ces -conspiratdrofissortsimthey b ec or

musicmaking process.

Benefit to the Field

My research project aims to benefit screen composers who wish to better understand the
compositonal process and to implement the methodologies of past and current
composers. It also aims to benefit flmmakers in general, as the interplay between
composers, editors, producers, directors and other creative personnel is redefined through

the course ofhis thesis, challenging the lay notion of the composer as the sole creator of

a score. | document the creative process to discovernfirsl how improvised and
predetermined music interface in order to n

conemporary score.

As a young composer and pianist, | am interested in both screen music and improvisation.
Upon first embarking on screen music research as a field of interest, | was bothered by
how screen music and Opur e bectinmgnteroporarg at i on
scoring practice, as improvisation has always been a dear and essential element of my
own musiemaking process. However, as | began to compose for screen myself | realised
that this was not the case, as | employ many of the metho@swhen improvising, yet

within an altogether different context. | also noticed that both internationally acclaimed
composers and those whose processes | observetidirdtmade use of improvisatory
techniques in one form or another. This fascinated niealhough | had some idea of

the origins of improvisation in film music from what | had studied in university about the
silent film era, | conducted further research and began to uncover a complex network
connecting improvised and predetermined screenanualso found that many areas in
which the two interface would benefit from clarification and that my own work as a

composer has been directly affected by my research.



Cinema ImprovisandoSetting the Scene

On 30 January 2017, | attended an annual event caiteina Improvisanddeld at the

Bioscope Independent Cinema in Johannesburg. It is hosted by South African pianist and
composer Paul Hanmer who provides a live improvised score to a silent film.&drat y

the film was Ernst Lubl t®ohdos WahegchtomBret ia
maochte kein Mann seinHanmer performed with classical trumpeter Philip Goxpast

years Hanmer had rehearsed his performances but in my interview with him he told me

that he found that the rehearsals al ways nf e
consequently he decided to fAcome atal fresho
(Hanmer 2018). Although, in my interview with Cox he claimed that Hanmer had

watt hed or at | east(Cdkgdld. Them das oleadya certaintdegred i | m
of preparation: the performance was part (
Mozart Festival o and Hanmer had notated t he
underscoring the Papageno and Papagena charactére Magic Fluteto be employed

and manipulated throughout the film (Hanmer 2018). Cox, who rarely improvises, opted

to watch the film multiple times and formulate fixed musical ideas in advance. Hedelect

visual anchors for the prerepared themes to help enforce a cohesive film/music
relationship (Cox 2018).

On the evening of the performance, an unexpected disruption occurréirsgoof the

way through the film screening when a power outalgaged the theatre into darkness.

When the power was restored, the film started up again but from a point a few minutes

prior. It seemed to me that the majority of the audience was somewhat annoyed at having

to rewatch the film, expecting what followed be superfluous. | was intrigued as to how

the music might differ from what had initially accompanied the film. The way in which

the performers chose to handle the situation was noteworthy. Cox replicated certain lines

or sound effects at similar juncten t o t he initi al Sscreeni nc
performance varied more. Cox describes the process:

It was an opportunity to be a bit more expressive. It allowed us to maybe put
another | ayer on top of it and although we
tonality, there probably was the odd little moment that we popped out of it. And

those [visual] anchors were very defined moments ... We allowed those to be

anchors but we were given the opportunity to allow things to go off on a tangent

a bit more. In may ways it was a bit of a blessing really because it probably



made the remainder of the film way better t
hadndédt gone off. (2018)
Cox said of the experience: nthe way i n wh

moment tomoment, from scene to scene, which makes this, for both of us, hugely
satisfyingo (Cox & Hanmer 2018). Music phil
sociologist Bruno Latour, coined the teautor-network theoryas a way ofracing the

multiple asso@tions and conversations between the subjects and objects involved in the
production of music (2017, 43). He understood that when one actor instigates or
experiences a significant change, the entire network is altered, and thus the nature of the
music is #tered (48). The processes at play during@mema Improvisandperformance

revealed a particularly complex network of actorsmteractions and transformations

between the musicians, the gmeepared material, the audience, and the film itself.

The alove example has introduced us to a few key terms that require further definition.
Understanding exactly what is meant by the
necessary because it i's uncl ear whet her [
improvising while Cox was merely reading and performing composed material with

minor adaptations or whether both performers were improvising. Hanmer had decided
beforehand on the core musical material from which the performance was to be generated

T does that mitigte in any way the extent to which improvisation was involved in the
musicmaking? These questions require us to more accurately define the terms

0i mprovisationd and O6compositioné.

Improvisation Versus Composition
The Role of Time

One might at first assoe that there is a clear distinction betwémmprovisatiord and

&ompositiom After all, it seems obvious that th
solo infiSo Whaba nd M ofsynphordy $10. 40 in G mindr But are they indeed

generated throughnéithetical creative processes? Jazz musician Russ Nolan offers the
following definitions for the terms:

Composition and improvisation are one and the same, just at different speeds.
Composition is improvisation out of time, and improvisation is compasitio



real time. Every piece of music is penned improvisation, and every improvisation
is spontaneous compaosition. (2013)

Nolan identifies the salient difference between what we conventionally understand as
6compositiond and 0i aofpimeoOfcosrsewe iotuitidely tnew t he e |
this to be true, but the significant ramifications that this distinction reveals regarding the
compositional process might not be that obvious. Comg¢aeheinz Essl expands on

the relationship between time aimaprovisation:
In composition you are, in a way, outside time, abstracting therefrom; one tries
to imagine the whole process and can zero in on time microscopicstihp it,
so to speak é But i mprovisation is complete
the moment, form time and its passing in 0
mercilessly passing time frame you have to follow a certain way which maybe
youbve thought about bef ore or which turns
improvisation. (Essl & JackQd7)
Crucially, by composing outside of the confines of the moment in which the music was
originally generated wh at Es s | t eiromeds affordedahe oppdrtumigydo
rework and revise the material. This process might occur actively, for exdmpgitting
down and consciously reworking the material through single or multiple overwrites, or it
mi ght occur more passively, for example by
week later. In the latter example, throughout that 4gap, thereworking process might
be happening despite the fact that the material is not being tangibly or objectively altered
because the reworking is taking place unconsciously (and is perhaps automatic and
unavoidable). With improvisation, however, the matasakstricted to what one is able

to produce in real time.

Past, Present and Future

Essl goes on to describe the interplay between the past and the present during
improvisation. He explains that improvisation is not a senseless ploughing forward with

a peformance, but rather the intentional revisiting of musical ideas and points of
reference in order to transform them in realtimta gai n and again, buil
the paswWwha(2&%%). doesndt mention here is h
future when improvising. In actuality an improviser operates within all time zones
simultaneously to varying degrees because they think ahead in order to imagine and

prepare their next choice, whether i6t be on



Is informed by what the improviser enacts in the present which is in turn formulated with
reference to the past. Thus, i mprovisers mu
are to build a cohesive improvisation. Educator Stephen Nachmanoweitets ito
compositions t hat ar e not Apresented as

i mprovisationso (1990, 6). As composer Stev
fifteen seconds the difference between comg
you have all the time you want to decide what to say in fifteen seconds, while in

i mprovisation you have fifteen secondso (qgu
note that Lacy does say you have fifteen seconds to decide rather than that you are
completely at the mercy of the present moment in firokéend to the future. Perhaps Lacy

means that one thinks in increments of time when improvising (thougspeoifically

fifteen seconds increments of course). One cannot only think about the alpsesset

moment in time. Rather, one constantly shifts between the present moment and a time

frame projected into the future, and back again. In improvisation, ixeoene space for

forethought and planning your next move, just adot of space. Factorsuch as the
complexity and tempo of the music and the |
will determine how hesitant or confident they might be to plan beyond the immediate
presentlin theory, a skilful improviser could at least convincingly estelmusic that has

undergone the process of being reworked and, similarly, a skilful composer could
convincingly emulate an ethe-spot improvisationWhat does become clear is that when

one takes a closer | ook at i mp rsoevnisseadt i 0 n

distinctions begin to evaporate.

Improvisation and Screen Music

Let me discuss the relevance of all this to the subject at hand: screen music. Perhaps the
perceived 6authenticityd attached t o whet
improvisationor through a reworking of the material is not of ultimate importance. On a

rudimentary level, film scores generally come out sounding very different depending on

degree of i mprovisation empl oyedHlevatdFmr e x amp
the Gdlowshas an improvised souiicanoffh and, | mpr omptu f eel ing
that 1 snd6t present i n, f -driven BaxkeKmghiseores Hans Z

(20052012, dir. Christopher Nolan). This has a lot to do with style, personality and the



musical choices that are appropriate for the particular film. Importantly, one could argue
that audiences can feel a difference between a warged as opposed to a spontaneous

sounding score and that the approaches ultimately generate different effects.

Structure of Thesis

In Chapter Two of this written thesis, | exploneprovisational processes in a range of
early- to middleperiod (18921958) film music practice in order better to understand the
ways in which musical improvisation developed alongs$ide forming an inexorably
interdependent and dynamic relationship with film rather than being merely an obsolete
historical curiosity. In Chapter Three | investigate improvisational processes in select
contemporary scoring practice to answer the questidmow improvisation has endured
asathroughline in the production of screen mudic.Chapter Four | explore the scoring
processes of composer Mychael Danna though his film work and my interview with him.
Danna presents a useful case study for exagihiow a contemporary Hollywood
composer approaches the use of improvisation. In Chapter Five | discuss the scoring
process of South African composer Carlo Mombelli by drawing on my interview with
him and examining the improvisational techniques that h@am® in scoring. In Chapter
Si x | refl ect on my own <creative process |

peopl eds work by engaging analytically with

Thelist of components as they are arranged inacgompanying portfolio of worksan

be found orpg. ix. This portfolio contains, first, my predeterminesscorings of three
scenes from a film that originally had an improvised sddietmanor (The Unexpected
Virtue of Ignorancef2014, dir. Alejandrafarritu).| also rescored three scenes frovo
Country for Old Mer(2007, dir. Joel and Ethan Coen) with the intention of engaging in
a predetermined approach to scoring and subsequerdigored the same scenes by
engaging instead in an improvised apgch in order to examine how those processes
differ in compositional practice and with regards to the comparative effects of the final
products. | created an improvised score to three scenesTteynShall Not Grow Old
(2018, dir. Peter Jackson) by perfong with an ensemble and guiding them based on
my preprepared musical material. | subsequentlyseered those scenes in a

predetermined fashion and provide a comparative analysis to determine what it is about
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both the improvised and predetermined scorisat O6wor ks é and how t hat
achieved. Utilising an ensemble, | created an improvised score for a livestreamed short

film dubbed Melville Meander which was a revelatory experience in terms of
understanding the nature of rdihe improvisatio to screen in an ensemble context. |
subsequently reworked the music for one scene from the film by writing predetermined

material that overlays and recontextualises the original improvised score.

In the chapters ahead and through the portfolio of wdrkgamine different processes

in the production of screen music, primarily music for the narrative fiction film. | explore
answers to the following questions: wh at [
might we understand the role of improvisatiotha context of screen music production?

What compositional processes are employed, and how might these processes dictate the
development of musical material and determine the effectiveness of the resulting score?

By examining the role of improvisationtihe creation of music in general and its function

within the making of screen music specifically, this thesis will allow for a more nuanced

understanding of the di s&G&omposefiscoongpraciceswe en O i
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CHAPTER 2: IMPROVISATIONAL PROCESSES IN
SELECT EARLY - TO MIDDLE -PERIOD SCREEN MUSIC
PRACTICES

Introduction

In order to better understand the role of improvisation in screen music, it is useful to
examinehow improvisation and the filmic experience are historically connected. By
understanding that musical improvisation and early film did not arise independently of
each other but rather interdependently, the concomitant nature of improvisation and
contempoary screen music begins to make more sense. My intention is not to provide a
comprehensive historical account of improvisation in international scoring practices, an
undertaking that would be beyond the scope of this project, but rather to present an
oveniew of the origins of improvisation in select early Western film production in order
to explore a trajectory and evolution of improvisational processes in those scoring
practices. In this chapter | explore improvisational processes in the music ofcdiéedo

silent film era (18921927). I show how technological advances and changing
expectations of standards for a filgoing experience led to the demise (for the most part)

of the live and improvised film score, and a brsp@ctrum shift in the role of
improvisation in film musici away from live accompaniment and towards a
compositional technique in the beginning of the twentieth century. | discuss how
improvisation and composition emerged as functionally discrete modes of film scoring in
the6 Go |l d eohHoAgleywoodd fr om tlkcenclud®by @akingtabant he 19
example of improvisational scoring practice from the French New Wave, and consider
how the aforementioned improvisational processes have persisted and evolved in

contemporary scoringractice.

Improvisational Processes in Silent Film Music

Overview
The term 6silent fil mdé i s -finohistoiiadseCoeké a mi s
2008, 4). Ri ck Altman points out that AfAsil e

what 6s imbrreoti taplpear to bother audiences a

12



that, more often than not, music accompanied film right from the outset. The first
exampl es of 6substantial é film music have
Re y n a u dBastomin®®L2mineusés moving picture show of painted images and

a precursor to the first film), with piano music by Gaston Paulin, and the Lumiere
Brothersd public screening of their short
Emile Maraval (Cooke2008, 7). Historian Jacques Deslandes notes that Paulin had
explanatory cues set above his original s h
narrative (quoted in Marks 1997, 29), an early forbear of the cueing method that was

widely employed later oand which | discuss further in the next chapter. Mervyn Cooke

expands on the ubiquitous role that music played in early film, indicating that it was a

focal point for audiences:

It has always been an inevitable adjunct to all forms of popular entertdinmen

Early movingpicture shows in the mi@l890s were little more than shewooth

attractions: fairgrounds, vaudeville and travelling shows have traditionally been

noisy affairs and for the latest novelty spectacle to have been presented without

some kind ofaur al stimulation would have been inc
music became more elaborate and of better quality, the live performance of

musical number$ again not necessarily related to, or played simultaneously

with, the films being showi could be astsong an attraction to customers as the

moving pictures on offer. (2008;5)

In the early 1900s the first indoor projection theatres, called Nickelodeons, became
popular in the United States and the practices around musical accompaniment changed.
Writingi n 190 3, musi cal director George Beynon
process, the pianist regaled the seated ones with some music, mostly apropos of nothing,
being an extemporization hastily i mprovise
momentt he | i ghts went out he could no |l onger
At that time most films were not accompanied by music at all. It is worth noting that the
presence of music at silent film screenings does not reveal much about accompaniment
practices. The music was primarily incidental to the picture because musicians played to

the audience, not to the film (19®6). Will Hays, president of the Motion Picture

Producers and Distributers of America at the time, recalls what he claims wasthe fir
instance of music accompanying a film in the United States. He recounts a story of the
yetto-become head of Universal Studios, who had bought a theatre:

He then hired a |ittle boy to play the pian
the piceduwaet cchehd t he effect on the audience

13



suggested to the boy at the piano: #AAt the
picture and see what happens. o (Quoted in A

As cinema developed, films began to be shown insielgttes. Audience noise, the sound

of traffic and the whirr of the projector were motivators for the provision of music as a

purely functional method of masking noise (Cooke 2008).Another reason was that

music, along with sound effects and live naom@twas there to provide compensation for

the void that resulted from the absence of synchronised sound (5). Theodor Adorno and

Hanns Eisler write that one of the purposes of having music in the cinema was to
humanise the then disconcerting experiencevibfiessing soundless yet moving and
speaking characters and thereby to allay th

Music was introduced as a kind of antidote against the picture. The need was felt

to spare the spectator the unpleasantness involved in sfégigs of living,

acting and even speaking persons, who were
was introduced not to supply them with the life they ladkbdt to exorcise fear

or help the spectator absorb the shock. Motion picture music corresponds to th

whistling or singing of a child in the dark. (1994, 75)

Music continued to be viewed as an important part of the way audiences made sense of

flm. Onapsychec ogni ti ve | evel, Cl audi a Gor bman wr
goal s Ai s tiadua anrumtreublesame @iewingy slibject: less critical, less
6awakedo, which Aincreases the spectator6s
defences to access to unconscious fantasi es
the induction of @rancelike state (1987, 5).

In the latter part of the silent film era, the primary function of music was to bind the

narrative structure of the film by joining individual distinct shots into larger continuous
sequences. Unlike in the early silent fipariod, music was now no longer incidental to

the picture but was constructed to help tell the story as the images unspooled. Siegfried
Kracauer writes that film music compensat e:s
us to perceive patterns whereeth e wer e none beforeodo becaus
positions reveal themselves to be comprehensible gestures; scattered visual data coalesce

andf ol | ow a d el997135t The ictemtion wae  créate a continuity that
complements the image andnweys to the audience a cohesive narrative contour. Some

believed that this approach to scoring as subservient to the functional edit was not ideal:

writing in 1921, Beynon asserts that film n

14



own integrity, ompleted its phrases, followed its own logic, without becoming merely

indi fferent to the images é not structured
in Buhler & Neumeyer 2013, 20). Buhler and Neumeyer propose that it was not of
paramount importarcfor music to be synchronised with the image because music still

Abel onged to the world of the audience, t h
wor |l d of -2 8creen nusicovasakvlys produced in the same physical space

that the audiere occupied live and in real time. Each performance was inevitably

distinct from the others. Conceptually, this represents a very different relationship
between music and image to the-faor e O0fi xed6é sound/ i mage r
synchronised soundepod. While improvised or predetermined music could clearly be

features of either setup, the distinction between live and recorded music allows for the
capacity to edit, rtake, and shift pieces of recorded music into positions in the film for

which they were not initially intended. These processes, whether spontaneous,

predetermined or somewhere in between, are examined in detail in later chapters.

During the silent film era, having improvised musical accompaniment was borne out of
necessity. The lack foopportunity to rehearse to picture and the absence of any
standardisation in practice generally resulted in subpar musical performances. Publishing
clerk Max Winkler describes the situation at the time:

Only in a few isolated theatres in big cities vaay effort made to coordinate the
goingson on the screen with the sounds in the musical pit. Thousands of
musicians never had a chance to see the picture before they were called upon to
play music for it! They were sitting in the dark, watching the scragimg to

follow the rapidly unfolding events with their music: sad music, funny music,
slow musici sinister, agitated, stormy, dramatic, funeral, pursuit, and amorous
music. They had to improvise, playing whatever came to their worried minds, or
whatewer they came up with on the spur of the moment. It was a terrible
predicament and so, usually, was the music. (1951)

Conductor Tyacke Ge dPlagng dosPicturesgl®14)usets oubn b ool

guidelines for the film accompanist. Il n it
selected items of appropriate music to the
as feeling and expr essi omwenatbatquastionis:nt o ever

To my mind, both are bound up in each other, and are insepanatlecannot,

as a musician, associate one without the other. To play anything out of harmony
with the subject would be ridiculous, as it would also be if playetiouit
expression. The two must go together, otherwise you are a falhid. (

15



George equates I mprovisation with the poter
music. This is a point that | revisit in future chapters in the quest to define andtevalu

the nature and role of improvisation in screen music.

The Rise of Cue Sheets and Demise of Improvised Accompaniment

From as early as the miB90s, there is evidence that {edsting music matching the

mood and action on screen was used intme flaccompani st 6s repertoli
music of Robert Schumann and German pianist Adolf Jensen (Marks 1997, 29). But up

until the 1910s the majority of film accompanists would perform a combination of their

own improvisations and popular ragtime tuneghenpiano. As film studios gained more

control over the industry, many studios wished to distance themselves from what they
perceived as the O6seedierd | owbrow associ :
(Messenger 2010, 14). Studios attempted ratbeattract a wealthier middle class

clientele in order to increase their cultural value (and therefore charge higher ticket
prices). I n the early 1910s, Max WinkIler c¢
existing classical music to the type of-scre en acti on. Wi nkl er rec
desperation we turned to crime ¢é muederbegan t
the works of Beethoven, Mozart, Grieg, J.S. Bach, Verdi, Bizet, Tchaikovsky and
Wagner o0 (Wegele 2014, iBg)theiro®mn scatesioaneffolt®o b e g a
standardise the accompaniment to their product and raise the cultural cachet of-the film

going experience (Messenger 2010, 15).

In 1915, the landmark but controverdgatth of aNation(dir. D.W. Griffith) marked the
beginning of the Hollywood studio era. Tlseore by Joseph Carl Breil combined
originally composed material with a compilation of Beethoven, Tchaikovsky and
Wagner, with the sheet music supplied to the accompanists in the theatres (a version for
orchestraas well as for solo piandfrom that point on it was standard to have orchestral
accompaniments for those theatres that could afford it, even if few could (Messenger
2010, 14). Examples of suggested existing classical pieces appear in Edith Lang and
Georeg West 6 s i n sMusical Atcompananent di Mavikgjctures (1920,

30).
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30 MUSICAL ACCOMPANIMENT OF MOVING PICTURES

SPECIAL CHARACTERS AND SITUATIONS

Tragedy
a. Impending : Tschaikowsky 1st movement from Symphonie Pathétique
Beethoven . 1st movement from Sonata Pathétique
Rachmaninof Prelude, C% minor
b. Aftermath : Beethoven . 2d movement from Sonata Pathétique
Massenet . . Elégie
Tschaikowsky 3d movement from Symphonie Pathétique
Death Chopin . . .Funeral March

Beethoven . Funeral March
Mendelssohn ., Funeral March

(N. B. — In the presence of actual death, observe silence!)

