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Abstract
J.H. Skinner
A New Score forPandora’s Box(Pabst, 1929). An Exegesis.

This work considers the relationship between music anatsiiém focussing
particularly on the areas that inform the compositidra new score for the film
Pandora’s BoxXPabst, 1929).

The paper begins with a consideration of the originh@iarrative and a discussion
about the relationships between Wedekind’s originatingspéand Pabst’s film. The
discourse explores the way in which the new score anméd by the understanding
of Pabst’s work as being both modernising and reductive. Thrangixamination of
the organisation of the plot, it establishes the nati® behind the organisation of the

score.

Part 2 of the paper focuses more closely on aspetie oélationship between music
and image. It discusses all aspects of the techniques yadpleithin the score
including the use of referential music and sound, the apiplicaf cliché, the
employment of the rhythm of inter-title ‘speech’ and dyoay. As an original
contribution to knowledge, the paper establishes the mdealof the organisation of
music and sound dsayers of Synchrongnd with reference to examples within the
new score explains how the composer may view the wariayers within an
arrangement as having additional function through their pefphssynchronous
distribution in relation to the moving image. With reface to the historical and
theoretical contexts surrounding the application of maad sound to silent film, and
additional reflection on the role and impact of currdechnology on the
compositional process, the paper sets out to establsh the new score for
Pandora’s Boxs both reflective of the advantages of 21st centufyrielogy and the
1930s hybrid form known as tlfigm sonore
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Objectives, Parameters and Achievements

The central objective behind this work was the creatioa new score for Pabst’s
film Pandora’s Box(1929) with a document (The Exegesis) that contextuadiads
reflects on matters pertaining to the development ofstlage. The parameters that
governed the development of the work were as followstlis, | began with the
assumption that music, when allied to film, affecesway in which we read the film;
it has function. Furthermore, | took the view that tatrol of synchrony would be
central to the development of the new score sinpeoides a means through which
interactions between the score and the film may lprilated and controlled.
Secondly, | accept that the distribution of music anthd casts the composer / sound
designer as editor. It may well be the case thapamticular reading of the film is at
odds with others. Thirdly, | perceive the work of the cosgrd arranger to be very
similar to that of the sound designer and begin with gsumption that theories
regarding sound are often applicable to music. Sound isfdheracluded within the
score as part of the development of this idea.

| believe that two particular aspects of the finisheatkncontribute something new to
the existing body of knowledge concerning film music. Tinst of these is the
delivery of the completed score itself consisting of agpnately 130 minutes of
music and sound specifically crafted to the film. Thegragon of sound within the
score, as both literal and emotive components, Hasved me to draw parallels
between the work of the sound designer and the commrgkrmay add to the
dialogue concerning the relationship between the diveoseponents that usually
make up the soundtrack of film. The second achievememit@rest is found within
Chapter 11, the discussion regarditayers of Synchronyere, having offered some
descriptions of three types of synchrony | have shownitthats a role to play in the
ways in which a composer may make each part within a alusicangement
purposeful / functional with regards to the film (whistll functioning musically).
This idea was developed through the practice of composinchéofilm and is, |
believe, also applicable to the organisation of non-naliflen sound components.
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A New Score forPandora’s Box(Pabst, 1929)
Introduction

The composition of a new score Bandora’s Box(Pabst, 1929) has proved to be
complex, partially as a result of the need to develdgrge amount of music, and
partially because of the challenges posed by placing nthesic into a productive
juxtaposition with the moving image. The presence of theseelements, film and
music, has prompted me to offer the analysis and caatiesdtion of my work in two
parts. Part 2 is concerned primarily with the musicrét®nale behind its placement,
its function, and the processes by which it has been cesdpand developed in
response to the film. Part 1 is primarily concerned whid film and the narrative
itself. It should be understood from the outset thatsihgle most important directing
principle for the score is the film. The background infation provided in the first
part of the paper reflects both on aspects of the dihth the material that helped to
inform my understanding of it. It is given here witie tintention of providing both an
historical context for the film and some understandihghe extent to which the
process of creating the score has been an exploratiBandora’s Boxin terms of
narrative and motive. In my view, all of the matedacussed here has had some
impact on the development of the music; it has acted asimulus, though the

resulting knowledge has not always found direct exprassithin the score.

