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The course is divided into three major units:
L. An Introduction to Compositional Principles in Drama, 4-5 weeks
II. Some Classic Film Scores, 5 weeks

I1I. Newer Approaches to Film Scoring, Remainder of the semester

The first unit covers the basic means of evaluating the function of music in a
particular film. Richard Wagner will be explored as the founder of modemn

dramatic music approaches, and “light” music will also be considered.

The second unit examines some classic film scores in great detail, to determine
how the composer’s particular approach in a given film influences the overall
dramatic design of the film.

The third unit places emphasis on the work of Jerry Goldsmith, who, along with
John Williams, was one of the most important figures in late 20™ Century
Hollywood film music history.

R %8 1S g e
Independent projects will be assigned by the instructor, and these assignments will
be supplemented by the instructor’s own experience in the field of scoring for
media through demonstrations of various projects. Emphasis will be on the

demands of the medium, and how it differs from other types of musical ventures.

Practical methods of timing music to a motion picture will also be discussed.

PAATER
The music of the Beatles will form nearly all of the semester’s repertoire, with a
few brief examples from other popular music performers. The Beatles have been
chosen because of their longevity, popularity, and the quality of their songs. Over
less than a ten-year period, they developed as songwriters and inventive studio

artists in a way unsurpassed in the history of popular music.

The class consists of three very broad units, but the emphasis is on the particular

10



songs that the Beatles created. Two to three songs per class period will be
highlighted. Historical film footage and movie clips will also be introduced to
demonstrate the social impact of the Beatles.

Unit I — The Early Beatles to Help!
Unit II — Rubber Soul to Sergeant Pepper
Unit III — Magical Mystery Tour to Let It Be

r%%_%%ﬁ

8 SEEaERAER N AAES

gt | Modulation Synthesis (FM, AM, RM, etc.)

B=H Modulation Synthesis

g Ruskic] Digital Filters

#HiA Digital Filters

%N Additive and Substractive Synthesis

%t Analysis and Resynthesis

FAA et (BREL-EFREEH)

% 78 Granular Synthesis

%18 Granular Synthesis
#£+—#A ‘ Reverberation and Spatialization
F+—8 Reverberation and Spatialization
$1+=8 Vot (BEATHEGTL  -ETEE)
%+ wig Algorithms: Patterns and Serialism
F+rA Algorithms: Random Processes
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v TEstEe
Adorno, Theodor. In Search of Wagner. Great Britain: Verso,1985.

Burt, George. The Art of Film Music. United States: Northeastern University Press,
1994.

Cooper, David. Bernard Herrmann's The Ghost and Mrs. Muir: A Film Score Guide,

Oxford: Scarecrow Press, Inc., 2005.
Eisler, Hanns. Composing for the Films. New York: Oxford University Press, 1947.
Karlin, Fred. Listening to Movies. New York: Schirmer Books, 1994.
______and Wright, Rayburn. On the Track. New York: Schirmer Books, 1990.

Prendergast, Roy M. Film Music: A Neglected Art. W. W. New York: Norton and
Company, 1977.

Reay, Pauline. Music in Film: Soundtracks and Synergy. New York: Wallflower,
2004.

Sterritt, David. Jean-Luc Godard Interviews. United States: University Press of

Mississippi, 1998.

Thomas, Tony. Film Score: The Art and Craft of Movie Music. California Burbank:
Riverwood Press, 1991.

Wierzbicki, James. Louis and Bebe Barron s Forbidden Planet: A Film Score Guide.
Oxford: Scarecrow Press, Inc., 2005.

Wagner, Richard, and Goldman, Albert, and Sprinchorn, Evert (editors): Wagner on
Music and Drama. New York: E.P. Dutton and Compaﬁy, Inc., 1964.

Winters, Ben. Erich Wolfgang Korngold’s The Adventures pf Robin Hood: A Film
Score Guide. Oxford: Scarecrow Press, Inc., 2007.
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v THRATESR
Beatles, The. The Beatles Complete, Score. Milwaukee, Wisonson: Hal Leonard
Corporation, 1993.