Fig. 1. Excer pt f r o MusicaAcgomanindent dfdviouing Rictur€s920, 30)

However, despite Hollywood studiosd desire
specific classical music pieces would be played at certain points during the film, this was

not i mmediately adopted. Messengerdseg xpl ai n:
uni formity and the realityhedoound@& werseé catn
with one another because fwit hdaymmwwandt heat r
changing their programs dalily, it was nearly impossible for a musiciangrepared for

what he or she was to playo (2010, 15). He
rely on whatever pieces were already in their repertoire: classical standards, popular hits,

and of course ¢6jackass 6 r atigat ananecanonicallp i d) . T
expedient reasons that retarded the mainstr
exhibitors reedited films, or ran the projector at increased speeds in order to fit more
sessions into their schedule, so often the cued score&sdn ot mat ch what was
(i bid). Exhibitors found that Athe hit tune
more modest arrangements could be accommodated by all but the most inept theatre

musicianso (ibid).

Folios of music specificall desi gned for the silent film a
gained popularity. One of the earliest anthologies in use was written by John Stepan
Zamecnik. The first volume of hBam Fox Moving Picture Musgeries was published

in 1913 and comprises amty-five short pieces designed for the amateur pianist. Key
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signatures are kept simple, with no more than three flats or one sharp and the various
compositions flow logically into one another without modulation or jarring juxtapositions

between, say, a wacene piece and a death scene piece (Altman 2004, 261).

SAM FOX
MOVING PICTURE
MUSIC

By J. S. ZAMECNIK
PRICE 50 CENTS |

CONTENTS

Festival March
Indian Music . .
Oriental Veil Dance
Chinese Music .
Oriental Music
Mexican or Spanish Music
Funeral Mas .
Death Scene
Church Music
War Scene
Part 1 (In Military Camp)
Part 2 (Off to the Bartle) .
Part 3 (The Battle)
Cowboy Music . .
Grotesque or Clown Mnuc
Mysterioso-Burglar Music
Mysterioso-Burglar Music
Hurry Music (for struggles) .
Hurry Music (for duels) .
Hurry Music . .
Hurry Music (for mob or fire wems)
Storm .
Sailor Music
Fairy Music .

vomanswng

Fig. 2: Tableof Contents fronsam Fox Movmg Picture Music Vol.(1913)

HURRY MUSIC

(FOR STRUGGLES)

J.S. Zawwewix.

HU Rnﬁumlc

FOR DUELS)

T il

LIPFEreilisnds
druriipraprre i,n‘:y‘,".-ﬁ;_g;:tg?
3 & e =
e
EIESs==ca s =i

X

- -l
= = of g-‘ =
SIS E s s ===

Fig.3:AiHuUr ry MuSamEoXx MdvingoPrature Music Vol.(1913, 17)
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Even when a cue sheet was available, solo accompanists regularly improvised their own
music (Mathiesen 1990, 96). I mprovisations
in which case they would string together various excerpts to match the broader moods of

the film (ibid.). Lang and West write that a musician who can improvise accirapli

more than the average player and giceof abl e t c
al | experiences, a thrill!?!o (1920, 26). Hov
improvising to film remained uncommon, as most musicians were nettabtlo it

successfully:

A man who can do this would never play in a picture show, for he could command
a princely salary on the variety stage, where so many gifted performers are to be
seen. True! a man may be able to think of something on the spw wiciiment

to catch the identical mood of a film before him, but to say that he can go on
doing it to any picture from the beginning to the end of the year, requires a large
load of salt to swallow; he would repeat his ideas so often that his playing would
degenerate into the most painful monotony, especially to the regular patrons, and
they are the class to cater for. (29)

From the midl910s, improvising was viewed as a practice for only the most highly

skilled professional film accompanist, and a practice that was an exception rather than the

rule. This was in part because the studios did not want anything to jeopardisttuied

prestige of the cinema experience that they were attempting to cultivate. Theatres
supplying what had the potential to be sady music was no longer something that studios

were willing to overlookGeorge writes that accomplished improvisersabég of giving
performances worthy of the studiosd6 product

Many pianists assert that they can improvise to pictures, thus giving better effect
than any written music. Except about one in a thousand, this is sheer nonsense.
These peopledve not the slightest conception of what they are talking about,
much less playing! ... A musician who reatlgnimprovise is aara avis[rare

bird], for to do it he must have melody, harmony, counterpoint, fugue, etc., at his
finger sod e nrdugh mastena musieal fam, aswell as possessing a
fund of original ideas and inventive capacity far above the average. To say they
can do it well enough for pictures wonot wa
those men who have sunk millions of pds in the business to be told by some
jumpedup embryo pianist that he can fake music good enough for their
productions. (1914, 29)

In their handboolusical Accompaniment of Moving Picturéang and West show how
thematic material can be developed tlglh compositional techniques such as
augmentation, diminution, variation in rhythm and tempo, etc., in order to understand the

different ways in which the material could be tailored for specific moods or scenes (1920,
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8-12). Similarly, George suggests tlaatompanists take an excerpt from a photoplay and
extend that fragment until they are familiar with the style and how the material can change
key, the melody be inverted, diminution applied, etc. (1914, 30). The processes suggested
here are not dissimilaio the processes that many contemporary composers employ,
where a short thematic idea is manipulated in an improvisatory fashion based on mood
and circumstance and spread across the film. This blurring of the lines between

improvisation and composition mething that | explore further in the next chapter.

Improvisational Processes in Early Sound FilnmMusic

Overview

The screen music landscape was forever changed when film and sound were synchronised
successfully. The gl ob asherpldeéintheni®830with tlieef 6 s o u
release of the hit filmrhe Jazz Singe(1927, dir. Alan Crosland). As sourfdm

developed in the early 1930s, so did standardisation of the accompaniment expected for

film 7 the large instrumental ensemble (Anderson 1284R). Although impressive

improvised music could still be heard throughout the 1920s, performances in the average
theatre were not wellynchronised and therefore did not sound as polished and cohesive

as O6sound fil mo. Thi s wuteos actompamists isuth tat gener

improvised piano and organ accompaniment became a thing of the past (ibid).

Thesecal | ed 6 Gol den Age of Hollywoodd spanne
Hollywood consolidated standardised film music practices andreeg them globally

where they were quickly adopted (Slobin 2008;wii). The remainder of this chapter

explores the ways in which technological and cultural shifts in the field of filmmaking

resulted in changing trends in the improvisational and coitnpeel scoring practices of

the time.

Steiner and Korngold: Paradigms in Scoring Practice

Composers Max Steiner and Erich Korngold were both prominent and successful figures

in film music in the 6Golden Age oM Hol |l yw
composersd approaches to scoring because t

degree despite the fact that their working methods were very different. Examining their
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processes reveals the persistence of improvisation in scoring practice into tife era
synchronised sound and of t hSconreiw gr,otlhees HFitl

Steiner reveals his creative process:

| begin working on themes for the different characters and scenes but without the

regard for the required timing. During thierod, | also try to digest what | have

seen and try to plan for the music for the

to refresh my memory. Then | put my stopwatch on the piano and try to compose

the music that is necessary for the picture withidithiégs allowed by this timing

€ Once all my themes are set, [ am apt to

because, frequently, after | have worked on a picture for a little while, my feeling

[toward] it changes. (Quoted in Wegele 2014)8
Steiner wouldwatch the film then work on writing themes away from the image. After
refreshing his memory by watching the film again he would work on fitting those themes
i nto the required timing based on cue sheet
presumd he would compose at the piano. It seems from his account that he would
perform material on the piano that he had prewritten and attempt to fit it into the limits of

the timing of the film, as opposed to freely improvising to the picture.

Korngold tooka much more improvisatory approach to scoring than Steiner did. As
Korngold states, @Al am not composing at a d
for the lengths of film measured out by an assistant and accompanied with sketchy notes

on the actioré | do my composing in the projectior
22) . Korngoldés film scoring practice focu:
own improvisations at the piano in tandem with the film and then editing and refining that

material afterwards. Hugo Friedhofer collaborated with both Korngold and Steiner as

their orchestrator for many years and had therefore attained an intimate understanding of

their differing creative processes. He compares their approaches:

Steiner, after running géhpicture oncé at the most twicé would depend entirely

on cue sheets ¢é Korngold did 7iaustl his work
i mprovising to the film. After seeing the fi
and start inventing themes. Then his nexining would be in the projection

room with a small upright piano, and he improvised on the material that he had
dreamt up €& Hedd start making very rou
refine. Then hedéd come b acdoeckfonteningppe xt d
and whainot. (Quoted in Wegele 2014, 211)

s k

gh
ay anc

The composers also had different approaches to working with external creative forces.

Steiner preferred to work alone in a predetermined fashion and did not appreciate

21



interference from anybody in his musitaking process. In an interview regarding the
film Gone with the Wind1939) Steiner claims he refused to let even director Victor
Flemming work with him on the score (Schreibman & Steiner 2004, 42). In his own words
regarding autonomy in his compositional process:

No, nobody wor k sanybody dver teleme arnythidgoNothing! | e t
If 1 did in one or two instances, it was always fatal. People have no feeling. They
have no influence at all. Not even [producer] David Selznick. | always write at
home. I write all my cue sheets at home. | lookatgicture once or twice. | have

a very good memory and after | see it twice, | can play every part of the picture.
(Ibid)

Unlike Steiner, Korngold was open to collaborating with both musicians and non
musicians in his musimaking process, and believéd consulting with his music

supervisors and securing consent from producers before proceeding to execute his
creative intentions (Winters 2007, 24). Dur
film studios released films almost weekly and as a resukfficient division of labour

was required to allow the more souglfter composers to be available for as many films

as possible. Thus orchestrators were emplo
scores (Wegele 2014, 13). Roy Prendergast writesthibasketches of composers like

Aaron Copland, Adolph Deutch, David Raksin or Jerry Goldsmith were so detailed that

the orchestrators act ed T interpretisgshe mateealveits A1 nt e

minimal creative input or interference of thei own ( 199 2, 86) . Steine
they should merely follow his instructions:
to do, and i f he has any ideas of his own,

2014, 14). On the other end of thpectrum, Korngold would occasionally turn to his
orchestrators to compose complete cues for his scores (Winters 2007, 24). Orchestrator
Friedhofer said of Korngold that @Ahe came t
matter of color and voicing, n@ in many instances would discuss with me the

orchestrations of sectionso (quoted idem, 2

It is clear that in the O6Gol den Age of Hol
feature of the scoring process, although not necessarily pariaey compositional tool

employed by every composer. | discuss in the next chapter how contemporary scoring
practice mirrors this trend of different composers opting to use varying approaches to

improvisation and collaboration.
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Elevator to the Gallows: An Example fom French New Wave Cinema

Hollywood moved into a different era in the 1950s and 60s: a shift away from the standard
studio system that had dominated filmmaking during the Golden Age and towards more
independent cinema resulted in the introduction of nmopular styles of music,

including jazz. This had ramifications regarding improvisation in screen music.
Improvisation was reintroduced as a foundational scoring approacbini s Mal | ebds 1
French New Wave filnklevator to the GallowgAscenseur pour I'échafaudviles Davis

provided the improvised jazz ensemble score. Why did Malle choose to employ an
improvised score for what is seemingly a straightforward crime caper and how did this
decision influence mainstream approaches to filminggk Critic Richard Brody writes

that AMalle did seek to be o tstylé techniqoes ment ,
that both aimed to catch what he thought was its essence and that signified it. He caught

it, above all, i n Dady sdlsaimms itchhat 20HGo u gh p
create a modern film that employed i mprovis
French cinema, and he did so; those who cam
new atmosphere and revolutionizedthe nema i tsel fo (i bid). Il n a

tour organiser Marcel Romano recounts the process by which the score was created:

Miles was explained the details of the story, the relationship between the

characters, and he took a few nofE®e sessio was to take place a fortnight later

€ Miles therefore had all the time to think
piano in his hotel room and when | visited him | saw him work in a very casual

way, he wrote a few phrases, and then bits of themesverat used later for

Elevator to the Gallowdt is therefore with some melodic ideas in mind that he

entered the studio on December 5, 1957. (Musiq XXL 2012, n.p.)

It is clear from the above account that Davis engaged in some degree of musical
preparatiorahead of the recording, inspired by the narrative and characters in an abstract
sense. The tim&ame in which he contemplated the material was relatively long, which
afforded Davis the opportunity for multiple revisions to his foundational and thematic
material prior to the first actual recording to picture with the full ensemble. Romano

e x pl ai Malle htachpeepared scenes that had to include music, and projected them
on | oopo &sapdrvisechteersesdioa and decided whether such [music] was
appropriate for t ¥Male directly pfienced thensocote dy chooding d ) .
what he felt worked and discarding what he felt did not. The process of editing, shifting

and discarding original music by which directors and othermaosical actordave a

23



direct influence on the intention and effect of the score, is a phenomenon that | discuss

further in the next chaptePi er r e Mi chel ot , Davi sos bass
instructions given to the ensemble during the recording were rather loosé and
necessitated the development of a new perspective on the compositional process:

What characterized this session is having no defined tHemas very new for

its time, especially for film music é We hact
details.In fact, he just asked us to play two chordsinor and dominant 7four

measures of each and performmipato. This too was new; the songs were not

measured in timeélhere were semblances of structures, but they were slightly

expanded in relation to whatould usually be played. (Musig XXL 2012, n.p.)

Elevatortothe Gallows el | s t he story of Julien Taverni
Florence as his lover. Julien and Florence plot to kill his boss but Julien gets trapped
inside an elevator. Meanwail, a thief steals Juliends car

murders a couple and Julien unwittingly becomes the prime suspect of the murder.

Krin Gabbard discusses what he perceives as the limits of jazz and improvisation in

scoring narrative cinemaudng the scene where Florence sees a man get out of a car that

she thinks might be Juliends, Davis hol ds ¢
has the task of working out whether or not this man is Julfes both Florence and the

audience reake that it isnot Julien, Davis returns to his agitated improvising (Gabbard

2007, 264). Gabbard believes that Davis knew when it was sensible not to interfere with

a crucial plot point in the narrative. If the music is too engaging, one finds oneself

listening to it and neglecting the filiin a limitation of jazz and improvisation in the

scoring of narrative film (ibid). When Gabbard describes jazz as distracting and engaging,

he is presumably referring to the fact that improvisation (especially in jazzr) oélls

attention to itself as a result of its virtuosity. It is true of course thatlhdbrms of

musical improvisationandnatif or ms of jazz are virtuosic i
and distracting to the standard audience. Moreover, themtbtat screen music should
necessarily avoid being Atoo engagingo is n
foundational film music textynheard Melodies ar gues f@Ainvisibilityo
are two important principles in the classical Holyad film score (1987, #39). Of

1 See below for further contextuahalysis.
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course she did not meactuallyi naudi bl e; her point is that

dramatic and emotional dictates of the filn

Gabbard clearly subscri bes t oshoGldnotassarn 6 s Vi ¢
itself as a foregrounded element ahead of the narrative. Other scholars and composers

differ, however. Composer Danny Elfman, for example, believes that in some styles of
filmmaking, the music isupposedo be noticed as much as the meharacters (The

Hol |l ywood Reporter 2014). Thus, even if an
focus, this is not necessarily a limitation as Gabbard suggests, rather it may simply

represent a unified creative choice that the filmmaker and esenhave made.

F1 or e n c-tan@ walkrthroggh the streets of Paris is the only scene in which the band
plays for more than a few uninterrupted minutes at a stretch. It does seem that Davis
followed the image closely. The music is in the Dorianfilsg mode and moves along

at a languorous pace @kventybeats per minute, despite the frantic thoughts and

emotions that Florence experiences.

Fig. 4: Miles Davis improvising to screen f&levator to the Gallows
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0:27:45 0:27:47 0:27:49
Florence walking "Julien!" Car parks

Trumpet
(transposed)

0:27:51 0:28:02 0:28:09
5 Door opens, stranger steps out She approaches Tz};l;ows head back
o) [ b ol PR i
| | I I | I‘; | || I || |t -y = 1 ]
Gy et o [t T b
o) —_——— —
— mf P
0:28:24 0:28:28
Rubs eyes Stops Fade out

Fig.5:My transcription of an excdarG®tn frwitqm eMi | es [
timecodes and annotation&lévator to the Gallow®:27:45-0:28:30)

FIl orence ambles towards some cars and the |
four note pattern from earlier that outline
(0:27:45, neasurel ) . When she seeslikbae! cdaandgh®agxs!| ai
her hopeful cry with a leap upwards of a perfect fifth to the tonic but supresses its full
expression with staccato as Florence and the audience remain expectant (0:27:47, m. 1).

At 0:27:29 there is an awkward and abrupt brealsilience while the camera pans to the

car parking. The music resumes on a soft sustained minor third when the door opens and

it is revealed that, anticlimactically, it is a stranger (0:27:51, m. 5). Davis holds the note

so as to allow Florence and thedaance the space to realise that it is not Julien (Gabbard

2007, 264). Listening to the tratkG®n ®r i que 6o on the official s
that three measures have been removed. As discussed Btadleetampered with the

original placement of the recordings and edited them to fit the picture as he desired. The

effect of the edit is that the brief and abrupt absence of music disrupts the established flow

and focusses the audienceds att erdghingn on FI
the overall tensionResuming the music when it is subdued accentuates theveomn

and Florencebds subsequent di sappoint ment .
material he felt should not accompany the film, Malle has arguably left his tmuntnéag

much on the score as Davisobs. The mel ody
(0:28:02, m. 10). When she throws her head back in agitation, Davis hits a high accented
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flat 5 and descends from there, mirroring her descent into desperation.sAsydaced

facade falters and she rubs her eyes in frustration, the melody tumbles towards the tonic
(0:28:24, mm. 1415). She stops walking at 0:28:28 and Davis stops too, bringing the
energy level down and allowing the ensemble to fade out as therdifsitions to the

next scene (0:28:30, m. 16).

Improvisation as a Stylistic Sound
This score clearly still resonates: director Lee Chadoigg recontextualises and uses it in
the South Korean filnBurning (2018) for a scene where the characters smokguaaa

and the female protagonist Hae dances:

| needed the music in that scene to have a
Haemi 6 s dance is about. | wanted to use musi ¢
jazz has where it hgebs kEhkle fThateésngoibeg
to the Scaffoldo and | |l i ke the sort of bad

(Quoted in Ganjavie 2018)

Fig.6:Haemi dancing to DiaBuinkgpbs AG®n®r i queo

Changdong wutilised the music mostly for the
concept that | engage with further in the following chapter). Clitomgy chose to use this
piece of music despite the fact ettihecatto Davi s 0

2 Lift to the Scaffolds actually an alternative title f@&levator to the GallowsThe track is titled
i G®n ®rGhangdeoon.g 6s mi st ake further reveals the distance
decisions and the original context of thegieu
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the narrative that it accompanies. It is an oversimplification to say that what makes a piece

of music O60i mprovisedd is its attachment to
ultimately, it does not matter how the music was initiallya®ved and utilised, only

how it currently interacts with whatever narrative it accompanies. In the example of
Burning, improvisation is abstracted from its original spagmporality, reappropriated

and assessed as a stylistic choice (amongst otingsdhiThis does, however, muddy the

waters in terms of distilling the critical element of characteristically improvised music, as
opposed to noimprovised music. Chandong explains his intention:

The dancing in this scene really signifies her entiregpec e in t he film é
searching for the meaning of I|ife and reall
these elements that represent aspects of ourilieege e n t he Mil es Davis tu
| didn't want it to feel like it was directed or staged; | wanted it to dedf we

were able to capture this slice of life very coincidentally, and to capturetiaé s

pursuit of freedom. (Quoted Brzeski 2018)

Having the music accompany Haei mi g ht also Iin some way r
yearning energy iklevator to the GallowsRegardless, its use Burningindicates how

improvised music can function to create a sense of liberation and freshnessdGhang 6 s
choice to wuse improvised jazz in order t o

cinematic, shows how central improvisation continues to be to the cinematic experience.

Conclusion
In examining the compositional practices in select edolyniddleperiod film music, it
becomes clear that musical improvisation was part of cinema from the beginning and that
it evolved and extended beyond the end of the silent film era. Technological advances
and shifting expectations for film did, however, lead te demise of live, improvised
film accompani ment, changing the nature of
The scoring approaches explored include:
1 Live performance of popular or improvised musical humbers incidental to the
film;
1 Music constructedot r ei nf orce a cohesive narratiVve
existing music to the eacreen action;
1 Performance from photoplay compositions based on specific moods and thematic

tropes;
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1 Thematic material developed through compositional techniques andvisgul
to specific moods or scenes;
Predetermined materi alalaSteneust ed i nto the
Preference for working alone without external interference in the rmesking
processa la Steiner;

T Material generated at oneds instrument f
afterwardsa la Korngold;

1 Collaboration with both musicians and rApwsicians in the musimaking
processa laKorngold;

1 Preparation of musical material ahead of improvisation, inspired by narrative or
character;

T Striving for an Ainaudibled scor e;
Assertion of the score as a foregrounded element ahead of the narrative;

Utilisation of the ésoundd of i mprovisat
The following chaptemvestigates how improvisatory processes remain a feature in

contemporary screen music and how those processes are found in a mulbiplicity

compositional and collaborative creative practices.
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CHAPTER 3: IMPROVISATIONAL PROCESSES IN
SELECT CONTEMPORARY SCREEN MUSIC
PRACTICES

Introduction

In this chapter | investigate different approachesntprovisation in contemporary
scoring practice, spanning roughly from the late twentieth century till the present day.
This includes an investigation into purely improvised screen music, and the use of
improvisation as part of more conventional composigimtesses. Mintention is not to
provide a comprehensive account of international contemporary scoring practices but
rather to explore trajectories and trends in improvisational processes in specific
contemporary scoring practicdscompare the naturend effect of anticipative screen
music and reactive improvised screen music, investigate the interplay between
collaboration and improvisation, and examine how predetermined material might be used
to create improvised scores. | discuss how experimentatioiherent in predetermined
compositional modes and conclude with an examination of improvised film music

generated within the context of an improvising ensemble.