In the 2% century, silent film is treated as an art object. Thsarticularly true of the
so called Expressionistor ‘Weimat® films of Germany. Public performances of
such films are frequently accompanied by ‘live’ music, andswthis is undoubtedly
spectacular for an audience, it represents the reéreeat of a performance process
that was found to be inadequate, both commercially anstieatly, by the fiim
industry of the time. The creation of the score Randora’s Boxwas, therefore,
always intended to result in a synchronised, recorded Hoarédas more in common
with our experience of sound film in the2&entury. The aim was to enhance the

! *Expressionist’ and ‘Weimar’ are both terms that are in common use with regards to German films
of the 1920s but they are descriptions that are open to question with regard to their precise meaning.
Here, they are applied as general indicators of style and period. See Elsaesser’s Weimar Cinema and
After. (2000).
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film through composition, the employment of modern tetuyg and the wider

musical contexts offered by our time.

On the Sounds of Samples

The score forPandora’s Box(1929) is entirely electronic. All of the sounds are
synthetic or samples of recorded performance. This mergdy not the case in
commercially produced film scores. Mark Isham observed ¢tbaiposition with
electronic samples is often problematic because ofvene in which the composer
may be inclined to work to the limits of the samplethea than the limits of
imagination and a vision of the music (Morgan, 2000. p94). &ucbbservation is
pertinent here since the realisation of this scoreotf a true representation of the
music as envisaged, and a product of the resources thatveslable. Sounds were
selected for their characteristics as representatdriseal’ instruments, how well
they played at the keyboard, and their suitability t® éRkpression of the moment.
Multiple sounds or samples were often required to ereahvincing performances of
single parts and other tones (synthesiser or otheument patches) were frequently
mixed in with the sounds in order to introduce specific gealias required. Special
effect sounds, particularly some of the ‘drone’ typeemsoinh Act 8, were created
through the use of instrument sounds in registers thatir@atainable on the ‘real’
instruments though, in general, orthodox instrument =ngere adhered to. The
most contentious sounds within the work are those ofsthag section. Whilst
multiple samples were applied to each part, and a desdiof time was expended on
creating performances that should not detract fromfithe | have encountered
moments in which | needed to weigh the limits of noyired sources against the
vision of the score. | have taken Mark Isham’s adviakwwmorked towards the vision
of the score. Such conflicts are unusual within the contdxa commercial
orchestration / recording but given the context of an peddent, academic,
exploration of the process of score composition they perhaps, to be expected.
Whilst | am satisfied that the performance is good, itildave been preferable to
record real instrumentalists performing the parts agposed. The cost of this was, in
the end, prohibitive.

12



A Brief Methodology

The composition of the new score was carried out ineati fashion. That is to say
that | began at the beginning and worked through untietiee act by act. Before
proceeding in earnest, | ran a number of experimenisadeted scenes. These were
largely tests for musical texture, size of ensemhighieance and so on and included
work with original music and the use of temp trdcks must be said that at the
beginning of the project | did not know the story at al &0 early work consisted of
watching Pabst’s film many times (without music at atags). | found that there
were aspects of the story that | did not understand. wéss in large part, the result
of being unaccustomed to reading silent film. The proclessly established that the
experience of watching a full length film without music smeonsiderably more
demanding than viewing it with music or sound. The experiehseeing the film in
silence established, for me, a subjective benchmark fromhwthie efficacy of the
score, as an aid to viewing, could be measured. The view@wgwing process
resulted in a plan regarding the shape and the dynamibeo$core; overall the
finished work corresponds to this early plan. Initially, teemposition progressed
through a process of trial and error in which completessgges were reviewed, and
modified or replaced, before proceeding further. It waesgary to set composing
aside for periods of time in order to re-establish sofyjectivity and during these
periods | researched aspects of the film and its corfiext reading helped to clarify
my understanding of the original and the interpreted workhe end, the production
of the score can be considered as analogous to angceiody the tip of the work is
‘visible’ (audible) whilst a substantial amount of wosknot. In the following section