Brown, Peter, and Gaines, Steven. The Love You Make: An Insider s Story of the
Beatles. New York: McGraw-Hill Book Company, 1983.

Hertsgaard, Mark. A Day in the Life: The Music and Artistry of the Beatles. New York:
Delta Publishing, 1995.

Kane, Larry. Ticket to Ride: Inside the 1964 & 1965 Tours That Changed the World.
Penguin Books, 2003.

Lewisohn, Mark. The Complete Beatles Recording Sessions. EMI Records Limited,
1988.

Mellers, Wilfrid. The Music of the Beatles: Twilight of the Gods. New York: Schirmer
Books, 1973.

Pritchard, David, and Lysaght, Alan. The Beatles: An Oral History. New York:
Hyperion , 1998.

Schoenberg, Amold: Fundamentals of Musical Composition. London: Faber and
Faber, 1967.

Schiltheiss, Tom. The Beatles: A Day in the Life. New York: Perigree Books, 1982.

v TERES
Dodge, Charles and Thomas Jerse. Computer Music: Synthesis, Composition, and
Performance. |

Roads, Curtis. The Computer Music Tutorial.
Computer Music Journal

other ON-LINE resources
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v TagExre,:
< Book: .

Borwick, John. Microphones Technology&Technique. Oxford University Press, 4
edition

Eargle ,John. Handbook of Recording Engineering. Springer, 3 edition.

<  WEB:
Sound & Hearing — www.hyperphysics.com

Digital Recording Techniques — www.digital-recordings.com

Forum fiir Mikrofonaufnahmetechnik und Tonstudiotechnik
http://www.sengpielaudio.com/ '
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5. REFFET X
e ®  Two shorter papers (in both English and Chinese)

discussing particular film scenes and their music -
60% of the grade (30% each paper)

olary ®  One longer paper (in both English and Chinese)

LA S examining the music of a feature-length film —

o  40% of the grade

| @ Attendance is mandatory, and tardiness can lead to

class disruption. Lack of attendance can quickly

lead to failing the course.

. ® At least five projects will be assigned over the
~ course of the term, and they are mandatory. Failure
ERRERELL A} Y e
L to complete any of the projects will lead to failing

marks in the course.

@ Three shorter papers on a Beatles song (2 — 5
pages, in both English and Chinese) - 30% of the

, \ grade each One oral presentation — 10% of the

AT ‘ grade.

e ® Attendance is mandatory, and tardiness can lead to
class disruption. Lack of attendance can quickly

lead to failing the course.

L% 30%
T84k £ 40%
27 KA &% 30%

R e
HERNGLABBTE RS
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National Taiwan Normal University Course Overview

B Department: Graduate Instltute of Ethnomu51cology
B Course Code PGUJOOS -
B Course Title: Foundations of Film Music (&g 4 4% %)
W Total Credits: 3

Hours per week: 3
B Instructor: Professor Kris Falk (%, &7 « 18 %, #3I%)
M Specialty:

B Email: kris@ntnu.edu.tw

1. Goal
By the end of the semester, students should be able to better understand the
role music can play in dramatic contexts, particularly in film. In addition
they should be able to evaluate stylistic traits and compositional-structural

devices in music, and how they can assist in creating a clearer overall
dramatic form.

2. Syllabus (this is subject to revision, based on the needs of the class)
The course is divided into three major units:
I. An Introduction to Compositional Principles in Drama, 4-5 weeks
II. Sorne Classic Film Scores, 5 weeks

HI.  Newer Approaches to Film Scoring, Remainder of the semester
The first unit covers the basic means of evaluating the function of music in a
particular film. Richard Wagner will be explored as the founder of modern

dramatic music approaches, and “light” music will also be considered.

The second unit examines some classic film scores in great detail, to
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determine how the composer’s particular approach in a given film influences
the overall dramatic design of the film.

The third unit places emphasis on the work of Jerry Goldsmith, who, along
with John Williams, was one of the most important figures in late 20™
Century Hollywood film music history.