Anticipative Versus Reactive Music

A constraint inherent in purely improvised scoringhiattthe music has a limited capacity

to anticipate and foreshadow-soreen events it more naturally functions to highlight

and react to events. Of course, this is only the case when the composer knows little about
the narrative of the film such that tpetential for foresight and planning is limited. It is
still possible for a composer who knows | it
to provide music that anticipates certain events or moods as the narrative unfolds. It is
also possible to alipate events without necessarily being conscious of what those might
be at the time by relying on an intuition for narrative formulae or even coincidence. In
any case, predetermined scores allow far more for the possibility of anticipating and
foreshadowng onscreen events. One form of anticipative music that is still popular in
contemporary scoring practice borrows from a system of leading motdgmotifsthat

Richard Wagner pioneered with his op&he Ring Cyclerecognisable musical signifiers
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representing characters, locations or concepts in order to foreshadow events or
psychologically manipulate the audience. Along with having some knowledge of the
narrative and thus the capacity for qgnapting and foreshadowing events comes the

capacity to eference the interior life of the narrative or character. As musicologist Robert
Donington expl ains, these are Athe moti ves
unspoken thought behind the words, the plotting personality behind the smooth exterior,
theun@a owed i ntenti on b e h-B4h Onlytwhen thaocormposerrhaso ( 19 6
the luxury of having time are they able to dwell on how the score could be constructed so

as to reference implicit events and intentions. Completely improvised scores and the

human beings with finite resources who create them have limited capacity to afford a film

enough thematic intertwining to proactively manipulate the audience.

In the previous chapter | showed that improvised music in early film production existed
primarily for pragmatic reasons and that its presence made functional sense. The question

that then bears asking is whether film in the era of synchronised sound remains an
appropriate medium for improvised musical accompaniment: since filmmaking has
progressed beyaithe strictneedfor improvised music, why would a filmmaketishto

have an improvised scoré® | have noted, improvised scores in which the composer

performs to screen in real time upon first viewing, seem to have some creative limitations:
depending b the extent of their prior knowledge of the film, the composer may be no

more O6aheadd of the audience in anticipatin
reactive.Sur ely an i mprovised score would only
carefully constructed vision, which makes meticulous use of every creative department,

from the script to makeup and costumes, in order to convey the intended narrative and
mani pul ate the audienceodos r eoutligemprevisedYyet con
musicin various forms, ranging from scores that are completely improvised to those that

employ certain improvisatory elements but that are otherwise premeditatively planned.
Examples that | discuss include but are not limitedDead Man (1995, dir. Jim

Jarmwsch), Kama Sutra: A Tale of LovEl996, dir. Mira Nair),Story of a Beautiful

Country (2004, dir. Khalo Matabaneljfe of Pi(2012, dir. Ang Lee)Rush(2013, dir.

Ron Howard) Birdman or (The Unexpected Virtue of Ignoran(&)14, dir. Alejandro

IRarritu). As | argue in this chapter, an improvised score may potentially result in a film
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t hat feels O6fr es h#coddbaarguedrhatwieen &composeraedeso u s .
(some) control and does not attempt to manipulate raitcromanage every part of a

score, the music ceases to act as an omnipotent and-owattplling force. Music that

IS not overthought potentially allows for pleasing chance synchronisations of sound and

image to occur as a film unspools in real tinffdne music might be less tied to the need

to represent character or intention and function more as a piece of work in its own right
ounobtrusived to a film. This i denasiques si mi |
déameuldl eme mtfuusrinci 6t.u rHi sm sgarderfilemE b br {l&2¢,t av an't
dir . Ren® Cl air) i's written in this fashio
refusal to 6interpretdé the filmod through h
leitmotifsor mood pieceto accompany the images but rather composed a score based on

brief repetitive patterns and there is at times hardly any relationship between the music

and the image. Satie explain@ ot Isaatt itsife puwrsy
needs. Atdes not enter into this é Tiadgconifartl | s t he
i n all i t Mufsarcmsacs (ai biyd)e. of comforting fAvi
the form of background music in waiting rooms and supermarkets. Perhaps improvised

saeen music could be placed in a similar category.

As mentioned in the previous chapter, Lang and West write that a musician who

i mprovises accomplishes more than the aver
spectator that most illusiveig] ofallexpe r i ences, a thrill !0 (1920
is something refreshing and exciting about improvised music. Perhaps they are describing

the excitement of hearing music for a sequence of film that is primarily reactive in nature

and therefore departs frothe expectations and clichés that primarily predetermined

music engenders (like the hackneyed cues for romances, chases, etc., in photoplay
anthologies). This O6freshnessd is discussed
a favourite moment fromcormops er Al an S| i Wewmanmecalssa sdemel m wor
from Romancing the Stor(@984, dir. Robert Zemeckis) wherein the characters traverse

a rickety bridge accompanied by a growling alto flute. Newman suspected that Silvestri

told the flautisttoimprovs e and fAj ust bl owd. Silvestri cc
which he excitedly responds il knew i t]! I

Afresho and a fAtwiuseed n(sTph e aHd lolny wa od eRepor t
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A final point regarding the prinmdly reactive nature of improvised screen music is that it
might be thought to communicate to the audience a kind ofnaetative: it tells them

how the composer feels while watching the film (to all intents and purposes, with them),
which in turn affect their own reactions to the film. This could of course be said of all
screen music and other flmmaking elements too, but in the case of improvised screen
music accompaniment, the audience is especially aware of the composer as a corporeal
conduit for coormunicating a generally unmediated response to the film. The audience
has little choice but to be aware of the humanity behind the music because it is clearly
present and tangible. That process has become somewhat obscured in the conventional
contemporary iflm-going experience: the audience is not forced to think about the
humanity behind any of the filmmaking elements. With the synchronisation of film and
sound, music could also become as spatmporally abstracted and impersonal an
element as any othen ithe filmmaking process. It could be argued that sharing a
connection to another personbs wunmedi ated

I mprovising musiciandés) might amplify of th

Collaborative Improvisation in Scoring Practice

Redefining Authorship

The filmmaking process is particularly collaborative in comparison to other art forms.
Individuals not trained in music are inevitably involved in the production of music for

screen. It is not uncommon for a director or piceaeor to move pieces of music around

so that they accompany scenes that the composer may not have intended them to,
undermining the composerds autonomy in the
authorship affected when a screen composer collaboratesmprovising musicians,

orchestrators or nemusicians? If the director or editor repositions a piece of music that

had been improvised over a specific sequence of film, might such an intervention redefine

whether or not that score could still be conssdemprovised?

In the previous chapter | discussed how composers have different approaches to working
with external creative forces. Max Steiner preferred autonomy in his compositional
process and Erich Korngold invited collaboration. Contemporary sgcqgonactice

continues this trend: sontemposers (such as Hans Zimmer and Danny Elfman) always
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hand over their sketches to orchestrators, while others (such as Alexandre Desplat and
Howard Shore) usually prefer to orchestrate their own music. As a resud lohited
understanding of formal music theory and high work volume, Zimmer always employs
orchestrators: on the filnGladiator (2000, dir. Ridley Scott) he had a team of six

orchestrators.

Another aspect of screen music that often goes uncreditedsaseldom critically

examined is the practice of drawing on improvising musiciansirgeaporating their
improvisations into the scarkobserved the phenomenon of composer collaborating with
improviser when | visited the studio of South African compdatip Miller. He was

wor king on Andr &herebsdKgrafdomd)addshad emplayed violinist

Waldo Alexander to record a part that he had written. Miller had only a rough cut of the

film at the time and was ostensibly writing and recording ite dor the director as
opposed to scoring to picture. The first fe
with Alexandersight eadi ng Mi |l |l er 6s notation. Al exand
and the session evolved into an experimental impabon where the original

articulations, timing and bar divisions were no longer of prime foamy the core notes

remained the same. The above instance shows how the notion of composition is often

fluid and complex, and can be redefined based ondheplar creative process that is

undertaken. Further examples of scores wherein composers collaborated with performing
musicians whose improvisations are incorporated into or fundamentally inform the music

i nclude Mil es dmdrbuticnd s dmad ko Nh e TeetHot&S@os s cor e
(1990, dir . Denni s Hoppe Kgma Sutral A Mie ofhave | Dann
(1996, dir. Mira Nair). | discuss the latter example and how it fits into the wider context

of Dannads cr eainthefellowngocheptes s at | engt h

PostIimprovisation Manipulation

Directors sometimes intervene in improvised scores by rearranging or editing parts of the
improvised musid t r ansf orming the score into somet|
c o mp o s epredetenmred fashion. This process is not specific to improvised scores

of course, but with improvised scores the result may be music at some remove from the

composero6s original i ntention. ABElevatoot ed pr ¢
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to the Gallows Malle decided which takes were most appropriate for particular scenes

and would discard those he did not wish to use and place those he preferred in the relevant
positions (Musiq XXL 2012). Similarly, director Jim Jarmusch states that the final edit of

Dead Man(1995) changed after Neil Young had improvised the score, allowing for the
possibility that Youngbés music was subseque
sequences of shots (Film Society of Lincoln Center, 2014). | explore the compaisiti

process employed f@ead Manin further detail later.

A more recent instance of OtRirdmaeoriThegd wi t h
Unexpected Virtue of Ignorancg)014, dir. Alejandro IAarritu)t is the story of Riggan,

a washeelp actor wio tries to reclaim his fame on Broadway with a new plagrritu

employed jazz drummer Antonio Sanchez to create the score. Ifarritu sent Sanchez the
script and he began wor ki n goriemted, whare saehge s t h
characterhad addfr ent r hyt hmic themeo (quoted in Pc
that approaching the score thematically was the wrong way to go about things and
suggested a more spontaneous, organic and improvisational approach. Sanchez explains

how he and Ifarritu wdd sketch out the film scene by scene:

| said to Alejandro, O6Why donét you sit in
| 6m playing? é When you see him [Riggan] | e
hand. When he enters tHvarytisd legaised hisai se your
hand, | would change texture. It was an amazingly fun challenge. Being a jazz
dr ummer , I am used to i mprovising, but | u
(Quoted in Pond 2014)
It is interesting to note that Sanchez improvised ® ffir ideseri@tisnsof the scenes
and not to the moving images themselves, yet Sanchez refers to this abstract mental
picture of the narrative as @Ai mageryo. I e
in ChapterFive. Iiérritu adds to the above aca n t : AWe recorded some
pieces based on the emotions that | needed, and when | was assembling the film | started
playing with themod (quoted in Pond 2014). W
and edited the seventy or so pieces girowised material that Sanchez had generated.
As such, one could consider the director in this case to be a composing agent who

transformed the improvised music into somewhat of a predetermined score.
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Fig. 7: Riggan in his dresag roomin Birdman

| look now at a specific scene and investigate how the synchronicity of image and sound

oper ates. On the official soundtrack al bum,
0:58:21 05839 0:58:48 0:58:50
= - = = = = = =
Drums H o 1.3:. 3:,3 :.'j:.?‘:.;g_‘?. 3__'.
= = = = 2vr = = =
0:58:05 ) 0:59:32 0:58:48 1:00:02 1:01:08
Alt. shuffle and straight feel Spare and tom  Tom and snare
5 *=* — — %=* accents ad lib.  flams and rolls =
KHNHNXTRHX X TENXAKK KA X —x T x ad lib. *

Wy x

S S S ceas

Fig.8 My score reducti on o Birdmanscaewthadimgcadesft r om Sanc
(0:58:21-1:01:20)

Sanchez employs dynamically varying floor tom rolls which build tension and set the
scene for an emotionally turbulent Riggan as he storms off to his dressing room following

a scuffle with his cestar (0:58:21, m. 1). A successively shortened series of ftom

3 | have rescored sections frofBirdmanin my portfolio of works, including this cue. Further
discussion appears in Chapter 6
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rolls with china and crash cymbal accents give expression to his aggression, as he pounds

his fist on the wall of the hallway (0:58:39, m. 2). The score allows for silence while

Birdman berates Riggan in an internal dialogue (0:58:50, m. 3) folldydd/o more

rolls and cymbal hits, the last of which is synchronised with him smashing a tray against

the wall. A driving cymbal pattern pushes and pulls by alternating between shuffle and
straight feels (0:59:05). Irregular accents on thiedtiand chia cymbal create a sense of
frenzied and continuous movement which act
attempts to calm himself down and qui eten
continues unabated while snare rolls thicken the texture anebse tension (0:59:32).

As Birdman gains more of a hold over Rigga
sense of chaotic aggression (0:59:48). Tom and snare flams, drags and rolls enter
sporadically, broadening the dynamic range and texture as Birbmands Riggan of

his successful past and present failure (1:00:02, m. 4). There is a finalipudcRiggan

smashing his Birdman poster accented with a cymbal and kick drum hit (1:01:09, m. 5),

ending with silence while the audienceaed j ust sj eicitiovoedaogteal i tyd a:
enters the room (1:01:20). Sanchez improvised the material for this scene to a description

of the events and not to frame, and as such many of the aforementioned synchronicities

must have been cultivated primarily by Inarciwring the editing process. It is therefore

a noteworthy example of how the manipulation of improvised music in collaborative

filmmaking compels one to reassess notions around improvisation and authorship.

Predetermined Material as a Basis for Improvisaion

As has been shown, multiple methods that incorporate improvisation are available to
screen composers. One method is to utilise predetermined material as a foundation for
building improvisations, and there are a multiplicity of ways in which that procegg mi

take shape. A relatively recent example of improvised music functioning in this mode is
evident i n NeiDeadWanltinsghé storyofcilliare Bldkey who in the

late nineteenth century travels to the West and ends up a wanted crif@nakets a
Native American called Nobody who | eads hi
viewed his role as similar to that of a traditional silent film accompanist, improvising to

the film in real time:

DeadMarwas basi cal | y adthefimpmjactedandWscreense | h
and | had, like, about 20 TVs all around me, big ones, little ones, tiny little
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portables, and wide screens and everything hanging from the ceiling in a big

semicircle all the way ar outediclem& € | had my
the instruments were always close enough for me to go from one to another, and

they were all set up and the Il evels were al
I played all the way through 1live. I 6d put 1
the piano in the bar when there's a bar scer

again and get all my distorted sounds out of that to go with the Indian drums and
the things that were happening in the film. (Quoted in Gross 2004)

Although Young desci bes it -taismefiad X p ear ireenacle 0, he did
material to use as the basis for hist@ak improvisations:

| actually had two themes that | used. And one of them had to do with violence

because there was a thamewasgerysifpleviiooyf ence é an.
had three notes in it, so | just, you know, replayed it, repeated it in different ways

and explored it live during the playback of the filibid)

Youngds method involved i mprovifémtmghet o an
watched several times in a row (KulexMdlson 2015, 129). He created a theme and sub

theme then recorded improvisations to picture in real time which followed the diegetic
on-screen events, extemporised on the predetermined thematic meteriahprovised

new material. In a sense, Young did not rework and edit his initial drafts further, but rather

left them as they were and considered them to be the final product. This is a similar
process to other composer s sumhom som¢ mitimd t o t |
material, however they continue to rework that material in relation to the film an indefinite

amount of times (deadlines permitting) until they are satisfied with what they deem a
finished product. I n t hiwserk an ¢he majectd inishmdi s c h  d ¢

product from which to pick and choose for the final takes.

Fig. 9: Blake and Nobody ibead Man
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I |l ook now at a particular scene and invest
transcribed the A ARemet tiae meemargpulates mMddodicallg, u b

harmonically, rhythmically and sonically throughout the film:

Bm E D

wvibrato
haaaaald

Electric Guitar

4 F#7 Bm A Bm7A E7 Em’ A
A~

Fig.10My score reducti on -themefyeadMpad s t heme and

The predetermined material is improvised upon notably in a cue where Nobody is

travelling with an injured Blake:

0:40:36
Nobody returns hat to Blake

rubato E

. . . pr— VNV vy
. . #QFE? = ) ~ F_AP_F' p — Q—-zﬁ'—!
Electric Guitar E? 8 i —— E——— : +—+——
| m— | 1 D yi 1 e
S

P mf
0:40:49 0:41:02 0:41:28
Fade out Fade in Travelling on horseback Blake struggles
Ft A% Gaddy)
3 Heavy delay Heavy modulation

T [ = 1
1

ts .

Fig.11: Mytransci pt i on of an eDeadeViamsdore,fwithdimecodesamig 6 s
annotations (0:40:36):41:28)

Whil e Nobody tries on Bl akeds hat, a playf
As he returns the hat, the melodic content
leading into an implied E chord ringing out (m. 2). Young uses a rhythriiofcevo

short note values followed by one | onger va
cell appears and is manipulated throughout (for example at the end of m. 2). As the scene

fades out and back in to find them travelling, the distorted ateg in the air laden with
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reverb and delay effects, fluidly bridging
continues to be referenced in mm. 3 and 4, with improvised tweaks to the pitch content
and a rubato rhyt hm. gomtefviewwhllede fruggledssande s t o
sways deliriously in his saddle, and Young reinforces this motion and the feeling of
unease by playing halting stepwise descending chords with modulating vibrato and pitch
bends (0:41:08:41:28, m. 5). Youngutilises pedetermined materialF{g. 7) as a

foundation for building improvisationsFig. 8), one methodology for incorporating

improvisation in scoring practice that a contemporary screen composer might employ.

Experimentation

Creating an improvised score basedpredetermined material as Young did is by no

means the only way that a composer might generate a thematically driven score using
improvisatory techniques. The process of generating musical material for a score can and

often does necessitate experimeotati and t hus | mprovisation. F
for The Lord of the Ringéilms (20012003, dir. Peter Jackson) kuilt on a vast
interconnected network of predetermined themes. Shore explains how musicologist Doug

Adams has analysed the scores:

| consicer music an emotional language, particularly with this kind of subject,

and my approach was often intuitive, an expression of the moment. Doug was a

detective uncovering clues, tracing how one theme or character related to another.

He not only shows the ¢imes and motifs for characters, cultures, and objects and

their connection to Tol kiends work but al so

deep inside the writing é Even now when |

uncovering things about it. (Quoted in Adagtsl 1, xi)
Shorebds process was one of comprehensively
of Tol kienbés body of work before committi ng
he c¢claims he is dAstild]l u n c seerasrta imligatetthati ngs a
although he wrote the music with immense forethought, the element of intuition, which
guided his decisions in the first place, emanates from a place that he cannot fully access
at will.4 Of course, we cannot know how much of theenati al 6 s I nterconnec
owing to intuition, or possibly even chance, and how much of it is a case -of pre
calculation and editingAlthough Shore primarily used pencil and manuscript paper to

create the thematic material, that process was not def/oidanic experimentation. As

4| briefly examine intuition and improvisation in Chapkéve.
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he explains: Al was i magining and creating

| could see what wa(guotedvimAdams 20gl, 9).n t he wr i t i n

Hans Zimmer employs an altogether different approachedegpermined writing:

When youdre writing on the computer, t he wae
note. At one point or another every note that is in the score has been played by

me and been fiddled around with by me é The
the whole way we look at the process. We start forming the sound, shaping the

sound from day one. Before the shoot even starts we start doing the final mix,

wedre heading towards that. And so the recol
should be involved ithe writing process. (Quoted in Soundworks Collection
2016, n.p.)

Zimmer uses a sourdcused methodology that takes into account the film as a whole.

Al though he cl aims he fiperformso all the mt
to theparts of his scores that require recording live instrumental specialists (a topic |

di scuss further in the following chapter).
includes recording improvised performances on the MIDI controliert hr owi ng t hi n
agairst t he wal |l and seeing what sticks6 and
that is common in contemporary scoring practice but was not the primary approach in

S h o rRen@ssZimmer is not trained in music theory and therefore his inability to

approach a score through technical aspects such as harmony and counterpoint has led him

to compose primarily through trial and error, improvisation and collaboration with other
musicians (Hexel 2016, 36).

In the moderrday studio, recording and editing eology that is available to composers,

such as Digital Audio Workstations (DAWsllows for easy and limitless sedfliting.

This creates a freedom to experiment and capture improvised passages, be they MIDI or
acoustic recordings, and manipulate thensbandlessly. The improvisatory process of

trial and error is what composers Danny Elfman, Trent Reznor and others term

Al aboratory timeo in which to experiment b
(quoted in The Hollywood Reporter 2014fhis is afactor in how contemporary

composers incorporate improvisation in both more and fewer ways: the ease of inputting

sThis may have been acthteempeldo ywiyn g nstemdtnhgi mmg 6d K ionw 6t o
i magi nsadFertel 2047
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improvisations can be a catalyst for generating material but it also allows for almost

infinite secondguessi ng and t h e tiog patehtially miggatingpany i mpr o v
gains that the process might encourage. The way that current technology easily manages

the synchronisation of music and i mage can
state but it could also be argued that using BAlviately forces composers to think more

in terms of sync points, direct response to mitr@ments and getting caught up in

endless possibilities for instrumentation, as opposed to thinking about scoring in more

abstract terms of harmony, melody and gahemotional response to narrative.