| reflect on those aspects of the preparation thatlem® obvious to the listener /
watcher. This includes a discussion of aspects of timeafrid the director, summaries
of the plots of the two originating plays and the filmmd some comparison of these
with a view to establishing what | found to be relevantdein my interpretation of
the work. References are made to a variety of tyematerials, films and online
resources. Of these, online resources are often lessleehowever the material has,
where possible, been verified against other sources. Tee Wersions of the story
are précised in Appendix 1.

? pre-existing recorded music set to play against the film.
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Part 1
Chapter 1 Pandora’s Box(Pabst, 1929)

In July 1928 the Austrian film director GW Pabst began shooting filte Die
Bluchse der PandorgPandora’s Bo) It was his eighth film as a director and his
third as a writer (uncredited) (imdb.com, 2010). SeymoureNeshl, the head of
Nero Film AG, offered the film to Pabst, in spitetmdls by EA Dupont and Robert
Lund (popular film makers of the time), and allowed thedbr to dictate his own
terms (Efimov, 1936)Pandora’s Boxwas eventually passed by the German censors
as ‘Jugendverbot’ (a film not suitable for young people)twn 3" January and it
received its premier in Berlin on thé" %ebruary 1929 (imdb.com, 2010). It was
slammed by the critics, largely because of the presgihaa American actress in the
role of Lulu and partially in response to her unusualljursistic acting stylé.
Despite its poor reception, the film has since goneoobetome, arguably, Pabst’s
most famous work. In addition to Louise Brooks, who lmadteen Hollywood films
to her name at this point, the film features a strorgy odwell established actors
including: Fritz Kortner in the role of Dr Schon, Kadloetz as Schigolch, Gustav
Diessl as Jack the Ripper and Siegfried Arno as tlye steanager. Less experienced
arrivals to the screen were Franz Lederer as Alwaftkraschig as Rodrigo Quast,
Michael von Newlinsky as Marquis Casti-Piani and AlReberte as the Countess
Geschwitz. The project was produced by Nero Film AG afiBand it was shot at
the Filmatelier Berlin-Staaken studio by Giinther Kramapfeteran of 27 films at this
point in his career. 3245 metres of film were created ahdegjuently edited by Pabst
and Joseph Fiesler. The restored version now runs to 382814132 minutes). The
version used for the purposes of this work is the DVDassebySecond Sit¢€2002).

It purports to be the ‘full length restored version'téeang some 30 minutes of
previously missing footage.

® There are some discrepancies between records over the length of the shoot and the precise starting
date; however, the schedule was completed within 1928.

* Brooks tells us that it was ‘detested, condemned and banned’. (1982, p94).
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The Origins of the Narrative

The story ofPandora’s Boxas told by Pabst, has its origins in two plays writhg
Frank Wedekind (1864 — 1918). The two plai#sdgeist (Earth-Spirit) and Die
Buchse der Pandora (Pandora’s Bowere begun in Paris in 1894. At this time they
were both part of a single work under the working #&tarte By the time that the
final act was completed Wedekind had moved to London anglélyehad acquired
the new titleDivine Birth. The completed work was finally renamBdndora’s Box:

A Monster Tragedy.