3. Practice (administration) & Evaluation
The class will have to rely on its ears a great deal to determine what is
happening in the music of a particular film, since most film scores are not
easily accessible. Therefore, the majority of the classtime will be spent
watching the portions of films that have music, and then discussing its
musical content, and its relation to the rest of the film.
Assignments are follows:

~ Two shorter papers (in both English and Chinese) discussing particular film
scenes and their music - 60% of the grade (30% each paper)
One longer paper (in both English and Chinese) examining the music of a
feature-length film — 40% of the grade

Attendance is mandatory, and tardiness can lead to class disruption. Lack of
attendance can quickly lead to failing the course.

4. References: No required text
Adomo, Theodor: In Search of Wagner, Verso, Great Britain, 1985.

Burt, George: The Art of Film Music, Northeastern University Press, United
States, 1994.

Cooper, David: Bernard Herrmann’s The Ghost and Mrs. Muir: A Film Score
Guide, Scarecrow Press, Inc., Oxford, 2005.

Eisler, Hanns: Composing for the Films, Oxford University Press, New York,
1947.

Karlin, Fred: Listening to Movies, Schirmer Books, New York, 1994.

35




Karlin, Fred, and Wright, Rayburn: On the Track, Schirmer Books, New York,
1990.

Prendergast, Roy M.: Film Music: A Neglected Art, W. W. Norton and
Company, New York, 1977.

Reay, Pauline: Music in Film: Soundtracks and Synergy, Wallflower, New
York, 2004, '

Sterritt, David: Jean-Luc Godard Interviews, University Press of Mississippi,
United States, 1998.

" Thomas, Tony: Film Score: The Art and Craft of Movie Music, Riverwood
Press, Burbank, California, 1991.

Wierzbicki, James: Louis and Bebe Barron’s Forbidden Planet: A Film Score
Guide, Scarecrow Press, Inc., Oxford, 2005.

Wagner, Richard, and Goldman, Albert, and Sprinchorn, Evert (editors):
Wagner on Music and Drama, E.P. Dutton and Company, Inc., New York, 1964.

Winters, Ben: Erich Wolfgang Korngold’s The Adventures pf Robin Hood: A
Film Score Guide, Scarecrow Press, Inc., Oxford, 2007.
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National Taiwan Normal University Course Overview

B Department: Graduate Inst1tute of Ethnomu51cology
B Course Code PGUJOO7 '
B Course Title: 5 1% o 4 g1t 44 F 15
B Total Credits: 3
Hours per week: 3
B Instructor: Professor Kris Falk (%, £ #7 - 48 %, #4%)
B  Email: kris@ntnu.edu.tw
1. Goal

Students should become proficient in the understanding and execution of music
assignments that include other media beyond strictly music. Through
experience and reflection, the limitations and possibilities of this kind of work

should be very clear by the end of the course.

2. Syllabus (this is subject to revision, based on the needs of the class)

Independent projects will be assigned by the instructor, and these assignments
will be supplemented by the instructor’s own experience in the field of scoring for
media through demonstrations of various projects. Emphasis will be on the

demands of the medium, and how it differs from other types of musical ventures.

Practical methods of timing music to a motion picture will also be discussed.

3. Practice (administration) & Evaluation
At least five projects will be assigned over the course of the term, and they are

mandatory. Failure to complete any of the projects will lead to failing marks in the
course.
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National Taiwan Normal University Course Overview

| vDepartment Department of Musw (for Master and PhD courses)
I Course Code: MUC0027 : i
M Course Title: Seminar in Popular Music (@15 & %t % %8)
M Total Credits: 2
Hours per week: 2
B Instructor: Professor Kris Falk (2, B #F « 38 % #3%)
B Specialty:

B  FEmail: kris@ntnu.edu.tw

1. Goal

Students should be able to create an adequate jazz arrangement by the end of the
course. Emphasis will be on appropriate style consistent with American-style
jazz music.

2. Syllabus (this is subject to revision, based on the needs of the class)

Emphasis will be on the music of Miles Davis, and the “big band” music of
Thad Jones. Short assignments will be due approximately every other week, and a
large project will take up the final portion of the class.