Ensemble Improvisation
Another practice employed to create improvised screen music is composition within an
ensemble context. An amusing example of this took piaceng the third American
Presidential Debate betweemiiald Trump and Hillary Clinton in 2016. The television
showThe Late Show with Stephen Colb@blumbia Broadcasting System) released a
videoonYouTubd i t | ed ARequiem For A Debateodo with

To help improve the viewing experience of theafi2016 Presidential debate, we

added the only thing that could possibly even attempt to make ifi civiive,

improvised string quartet score, courtesy of PUBLIQuartet. (CBS 2016)
The quartet watched the previous two debates to get an idea of how the format works.
They prepared a few themes and fAmusical | ok
but otherwise the accompaniment was entirely improvised (Midgette 2016). Instances in
which the music follows the developmentssuareen include:

47.30iDescending glissando sdild@daridys wi th Trum
menacingcellofigures to accompany those assertions of a rigged election.

1:28:307 Comicallyraspy motifs when TruminterruptsClinton over Russia.

Throughout' Lots of percussiveluegrass influenceshoments, and a jazzy nod

to those swing states. (Ibid)

By having a relatively fluid overall structure, the quartet was able to improvise while still
stayingcloselyimync with each ot her, Hevatditothe ke Dav

Gallowswhereit her e were sembl ances of structures:«
There is a distinction to be made between music that is improvised to picture and music

that is improvised whout picture or away from the picture. Korngold wrote a regal theme

for Kings Row(1942, dir. Sam Wood) before reading the script, assuming it to be a tale
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of kings and queens rather than a story of stoalh intrigue. After he read the script he
stllr et ained the theme. Ben Winters believes
requires constant reference to the i mage do
23) . For Ro rRusid0d3, Hah®Zmmeriimprovised a lot of the score with

a band, before any visual material was available for reference (Chitwood 2013). There is

also a distinction to be made between the type of improvisation that Davis captured in his
recording session drthe type of improvisation that Phillip Miller or Zimmer captured in
theirs: Davisbs music attempts to capture t
thought processes (Gabbard 2007, 264). His music is locked to the linear time of the film.
Whereas, in Millerdéds case, he and Al exander
thinking in those terms, an enclosed musical landscape is created that can then be arranged
afterwards in relation to the image. | revisit these ideas with regards lto M@ambelli

in Chapter Five and discuss my own experience creating an improvised score within an

ensemble context in Chapter Six.

Conclusion

From my brief survey of contemporary scoring practices it is clear that improvisation
continues to play a largdf, often unacknowledged, role. | have isolated the scoring
approaches discussed as itemised below. They are not mutually exclusive stragegies
single project may utilise a number of these approaches at different times, with one or
more approach in opdran during any instance of musiand may also involve diegetic

or nondiegetic, prexisting or specially composed music.

1 Fully improvised score, where tle®mposer improvises to screen in real time
upon first viewing, less tied to the need to represhatacter or intention;
Predetermined music and its capacity for proactive audience manipulation;

1 Collaboration with

a. Orchestrators
b. Improvising musicians
c. Directors, rearranging or editing the score;
Improvisation based on predetermined buildingcks;
Experimentation, using intuitive writing and (e.g. Shore) or recording improvised

performances, O0seeing what sticks6 and e
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1 Improvisation within an ensemble context, directly to picture or away from

picture.

In my owncompositional experiences | confronted and worked through many of the

issues raised in this chapter. | have also shown throughout that improvisation never

left screen music. It has only found new and adaptive ways to manifest in the
multiplicity of processs that constitute contemporary scoring practice. In the

foll owing chapter on Mychael Dannads scor

approaches to incorporating improvisatory processes in contemporary screen music.
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CHAPTER 4: IMPROVISATORY PROCESSES IN
MYCHAEL DANNAGS SCORI NG PRACT

Introduction

Mychael Danna is a Canadian film composer recognised for his distinctive integration of
nonwestern musical traditions, orchestral and etett elements. His notable works

i nclude t he s @hetceStornfl997)Ahe dcademyeAdvard and Golden
Globewinning score folife of Pi(2012, dir. Ang Lee), and his scores for letimge
collaboratorAtom Egoyan, such d&xotica(1994) andrhe Sweet Hereaftét997). Over

the past decade, his works have run the gamut from experimental andgedirg (e.qg.

his quirky score fof500) Days of Summavith Rob Simonsen (2009, dir. Marc Webb)

or the minimalist score foMoneyball (2011, dir. Banett Miller)) to traditionally
orchestral and mainstream 6Holl ywooddé (e.g.
The Good Dinosawwith brother Jeff Danna (2015, dir. Peter Sohn)). Along with his use

of 6édworl ddéd musics (d tdersne uhses dbieslloiwk)e s af arr arc
scoring practice throughout his career has been his unique use of improvisatory processes.

This chapter explores this in more depth by investigating a variety of his works and
compositional philosophies. It servas an examination of how a successful Hollywood

screen composer approaches the use of improvisation. Although, as becomes clear

throughout this chapter, Danna can hardly b

In discussing his processes, | drawessively upon an interview | conducted with Danna

at his studio in Hollywood, Los Angeles on 20 February 2017. | am also indebted to the

work composer and musicologist Miguel Mera has done in his bbpkc h a e | Dannao:
The Ice Storma Film Score Guid¢2007 ) on aspects of Dannads cc
It is an invalwuable resource but far from
to improvisation. This chapter seeks to expand on those aspects, as well as to consider
Dannads scr een iomabprogessasmpa007.Mooh of the dnalysis does

not concern O p per esé buti natper owestigates the profoundly
premeditated aspects of Dannads scoring pr

understanding his approach to integr@ improvisatory processes in his work. A period
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of conceptualisation, especially in the early stages of scoring, is a fundamental element
of Dannads <creative process and often def.i

investigate that process.

Approach to Predetermined Scoring

Conceptualisation and Experimentation

Dannads scoring process al most al ways begi
phil osophy is that Athe first step is not
Larson 200233). Danna learned this uncompromisingly logical approach to composition

from his tutor Walter Buczynski, during his time as a student at the University of Toronto.

Buczynski ensured that Danna was fAdvery disc
havxe a justification, a reason, and you had
Mera 2007, 6) . Il n order to arrive at an aut
and t hemes, Danna has taken great nofare to
structure and philosophy underneath what vy«

stage could sometimes take more time to complete than the stage of actual composition,

as was the case with the filme | i ¢ i a @1999Jdw. AtonmEggyan) whefei t t o o k
Danna three months to discover the conceptual framework, but only two weeks to write

the actual scoreo (Mera 2007, 19) . This w
compositionally blocked because he was not close to the reference materigloyet E

brought him; he was struggling to understand what the function of the score should be
within the filmo (20). Mera points out tha
course, a passive process; it involves experimentation, acceptance etolrejeideas,

and attempts to find conduits into a film that allow music the opportunity to make
dramatically intelligent and emotionally p
Danna could be thought of as having a fairly unique approach to balgnegefermined

and improvised scoring strategies: his approach is in some ways a fairly extreme version

of the predetermineid spending a great deal of his time conceptualising, yet, at the same

time he relies on a large degree of experimentation and uisptan within his initial

conceptualisation process.
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The utility of investing time and resources to experiment during the conceptualisation
stage is that #Athe discovery of an appropr.i
creates layers of signifc at i on, rather than opting for m
(Mera 2007, 19). Danna engages in actively investigating which framework to employ in

order to determine a mode of scoring that will best serve the film, even if it means
forgoing seeminglyobvious or traditional resolutions to compositional problems that

might arise. In the case 8MM (1999, dir. Joel Schumacher), his conceptual framework

has Moroccan rhythms as its foundation des:s
investigationintd os Angel es6 seedy O6snuff filmé unde

A detective gets drawn into this world of pornography and he knows nothing

about it, and gets pulled deeper and deeper into it. And | wanted to symbolize

that by having the music go into aapé that is uncomfortable for people.

Moroccan music has this otherworldly qualit
faster and faster as the rhythms go and repe
and it pulls you and drives you in. So this quality afsi just seemed so perfect

for the theme of the film. (Quoted Benitez and Sanchez 2006)

Mera adds that Aunexpected sounds color na
surface, yet which hide ®@dMOks seexcpreertisne n(t2a00

was not welreceived by one reviewer:

This is one of the few scores that has ewarristance, raised questions about

whet her the composerds approach was distinc
in the context of the film. By associating the white criminals in the film (and their

industry) with an extremely heavy Moroccan influencenimarisks drawing the

conclusion that Moroccans are savage barbarians who would kill a person in a

sex film. So awkward is the Moroccan music in the film that it just begs such

questions. (Filmtracks Editorial Review: 8MM 2007)

Yet Danna commits to hisompositional vision, however experimental, in spite of the
possibilities for safer, welvor n appr oaches. Al 6ve studied

Danna told me,

Il have a whole plan written down of AOK | n
this sceneand | want it to play thesmagsxé once | start working w
player | 6m applying it to the picture i n my
and saying nAOh, play, and 1011 record three
stick to this filmo. | mgahoptehasswoubd beur

Moroccan music and | knew what it was that | was going to get and what | needed.
Of course there were surprises and thatoés w

6 Widdess provides a definition foaagragaz il n I ndi an musi cal -typeloeory and p
mode, suitable for expressiage st het i ¢ et hos apnoddes tlkelmelgdic matesial fdre v ot i o n
the composition of vocal or instrumental melodies and for improvisafRi01)
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pretty on top of what | was going to get and what my concept fdilthevas
and how it was going to work. (Danna 2017)

NI1CoO A S
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Fig. 12: Promotional imagdor SMM

Dannads experimental approach to scoring i s
by the studio from AnHyuk(RO®3F dags befanentra atenddrd| o c k b u
recording sessions and replaced by Danny EI
of ethnic touches, including, with perhaps some poor political timing, Arabic singing. The

studi o was not t hr iubtédendVersr P08/ 15k Meeayeludidatesr d 1 t

that Ajust prior to the release of the fil

Gul f War against | raq €é t heiatheatioaivilizedf a po
societyl being represented through thee of Arabieinfluenced music at this time was

simply too delicate an issueo0o, and that as
mai nstream scoring is expectedo (ibid). 1lro
rhythmic and harmonicelemet s, as i s evidenced by the tra
soundtrack al bum. Danna expl ains: Athey di

What happened is that they panicked, they b
doing and I guess he likedt 0 ( qBenmitézewnd Séanohez 2006).

Subtext and MeaningMaking

Our goal as a cinematic audience is to attempt to understand what is being
expressed, and the collaborative process of filmmaking is about the struggle to
communicate that meaning. Wheve interpret an artwork, we attempt to
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determine the author(s)od intentions as they
understanding intention can unlock meaning and support interpretgftibera
2007, 77)

As | discussed in Chapter Two, premeditatedring makes it possible to address various

aspects of narrative in a purposeful and engineered manner and thereby intentionally
create levels of meaning to aid audience interpretation. | noted that this may be less true

of improvised scores because #hement of time is restricted and therefore what it affords

a composer in terms of freedom of intentionality is also limited. At the same time, it is
important to reiterate that musical meaning cannot be limited to authorial intention, and
audiences may Vleseek connections and meanings whether intended by the composer

or not. Dannab6s approach to conceptualisat:i
surface narrativeo (Mera 2007, 19) and allo
to themesnot necessarily evident or foregrounded in thiseenscéne He values a
subtextual approach to scoring because fith
believes to be a highly cideaerate audience, allowing them the freedom to engage in a

personal vay with the content of the film. It is a mode of scoring that intends to evoke

rat her than to represento (ibid). | asked D
subtext is a primary concern:

| think if [the score] only worked at the deeper lewalthe intellectual level, you

will have failed because you will probably have a lessening percentage of your

audience that digs that deep. | literally had a meeting with a director last week

who sai GhelcéiStomnpaar s ago bubelmdsidodt Bot wee

have that level of complete obliviousness, consciously. But of course we assume

and hope that the music is working even on people who are completely oblivious

to what the music is and what itds saying

subconsa@us way. (Danna 2017)
Danna distinguishes between modes of meamimgk i ng t hat oper ate O0cc
0 s ubcon slde usas shesg derms to delineate between scores that work on a
functional and aesthetic level and scores that require the audience to engage in further
analytical reflection. Il n Dannadés opinion,
risky proposi i on because, although composers Mfass

somehow automatically internalises the meaning embedded in the music, this is likely not

7 Danna uses the terms as they are used in common parlance as opposed to their definitions in
neuoscience or psychoanalytic theory.
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always the caseDanna explains why he advocates for a mode of scoring that primarily

satisfiesutilitarian requirements:

| think that music needs to first of all work on the superficial level. It has to be
the right mood and the right atmosphere for the scene and for the picture as a
whole é The foundation undewmandtentanty i s seconde
when youodre working with directors and espc¢
concentrating on that upper | evel anyway. :
scoring stage unless you satisfy that kind of surface level in some l\vialy. (
Dannabeleves that first and foremost, the mus,]i
level by evoking the intended mood, creating atmosphere and operating in a functional
capacity. Because filmmakers and producers often wish to cater to audiences who may

not besensitive to subtext, creating a deeper layer of meaning is of secondary importance.

This bifocal approach to scoring is evidenTime Ice Storma film about the emotionally
troubled lives of two middikelass families in Connecticut during the 197Rather than
making use of wellvorn Hollywood film scoring tropes that would reference the period
and place, Danna combines Indonesian and Native American instrumentation and
harmonic practices in order to simultaneously satisfy both the surface andtsalbtex
levels of the film:

€ the nice t hi nfgrinathnoeustthattit has a guality that, gust

on a tactile level, conjures up the idea of ice and water. It has a watery, icy sound

to it. So just on that very superficial colour level it kind of already works, and
that 6s a gr eat ydshofmegning Bder ittalfeearighnesshaa | a
extra bonus to those who care to be sensitive to the music and to the tiny
percentage of people who would actually know what that instrument is, and then

the tiny percentage of those who would actually thinkhfuatr : fi Othisis | see

a contrast between this ancient tradition of

for thousands of years, and compare it to t}

Thatés the bottom, deepesuallleweilf tyhaud rye ua bmi

to and have a mind to, but ilbidds got to work
By addressing the surface events as well as

avoids alienating viewers while still encouraging them to gegdth the film on a deeper

l evel. Dannads seemingly bizarre instrument
attention: AThe fact that the instrumentat
narrative justification forces the audiencetosear f or meaning é Unl i ke

8 A satisfactoryinvestigation into how aesthetics, intentionality and neuroprocesgeriaceis beyond
the scope of this thesis.
9 Predominantly percussive instruments used in traditional ensemble music of Java and Bali.
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film music, therefore, the score fdhe Ice Stornprovokes the audience, rather than

acting purely as a generator of narrative a

: < L I

Fig. 13 The Hood family imrhe Ice Storm

| asked Danna whether he thinks that ideally the aim is for the audience to understand the
deeper interpretations embedded withinghere, notwithstanding that it needs to work

principally on a superficial level. He appears to adopt a multidimensional approach to
aesthetic inquiry that also recognises that a work of art is an autonomous entity with

internal structures that carry meagymesulting in a viewecentric interpretive model.

This is in |line with philosopher Paul Ricoe
lies not behind the text but metaphorically in front of it as something to be explored by

the intiempgien &triben é a world that we can t
(Pell auer & Dauenhauer 2016) . I n Dannads Wwo

| think every audience member has their own answer depending on where they

are in their own life, their development, where they are spliftuand
intellectually and all those other things.
meisonalearo|l d b oy wh oibsemebodytataldifferegt stage of

|l ife or somebody from a different place. I
artt thas the ability to speak to you on whate
works are like that. You can have a popenravie that makes the j#arold

sitting beside you happy but gives you something deeper to think about or a

reflection of where you aredhenlightens you in some way. (2017)

Though it is often his mandate, Danna claims he is not always interested in addressing
deeper subtextual levels of meaning in his scores. This is evident in his sdofe tdr
Pi (2012, dir. Ang Lee), the story of an Indian boy on a Caiteland boat wh meets
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with disaster, leaving him lost at sea. Danna told me his motivation for what he claims is

a more fAsuperficial 0 score:

Lifeof Pii s one of the more superficial scores |

deeper concept goi migkitwaorks s beaaust the flineis r ea s on

I 1

already so profound and layered t 6 s al ready doing the things

do in a simpler film. So in this case the music has to do less work or the audience
will get overwhelmed with processing. (2017)

D a n n @iinghatde had no subtextual aims when scotiifg of Pi requires further
critical investigation. In a CBC Radio interview, he clarifies that he initially approached
the score by attempting to imbue it with deeper levels of meaning but that it was not
working and therefore a change of tack was necessary:

For two years whilgAng] was filming it and working on it, he would call me up

in the middle of the night and say fOK,
mother isirrationalitff s heds religion. His father is
human wurge t o b lhavé noted amchnotes| pades and [@&ges. |
Therebés all this philosophy and all this
score | was trying to stuff all that into the noteall this heaviness. And it just

didnét work, it wa¥y painful to |isten to.

Il n order to make the film and score work

music and compromise on his usual approach to meanaking:

So it took a long time but we learned: now that you know allitfab r get it é
Pi is on this journeyf discovery and incredible loss, be compassionate to him

and be compassionate to our audience for
and

beauti ful, something easy to |isten to
Well, | made simple hard, maybe forotheope| e i tds not. When we
up in that simple place, | think that inside it and in its spirit were all these ideas

but in a way that was listenable. (Ibid)

Fig. 14: Piand Rlchard Parkethe tigerln Life of Pi
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I examine the title sequence from the fil m,
al bum, in order to explore Dannads assertio

meaningmaking.

)= 886 0:03:29 0:03:32 .
- Rhino returns to shelter Monkey swings up tree
Humming 2
L
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Pitched Perc. { ;.

Unpitched Perc.

Bass

Fig.l155My transcription of an exc-eamposedfvithom Dannad
Bombay Jayashri, with timecodes and annotations (0:08:28:39)

The above figure shows music that accompanies a montage of zoo animals in the opening

credits. Dannaescribes the eacreen events and their subtextual meanings:

[ Pi was born] in a place with all these wil
hemmed n and controlled é Heds surrounded by
here by the song that | wrote with Boany Jayashr i ltds a lull aby
Il ndian |l anguage that Pi wouldobve grown up w
| ove and of being in a safe place. We have

to throw this poor boingtoamoststanvemdeBtaci fi ¢ whei
and be eaten by wild animals. (CBC Music 2017)

Danna explains that the subtextual meaning (not necessarily evident in the images) that

Lee wished to communicate is that of controlled safety. The compositional choices that
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hemade regarding mood, instrumentation and aesthetic are tied to this premise. This is a
clear indication that the score by no means
musicis intended to work symbolically to address deeper levels of meamaking,
regardless of Dannads own assertions to the

or extreme a way as the instrumentatioifle Ice Stormvas designed to operate).

Jayashri dés voice operates pri mewriofliydaas an e
(along withtabla and other Indian instruments), and secondly as a representation of

AMot herés |l oveo for Pi. I n lieu of his actu
recurring maternal presence drives him to continue to surfikeughout the film.

Theorist Michel Chion discusses the effect of using a disembodied voice in screen music:
AWhen the acousmatic presence is a Vvoice,
been visualized that is, we cannot yet connect it to a facee get a special being, a

kind of talking and acting shadow to which we attach the recoasmétre ( 1999, 21) .
Using voice in t hcihsarwayt earbe atheast ,a adsv cai cree s u
from any one specific image, has the potentia@ftect omniscient change in the overall
narrative. Perhaps Jayashnildy JVaiedea adld v 0
but it does intentionally operate as a subtle maternal presence throughout the film. It is

easy to construct a case thaticHae nges Dannads assertion that

score that never addresses deeper levels of meaning.