In its own time, the play was regarded by the censobeimg unsuitable for public
consumption. This led Wedekind to rewrite large swathebh@imaterial eventually
resulting in the two plays known &sarth-Spiritand Pandora’s Box.The rewriting
diluted the script, added characters, complicated thefyniter and even added new
acts to each part of the wotkThe playwright never saw the play that he had
originally envisaged performed (neither did he see itiphbdl in its finished form)
however Earth —Spirit was performed in Leipzig in 1898 arRhndora’s Boxin
Nuremberg in 1904. The plays continued to be the subjectoséputions and bans
for the remainder of Wedekind'’s life. A full reconstrioct of the original script did
not take place until the 1980s (Wright, 2001)

The script for the film was created by Ladislaus VaBjgbst himself is also recorded
as an uncredited writer (imdb.com 2009). The narrativegged in the film does not
entirely follow that of either of Wedekind’s two plagad, like the originating works,
it suffered at the hands of the authorities. It waenked by the Nazi regime in
Germany in 1934 and it was subject to censorship and cutseasgshlt of the
decisions of the various censors in England, Franceridmand others.

> Sometimes Lulu: A Monster Tragedy, also referred to as the ‘Lulu’ plays.

® Elizabeth Bond-Pablé tells us that Wedekind was still attempting to re-write the play as late as 1913.
The 1913 draft removes Jack the Ripper and allows Lulu to for-see her doom in a vision.

” The earliest reconstruction was made by Wedekind’s daughter, Kadidja, in the 1960s. The 1980s
reconstruction was made by Hartmut Vingon from manuscripts, drafts, and notebooks archived in
Switzerland and Germany.(Bond-Pablé 1993)

15



Comparisons of Narrative

The purpose of considering Pabst’s work in relation ttags was to reflect on the
extent to which the film replicates the narrativéeodd by Wedekind. Extracts of
Leopold Jessner’s filmErdgeist, 1928 and Alban Berg’s operaulu (1935 were
also considered. The hope was that study may, throughcdheideration of
discrepancies between the works, assist in underatatie extent to which Pabst’'s
work reflected a new vision of the story and the extenwhich the story had been
adapted to show on the silent screen of 1929.

One of the primary features of Wedekind’s play is theliguaf the dialogue
(Krazna-Krausz, 1928) Characters speak with ferocity and speed and the play
employs several languages (German, French and Engligeeping with the setting
of the various locations described therein. Wedekin@aisvthe character of Lulu
through her words, her social context and a theatiecainique that is less concerned
with the presentation of mundane reality and more aighotesque theatricality; it is
a style that reflects Wedekind’s love of circus. Wedekit.ulu is portrayed as being
perceived in different ways by different mi&nShe is variously presented as being
beautiful, intellectually sharp, animalistic, self-awand able to combat the demands
placed upon her through wit and sharp-tongued dialogue. Nosstategy is possible
for Pabst; he has only the silent image at his disposal

The setting of the play and the film differ in teroifsthe times in which they are set,
but both are set as contemporary to the world in wthely are produced. There are
common elements in the presentation of the misezeénes and there are common

elements within the narrative, though a number of charmcand situations are

® Material relating to Berg’s opera can be found in Chapter 2.

° A key feature of criticism of the film was the way in which the dialogue was abandoned. Alfred
Kraszna-Krausz writing in 1929 criticised the film on the basis that ‘Lulu is inconceivable without the
words that Wedekind makes her speak. [....] The film is unable to reproduce the discrepancy between
Lulu’s outward appearance and her utterance’.

1% Within the text of the play this is achieved through references to Lulu as having several different
names.
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conflated. The framing dErdgeist through the prologue, is notably absent in Pabst’s

film L,

The cast in Pabst’'s work is reduced from that found in Wadé&k plays. Minor
characters like Puntschuh (a banker), Dr Bernstedto¢tor), Mr Hopkins and Kungu
Poti (clients of Lulu in London), Henriette and Ferdidgmaid and stable boy),
Schwarz (the artist), and Dr Goll (Lulu’s husbandhat $tart of the play) are omitted.
The characters of Prince Escerny and the student Hugeftmarg-rdgeist,are also
absent.