Unit I — Miles Davis Solos

Week 1 — “Budo” and “Boplicity”, Introduction to Jazz

Week 2 — Week 1 tunes (continued), plus “Blue Monk™ and “All Blues”
Week 3 — “So What” and “Freddie the Freeloader”

Week 4 — “Move” (and ?)

Week 5 — “Stella by Starlight” and “My Funny Valentine”

Week 6 — “Sid’s Ahead” and “Blue in Green”

Week 7 — “E.S.P.”, “Eighty-One”, and “Iris”
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Unit II — Thad Jones Big Band Music

Week 8 — “Groove Merchant”
Week 9 — “Tip Toe”

Week 10 — “Cherry Juice”
Week 11 — “Consummation”
Week 12 — “Little Pixie”

Week 13 — “Central Park North”

Unit III — New Directions
NOTE: The remainder of the course will emphasize the students’ independent
jazz projects. The source material will be Taiwanese folk music.
3. Practice (administration) & Evaluation
‘Depending on the number of assignments, each assignment will be worth a
portion of the grade. The final assignment will be worth more of a percentage of

the grade (approximately double).

Attendance is mandatory, and tardiness can lead to class diSruptibn. Lack of
attendance can quickly lead to failing the course.

4. Textbooks and References
No assigned text, but the following are recommended:

Giel, Lex: The Music of Miles Davis, Hal Leonard Corporation, Milwaukee,
Wisconsin, 2004.

Russo, William: Composing for the Jazz Orchestra, University of Chicago
Press, 1961. '

Tingen, Paul: Miles Beyond: The Electric Explorations of Miles Davis
1967-1991, Billboard Books, New York, 2001.
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2 4 & R By viewing film examples, I did learn a lot of possibilities what film music

can be. I myself have been noticing Japanese animation music for some years, but this

class provides me a broader view toward music with visual arts, including some

systematic methods of analyzing the music, the rough history of film music, and many

paradigms. It is really helpful when doing some film music or animation music

analysis myself. I really appreciate it.
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Analysis of “the twilight zone, the lonely”

This is my first time to analyze film music. My opinions are presented as
followed.

1.

I think Bernard Herrrann uses very unusual orchestration for this drama: 3
trumpets, 3 trombones, 2 harps, 1 vibraphone and an electronic organ. The
only strings here are 2 harps; however, there are powerful brasses. If | were
the composer; | would not think of such special arrangements. This is really
inspiring. | consider that there are two reasons why these instruments work
compatibly. First, the use of muted brass in depicting obscure meaning.
Second, the electronic organ sounds like wind instrument, and also work
well with vibraphene. Finélly, the brass deal with feeble orstrong chords,
the electronic organ deal with melody, and the harps as well as the
vibraphone plays the media between chord and melody generally. (E. G.
the logo music of “The Twilight Zone” before the story begins. See Example.
1) {Example 2: the scene Corry and Alicia watch stars together.) This
combination is awesome.

Example 1: The vibraphone and harps appear firstly as a lead, then brass chord show
up, the melody of electronic organ, likely a lonely man, shows thirdly. The vibraphone
and harps continue when others come out.
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Example 2: In this case, this passage repeats 3 times, each different from each other.




The 2nd time adds the brass, and the 3rd time adds the other line of organ, so the
texture becames thicker. The vibraphone is suitable to present those twinkle stars,

just fike the transient happiness.
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2. Where to put the music? And where not to put? | conclude the composer
decide it by two factors in this case. The prior factor is: Is there dialogues?
if not, transcribe minds of characters by music. For instance, music exists
from beginning, until the captain’s rocket lands on this planet and brings
the first dialogue to present his solitude. From that time music disappears
for a while, showing up again on the moment the captain closes the door
and walks out the house. The second and minor factor is: are there
overtanes beyond these dialogues and lines? That means the lines doesn't
present the meaning literaily. The music function is to reveal the meaning,
make it more directly. (Example 3: The other soldier ask the captain what
the container in the box is. } (Example 4; The scene Corry reads the
instruction and wakes up Alicia. Then there is their first dialogue.)