The music is an amalgam of aesthetics: traditional Indian instrumentation, including the

sitar, bansuri(sideblown flute), santur(hammerd dulcimer) andnridangam(double

sided drums), is combined with French instrumentation (mandolin and accordion) and
conventional Western instrumentation (orchestral strings and woodwinds). Danna makes

use of instrumentation primarily as a geographic larcathis is evident when a brief but

di stinctly OFrenchoé aesthetic dominates the
Ai's born in Pondicherry which is a French
wisping in there and playing Indian melodies dmelng very comfortable with this

incredible multiculturalism that is th&ife of Po (CBC Music 2017). However,

10 To understand why Danna would assert otherwise, it might be useful to imaginked/Asademy
holding this scorén acclaimbutn ot r ecogni si ngr Patdpadbsopabkbdiand memper
works could exacerbate such a convictieee interview in Appendix B.
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interpreting this music purely as a geographical and cultural indicator is to limit its

potential for multidimensional meanings. For examplethie above instance the music
accompanies visuals of a monkey swinging up a tree: the Hieatbtretching of the
accordionds bellows in triple metre and th
construed as mimi cki ng ayfuswimging &stentglinthis ng t h e
instance the music works very much on the surface level of the film. | asked Danna how

he decided when to use instrumentation for deeper metaphorical reasons as opposed to
aesthetic reasons or for the purposes of culturabaondraphic identification:

The touches of colour are meant to be what they are. Things are kind of what they

seem in the score, which often isndét the ca:
what it seems to be, so t Btareedgwsitinggkl nd of got
was writing complicated é and [ Ang] said Al
need to be simple. You need to be just one
w o u | d nLdetof Ppinunby list of best scores, ironically. But | think it works

with the film beautifully and that is the {zdl and enea | | of what we do. Th

the final judge. (2017)

Danna addressed the downsi eceodaefd6dh awnidngs oan
dense score through a process of eliminating and distilling the original ideas until he

arrived at a score he deemed more fAsi mpl eo

Ilterations and Revisias

6s overwhel ming because youbre never fini
o till

It ¢
from you. Youbre s writing and youbre c|
film and its done ¢é | think that keeps me g
hungeraml desire because | don@®anneomn@C f e el i ke
Radio 2017)

Part of Dannads approach to experimentatio
multiple revisions as various iterations for the work before completion. Danna believes

that the process of editing cues though collaborative revision only serves tadretitr

endproduct. Mera explains how the process of iteration and revision during the
production ofThe Ice Stormesulted in a more cohesive score:

The composer faced a significant creative and technical challenge due to the
constant reshaping ofthe edit, but it is also important to establish that the score
could not have developed into what it eventually became without taking this
iterative journey. Since the music grew from the process of uncovering the
emotional centre of the film, the compos@id production team were constantly
forced to revaluate the precise purpose and nature of the score. The music grew
organically from detailed collaboration, rather than as a response to a finished
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visual product. This process had a profound effect onxpeessive register of
the score and on the film as a whole. (2007, 82)

A major factor that necessitated the process of simplifying the musigféoof Piwas

the production company 20Cent ur y Fox Studi obs i nvol ve
developmentofthe cor e. An interview with Danna on i
took place behind the scenes. Robert Kraft, President of Music at Fox at the time, recalls:

The chairman of the studio came to hear t he
hallway afterwad s and sai d some version of fAthat doe
Aithere are too many sitars é I|Ités also all
it é you sure Ang has the right guy?06 (Quot
The studio had concerns over how the soepuld translate to a mainstream Western
audience who they imagined would expect a familiarly palatable blockbuster. Kraft

describes the ensuing conversation with Danna:

I said something silly Iike Athat first cu
shake? Itmaydoakindofpsycrmc ousti ¢ trick that makes it
me talk to the boss and | etdés play it again
appreciates it.o (Ilbid)

Danna explains the subsequent ameutthenent s h
shaker in é A | ot of things werendét wor ki ng
because itdés a -puonsgrmadvimedl! (iolmi dpl | Hirs view

make the music bettero,

I f one person says$' Bl tbavel bwidbstbenmcgon: hav

and think nAOK, we | | what could we do to ha
meditative about it but we alstowa nt t he sense of youth and er
(Ibid)

Dannads initial vi screateadomempldtiveiardasnodynelmboaby 6 w

to set the tone at the start of the film but it became clear that this choice was at cross
purposes with what the studio had in mind. His philosophy that most constructive

criticisms make the music better originatediniversity:

I still can hear the words of one of my pro
Just having your music criticized every week and torn apart, it is very useful and
basically in film that is what your whole life will be. (Quoted in M&607, 7)

For Danna, a score that could wultimately b
trump any efforts at subtextual coding or integrated complexity that might run counter to

achieving such a goal. Mathematicians Michel France and Méamautwrite t hat Ai t i
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the duty of all artists to provide informai
then arises: can and should an artist strive towards the extreme limits of complexity? One
would be inclined to thinkl ot (1®84wi 2RO
approachtomeaniagna ki ng: Al nfinite complexity is ra
not a vehicle for communication between two human beings. It is up to the artist to
discover what the acceptable limits are, and hence avoid logirsjnple or too complex

€ They depend on the <current cul tur al cl i
Lull abyo more energetic, Danna added a shal
rhythmic pulse as-moelsli ng® wnagthe durnsof féitesc bk e y
entering with the orscreen appearance of birds (0:01:36), generating more aural interest.

NIUsIc l\\

\Tychuzl Dcm,na

Fig. 16: Dannads tltlLen‘eoi’;FBquence credit in

It is clear Danna puts in a great deal of preparation before creating a score, but that is not

to say he does not value improvisation and spontaneous creative processes. On the
contrary, he believes that ndalthaiogghe concei
fifteen-minute break of an orchestral recording session for example) can be extremely
stressful and ideas can be weaker than when there is more time to develop them, those
moments are an integral part ohg,dreathimgmaki ng
vital artoo (Mera 2007, 114). This aspect
like Carlo Mombelli might agree with more than some of the previously discussed

aspects, as | will explore in the next chapter. Not only does Danna theluele of
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improvisational processes within composition, he also makes extensive use of
improvising musicians in order to shape his scores. The following section examines how

he strikes a unique balance between different modes of scoring.

Approach to Improvised Scoring

Collaboration with Improvisers

Dannadés approach to scoring is often defin
that he implements throughout the ensuing formation of the score. Yet, he often
collaborates with improvisgn musicians in order to generate the material. As has been

shown above with regards to his compositional procesviv, Danna is not interested

merely in having the musicians improvise freely and have the score take shape as a result

of their improvisatios. Rather, he has a particular way of using improvisation
functionally as it relates to the themes of the film itself in order to best achieve his
predetermined vision. This process entails a unique approach to collaboration with

improvisers within scorig practice.

Dannaods KanaGutra: A Tabteof Lov@996, dir. Mira Nair) combines traditional

classical Indian instrumentation and improvisations with Western instrumentation and
synthesisers and provides a useful case study for investigatimggnsvised scoring

processes. It is the story of two girls, Tara and Maya, in sixtemmtury India. Years

later, Tara marries the king but he pursues Maya and makes her his courtesan, forcing the
women to become sexual rivals. Mera describes how Damniged with improvising
musicians on the score: fAEach theme in the

rag,and shaped to specific scenes under Dann:

edited and a full s cor €008 hOy pmeny intarview withd t h e s «
hi m, Danna expanldésd ogiett htitee amwsiumitansi t o co
them but not showing them thefiim never do that, | keep the

| t 6s not their st r en gd picture. iTho8es decisions wetreh e i r S
compositional and not i mprovisational o (20!
them to be creatively autonomous whilst still ensuring that the improvisations would have
functional utility within his predetermined commgtional framework for the film. He did

not attempt to have them score directly to
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ensemble improvising t&levator to the Gallows because he had found in the past that

it had not supported his broader composal aims:

It was a very different result and I just quickly figured out that it was far better to

just have a discussion on a musical l evel w
inraagDeshuuL et 6s keep it in the | achateeou regi ster .
pl ayed there, can you play with that a |[|itt

tracking in my head what it is that we needed and for which areas we needed it
and making sure | got it that way. (Danna 2017)

Utilising improvisation is purely a means to an end, and that end is a creating better filmic
experience. He has always felt that improvisation is not a meaningful end in and of itself

and he therefore does not have any preference for improvisationalsprover

premeditated ones, nor does he treat improvisational music with any particular reverence.

As Mera notes, fADanna recalls that the | az:

and did not touch him emotionally, a prejudice that he still holtdshtoi s day o (2007,

Guided Improvisation

The title sequence tdama Sutraoffers a valuablepportunity to explore how the process
of collaborating with improvisers by guiding the material that they generate has resulted

in a cohesive cue

11 For further investigation into the tonal makeup and emotional utility of this andratieersee Mathur
et al.2015.
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Danna told me the score fAwas phHaddakksly ni ne
evident from the title sequence that the material was generated through improvisatory
processes. The time signature is 7/4 and the cue begins with traditional Indian percussion,
includinga hand bellghatam(clay pot),kanjira (frame drum)tabla, dhol (large double

sided barrel) andakhawajsmall doublesided barrel)The first downbeat is emphasised

by the hand bell anghatam syncronised with the appearance of each production credit
and accompanying boxed title card visual (0:0600@0:48, mm. 411). The polyrhythm
becomes progressively more intricate and the texture thickens with the introduction of the
tabla as the visualsexpand into widescreen (0:00:49, m. 12). Florid midnge
percussion parts feverishly propel the cue towards its conclusion (0:01:37, A24h). 23
Throughout, the beats primary stressed are 1 and the anticipatory 7. A precise
transcription of the percussi parts would be difficult to achieve, as this music is
governed by the complex improvised performance processes inhergakaifindian
classical metric cycles). Moreover, Danna himself would have found it unnecessary to do

so. Thisis evidenced by hisi ew t hat orchestrator Jamie Ho,

The lce Stormvasit oo det ailed to be fit for purpose
Dannaés music involved a gr ou-qrunof percussi
groove. The composer had, of course, created a-moak these cuewhich
Hopkings had transcribed #dArathet carefully,

probably a little overboard, but | was expecting Mychael would want to hear his

own groove. 0 Danna was surprised that the nc
expecting tocreate the groove through discussion and improvisation with the

performers during the recording session. In practice, most percussionists would

rather improvise on cues when the music requires a certain looseness rather than

reading detailed notation. Hopkn gs expl ains that #Ait took a
sounding stiff.o (Mera 2007, 112)

The rhythmic pulse is defined while thieetless bass guitar enters with legato
improvisations, creating a sengkespontaneous and impromptu musical flow (0:00:22,

m. 6). One might not always think of the bass as an improvising instrumental element,

but it is clearly the case here that the bassist was not expected to read and perform the
part note for note. The microtonaxampleoosenes
the fill on beat 6 of m. 13 is undoubtedly an elegant and improvised method of getting

from D3 at the beginning of the measure to D2 an octave below in m. 14 (0:01:00).
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The entrance of thearangi (fiddle) accompanies visuals of the young protasfsn

swimming while intimately touching each ot
sarangii s undoubtedly intentional. He expl aine
performances i s Agui ded by t hedtheemusEcssi ty o
to be doing. But 1 06ve selected the instrume
because of an ability that it has to be s«

quality of thesarangiwi t h At he shi mmer i gympathediomrance of
strings é€ is expressive, nuanced and é | end
(Qureshi 2000, 80806). Historically,sarangip| ayer s were a mainstay
courtesars i nger s and dancer so (eF®ma)e dindc etxloeg aibn y1
to the licentious and immoral social space where a woman offers her art and, by

i mplicati on, hersel fo (813) . sdfaagiti hnatn ef tsheen s
structural parts of the instrument are identified as par& f@male human body: the
forehead, the chest, the waist, sardmgi bell vy,
coinciding with an introduction to the protagonists in this visceral way foreshadows the

complex sexual rivalry that is to ensue as the film prsges.

The bansuri flute andsarangiimprovise overlapping melodic ideas (m. 14 onwards).

Each line is replete with ornamentation, glissandos and pitch bends that it is again
difficult, and unnecessary, to notate accurately. My focus here is not do onuthe

musi cOsnedsisnddioarn t he fact that I ndian cl assi
improvisation, but on the kinds of effects that improvisation might generate in order to

aid the filmic experience.sdhesancfhect gusa
composer ilitrained in this particular style of music. Although there are clearly melodic

and rhythmic ideas that are repeated with variations (for example, the flute phrase in mm.

19-20 reiterated in mm. 222), there is a freedomo the melodic line which would be

extremely difficult to achieve if it were merely notated and a performer required to read

it (for example, thesarangipart in m. 15). Danna did not compose these musical ideas

within a Western Oel edxpriodaiinvdgdcd 6t ccVdemterri t mat . i

Il nstrument s, |l want to try and understand t
When you do that you dondt want to i mpose )
who have lived their tradition their whole lives.the giveandt a k e |, | 6m mor e
interestedinwhaheyhave to sayo. (2017)
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Hi s method for shaping t hfewornkprwivtils etrisém pie
system as opposed to Iimposing your system o
sitting down with my quill pen and my manuscript, it was done through this other way of
working with somebody inside their culture to get something very authentic and real and
somet hing meaningf ul t h a (ibi)s Headhisved Mm@ ni ngf ul
not by premeditatedly composing and notating material for the musicians to perform but
rather by ensuring that Athe themes and t he
givenraag®® (i bi d). The dir ect maoaaofanemotigralthang,t he mu
in the same way | want a director to talk to me. | want him to tell me emotional directions,

|l dondt want him to sta(bit. telling me what K

Fig. 18 Tara and Maya irKama Sutra

Integrating Predetermined and Improvised Strategies

| look now at another cue froilama Sutrathe thematic content of which first appears

after Maya reveals to Tara that she slept with the king (0:19:20). A more tender and
heartfelt rendition is titled fiMayads Theme
when Maya is emotionally torn bedéen the king and her new lover (1:16:50). The theme

is used overtly in the film only three times to underscore emotional scenes that are
dramatic turning points in Mayads narrati\

amalgam of synthesiser pad, acougiittar, bass guitar, orchestral strings, traditional
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Indian percussion arghntur. A synthesised string pad establishes the harmonic structure

while exploiting chordal suspensions and resolutions to create an emotionally resonant

soundscape. The melodygkyed gently on an acoustic guitar. Halfway through the cue,

traditional Indian percussion enters abruptly and imposes a strict rhythmic pulse and the

melody line shifts to thesanturwhi | e conventionally OHol |l ywc

provide harmonic mvement (1:18:00).
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AMayad s

AMayadbs Themeodo provides an opportunity to

scoring practice. The music sounds much moiegi d and d&ésquared in ¢

titte sequence cue. It has symmetrical phrésasn. -2 are mirrored in mm.-3 and so

on, and the rhythmic and melodic cells are repeated and varied in what sounds like a far

more calculated way. The overall effeft the music is quite different to that of the

maj or i ty o f-flowirgand fmiprbviaéd souridr Iream interview with an expert

in Indian classical music, Dr Arindam Mukhopadhyay, | asked whether he thought this

music was improvised in a collabdixee fashion similar to the majority of the score or

whether it was more of a predetermined composition. Mukhopadhyay concluded that

Danna approached this composition from a more melodically abstracted and

conventionally Western standpoint (2018). | askiwlough what compositional

methodology he thought Danna arrived at the thematic material. Mukhopadhyay believes

Danna likely wrote the theme, but had it operate withirGheaticmusic system, which

has more of a preet compositional approach than therenimprovisatory and free
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flowing Hindustanimusic system (bidDannadés deci sion to empl oy
strategies makes functional sense within t|
underscore the emotions of the protagonist during pivaéafative moments. The

primary function of the title sequence music, however, is to establish the sound palate and
tone for the world of the film and act as a

for a different scoring strategy.

OWor lsdi cMu, Aut horship and Appropriati
Because coll aboration with musicians is oft
practice, considerations around authorship, appropriation and the potential for
exploitation bear mentioning. bel i eve t hat i n the case of
consider this as a legal issue and not simply an ethical onExboca(1994, dir. Atom

Egoyan) Danna tol d me he -recerdirigs, mobpedplattiata an d

| 6d br ou gdlking around inkthe ungle or the temple or the streets with a
microphone and recording snageh ar mer so (2017) . Such musici
their thing, theydre not going to be guidec
is to identify tke useful musical materidland t hen y 6 autitpsbowitdownl at e it
and do whatever 0 i-productiore (ibid)it is true dhat thesmaken g p o st
charmers and other musicians were not individually credited in the film or on the official
soundtrack album but it is unknown how and to what extent they were reimbursed for

their contributions. In general, Danna is quick to point out that the improvising musicians

he collaborates with are an integral part of the score. During his acceptaachk e

6Best Original Scdiftef®i Abadeaiyd Aivmu sli €ioans f
gl obe came together to breathe | ife into th
(Oscars 2013). Likewise, the title creditskiama Sutranclude orsa e e n : ACompose:l
Mychael Danna, Featuring musicians: Subha Mudgal, I. Subramaniam, Ustad Vilayat H.
Kahno (0:01:24).

Nevertheless, the question of what we mean
regard improvisers as the authors of the mekdhythms etc. that they produddtugh
Danna guides their I mprovisations, he stil

wonder s whet her t he titl e O6musi cal directc
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6composer6 in certanabscsasesPoMend dehends at
role in shaping performances and structuring musical resources should not be
underestimated simply because it does not conform to traditional notions of how

composers instigate and project their ideas

Given the syncretic nature of Dannads scor

cultural appropriation to turn exploitative. However, Mera refutes the blanket claim that

fhybridity and cultur al i mperialism are ine:
Thep obl em with this type of interpretation i
who draws on ethnic influences is somehow a

this seems to me a rather reductivist critique that paints every creative musician
with the same sweatsh@xploitation brush regardless of content or context.
There would be no option but to judge all hybrid works as at the mercy of the
global condition and, consequently, as artistically bankrupt. (2003029

Dannads i ncorporation ngf batthniar tmsdiical | g
discussed above, the conceptual framework of the project determines for him the
compositional choices that must to be made, whether or not they includ&'esiarn

cul tur al el ement s. Meraigivgs stipmemnt owor D
used it always forms the nucleus of his score, rather than starting with an orchestra and
affixing token o6worl dé instruments afterwa
common thread throughoutomhiopewortlo, fDardn agr
possible to help tell the story. Because of my background, starting in theatre and falling
into film music €& Story comes firsto (CBC F
his nontraditional background, his approachstmringisnot r adi t i onal i n its
wasnbdét brought wup i thisitshehddw | Wwe wbho dH slylsyt vearn d
that | |l ive in Hollywood | get that system

woul dndét have done ito (i1 bid).

Danna also refutes the idea that filmmaking, scoring included, could have any single
authorship claim over it. When discussihgtle Miss Sunshin€2006, dir. Jonathan
Dayton and Valerie Faris), Danna expressed his view that the work of art is paramount
and no single creative force can lay claim to it:

This is whatodés incredible about film: the a
one really has control over. Directors thinl
its own. All these people, hundreds of people come together to do this. Musically,
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| worked with the band Devotvhka on this and they were a real joy to work with.
(CBC Radio 2017)

It may be the case that Danna would now no longer conduct himself in the same way that

he did during t he c oBxdtieadimeshaye cbafegl ahcepedplai ¢ &6 mu
are certainly more aware of the power differential between collaboritera.notes that

fias his career has progressed, Danna has found it increasingly important to support
musicians in their home envi theethioad fadtorsé t hi s
outlined above, but also because Danna believes that there is a palpable difference in the
guality that the music possesseso (2007, 3¢
rei mbur semenlt raensgdp ead tf i tr memllydiwidg thent amd payinpy act
them money. | 6ve consciously gone to countr
funds to musicians there that otherwise would have ended up in Los Angeles or some

ot her urban centero (quoGsdpearbsanal Mehrial amadck

matter:

Danna revels in the music of other cultures because it allows him to say more,

access greater emotional range, and to create many layers of signification.

Il ndeed, Dannads compositionadmodepopbr oach sugg
the exotic within western music to chall enge
in music. (idem, 3233)

Conclusion

I have shown t hat Dannads approach t o sc
conceptualisation and experimentation in otdediscover and define the compositional

framework that best serves the project. This process marries a predetermined
intentionality with a reliance on the freedom to experiment, all in the service of creating

music that best communicates subtext and mgaas well as providing an enjoyable

| i stening exper i en @agroach to utilrsimgeimprovisateon asdhe Da n n a
bedrock of his scoring practice througbllaboration with improvising musicianslis

unique method of guiding and shaping impratisns is defined by his vision for the

score, and it raises interesting notions regarding compositional authorship and a
reassessment of how improvisation might find its role within traditional Hollywood

screen music. Danna is not interested in makirgira i onal scores with a

musico flavours, rather his approach is alw
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The following chapter examines the role of improvisation in South African composer
Carl o Mombel l i 6s scor amMgmbeglrhascatumiqueapprosihn c h
to the integration of improvisatory processes within screen music that involves
conceptualisation, experimentation and collaboration. However, his methodology is
wholly his own. As becomes clear throughout the followingptar, important insights

into the nature of improvisation in screen music can be gleaned from investigating his

compositional philosophy and selected works.
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CHAPTER 5: IMPROVISATORY PROCESSES IN CARLO
MOMBELLI 6S SCORI NG PRACTI CE

Introduction

In the previous chapter | showed how investigating the improvisatory processes central

to Mychael Dannads scoring practice reveals
improvisation within screen musicA similarly complex interaction between
improvisation, premeditation and collaboration can be found in South African composer

and performer Carl o Mombelli ds works for sc
philosophies and compositional practi@egoses an entirely different approach to the

Il ntegration of i mprovised processes within
over the past forty or so years has been on original recorded compositions for his solo
discography but he has also made nyaforays into composinpr screen His works

includethe conservation documentaRpads to Restitutio(R003, dir. Karin Slater), the
documentaryStory of a Beautiful Countr{2004, dir. Khalo Matabane), the television

seriesThe Devolutionarieg2005, eév. Luma Animation), the filnConversations on a

Sunday Afternoo(2007, dir. Khala Matabane), and the mobile gddrea gonds Wat ch
(2017, dev. The Secret Police).

Il n examining Mombelli és approach, | draw up
home in Johannesburg in 2019. | examine his improvisational and compositional
processes within the collaborative ensemble environment primarily through an analysis

of his score forStory of a Beautiful Countryi begin by investigat:.i

philosophy oimusiecmaking and how that informs his approaches to screen composition.