Some of the characters’ roles are refined. Dr Sclgmmd@ning) is altered, his past
history with Lulu is never alluded to, and Schigolch isnfir identified as Lulu’s
guardian and adoptive father. Schon’s savings are nefeera@ to, though his status
as a wealthy and powerful man is never in doubt becaluse acircumstances and
deference that surround him. The character of Dr Schémjdhasised through scenes
that show him at his wedding party (a scene that doeapp®ar in the play), in his
office, and at the theatre. We even meet his fiancthe opening of Act 2, all of
which helps to confirm Dr Schdon as a more substachiatacter than that portrayed
by Wedekind. The narrative of the film really beginsAct 3 of Wedekind’s play
(Die Buchse der Pandorawith Schon and Lulu already in an established
relationship. Rodrigo Quast is introduced to Lulu by SchigaicAct 1 of the film,
rather than in Act 4 as in the play. Furthermore, these of his death, and the
simultaneous removal of Countess Geschwitz at theoémett 7 (film), is at odds
with the original story. Pabst also introduces a nurob&rcidental characters of his
own: the visiting official (the meter man) at the strAct 1, the stage manager and
a cast of extras in Act 3, various minor officialstbe train in Act 6, the sailor who
swaps clothes with Lulu in Act 7, and the Salvation Agmyin Act 8. The theatrical
role of Marquis Casti-Piani is replicated in the filmwever the circumstance in
which he meets Lulu, and the others, is exclusive tdiltheCasti-Piani’s back-story
as a military officer is not included. Pabst offers Alsva as Casti-Piani’'s first

' | ouise Brooks wrote that Pabst, in effect, cast himself as the circus animal trainer through his
position as the director of the film when she says: ‘the finest job of casting that GW Pabst ever did
was casting himself as director, the Animal Tamer, of his film adaptation of Wedekind’s ‘tragedy of
monsters.’ (1982, p94).
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blackmail victim where Wedekind offers Lulu. The blackns@itiuence, found in Act
7 of the film, is a variation on that found in the playedekind’s Lulu independently
organises the murder of Rodrigo by Schigolch but Pabst takdslatiemail motif
and re-shapes it to involve Lulu, Alwa and Schigolch asanspirators against
Casti-Piani and Rodrigo. Ultimately, Pabst casts Rodaigbthe Countess as victims.
In the film, the need for Lulu, Alwa and Schigolch tomp ship’ comes from their
complicity in Alwa’s attempt to cheat at the gaming ésbland their implied
connection to the death of Quast, rather than the suddesh of the market as
announced by Puntschuh in the play. Most importantiydékied and Pabst show
significantly different representations of Jack the Rippabst's Ripper is clearly a
damaged man but he is somewhat humanised through his poasayaing tentative
and childlike until the point at which he is overtakenmy need to kill* Conversely,
Wedekind’s Ripper springs directly from the historyttiWéedekind had encountered
in London; Jack is a man already intent on brutalisinty lim every way. Overall,
Pabst has reduced the original cast, increased the nwhkeetras, replaced minor
characters with his own and compressed the plot to give/aisatonen auf das
thema Frank Wedekind’'s ‘LuluVariations on the theme of Frank Wedekind’'s
‘Lulu’), the original subtitle given on release. (filmpadal 2010)

Pabst’'s presentation necessarily needs to be effectittouy the presence of
dialogué®. There are, nevertheless, words to be read. Inrigamal film script we
find 148 instances of text on screen (mostly inter-tiels). In the current version of
the film some of these do not appéarThe inter-titles are used to characterise

2 Louise Brooks writing about the casting of Gustav Diessl, reveals that Pabst had directed them to
make the Ripper scenes ‘a tender love passage’ until ‘that terrible moment when Jack sees the knife
gleaming on the table’. (1982,p98)

' Louise Brooks writes that Pabst himself would set dialogue for the actors in filming. This was based
on what he had seen and heard in rehearsal. She makes the point that some dialogue had to match
the inter-title cards and that Pabst also used the development of dialogue as a way of intensifying the
acting during filming. (1982. p100)

' Several scenes that appear in the original script for the film do not appear in the available
reconstruction of the film, these also include inter-titles. Missing scenes include: a moment outside of
the courthouse at the end of Act 5, the appearance of a young (un-named) student (Hugenberg?) in
Act 6 and a related minor sub-plot before the murder of Quast is discovered at the end of the act.
(Pabst, translated Holmes, 1971)
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emotional and historical connections between the chasacéed to deliver
information regarding any invisible (inaudible) motiveattdrive the plot. The cards
are not a replication of Wedekind’s dialogue, neithes Hre images merely a
replication of the stage-play described by Wedekind.