Example 3: This four-chord motive {two of trumpets, two of trombones) would
repeat; and the antiphony between trumpets and trombones would become
overlapping. In'my apinion, it seems to be impiy'the uniknown thing (=robot) would

show up lately.
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Example 4: This dialogue between 2 muted trumpets stands for the unbridgeable
situation between Corry and Alicia. {No matter what he says, she just answers “My
name is Alicia, what's your name? " ) The final forte harmony emphasizes on her
answers and that she is not a human being, bringing a sense of irony.

" mied 1p, {rohal speaks) (man shouts) (ribot atsivers)
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Furthermore, the above-mentioned passage of music appears again to continue their
dialogue when the main character walks out the house and pushes over the robot
which results from his confusion and loneliness. The composer changes the tail of
this passage subtly then follows it by downward figures composed by trumpet and
trombone. These downward figures represent the low-spirited of the man’s heart

(Example 5):
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Nevertheless, the man becomes tender upon seeing the tears from Alicia. He erases
her tears and supports her with his hand. Finally, they hold each other’s hand. The
downward figures become {Example 6): ’
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Then the shot fades out.
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i helieve that in this film the composer tends to convey abstract
atmosphere and human nature in the majority. Take the gunshot for
example, a brass chord seems to me is despair {Example 7), and the
subsequent shot of the robot’s face presents fright by the two brass tough
chords {Example 8). The only exception is the passage for stars;
nonetheless; | think those twinkle star symbolizes their fleeting relationship
in a different view. This feeling is conveyed by the music.

The Example 7 and 8 are presented as followed. The left to the riht.
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The connection between different materials is smooth. In the scene the
captain arrives again and brings the good news to Corry that he could go
home now. But he lose his mind when he realizes that noBody considers
Alicia as a live woman. He is afraid to leave her and wants to verify to
others that she is a human being. The following chromatic scale motive
{Example 8} develops and becomes disorderly, urgent and thicker gradually.
Example 9 is presented as followed.
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Interestingly, the anti;:x'hany between trumpets (Example 4} appears again!
{But it runs twice faster than the original, presents his anxiety to see her.)

Just on the cut that he struggles to run out and finds her. There is no
fade-in or fade-out between both these two forceful fragments, but he

puts them on the right point. Besides, he remixes them later, (Example 10)
He uses the rhythm of Example 4 and the figure of Example 9. This is skiliful,
and presents a sense of unity. Example 10 is presented as followed.
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In my opinion, this man still turns out to be lonely. The solitude of these

memories, and nobody would understand it. The music brings us to the opening as
well. (Example 11) Example are presented as followed.

brass
f— -4 /"“"'\\
T - = G - : - ‘ >
T I 4
g: bg: he:
15 oo ¥ < = ;“——# o
-. S =

t‘think the most difficult two things to me are: 1. distinguishing what are the
important fragments? And what are the minor of them? After making a
c‘é}mp’féhen’sive survey, | found the texture is the most crucial hint. Both too thin and
to heavy are things worth me to explore. 2. Recognizing the tone of electronic organ,
result from unc‘ertainty of its tone,Thissounds funny, but | think this film teaches me
* the tone of electronic organ. /




Foundation of Film Music Midterm Paper

A Film Music Analysis on “The Lonely”
Instructor: Kris Falk

Stadent’s Name: Calvin Yu (REB]) 455002 049

_ Inthe following article, I'll examine the background music in the film “The
Lonely” by viewing each scene respectively and wholly. Here goes my analysis.

I. Viewing Respectively
PartA
i. The Opening Natration (track 02)

At the beginning of this film, the composer probably tried to create an
atmosphere that gives the audience some information about the background details
where the story is taking place. Sinceé the story takes place on an asteroid nine
million miles away from Earth andfmere’siﬁdbody,livi'ng' here except Corry, it
should, therefore, sound sc'ﬁtary And indeed, the music staternent is simple, and
somehow I even feel alittle blt sonewful  hearing the music. I think it’s because
there is only the wbraphena playmg and it is in minor. Alse, the mute trumpets’
uneasy chords which come in later start developing while the frame begins to focus

~ on Corry, describing his desperation. |

This is a successful approach, for it informs the audienicé not only of the
background: seti;ing‘s but«aiso of some emotional details of the leading character. It
teminds us of the.tiﬂebf this film: The Lonely. As the main idea of this film, it
shouid, indee’d, be catried cut at't:h_e very beginning.