Internal and External Imperatives

Mombelli is a rather unique subject for my research, not least because despite the good
handful of credits mentioned above, he does not consider himself to be a screen composer.
For him, scoring is a definitive compositional skillset that he claims hetigaturally

geared towards. This is partly because he views the scoring process as one that inherently
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limits creativity. The requirement to adhere to guidelines set out bymusical
collaborators especially perturbs him:

When composing for film theresialways another party involved aside from
fellow musicians: the director, and behind him or her, the producensd
ultimately the funders, and the market. There is the stress of trying to keep
everyone happy giving them the feeling that they are gegtivalue for their
money and getting what they wéanas well as produce something | am satisfied
with. (Mombelli 2007b, 35)

Mombel I i asserted that the I imiting nature
me from starting at an artistic level, evenf I have to (and I 6m af
someti mes happens) dilute the work wunti/l d

35). When | asked him how he felt now about the collaborative filmmaking process and

the necessity fonmaybeéi ll ®m omd, the Daeisd /il m
dondt compromise any moreo (2019a). He tol d
to no external imperative that might force him to compromise his creative expression:

Ididafilmrecentlybutlddibecause they came to me and pl a
E x p | @and saidl they want a soundtrack like that. So | was the right person

for it. It was the easiest thing on the pl al
|l 6m not trying to play anything el se. Mayb
interview becausedmwriting film music, but people come to me because they

wantmys ound. They dondt want a sound | i ke Han
because they want a sound | i ke Carl o Mombel

because t haltdm bvhiond mymel f. (2019a)

Mombelli does not consider himself a screen composer; he feels the scoring process often
makes it impossible to achieve an ideal he prizesh at of maki ng oneds n

as Opureb6 an expression of oneodsjecfvest sonal it

Mombelli favours the notion of a composer creating music that bears their distinctive

Asouindnd his case, Ayou hear itodés me playing
composero6s 6soundd or wr it iergembldriceotootheri cal |y
works of onedés own, is often required of a

a v o i Ttheye hasito be what, as a jazz composer, | can only call a vibe, a connectedness
with my deeper self, regardless of the uniquenessaif peece and the (in some cases
enormous) differences between them é | have

for fil mo Hé @esondtlappeaBtd acknowledge the possibility that screen

12 A track from hisStoriesalboum(Mombelli 2014).
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composers he considers to have such vastly diffeygoroaches to musinaking to him,

might still find ways to maintain a satisfa
external requirements. It is true that most screen composers find the strictures of
foll owing a 0t e mptingandfrudtrdétinggida mesr alylrya nrneys torfi t
tracko as author Kathryn Kalinak terms it
exception. Al hate the temp tracko he told

On this last film | did $alvation(2019, dir. Carmen Sangion)], they gpta temp

track to the start of the movie using Massi
ican you write something similar to this?0 |
and | got [drummer] Jonno Sweetman in here to play the grooves, with me on

bass, andve recorded the whole thing. An amazing track on its own. But they

always had that song [fATeardr opo] in their
their heads. So do you know what they did? They contacted Massive Attack and

bought the rights to use it ihgir movie. (2019a)

Given his view that scoring is a compromising, limiting and frustrating artform and

profession, | asked Mombelli why he thinks it is that musicians are nevertheless drawn to

it (1 mysel f am, but I cannot al wathes | ust i
formula, that other stuff is not going to b
searching for ways of expressing myself. So
| 6ve done many filmsodo (2019a)mstoWdhistideahe r ef e

of specific systematised compositional methodologies one follows in order to produce

musical material regardless of, or in spite of, the lack of any personal expression of

reactivity. As he puts it: A i@ [scoresgoutmme r  h a
Therebébs another guy in Joburg é he can <chu
Geographic in one afternoono (ibid). He mai

dispassionately generating music appears to work for other compibsersot one that
he himself is able (or wishes) to adopt. For him, this extends beyond the field of scoring
and applies to composition in general: ATh

donét have a formula for choow ilbigdo .about con

In my interview with him, Mombelli related an incident that occurred while working on
a particular film in order to illustrate to me his uncompromising nature when it comes to
his musical expression:

|l &m a nutter, OK? mheireewtdaasr tihmsCdpenotlewi ||
even going to mention his name. It was a documentary and he wanted drones all
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over the place. So | made drones, but not by sitting on the synthesizer and
tweaking sounds. No. | composed all these amazing drones with boellog

€ when | saw the film | saw that they had 1
playing a synth. Then | saw at the end of t
Carl o Mombelli 06 &€ I d&m a purist in the sense
feltanemotionsb wr ot e this. And thatds what [t he f

they put this shitty synthesizer in instead. (2019a)

He continued to describe his reaction to having had his music summarily replaced:

| went to the SABC [South African Broadcasting Commissjo and | said #Al ém
the composer, therebs something | stil |l ne
director was down in Cape Town. | withdrew the film and took it to a big editing

and publishing suite in Auckland Park and got them to delete my name off the

cedits. So it comes to the end of the movie
there is no composer. Needless to say, the director was hellishly upset with me
and |I never got a film out of them again, b

was not cool, sbstuck to my principles. (Ibid)

Mombelli believes the reason he is uncompromising in this way is because of how his

past has shaped his relationship with music: | asked him whether he thinks more in terms

of narrative, character or aesthetics when scgri, and he replied, i
thinkingabout anything. | 6 doingvtamel | NP0 1 Da)s.eeHavheait
why, for him, musi cal expression 1Is an ext

deeply personal reactivity and interactiwtth the world around him, and not from any

external or artificial mandate:

Things werendt given to me. Every note | p |
want me to be a musician. My mother didnot
thought all my musiccamefom t he devi | € | ran away from
sixteen ¢é Al the demons from my youth are
a hectic background andlnkednat 6& Bvihnty hvdhawmt y pl
isborn out of a | ot odembnaglbid)bul | shi t. l'tds al
Mombelli insists that the core of his creative expression must be a deeply personal
reactionandthai wr i ting for visual media is | ess ir

what type of emotion it rpossditothewayheusualy (2007
makes musi c. Even so, he maintains that for
touch with my own emotions in order to comp
his own emotions is to draw parallels between thenii6 s t hemati ¢ mater i al
experiences in order to channel his authentic reactive impulses into musical expression:

iitds these situations t hat ifthefrighefintconmes , and

13 Also thetitle of his 2018 albumAngels and Dema{Permanent Records).
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along for mei | can write deepmusi f or it because | 6ve Dbeen
things that |l 6ve seen in movieso (Mombelll.i
describes a similar process: fil watch it an
my intellect yet. I need to feeleh essence of the picture € th

the first emoti on, Il write a themeodo (quoted

Mombelli finds what he considers typical scoring practice unsatisfactory because he sees
it impeding his natural creative procegercing him to release music that is either
malformed or merely provides a functional support. He illustrates this with regard to the
time-frames and external requirements imposed on him for the documentaRdédds

to Restitution2003, dir. Karin Sleer):

The producer needed the music to be composed, recorded, and mixed within two

weeks. | did it, but with very little sleep, working through the night. This is one

of the biggest differences between this and the other ways | contjeastines.

The music definitely does not have time to
spaceo. The purpose of writing is [merely]
scene. (2007b, 336)

He finds that the suboptimal musitaking process drawsfocasway fr om cr eat i n

He c¢cl aims that dAwriting to visual i mage can
of working to order, the end being entertal
although Asome f i | m vcao nupeo soenr se nptlearctea i gnumetnet oh,
not . For Mombel | i, making the artificial m:
pri mary objective i s, Aif anything, an art

must have t he f rréimdhe extetna impetativé af $caring.to frieme

wi t h psryencci speoiont sdé i s at odds with a natura
As we get excited or more emotional, our heart rate changes, and | think it is a
natural process that the music should change tempot ur al |y ¢é we canno-
subdue emotion at the expense of a slight tempo change: the spirit of music is
more i mportant than the mathematics of musi
A comparison with Mychael Dannads approach
chapter, i's instructive here. Both composer

composerl posit that the crux of the ontological difference in approach between the two
i's that Mombel | i believes music should de
personality within the creative moment (regardless of whether one calls it improvisation

or composition, as | show later), whereas Danna believes that it is the work of art itself

74



that should be the arbiter of besevéedsbycreat.

whatever means necessary, regardl essl of one
find it i mpossible to compose completely 60
a sequence of i mageso (2007b, inkages are He r ec

di stasteful 0 he must access his own emoti on
score;

When | did a session for the filBlash(2002, dir. Neal Sundstrom) | was booked

to set up all my looping devices and gadgets and play solo badgntheas
screened on a big screen and | simply had to improvise to whatil sdnuch

was unexpectedly horrific; one murder after another, heads rolling. After an hour,
| had to stop the improvisation session because of a migraine from the effect of
the fim; and they had to cut and paste what | had done to complete the
soundtrack. (Ibid)

On the other hand, Dannads approach is to

service of It htehimar reavteirvyet:hifing comes down t c

telling here?6é6 What the music is required t
How it serves the film and the t fiopem® of t he
finding any means possible to heidobthat, el | t he

is perhaps more willing than Mombelli to sacrifice previous ideas about creative strategy.

Danna puts a positive spin on the perceived restrictions traditional scoring practice has

on creative expression. For example, in response to time tionisawhen scoring for
television, MDamnaVtepbd mMmMayeito write fast,
enjoyabl e because vy o-guessandoverthinka N gavestyourthat t 0 s €

constant positive reinforcement of churning out two minatesd ay 6 ( Danna 2017

The above assertions notwithstanding, one might also concludeit thist partly

Mombel | i 6s character to be quite forthriaght
Apuristo (Mombel |l 2019a) . dedtoadaeplyInimay mor e
ways, he presents an idealised concept of musical composition, while perhaps
misrepresenting the role of the screen composer by claiming limited potential for the
production of original, imaginative and heétt music. Thereasonlkoes not @At e ac
compositiono (ibid) is because, for him, C
himself that it would be pointless and nonsensical to attempt to distil it into a methodology

for others to successfully employ. While it is often thsecthat screen music relies on
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pre-existing models and external frameworks or structures, the same might be said for
other kinds of composition for example opera, musicals, and standalone popular music

T that fit preexisting formal structures. But Moral obviously also understands the
advantage and utility of setting up limitations so that creativity might blogsam 6 b o x 6

to work within and around. What he is averse to seems to be the possibility of creating
musi c | mper s bhaw b giennaskrardtgiven bounddries, but I try to find

i nspiration for the events my midedbelieveswi | | ac
most working screen composers are often required to create music in a state of
impassionate disconnection with themselNess. true that the possibilitgoesoccur, but

Mombelli seems to be quite absolute about this point, refusing to acknowledge that there

i's a balance that might be struck in oneds

as a Aconnerde®dnedesOpdro sel fo (idem, 37).

Mombelli clearly agrees with what most screen composers would likely say is their

motivation to compose for screei:l |l ove the challenge of see
emotion in a scene. Iraghihuntwladndind wiat treatcseenee o v e r
is trying to tell meo (Mombelli 2019a). He

should be in service of the music and not the musician, especially in reference to
performance i The mus i agetr kot the nuscran, aseahe muasician is the
vessel 06 (Mombel I i 2019b, 20) and, guoting S
we must disappearo (i dem, 24) . I wi || cont
becomes At he v es anentand whethet dr sot Momleeli tiraws any mo

di stinction between 6compositiond and O6i mpr

Approach to Improvised Scoring

On the Nature of Improvisation

Mombel | i does not dr aw mu c h of a di stin
0i mpsraotviion® i n his music. As he writes, #d@Aln
performance are so entwined with one another that eaehxco st s because of
( Mombel I i 2019b, 23). This chimes #tatt h et hn
fi te juxtaposing of composition and improvisation as fundamentally different processes

[is] false, the two ar e i nikdambedliteligvesthat of t h
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improvisation is always innate and so to make a clear distinction between thega®c
of improvisation, composition or performance is to effortfully impede intuitive music
making:
We ar e al | born i mprovisers. Even t hose W
i mprovising é | donét understand why they
improvise.Every child learns to improvise the first time they tinkle on a piano,
then they go to a teacher who tries to take that intuition away. (Mombelli 2019a)
He writes that Awith a beautiful sound, one
it is played or sung with intent, emotion and with meaning, but it has to come from a place

deep insi de ofproped him to tr2destribd tp meQhpw thiecess of

i mprovising Afrom a place deep inside of yo
When | pl ay, I cut myself off. An dartific
focussed on the music that everything in my environment becomes soft and starts
disappar i ng. Then | dondt hmashine atthebarpl ates cl a
and | can really play. Itds making the stuf"

The ability to instigate this state of Adar

him whenthere are visual elements at play, making scoring a difficult practice for him:
Al find that i f I keep my eyes open or foc
When | c¢close my eyes my aur al g(kid).snihisi vi ty t
scoring practice, Mombelli attempts to access a similar internal state to that of his

improvisations.

Experimentation and Iterative Improvisation

Musicians are explorers. 1If 1 6m walking on
edge,lwobt see all the amazi(ManbdliRdl®eps i n the va
Mombel Il i 6s primary approach to composition
generated initially through i mprovisation,

it (2007b, 3). Hisscoring process for the document&yads to Restitutiofollowed this
procedure. He told me his approach to the music was typical of his scoring practice
generall y: having the film in front of him

have all myeffects, soundscapes and loops set up. So if | know | need something to build

14 My hunch is that perception of visual data seems subjectively more directional and volitional compared
to auditory data, therefore offering greater impedance to the accessing efualgimrental awareness of
the present and theostaiaée &b miKeddeial28l@iekls,| ce@&nes
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up here [for a scene] é | put that particul
on my own with my bass or pianoo (2019a). I
until he feels he has successfully generated the appropriate musical material that best
expresses his emotional interpretation of t
and improvising with sounds until suddenly you find something and then yoe hai t 0

(ibid). After the improvisations are captured, he identifies and extracts material useful for
devel oping the compositions: nafterwards |

i mprovisations and make ¢ ompoessestof araftisg out o
compositions out of improvised buildiigl ocks is similar to Danna
to composingi the difference being that Danna is not always the musician directly
generating the improvised materiaF-or example, Danna explainezlhe that fo8MM

(1999, dir. Joel Schumachdi)t he f |l ute theme, t hthatwaki nd of
definitely pulled out of a field recording
elemental buildingp | ock f or t he ¢ omp anyear them hpulleceitc au s e 7
out and found that one section. | probably had thirty more minutes but that was the nugget
within all the sando (i bid). Mombel l i descr

I n i mprovisation t herrk 8osltemddondy toaniucthngs t hat d
and then start subtracting until | 6ve got
jewels, with the magical stuff. (2019a)

Part of Mombel |l i s approach to i mprovisat:.
randomness inherent ithe internal processes of musiaking. On this subject,
mathematicians Michel France and Al&lgnautwrite:

Any given complex work of art has its own internal dynamism. The dynamic

force of the work dictates what the artist may do, and is not entiigtjnvithe

artistodéds control € the degree to which rand
their creative activity and of the life of the work itself. (1994, 220)

Mombel |l i told me that he subscribes to the
that is beyond his control, and that he embraces this acknowledgement wholeheartedly
and composes based on this philosophy:

Good artists are always searching for new angles. If | read a book and | can

predict whatds c oimihmat dosnt ityoboelan alheBygt page
predict whatdés coming, thatdés boring writing
my own compositions. (2019a)

15 It is also similar tahe process | employed in npyedetermined rscoring ofscenes fronTheyShall
Not Grow Old (2018, dir. Peter Jacksqrglbeitwithin an ensemble contextee following chapter.
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In his estimation, this is as a result of an early fascination with sounds appearing in nature,
forcing him to acknowledge the aleatoric gt
nature: the wind and the rustling of leaves. | started hearing fompsirds and crickets
responding to one anothero (ibid). He draws
i n nature and a potentially separate catego
to reproduce within his own music the randomnessuspdedictable internal dynamism

i nherent in those sounds: @Al | earned a | ot

creates composition completely spontaneous|

The external mandate of composing to film is ahat Mombelli grapples with for
multiple reasons, and | turn now to investigate his approach to improvising as a direct
response to an image, as opposed to an abstracted and internalised representation of the

material.

Direct-to-image Versus Abstracted 8ang
As has been established, Mombelli feels that screen composition is somewhat unnatural
for him, as it is fAcalculated or cohstruct e
cannot necessarily work intuitnvel yiovd@09Cdae
approach, he actively diverts his attentavmayfrom the image in order to draw creative
inspiration:

Where | have a set task and boundaries (a script or set of images), | try to find

inspiration somewhere outside of the boundariesheffilm for the musical

accompaniment to images or scenes. (Ibid)
This is similar to the way Danna described to me his development of musical material
divorced from the i mage: Aiyou might come d
head ¢é | Gwaywrfirtotmen t, just completely in my
what his creative process is when approaching screen composition as abstracted from the
image as opposed to improvising or composing as a direct response to the image. He
e x pl ai n ehditandil listerwta the lyrics [dialogue] very much. | see what [the
characters] are saying or the emotion on the faces. Then | play to try to get that emotion
outo (2019a).
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| asked him whether he had ever approached screen composition with a prieeeterm
calculated methodology, scrutinising the-smreen activity and synchronising music

directly to the images. He responded:
The only time |1 6ve done that is for animatic
rough because you have to sync everythingneWthat little cartoon blinks,
youdbve got to have something happening witdHt
really got to score it. (2019a)
In scoring the animated television seriége Devolutionaries(2005, dev. Luma
Animation), Mo mb e | | i Astarted work on the story,
(2007b, 219). | asked him whether he finds he often composes with predetermined

recurring musical themes @itmotifsand he responded that it is not his preferred method

ofscreecomposition: il di d Gavatio} IHfoerinde shemen t he |
for the characters e and | would bring then
got o and | wouldndét do that nowo (2019a). H
approach to composition is unusualdohot hi m
compose. I dondét sit down at the piano and
(ibid). This is because the majority of his
and, as explained above, he i nsi sts: A my
experiences and stories | want to tell é So
to it is hellishly difficulto (ibid).
Mombel I i 6s pr ef er r eithpravipepireotlgto the imagesandbuildi ng i s
the score from the materi al generated. Al w

|l want to watch the film and have it affect

and record that. And then afterwards Inv#éo go back and say [for example]

A OK, this part would be beautiful i f I adc

i mprovisedo. (2019a)

l nvestigating Dannads approach to scoring
for a compositional process that is tied more directly to thecomen activity, provides

an interesting comparison to t treqiiremuch Mo mb el
in the way of improvised musical material, Danna makes efforts to compose using a

meticulously predetermined approach:
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If you heard the mockips for Storkss or The Good Dinosaur or bigger
orchestral scores and then heard the final ensj t preeiselytheesame.
Except they sound good instead of terrible. (Danna 2017)

However, Danna also describes his compositional process through the lens of visceral

improvisational reactivity, similar to Mombelli:

Often 1611 wabhe ht me fadaomchdt immey | see it al o
just let it run and | sit back. Then | might jump up and throw something down as

itdés running and keep it just so | have thi
I saw it € |16l larnagpgs ovin seettbaicrersaémes € ¢

improvising with MIDI in front of the film. (Ibid)

Mombelli does not only score based on improvisations generated as a direct result of
responding to the filmic material. He also experiments with incorporatingcalusi

material that was initially generated within a disassociated context, and which later strikes

him as appropriate and wuseful. He told me |
that | have there in that box that | wrote five years ago is exactly wiedd for this

scenedo and proceed to fAfetch that melody fr

~

start working on ito (2019a).

As | mentioned in Chapter Three, author Ben Winters makes the case that screen music
does not necessarily have to mmposed directly to picture for it to be considered a
successful score. It can equally be composed away from the picture and imposed on the

film afterwards, and often is:

The idea that superior film music requires constant reference to the image does
not recessarily stand up to scrutiny and perhaps merely betrays an ideological
bias in favour of single creative figures working in isolation, the genius composer
cocooned in his projection room. (2007, 23)

There also exists the convincing possibility that posing to an abstracted image that
exists in onebds head is to some degree al wa
This is becausabstracted imagining is exactly the process by which we as human beings

are ever able to assimilate any meaningfuinfmat i on aotnehbesh dd TheodkeBss
of abstraction might equally govern the ability of a composer or an audience member to

filter, comprehend and interpret vi-sual me

16 2014 dir. Nicholas Stoller & Doug Sweetland
17 2015,dir. Peter Sohn
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screenws | have previously shown that an interplay between dieanhage and
abstracted composition is evident in the mubkett Phillip Miller created foWhere is
Kyra? (2017, dir Andrew Dosunmu), where Miller focused on creating senprovised
mood piecesit bearranged afterwards in relation to the image rather¢barpose music
in direct reference to the imagésurn now to explore how Mombelli undertook a similar
process foiStory of a Beautiful Countr2004, dir. Khalo Matabane), albeit within an

enemble context

Collaborative Scoring

Ensemble Improvisation
Mombelli improvised the music for the documentary f&tory of a Beautiful Countriyp
collaboration with an ensemble consisting of himself on bass, Marcus Wyatt on trumpet,
Andile Yanana on pino and Kesivan Naidoo on percussion. Wyatt is credited as a co
composer. In the film, director Matabane travels across South Africa in a minibus taxi,
ten years on from the abolition of apartheid, and captures provocative interviews and
candid encounterwith people across the racial spectrum. Mombelli told me that the
scoring process included a sort of O0spottin
the image, what kinds of music would be required. The material was then improvised by
the ensemblaway from the image:
Marcus and | watched the film before and made notes of what we needed. We
went AOK this interview scene here needs th
we set up grooves and improvised over them and recorded that. (2019a)
To determine appropriate music for particular scenes, they assessed what the emotional
centre of the scene was and agreed on the general mood and tempo that could successfully
be imposed on the images afterwards:

We found the emotion of the scenes and imgoavid t he t akes. Webdd | oo
scene and go AOK, -tveemproee da ndo mehtehni nwge uwo u |l d
improvise some wempo stuff. We made notes on what the different scenes

needed if it needed to be quirky, happy or sad and whether it had spack to fil

with motion or if it needed silence around the dialogue. (Ibid)

18 A thorough discussion on this subject is beyond the scope of this thesis.
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Then, similar to Dannaébés guiding of i mpr ov
Mombelli informed the ensemble of the sound he was after and allowed them to improvise
freely with that asheir directive:

We got Kesivan and Andile in and told them i
thing hereo and 16d start playing a basslin
We generated all this music and then we went back to our notes and placed the

takesexactly where we wanted them in the film. (Ibid)

| asked Mombelli whether he found that, in the subsequent placement of the music to the
film, unexpected processes took pldcthings that he thought would work but did not
and vice versa. He replied:

Ther e were definitely things that were too b
people like Kesivan playing drums it can sometimes be a bit overpowering and
then you candédt use it. (Ilbid)

In such cases, music that was generated for a different scene wosktlie veplace the

music that was deemed unsuitable in retrospect for the scene in question. Mombelli

expl ains, Awedbd take music that wedd pl ayec
doesndét matter i f you r epehbid). He &ploitedgshe and i f
convention of using thematic recall to construct a cohesive cinematic arc, despite the fact

that doing so was not his intention prior to the process of assembling and arranging the

music to image.