Rather than allowing Lulu’'s character to be revealed developed through a
repetition of events, the pattern of lust and consexpian found in the first three acts
of Wedekind’s play, Pabst introduces us to Lulu fully fodna@d confines the cycle
of lust and consequence to a smaller cast of victilRather than emphasise the
presence of love and loyalty through Geschwitz and HugenBRaigst ultimately
condenses this role down to Alwa, fixed on Lulu and unreduiRather than
emphasise Lulu’s past, and her ascent of the soddétahrough sexual negotiation,
he gives us Schigolch as the single witness to Lulu’'s pastead of developing the
arc of the narrative from Lulu’s lowly start, Palostlivers Lulu as ‘comfortably well
off and enjoying high society and celebrity, thus ensuring tteat trajectory is
always downward towards a sticky eRdFinally, he reveals Jack the Ripper as
Lulu’s perfect reflection, stealthy rather than seenthe centre of attention, in
shadow and fog rather than in the spotlight, passive andlikilinstead of active
and brutally adult, formed as Lulu is, to be needy andlgead

Everything, for Pabst, rests on the portrayal of Lulu.gdes her as being the ‘still
centre’ to the plot, the ‘eye of the storm’, someowho he describes in his
commentary as ‘not a real character but the persatidin of primitive sexuality who

inspires evil unaware’. Pabst, in contrast to Wedekse#s Lulu as someone who
‘[she] plays a purely passive role’ (Brooks, 1982. p94). Pplstides us with a

paradox in the form of a central character who exadssive influence within the

narrative and is powerfully present on screen but wéemagly, does nothing.

' This may not have been the case in the original print since Holmes tells us that in Pabst’s original
script, preserved in the Munich Archive, there is reference to another opening of the film in which
Lulu is shown as ‘changed...has largely succeeded in obliterating her past as a flower girl’. The
opening scenes of Lulu’s life before she met Schon have been deleted from the surviving script and all
extant prints of the film. (Pabst, translated Holmes, 1971. p18)
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Pabst and the Image of Lulu

History reports that Pabst had spent months lookinthfsrulu’*®. Paul Falkenberg
(Assistant Director on the film) said in 1955 that:

‘Preparation folPandora’s Boxwas quite a saga, because Pabst couldn’t find a Lulu.
He wasn't satisfied with any actress at hand and for moetlerybody connected
with the production went around looking for a Lulu. | talkedyirls on the street, on
the subway, in railway stations — ‘Would you mind comipgto our office? | would
like to present you to Mr Pabst’. (Brooks, 1982)

Pabst turned them all down. He had seen Louise Broaksrimor role in a Howard
Hawks film ‘A Girl in Every Port’ (1928), and had unsuccessfully negotiated with
Paramount to borrow her for his film. Brooks had neverded Pabst and was
unaware of the negotiations until the day that shesuasmoned to the office of B.
P. Schulberg (the head of Paramount) to renegotiateoméract with the studio. The
contract that was offered (for the new talking picturef¢ctively amounted to a
wage cut and so Brooks quit. She was on the way oueddffite when, as an after-
thought, Schulberg informed her of the offer from Palwspulsively, she agreed to
go and a telegram was sent. It seems that at thama@ment, Marlene Dietrich, who
had given Pabst a deadline for signing a contract, wasmgan Pabst’s office about
to sign. Brooks'’s telegram arrived and the rest is, asség, history'.

Pabst’s vision of Lulu required ‘being’ not ‘acting’. Loei8rooks’ account of the

relationship with Pabst is revealing. She describes &imgp method that was

'® The search apparently fascinated the Cinematic Press and resulted in a vast number of letters
proposing likely candidates. (Efimov, 1936. p44-53).