Since the opening narration is only aniﬂl:gjéctive description of the lonely, more
subjective details will be given in the next paragraph.

ii. Comry’s Monologue (track 03)

After the opening narration cormes the monclogue of Corry. The color of music
here is similar to the music from the earlier scene, because these two paragraphs _
both play the roles as the introduction of this story — the former Ob_}‘SCKVﬁIy and the
latter subjectively. In this section, the music should also serve as a portrait of the
lonely. and that’s why we can hear the *‘s’imiiar vibraphone playing the similar
solitary tunes. Thereare, similarly, not too many elements in the statement of musie,
and the music doesn’t seem to go any forward since there are m&rely two sets of
*arpaggms showmg repedtedly, symbahzmg the endiess repeat of Corry s boring

““daily’ hfe Suitable, I think.

What's a]soworth mentioning is the arrival of Allenby’s ship. Corry has been !

always living by himiself, having no one to talk to. And the only opportunity for him




to talk to someone is the visit of the spacecraft and the people on it, so he has
always been looking forward it. Serving as a portrait of Corry’s inner feelings, the
music comes to a crescendo gradually, speaking out the excitement of Corry. Here,
we’ve got no interests in,’hi's, inner feelings anymore; what we do care about now is
whether the spacecraft would bring any difference to Corry. So in the end of this
section the music stops wheni Corry has confirmed that the spacecraft had really
arrived, and we can concentrate on their speaking.

iii. The Conversation of the Four People

There isn’t any music in this section. As 1 mentioned earlier; what we are
interested in currently is not Cbrry’é inner feeling, but what kind of difference the
three people could bring to Con} We don’ t need music to help us understand
Corry s emotional condition temporarily. It there would be any music here, it would
only become distractions that bother us with comprehending the conversation of the
four. It’s better not to put any music here. :

If I didn’t take it incorrectly, Corry asked if Allenby could get him out of the.
confinement, but the answer he got was 10, so Corry tried asking again and again.
He didn’t stop trving until Allenby left, It was Allenby’s closing the door that made
Corry give up trying and feel really disappointed. The music thus starts here.

But 1 think it’s a little bit dry in the lslecond half of their conversation. The
denéity of their conversation has decreased in the second half, and Corry has started
getting diSappointed, but there’s still no music. If there could be some music
strengthening the disappointing atmosphere, it would be much better, I think.

iv. The Leaving of the Spacecraft (track 04)

Corry feels absolutely disappointed, so the music here goes uneasy. Note that
the same motives are riot played by the same instruments and in the same pitch,
because Corry has no idea what in the world is in the box. There are a lot of
question marks in his head. He doesn’t know what's going to happen if he opens the
box. And that’s the reason why the instruments and pitches changes during time: it’s
unpredictable. Suppose the motive is played i in the same pm:h and by the same
instruments, then it’s easy to predict what’s going to happen. It will make us less
curious about what exactly is in the box.. It's a smart solution to have different
instrumerits: playing the same motives in different pitches. Tt makes me full of
curiosity. |

Corry finally opens the box, and a wave of excitement sweeps over him. To
symbolize this, the composer had harps going up and down and the mute Wumpets
playing in odd chords. The effect is quite desirable.



v. Seeing Alicia (track 05)

The music for the conversation between Allenby and Adams seems to be in the
distance. T think that’s because the music is not telling the story of their speaking,
but the story of Corry’s opening the box.

Corry has opened the box and much o his surprise there is a woman-shaped
robot in it. Instead of feeling happy that there’s someone to be accompanied with,
Corry gets uneasy with this unfamiliar “machine”. The unfamiliarity and the
uncertainty are brought out by the random brass, vibraphone and harp, After 137057,
a theme for Alicia shows up. Compared with the other motives in this film, the
motive for her is relatively melodic. Though relatively melodic, the mechanical
development of this motive still implies that she is, anyway, a robot after all.