An example of musical material thaas clearly improvised in a single recording session

and subsequently split across two distinct scenes in the film, appears first when a bereaved
mother visits the grave of her murdered son (0:49:20). It is heard again when Matabane

visits Vasco Da Gam&r oss i n Cape Point (1: 06:48) . M
these two scenes with similar musical material may have simply been one driven by the

need utilise moo@ppropriate accompaniment and nothing more. Nevertheless, making

this association throughe score creates to some degree what editor Walter Murch calls

fa perceptual vacuum into which the mind of
I's then seen fias a deeper truth about the
247).
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It is evident that the music was improvised in reference to notes taken to determine style,

tempo and

mo o d

dur i

ng

t h etheéeforp somewhat gf&a

mixed bag with no obvious througdime. It ranges from wpempo bebop, frenetically
propelling forward a montage of people calling in to a nighe radio programme to
complain about racism in peapartheid South Africa (3:48:12), to a lighthearted mid

tempo swing with a plodding walking bass to accompany a-vigig farmer encouraged
by Matabane to show off his karate moves (242880). The film opens with an

altogether different style of musica contemplative solo pianagee.
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Fig.22: My transcription of StoryofaBeadiulCountfgaore,m Mo mb e |

with timecodes and implied harmony (0:03:053:33)
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Mat abaneds voiceover ruminat elerebebgeewtp, r evi si
isolated from what was happening in the broader South Africa. The music enters after the

l i ne: AThe best way to understand the worl
music fades out once the title card is established (0:3:33))mTis music is somewhat

at odds with the majority of the score in that it uses solo instrumentation, as opposed to

the ensemble. More significantly for this study, it does not come across as obviously
improvised; the regular and repeatedioéfat syncogted rhythm of the upper voice and
conventional harmonic movement gives the impression that the piece is of a more
predetermined nature. The melodic content is formed around the three notd-e&b G

that appears in the lower voice in mm1@. The musids performed in a sparse and

restrained manner and it seems likely that Yanana had worked on some iteration of the
piece prior to the recording of it. 1t stan
the ensemble generated for the majority of film. | turn now to examine one such

instance: a scene mentioned above, where Matabane documents a bereaved mother

visiting the grave of her murdered son (0:49:20).

e -
STORY OF &
Beautiful

Country

LR

Fig. 22: Promotional image fo6tory of a Beautiful Country
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Fig.23 My transcription of StoryofaBeadiulCountfgoore m Mo mb e |
with timecodes and annotations (0:49:@(%0:20)

The music corresponds appropriately with the sombre mood of the scene. There-is a free
fl owi ng | oo0s en e slme thabmaMgitaas musis that was imprevised

around predetermined harmonic changes. The same freedom in performance is evident in
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the percussion and there are moments where Naidoo finds leeway within the established
tempo and rhythm (0:49:37, m. 6 a@b0:10, m. 12). The subsequent editing and
assembling of the music to this scene is also apparent in1mnthé busier trumpet parts

have been shifted here to prevent the scor
(0:49:36).

Creativity and Compromis
Despite being a regular collaborator throughout his musical career, Mombelli claims that

the ensemble scoring process &iory of a Beautiful Countris not one he wishes to

repeat. This is because he felt it required the kind of creative compromiselsei st s . A

woul dndét do it | i ke that againodo, he told me
|l 6ve moved on from that kind of coll aborat:
peopleds bands anymore because | 0m playing s
me only if they want CariMo mb e | | i . Il 6m at thati point now.
|l 6m all owed to be at that point. (2019a)

Mombelli makes a strong case for composition and improvisation as an expression of
personal creativity versus the creative compromise that can come as a result of
collaborative input and interference. However, he would likely agree that through

coll aboration it is possible to achiieve sol
that the whole can be more than the sum of its parts. He cedes creative contrdiigithin

current ensemble every time he performs with them. He writes regarding the challenge of
keeping a uniform tempo within in an ensemb
we need to make compromises and shift to the time of the ensemble andorstrikég

to O6our timedo (2019hb, 11) . His frequent ¢
further evidence for the fact that Mombelli embraces collaboration that, on some level,

disrupts his autonomous creativity. He enjoys the fact that Khoza ceasdy be
directed (not wunl i ke Exbtieascora)aMombelk dftenrtefise r s i n
audi ences: AHe | earned his-Namusal c har diheg moa
using clicks and sounds and eacin Miloni mal un
2014). This is a perspective on mugsieking that Mombelli, by his own admission, does

not possess and he welcomes the way an oblique outlook might redefine the direction of

87



his musi c. For exampl e, MdheltHartebhida Aécal by ede
agroovd notasimple bassgroov@and Mbuso said, O0This song,
song. 6 | said, OYou take it: take over and
Mombelli prefers to collaborate witlmusicians who share a similar vision and
methodology, therefore limiting the need to compromise his creativity. As he says:

If you find musicians that have been inspired by similar artists, then you kind of
understand one anot heisoisspiteckly fdsipmede €é Kesi va
Paul Mot i an, so thereds a shared sound when
almost like painting a soundtrack with the music. (Ibid)

As | discussed in the previous chapter, issues around authorship inevitably arise when
scorng in a coll aborative contStryofaBeadtfuMo mbel |
Country, only Wyatt received a eoredit as composer. He and Wyatt took the lead during

the initial spotting session in determining what music would be required, butat is n
necessarily clear how this earns them authorial status at the expense the other
collaborators in the ensemble whom, it could be argued, had an equal hand in the creation

of the scoreOne i s inclined to assume that, gi
composition should be derived from the same kernel of personal creative expression as
improvisation, he would believe that it is unethical to claim authorship over music that
collaborating improvisers have-coeated Perhaps the shaping, guiding and subsequen

arranging of the music to film is the reason Mombelli and Wyatt are considered its
composer s. A similar argument i's put for we
shaping performances and structuring musica

his scores, defending his authorial status in relation to their improvisations.

Conclusion

I have explored Mombelli s approach to scr e
privileges improvisation and personal expression over external imperatives and
collaborative creativity. A comparison between the scoring practices of Mombelli and

Danna suggests a fundamental philosophical difference regarding -maisicy:

Mombel I i is of the opinion that a score shc

resporse in the moment, and Danna believes that the film itself should be the sole arbiter

19 Track 7 onStories(Mombelli 2014).
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of onedbs scoring process. For Mombelli ther
i mprovisation as both are contingeaqng upon a
the aleatoric nature of sound production.
improvising directly to image versus away from the image, helps us explore the
composer6s autonomous creativity in relatioc
scoe for Story of a Beautiful Countrgeveals his approach to collaboration within an

ensemble, the process of assembling improvised material in reference to picture, and a

critical look at his stated unwillingness to compromise his creative control.

The folowing chapter attempts to digest the concepts and conclusions in this chapter and
the preceding chapters regarding the role and function of improvisation within screen
music. In it | reexamine those ideas in relation to my own portfolio of works antysesa

of my compositional approaches.

89



CHAPTER 6: SELF-REFLECTION ON THE PORTFOLIO
OF WORKS

Introduction

In the previous chapters | investigated select improvised scoring practices within screen
composition from thailent film era to contemporary timeklooked at trends of scoring

met hodol ogies as wel l as specid@ncoerand mposer
examine the various creative dynamics at plagnprovised screen musia this chapter,

| turn the lens upon my own composition portfolio and conduct an analysis and
examination of thémprovisational and compositional process1 my works.Below, |

reflect on my own creative procesdeseach piecén light of what | have learned from
examining ot her Seapg.irpoo theelistvfocompanents .as they are

arranged in my accompanying portfolio of works.

Birdman

One of my compositionahandats was tousepredeterminegrocesses toe-scaethree

key sequencesom a film that originally had an improvised scameorder toinvestigate

the ways in which my musical material differed from the improvised music and how it
might alter the filmic experience. For this task | sele@edman or (The Unexpected
Virtue of Ignorance)2014, dir. Alejandro IAdrritu). Adiscussedn ChapterThree,the

film tells the story of a washedp actor who tries to reclaim his fame on Broadway.
Alongside compiled pieces of pexisting music, Birdman contains improvised
sequences by jazz drummer Antonio Sanchez. | analysed some of the imprgvisato
processes Sanchez dfidrrituemployed in Chapter ThreBanche@ s i idea was ta |
compose music that wasv e r y -opiented, whene each character had a different
r hyt hmi oquotethie PoadD14(n.p). Ifarritu told Sanchez that approauithe
score thematically wasot what he had in mindHe suggested a more spontaneous,
organic and improvisational approadbid). Withl 1 8r r i t ués guwtodngnce, Se

processsoughtto capture different emotional states throtgptural changes:

| said to Alejandro, fAWhy dondét you sit in
|l 6m playing? €& When you see him [ Michael K
dressing room, raise your hand. When he ent

Every time he raised hisahd, | would change texture. It was an amazingly fun
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chall enge. Being a jazz drummer , Il am used
do it with imagery. Quoted in Pond 2014)

In re-scoring the film, | had to decide whether to basepmgdetermined music on the
original improvised scorgn some waypr to activelydisregard the original materidh

order to deviatdrom his freeflowing textural score,and despitd  § r expressedl s
wishes to the contrary,chosetop ur s u e sSmnatial tnk ef thdught and approach

the composition from a thematic standpoMy theme would transforrthroughout the

film, as opposed tbeing a plain recurring statemerind would therefore function
somewhat as a leitmotif.While | was concernedhité o vceordi ng 6 tsbwengmusi ¢ b
seedsof insight into character development aflodeshadowinghe narrative could be
counterproductivein anintentionaly ambigwus film, | pressed on, reasoning tlaat
leitmotivic approachwould at the least offermaopportunity to observe and note any
interesting transformatienn the functiors and effectiveness of thdifferent kinds of
scores. | began by creating the thematic material and writing a short suite of sorts in order

to ascertain appropriate moods amstrumentation.

Birdmardbs pr otagoni st is Riggan TFupactordamous ( Mi ¢ h a
for playing thesuperherdirdman in a film trilogy twenty yearsarlier. Riggan is trying

to gain recognition as a serious actor for writing, directing, and starring in a Broadway

play. However, he is tormented Ayaunting and critical internal voice that takes the form

of his alteregqg Birdman.l n a case of trdorang réality, Keatensc ast i ng
famous for portraying the charactef Bat man i n TBatman®989) tarmin 6 s
Batman Return§1992). Subsequent todbefilms, he made forays intomore6 s er i ous 6
dramatic acting. Thereandr i pggsmitlthe hesar e tr we e
narrativelooms large througholirdman As a result, | decided to make reference to this

in composing my themeCo mpos er D a n Bgtmarkskcdrerisaam écanic

representation of the superhero, especially therfate leitmotif:

Cm Ab
- —] t |
AL — — 1 I if
[ Fan LI N I 1 1T 77 d 1|

Fig. 24: Reduction -bhemebmandés fABat

20 SeeChapterThreefor further discussioon the functionality of the leitmotif.
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T h e -fi Ba melad is rooted in the tonic of the minor modscendstepwisethen

leaps up a perfetburthinto therelative major harmony outlining a major sixth and lastly
descendby asemitonepulling us back to théonic by way of its dominant relationship.

The theme is rooted in a minor tonality but has a heroic and soaring quality, reflecting the
character of Bruce Wayne; to use Janet Half
and traumatised individual and, just he is positioned somewhat flexibly between the
opposing powers of c¢crime and | aw, so his mu
to fescape the irrational i tflgdged Supenhersandl ar k s i
j ust war rdntedimtheimasic (idemp, 15R&ggan isalsoplagued byhis Aidark

s i daeddstruggleshroughoutBirdmanto let go of the past and stop obsessing over his

selfworth and relevancedowever, unlike Bruce Wayne, Riggailows himself to

regress and beconaefined by his past and his egotistic tendenaes it is unclear by

the end of the film whether he is able teeccome the darkness withinnmself In order

to represent this musically, | decided that themel woul d use Bathoul d b

themain retrograde

Fig.25Reduction of my ABirdman Themeo

The semitoneascenfrom the pleasantly serene magaventhdegree of the harmortp
thetonic, followed by afall into a decidedly minor modepresentRi gganodés consi s

stifling of the potentiafor happiness bgescenohg into selfdoubt and nihilim.

Before scoring to picture, | created a shor
(EarlyMocku p Y whi ch can be found in the AComposi
to better define for myself the functionality of the thematic material and my decisions

around instrumentation, orchestration and mood. This was a useful first step in that, as

will be discussed below, it became clear that | should discard many of my initial ideas
regarding creating a sonic landscape typical of superhero films in favour of a more

intimate, unconventional and processisic driven score.
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M17 Internal War

The title of his cue igaken frontheofficial soundtrack: In this scene Riggan is wracked

with selfdoubt,destroyingobjectsin his backstage dressimgom whiktbeleaguered by

B i r d neatinabveice. His publicist Jake enters and calms him down, assurindnaim t

the show will be a succesehe musi c begins af t-skarShiReargganoé s
witha chord in the violins containing the har
Themeo (Abmaj 7#11/ C) modul ating ddedh over
from hard left to hard right (0:068:12). This foreshadows what will be unloaded
throughoutthescerend si gni fies the two sides of Rigg
returns with Riggan smashing a pictorial representation of Birdman, but thdatod

and panning is reversed, signifying that he is neither convinced by nor free of Birdman

(2:44).

Fig. 26: Riggan and Shiner iBirdman

In order to deviate from the originadusic | chose not tatilise percusgn instruments,
but that presented the challenge of finding another waayrog age wi t h f i |l mdés
flow that is, in large part, due t@arritudb s e x t r e me thel (appaently) airgle s

21 Track 11 (Sanchez 2014).
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continuous shot that constitutes the film h at S a n créinforcés sand suportse

so well.lfarritu explains:
[The continuous shot] was conceived the moment | knew the movie was about
the ego é Not just observing the character
are trapped in continuoasditr enet. i olnt 6& Thii N ¢
continuous shot €é has a [different] emoti ol
closer to what our real lives are like. (Quoted in Cook 2015, n.p.)

As a result, composing music with a minimalist approach made sense #uther

Rebecca Ban explains how minimalist music can create a sense of continuous flow in

f i | Becausa of its constant pulse, its rhythmmpetus also propels the music forward.

The music can thus be stretched out indefingelgssisting with the continuity of the

flmo (2008, 38) . The mini mal iitstset prgcgss sac h al

somewhat antithetical to improvisation and because the music has its ovanddehat

eschews manual interventions in meanmngking. ComposerSteve Reichdefines

minimalisn aasconipositional process and a sounding music that are one and the same

thingo (1974, 10) |t c o ndetermingg allt theynotefo-note details and the

overall form simultaneousl|l y. iteencepsarét | mpr

mutually exclusive (idem,11). This aligned with my chosen compositional mandate as

well as with the deterministic themes of the film.

Theunravel i ng of Riggands empboytheteanrsquepf omphasi mgod
and to have increasingolyrhythmic complexityreinforce the sense of his bifurcated

psyche A gradual phasing approaahthe vein ofReiccf s A Vi ol in Phaseo (R
hastwo parts playing repetitive phrases in almost identieaig so that both parts are

perceived to be sounding in unisand wer timehavethe phrases gradually shift apart

This creates, at first, a doubling effect, then complex polyrhyttaiter which theparts

eventually returmo anin-phase positio(Mertens1983,8) . | used my #ABi rdm
as a repetitive phrase across wataves. | created twwiolin parts placed in the centre of

the sound fieldvith duplicates panned slightly right and left respectiv@lge violin part

remains constant while the other moee®r further out of syrc This mirrors the idea

that although Riggaand his egaonstantly diverge and converge, they are in essence
inexorably tied to one another and form his personality and perceptieris.in the
clutches of B ianddhisnpath dosvards setfdstrucionappearsall but

predestinedMusic theoristRebecca Leydod e s cr i be s ph h mppwaclsto an i a
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composition and suggests thatr e pet i ti on conveys notions o
madness,dr o gi ¢ al (qudes in Eaton 20908045).

| found that employing this techniqeeeated two issues for me to contend withistly,
the music becomes distractiagitimesbecause the listenstrains taconflate thecomplex
sounds i nto s, donteetddirimang of the naaabiveEatdon writes that
fiminimalist scores are not always inaudible. Often they dragre attention to
themselves than do conventional film scores( 2 0 0 8 , 3 2) characterisicsi s bec
of the music itself draw attention to it; is difficult to ignore a constant, precisely
repeating pulse, which is one of the underlying theories behind alarm clocks and
telephone rings ( i d eSmcondIg, 3eiting thearts simplyrun theirpredetermined
course throughout the cugdhot affad memuchopportunityfor manipulaing the music
to synchronisavith specific actioson-screenn order to assert my musical interpretation
of the narrative at specific juncturess Eaton explainsiiconventionsmaking emotion
explicit are not part of mimalismé whose slow change raa@d continuous form makes
stingers and other signals of dramatic surprise complatetharacteriste¢ ( i d e m, 35) .
She goes on:
These qualities of minimalism do not allow it to reflect every emotional nuance,
everyactomf a scene through dramatic underscor.
show immediate emotional change is not available. Instead of portraying
momenito moment feelings or drama, the most it can do is bathe an entire scene
in affect, reflecting a general moduarough its tempo and mode. (Ibid)
Inorder to address these Iisspesnhntbodenetimien
were and discovered that if | had thecond violinpart shifta semiquaveaheadevery
eightbars the musical patterns overlapdaform intricate and dissonant melodasund
those specific points. This allowed me to create both a less distracting and a more
dramatically intentional score. Eaton notes thdlie further a cue gets frompured
minimalism and the closer it gets ®omething resembling the Romantic styletlod
classical scoring modghe more it can take on the functions of thatmodel( 2008, 4 1) .
My approach to using thematic material and targeted dramatic underscoring deviates from
minimalism in the way Eaton sggsts:fia hint of a melody might serve as a sign of
emotion or force audience identification with a charactemore so than apured

minimalist cu@ (ibid).
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Fig. 27:: Excerpt of Tinpntec omrd tinideordesd anitdnnotations (0:12

0:38)

WhenRigganhits the wall,a visible marker that he is losing contrible parts diverge on

their predestined path&hile low strings and a synthesiser drone underscore the moment

(0:20, mm.8-9). In this way | took guidance from the original score, as Sanchez explains:

A Ifarritu] wanted me to accentuate with the drums whenever he would hit the wall or
the floor, but he

drop

somet hing

on

wanted

2015)22 The first time that the harmony is outlined in the low strings is WRigigan

reactsdespaiingly to Birdmard ¢ i n e

fiYou ar e | ame,

Ri ggano,

torment, while a further divergence of phase occurs in the violins (0:34, ra?3) 2Zhe

harmaies that act as an anchor for thelodic partsand facilitatea progression of the

mu s i

C ar e

born

out

of Bi rdmanos

agenda.