Corry gets unhappy and tries to get her away. But the uneasiness later climbs
to a peak when he finds it impossible to do so. The first part of this film ends with a
tense chord thereafter.

Part B |
i. The Unhappiness of Corry (The Source Music)

Here comes a dehghtﬁﬂ jazz piece. I couldn’t comprehend the meaning of this
well, but I think it may have something to do with the idea of “reality™. The
existence of Alicia is so unrealistic, so he tries to listen to something “realistic” to
calm himself down.

i1. The Madness of Corry (traék_ 06)
The theme for Alicié/shaws up again. This time, something subtle is changing

in her. The melody becomes soft arid sentimental. Fin‘ally’, she starts to drop tears,
and not until that does Corry believe that she does have human’s feelings. The story
later comies to a reverse point: Corry accepted Alicia, and he’s not lonely anymore.
Then the music arises and stops.

iii. Getting along with Alicia (track 07)
Is it a'man and a wornan, or is it a man and a machine? There are so many

unsolved problems in his mind. Even so, he starts to have some romantic
imagination with Alicia. So the composer tried to make the music sounding gentle
and soft.

iv. The Night Sky (track 08)

There are countless stars in the night sky, and the twinkling starlight looks just
like a flowing ocean. The fast harp helped a lot with creating such a romantic '
atmosphere in the star night. However, 1 felt a little sadness in the music again. I



think it’s because some arpeggios are composed with minor chords, which implies
the impossibility between the man and the machine.

v. The Return of Allenby; Looking for Alicia (tfrack 9)

The ¢aptain returns to the asteroid again, telling Corry that he is allowed to
leave the asteroid now. Since there are conversations proceeding, it’s okay not to
put any music here. But when Corry starts to argue that Alicia is 2 woman, I think
it’s be‘fté_'r to have some music here to help us sympathize with his struggle, or it
may be a little bit dry.

Corry feels helpless when he knows that it’s not impossible to bring Alicia on
the ship. The music makes me feel tangled successfully. It is even accurate whern
Corry says “Alicia, sh()"w them” to Alicia. He expects that Alicia could i‘eaily show
them she’s a woman. Every time he says “Alicia, show them™, there is a sentence
‘going down, representing his eagerness to show them that Alicia is really a woman.

vi. Alicia’s Death (track 10)

- The story reaches its climax at the moment when the captain shoots his gun
toward Alicia, and xt cooled down with the brass. When Corry finally realizes that
Alicia is really a machine, there are two accents representing his frightened feeling.
Every single design is very accurate, very well-considered in this section.

Corry takes some time to recover from the chaos of mind. The ritenudo works
well as an ending, relaxing the tightened atmosphere.

 vii. The Closing Narration
o The harp’s arpeggio here reminds us of the beginning. But this time, everyone
has left, except Alicia. The one who is lonely is not Corry anymore, but Alicia. The
similar music elements were used to describe different characters. That’s where the
dramatic irony is generated.

IL. Overview

Consider the story takes place in the future, on an asteroid nine million miles
away from earth. Everything is so unfamiliar. So it is reasonable for the composer to
try to find a diﬁér&nt instrumentation from what-we usually see and hear in our daily
life. A unique combination of instruments is therefore necessary. According to somie
elements found in this film, he chose some corresponding instruments. I"11 try to give
some probable reasons.

First, he chose the vibraphone to represent loneliness and solitude. This metal
percussion has a color of low temperature, and the vibration of each note amplifies
the feeling of anXiety. It’s successful in f;réaﬁng a solitary circumstance.




Second, he used the harp to represent the monotony living in such a distant area.
The harp often repeats the same arpeggios again and again, symbolizing that
everything is not chanéing.at any rate and to any extent. The scene under the star
night is an exception, in which the harp was used to sketch an elegant picture of the
night. Moreover, this string picking instrument also gives us a feeling of hollowness.

Third, he chose the mute brass to create some odd sound effects, representing
conflicts and uneasiness. The color of those instruments is sharp and stimulating.
And it worked well where the composer needed it for tightened expressions.

The composer has arranged the music in this film deliberately, and I may have
missed something or misunderstood something in this article. Any suggestions would
be very welcome! #
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