I modelled a synthesiser to underscore the moments when Riggan uses telekinetic powers

to lift and smash objects in his dressimmpm (0:45, 2:43) The alien nature of the

electronic sound within the context of atherwiseacoustic environmerttighlights the

magical realismin the scene, what Kelly Kramer describes as fimatterof-fact

inclusion of certain fantastica elementd in an otherwise realistically told story

(Kramer 2016, 2). Whehis agent walks in and sees Riggan throwahgectsaround

2See

Chapter

Three

for

further

di scussi on

on
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(3:06),we are presentedwithonf | i cting explanations of Ri
refuses to help the viewdecidewhichonesdeab Thi s i stheceredthesilen A

I's about what is real, and hbovosemeusa an t el l
synthesser because its electronic naturerites the idea of detachment fracorporeal

reality whencontrasted with theounds ohumanly produced acoustic instrunmgnt

M2 1 Street Walk

In this scene, Riggan wakes up after having drunkenly passed out in the street. A
synthesised piano with phasing and delay plays disorienting major seventh chords while
Birdman says, fAYou |l ook Ilike shit, brother
up! 0, and a ramshackle 3/4 metre is establi
unsteadily, pizzicato violins with reverb and discombobulating effects counter the piano

chords (0:30)Birdman appears behind Riggan in corporeal form and dogs him as he

walks, sowing delusions and f ant a$0i5@.sThei n hi s
music used in the origingdJ o h n A dGhonss ofsExiléd Palestiniaagrom The

Death of Klinghoffg one of the few instances in the film where-présting music is

ued (seeiblgondgdM3bel ow) . I posit that this
Birdman has subsumed Riggandés ego so totall
with Sanchez©6s | mpparding] whiehd hitherto hasubeea lusednto o d
indicate his internal struggles. The use of@xesting contemporary classical music is a

mar ker that Rigganés fantasising has gone r

There is a rising noisy orchestral swel/l pr
world (1:23). As the etion unfolds, | used a chiptune sound inspired by-ait 8ideo

game aesthetic to express the super-ficial

t hemed i s set uncashedahdydistorted synth@&isensiamdreleckranit

drums.
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2:25)

Fig. 29: Birdman dogging Riggan iBirdman

The fantasy abates and the string sectionplagsr i at i ons on the #ABirdm
mm.24) as Birdman convinces Riggaarmr.mete pldegisn
out in full force (2:14, m.5). A boy soprano then sings the theme (y8n24.8 and 2:32),

signifying that Riggan has been congthby his inner child who seeks, regressively but

innocently,tord i ve in a 6safed past that no | onger
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M3 i Flying

This is arguably thenostconspicuouslymagical realist scene in the filPAs Riggan
stands on the rooftop, a woman shoutsi ks f ohi r eal , or are
(0:01), aguestiorthat reveals one of the key tensions of the fikrtheabsurd part of life
incompatible with truth? Téafilm portrays the paradoxical intelependence of the real
and theunreal n Ri g g(rantrs2016,i7)Riggan jumps off and flies around the
city (0:44). The music used in the original 8rgei Rachmanina¥ second movement

f r oSymphony No. 2 in E Minar .

Ilhil: ™

1 | Zfl |ronov

Fig. 30: Riggan flying inBirdman

you

At this point, the audience does not know whether this is fantasy or reality and simply has

to accept the ambiguity. Therefore, | ensured thatnmugic was ambiguougrom a
Western perspectivef tonality and sonority: thesparse instrumentation of piano,
woodwind and chimes creates a sense of space from the beginning, andhterseds

of fourths to buildheharmoty.
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In thinking about the harmonic language in this sdedeew oncomposeilexander
Scriabirés 0 ystic chordd ( u $emetheul a chordthat Tyler Secor describes as
creatingi a ua rabh i g (2013, 849.When rooted in C, the mystthord consists of
thefollowing pitches:

O
-

-

Fig.32Scriabinés O6mystic chordd in C

Variationson this chorctan be heard throughout my score, (for example at 0:54, mm. 1

2). | wanedto mirror the elusiveness of the scene through these harmonies hesause
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Peter Sabbagh writes relation to Scriabinfic er t ai n ©foimesvalearelnat i ons
longer clear enough to be associated with a certain furistiomn he ambi gui ty of t
I's the special char m atHoweeeg ltstill wanted nhyewuseet t ent i
toexpress that this might be a mani festatior
content of the ABirdman The me-neibegintthgmi nor ,
at 0:56), outlining D (m. 2) Eb (m. 4)i Bb (m. 6)i A (m. 7)1 G (m. 8).

No Country for Old Men

My mandate here was ®ngag with a film by employinga predeterminedcoring
approachand subsequently to explore that same film with an improvised approach in
order to examine how the different scoring practices might be informed by one another
and how they affect the final product. | chose three scenesNm@ountry for Old Men
(2007, dr. Ethan & Joel Coen), partly because there is very little in the way of music in
the original. There isnottruly an absence of an original score, howelecause th€oen
brothers and@domposer Carter Burwgblurposefuly deadedto use subtle sound dgs to

shape theone of thefilm rather than anoretraditionaly 6 mu s i ¢ a(lld8cuss this r e
further below). The film tells the story aflewelyn Moss who finds cash left in the
aftermath of a drug deal and takes it. An enigmatic killer na@iégluth (played byJavier
Barden) hunts down Moss and his wife Carla Jean whilst being tracked by hitman Carson
Wells.

For the task of scoring the scenes with an improvised apprbaas faced with a few

possible strategiesOne approachwas to base the impmisations on elements

extrapolated frommy original predeterminednusic: usingthematic, harmonic and

rhythmic contenas buildingblocks for acaptured improvisatioa i mi | ar t o Nei | Y
Dead Man (1995, dir. Jim Jarmuschj. Another was to actively disegard my
predetermined musi@s much as possibl@nd insteacendeavour tamprovise new

material onthe spot.| decidal on the latter approacty allow for something to arise

through the improvisati@thatwasmore divorced from the predetermined matefiais

struck me as being moi line with an important underlying theme in tfiken : decisions

23 See Chapter Three.
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areunknownuntil they areactionedin time and arrive at their ultimatand irrevocable

destiny

In order to familiarise myself with the skill of improvising to picture in real time, |

practised using scenes from other filmi$he Lord of the Ringd mpr ovi(se@at i ono
ACompositionalE x e r ¢ i demnsacconipanking portfolio) is the result of one such
experiment. | showed my improvisation for the dramatic scene to my thesis supervisor

and his unfiltered reaction was amusement and not, as | had hoped, being deeply moved

by the personal pathos in nmyusic (I write jokingly, as my music was admittedly and
understandably rather crude in places). However, this led me to wonder whether there is

also something about theature ofa film that might lend itself moreor lessto an
improvisationalscoring apgoach something less pladriven and dramatic and less

bound to ananticipatve-versusreactive scoring paradigm might work better with

improvised music, an idea | revisit further on in relatioMtlville Meander As a result,

| decided toattempt toengage with theethreescenes along a spectrufrom actively

responding directly to eacreen eventé i MiIGas St at i o ntoléttmgptheovi sed o
music have a form and shape of its owithout adhering to each frameyhile

periodically keeping one eye on the-screena ct i oni ClarM3 | mprovi se
However, wen it came down to it, | felbdd holding myself toa specificmethod of
improvisational engagemerih a way, it felt disingenuous not&low for improvisation

upon mydecidedmethod of improvisatiorandso | permitted momentsr whatever felt

6rightoé in real ti me.

| did find that it was all too easy to fall into thabitof dnmickey-mousé n g ébeirgrod
obviouslyreactive.Interestingly, employing atrategy ofignoring the imagesat times

helped me follow the thread of a more interiarusicalnarrative. This is a strategy |

witnessed Paul Hanmer utilisehen amusicalidea had run its course he was content to

sit back and allow the film or other magns to present the next move in arganic

way2sUl t i mat el vy, I found composer John Ott man

You have to not be afraid to have confidence in yourself. Simply let your fingers
work on the keyboard and just do what flows freely out afrymead. Use the

24 See Chapter Three.
25 See discussion dBinema Improvisandm Chapter Two.
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Force! Il nevitably something unique is going

about it and try to refer to too many other
copy something, youdbre going to come up wit
that if | just sit in front of the keyboard and just doodle and just have the

confidence in myself that AGee, this might
thinking, o6 it always wil/ be better. And |

wrote was reallyart of me. (Quoted in DesJardins 2006,-175)

M1i1 Gas Station

In this scene, Chigurh intimidates a gas station clerk and bets his life on a coin toss.

Fig. 33: Chigurh and gas station clerk Mo Country for Old Men

J =60 0:16 0:28 0:34
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. r 4 T - T - T - T - T T ]
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A4 1 I | | 1 | | 1
®  nat. harm. ¥
mp
. &) I | I I I 1
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\____________/
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Coin spin [F | } —& ! — | ]
L 1 1 ~ - | 1 1
& - o
P
. &) L | 1 1 1 ]
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Fig.34.Excer pt of miyGas StatarPeedeteomninedii Mli t h t i mecodes a
annotations (0:16):40)

A key feature of my score in this scene is a virtual sample instrument | created using

Logi c0s EX8shdareadngfaeain,beingossednto the air and mother

of a coinspinning on a tabld then manipulated the recordings/samslesher sources
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werenotall that obviouslyrecognsable but could still work to convey ides of chance,

the contingent, probability, luck and fafecross the three scenésysed variations of the

A c oi nto teresentjunctures whe@Ghiguth 6 s d e ceether fo gamblewbith his

vi ct i mis gill justiap@entiality 6 u p i n. My rhusic far this cene begins
withapitchedd own coin toss sound as hetak(@¥cts to
m. 1). The shimmang timbrealso has a bellke qualityi representative on some level

of adeath knelbeing sounded played harmonics on acoustic guitathat reinforces

this idea: just as one pitch containBnite overtones and therefore infinite possible tones

tob epludked oubof the orertone series based on the laws of nature and phgsi¢so
Chigurhsees himself as destiny personifidfte Grim Reaper who must follow a code of

0rul esd6 as to whether s o mietleero@corserobwhithds | i ve ¢

realisation of on@ossibility of an infinite number

| created a dronkke instrument by layering acoustic guitar harmonics with their
fundamental tones removesliminatingtheattack andncreasing the sustain and release
What one hears is onlyé natural result othe sound unfoldingmirroring the idea of
Chigurhbelievinghimself merelythe facilitatorof everything following its natural and
predetermined courgeif fate puts someone in his way, then so b&he peanut wrapper
uncrumplingcaptures this tensioeffectively: Chigurh scrunches it up but it unravels

slowly on its own, following its own inevitable course of act{@r89).

Initially, | wrote melodic lines for the scene but found that it was not working. Composer
Aaron Copland writes tha@imelody isby its nature distracting, since it calls attention to
itself. For certain types of neutral music, a kind of melodyless music is e,

91). | opted instead to oscillate between two pitchesmitonapart(mm. 34), building
tensionandsignifying that there are two ways that this scene could parandtve, like

Chigurh andheclerk, are still unsure.

| was anxiousabout addingnusicto a film that with its extremely minimal score and
perfectly tense, often very quiet sound desfgrls like a masterpiec8urwell himself
struggled with this:

It was easier to eliminate musical ideas than to contribute them. What aspect of
the film should the music play? Not character; the characters in the film verge on
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clich® to bengdier swiotrhi nég awnodulud only exagger at
play the story, which also is a cliché. (2013, 168)

| took the approach of nabveringthe same ground as Burweillhile still engaging with
the film with a similar mindset to &iTheinsidious singing bowtlike effectsin my music
aresimilarin some ways$o Burwell® subtlesounddesign but | chose &corethesubtext

of broader thematic ideas in the narrative.

When scoring with an improvised approach, | found | coulgudecial about where |
wanted music to be more or less presastiwasnow familiar with the contoursoverall
lengths and specific narrative beaif the scenesl was faced with decisions about
whetheror notto adhere to or abandon the templatetémpo, rhythm, texter etc) that

had manifestediuring my preleterminedscorings.My o wn glpostscard wa®
difficult to ignore and indeedhatwasanintended purpose of thigork: to see tdhow
improvisationswould follow or abandommy predeterminedmpulses For example |

chose tosustainthe music as opposed to punctuating the moment where the wrapper
uncrumpleg2:40). A comparison of the waveforms of the two versions (Bl shows

clear density differencesmy predetermined score is consistently louder aedser

overall, with a buildup towards the coin toss reveal (3:56), whereas my improvised score

Is softer and musical gestures sparser in placement and texture.

Fig. 35:Waveform comparison of my predetermined (top)iamdp r ovi sed i(Ghsot t om)
Stationo scores

M2 1 Hotel

In this scene, Chigurh tracks hitman Wells to his hotel room and kills him. My score
utilises theShepard tongea sound consisting of a superposition of sine waves separated
by octavesWhenthe bass pitch of the tone mesupward or downward, it is referred to

as the Shepard scaadcreates the illusion of a tone that continually ascends or descends
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in pitch, y& which seemseverto getany higher or lower(Shepard 1964, 2346) an
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Fig. 36: Excerpt of 1eotelPredaternened owi tAihM2t i mecode s

(1:36-1:47)

This struck me as aappropriate device to empldp a c t as a corollary

character and behaviour. Chigurélievesthat he is merely a force of nature, but in truth
this is anillusion T he is just a psychopathic murderérdiscrete Shepard ale plays
while he is still humouring Wells (1:36, m. 1) but becomes a dlikreRissetShepard
t he not

3) .

whet her
(arieffett8adenm.
w htwocsdguentisBheplard tones playeda tritone apartcreating

glissando as deci sion nor

d

oritone paradoX |,

shoul admit your situationo

tonal ambiguity(2:48).Whether it is perceived as ascending or descending is influenced
by t he relatieintermakanddesternal contex®eutsch 1986,2)We | | s 6 s

in flux, the outcome of which is now expedited by his choice about whether or not to

fate

answer the pbtne.



Fig.37:. Chi gur h i n WeNo Caustr§ for Old déene | room in

My improvised versiorhandles the same scene quite differently. It is far more free
flowing in nature and less concerned with underscoring thematic ideas, opting rather to

address surface tension through dynamics and melodic gestures.

1:51 2:06
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Fig.38 Excer pt of miyHostceolr el niporro viiM2e do wi t h ti mec ooc
(1:51-2:10)
M3 Carla

This sceneservesas a counterpointtotrecenar i ¢ Gas 8 Mahtgurto n 0

promisedviosshe would kill Carla if he @l notgive him the money. Now Heelsbound

to fulfil that destiny.

2:15
"People always say the same thing"
A48 !

Coin spin -/ ﬁ 8 i

)
; Ao
Harmonic drone [{ay—#5 |
Y 8

Fig.399 Excer pt of miyCadaPredetermihedr wit MB ti mecode and al
(2:15-2:20)
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I used manipul ated coi nwhemi nChd gqwmnds rtelpdti e
al ways say the same wdinersiangodfatalisth.Aslféar asheissi gni f y

concernedheis justt h mear®i the toss and the call are beyond his control

Fig. 40: Carla in No Country for Old Men

Thestylel adopted in improvising is especially clearthis cuesitting squarelywithin a

tonal jazzinflected harmonisoundscape. This Isecause | felmore comfortablewith

thetraditional methods of exploiting tension and asle that are appropriate to such an

idiom. al so knew it waAnmeflicdnatmogphete lofe¢he filnowitloutwo r | d 6
much issueThis approachs evidentin how | scoredCarled sefusalto &allbChi gur hdé s
tossi The coin donous th awaeuSheafosh&n@ntsto tlaimsno j
responsibilityand sherefuses to grant him thagxplainng thathe is not simply doling

out justice.A hopeful and pregnant Abmaj7/F harmony moves to a harsh dominant b9
sound as Chigurrhe rtelse omnalme (B45), gndingewitioeoi n di d
ominous low F as he leaves the house and we realise he has killed Carla (3:23).

They Shall Not Grow Old

My mandate here was to improvise within an ensemble to a film | had not seen before

and then to rescore those same scenes in a predetermined fashion. The idea was to
experience frshand the interplay between i mprovisa

engmble context. This tasked me with r&ale improvising, guiding an ensemble,



utilising improvisations as buildinglocks for composition and the personal experience
of compositional process that composers like Carlo Mombelli and Mychael Danna

regularly enploy 26

| formed an ensemble that included myself (piano and Casiotor@3y|drummer Saul
Nossel and trumpeter Philip CexThe only information about the film given to me and
the ensemble beforehand by my thesis supervisor was that it would beabdiiiWorld
War I.1 created my own photoplg¥ig. 41) along the lines of those catalogued in books
(such as the Sam Fox anthologies) filat accompanistsised in the latter half of the
silent film era, as discussed i@hapter Two It contains a melodyand harmonic
progression that | deemed appropriate as an outlipeedeterminednaterialto baseour

improvisatiors upon, and | supplied the ensemble with it on the day of recording.

Dm Am7/C Bbmaj7? Am’/C [A7/C]
~ — —
Trumpet in Bb Wﬁﬁ =+ i i —| |
D) ) . - ' ' -
i v VI v V']
Cm Gm'/Bb Abmaj7 Gm"/Bb  [G7/B]
O -
Piano { T I I 11 | I | — 11 I
L) ] - T - I - I - Il |
Drum Set E f t { g |
1 I | 1l

Fig. 4 My dA War 0 p heey $hdlNoa GrowfOddr

The film transpired to be the BBC documentaityey Shall Not Grow OI2018, dir.

Peter Jacksonihe story of World War &stold by the men who were therssing digitally

colourised archival footag&’he sequences had a soundtrack that we would listen to
(voiceover and sound effects but no musical underscore). | decided to give very little prior
instruction to my fellow musicians other than to say they should feel free to improvise

outside ofany stric constraints of key, metr e, rhythn
photoplay might instantiate. | gave the ensembletre® guidance by means of hand

signals and head nods, and we were signalled by my thesis supervisor when each cue was

26 See Chagers Four and Five respectively.
27 Cox had experience performing a hte@picture improvised score with Paul Hanmer @nema
Improvisandgwhich | discuss in Chapter One.
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coming to an ied. This served as anterestingphenomenon: scoringféim with serious
gravitas with live improisation as opposed to tHigght comedicfare of Charlie Chaplin
or Buster Keatonfilms that often undergo a live improvised scoring treatment in

contemporay performance practice.

My subsequent predeterminedseorings utilised botmy i Wlhotoglay material and
elements from the ensembimprovisations as the basis for an expanded orchestral
treatment | laboured over the writing and orchestrating oés® rescorings with an

analytical outlook and multiple revisions.

M171 Preparing for War

| found that with our ensemble improvisations, unlike withoyCountry for Old Men
improvisations, an almost hypnotic state of flow was more easily attainedtsBifere

made by the musicians disruptthe flowin order to better represent thesecreen action

at various junctures. For exampl e, foll owi
monochrome footage to -edlourised widescreen, | responded by changin
instrumentation from the Casiotone to the upright piano and moving from sustained
chords to an ostinato pattern with the bas:
piano diverting from the established pulse to rubato octave tremolos and the drums t

cymbal swells when the film shifts to depict nigime explosions (6:52).

Fig. 42 Monochrome footage ifihey Shall Not Grow Old
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In my predetermined rscoring | found thatwhen faced with the choicbetween
reverting to the structure and content of the improvised recordirsgsfollowing the

natural flow and arc of the usicl waswriting, | generally took my creative cues from

the latter.Thus, thematerialevolved andnutatedin interesting waysHindsight and an
expanded sound palate at my disposal allowed me to be more deliberate about my scoring
choices. For example, | could woscore the military brass band in a pseddmetc
fashion( 0: 29) . I n a similar vein to Dannads u
geographic indicators an accordion makes its appearance after the disembarking in
France (1:18)A look at the wavlerm comparisons between the two versions of the cues
also reveals that their dynamic spectra are quite different. Despite being connected in
terms of source material, choices around instrumentation, texture and intended musical

gestures have led to scoresh unique overall moods and emotional affects.

T ——

Fig.43 Waveform comparison of the i mproviised (top
Preparing for Warodo scores

M2 1 Same as a Rabbit

In our improvisations, we contended with and worked around the appearance of diegetic
music. For example, diegetic music begins as the soldiers amuse themselves playing
harmonica and clarinets and both | and the drummer temporarily ceased playing while

the trumpeter continued to noodle (0:37). To match the key and mood of the diegetic
music at 4:40, the ensemble quickly adjusted by directly modulating to the parallel key

of C major, playing a carefree waltz while
mode (4:55).

28 See Chapter Four.
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Fig. 44: British soldiers entertaining themselves performing musichiey Shall Not Grow Old
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annotation (0:160:22)

Responding to the description of life in the trenches, the trumpet performed a melody of
military-style fifth intervals(e.g.0:050:19, mm.%3). At 4:38, | quotedthat melodic cell

on the piano. This fifth motif, theinor ninth arpeggiad played on the piano (0:20, n 3

4) and the triplet snare pattern (mm3Rare motifs that | repeat and manipulate

throughout my predetermined-seoring of the scene (Fig6 below).
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Fig. 46: Excer pt of2i®ameasa®abbrrefleeminégdM ( €@:27) 8

The alternating fifths appear in the trumpet (mrd) land an inverted quotation in minor
thirds in the oboes (m. 4). The minor 9 arpeggio is harmonised in the clarinets, bassoons,
violas and celli (mm. -3). The triplet snare pattern appears as is, sans brushes (m. 4), and
also with augmentation (m. 1). This provides a good example of how | used musical
elements that the ensemble generated through improvisation as material to directly shape

and inform my witing of the predetermined score.

M3 1 Hot Tea

The scoring of this cue reveals how tempo, pulse and pacing from the ensemble
improvisation, at certain times, provided a template and direction for my predetermined
re-scoring. For example, the rhythm edisified by the piano in the improvisation (Fig

47) is used as the foundation for a section of music in ttee@ang, orchestrated with
flutes and violins, with rhythmic patterns from the drum kit translated to timpani (Fig
48).
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Fig. 49: British medics inThey Shall Not Grow Old
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