7 Brooks writes that Pabst had felt that Dietrich was ‘too old and too obvious — one sexy look and the
picture would become a burlesque’. (1982. p96). Pabst had obviously identified some time earlier
qualities in Brooks that he needed in Lulu and was clearly willing to go to considerable lengths to
secure her, or an actress with equivalent qualities. He wanted to differentiate his film from Leopold
Jessner’s film Erdgeist (1923) to the extent that he even screen tested Brooks with her hair curled so
as to avoid comparisons between Brooks’ established look and the appearance of Asta Nielsen as Lulu
in Jessner’s film. Nikolaj Efimov writing about Pabst in 1936 tells us that: ‘The choice of Louise Brooks

’

is in reality fundamental....".
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variously controlling and protective, often unpredictalblet certainly cognisant of
the way in which she would react to his direction. Pabdirectorial stimulus was
invariably focussed on her behaviour as Louise Brooks rétheras instructions to
an actresplaying Lulu. She suggests that Pabst’s relationship to her otaanike
that of Schon’s relationship to Lulu going so far as to judgdhds: ‘...he was
conducting an investigation into his reactions with womerth the object of
conquering any passion that interfered with his passiohisowvork.... (Brooks, 1982.
p98). Such a parallel is given further credence by Brooksllemtion of Pabst’s
comments regarding her future in the film industry whesdid: ‘your life is exactly
like Lulu’s and you will end the same way’'. For PabstluLand Louise Brooks were
one and the same and he, the part time animal tam&fedékind’s prologue and a
part time Dr Schon, obsessed with the process of mdikingwas going to show her
to the world. It is as if Pabst was shooting a documgntar

In both the play and the film, Lulu provides a vehiate the exploration of the
societies from which the productions originate. For Weautekhis is an exploration
of Wihlhemine Germany, for Pabst it is the period of Wainin the film, Lulu is,
essentially, the only female character fully représénThe Countess Geschwitz is
presented as lesbian, sexually oriented as a male (&he fitm more or less dressed
as one); she replicates the behaviour of the othér aaracters and is imbued with
financial power. The fiancé is never given substanearah be seen as a reference to
the feminine norm of the time(s), a passive conformasthe gender politics of the
time(s) and importantly the child, and would be wifepotverful establishment men.
Pabst offers us one more female archetype, the &alvatmy girl in Act 8. She is
portrayed as innocence and unconditional love personif@ibngst it all, Lulu
stands alone as being modern, free thinking, active, andtiweox. As the central
character, it is her personality and behaviour thaek@&@nined and emphasised. Within
the play, this emphasis is delivered through action aatbglie. In the film it is
necessarily achieved through the control of her image.

Within the play there is a running motif featuring the paottof Lulu as Pierrot. It
may be considered as a device that asserts the pregdndae continuously on stage.
The picture appears within each act, beginning as an inctengdenting in Act 1 and
reappearing, in various states of change, as the playegssas. It makes its final
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appearance in the last act when it is finally returndduta by the Countess and hung
on nails (interesting crucifixion reference) above sphet where Lulu will die at the
hands of Jack. In Pabst’s version, the same poisraised in Act 1 as part of the
furniture of Lulu’s apartment. As it does in the playrafers to Lulu as an image /
object and it is suggestive of how we might understared dther characters’
perceptions of her, but it is not seen again. The elkanging status of Lulu is
presented through other, alternative, images. These indbédephotograph in the
newspaper handled by Casti-Piani on the train as he bldskmAdwa, the
photographs of Lulu in various costumes examined by thetiagybartering with
Casti-Piani in Act 8, the multiple changing images ofuLat home as a dancer, a
bride, a widow, a commodity, a prostitute and brieflgoapse. At the beginning of
this project, one of the musical strategies under dergiion was that of having a
theme or a sound that was representative of Lulu lefBeis would have been
reminiscent of the ongoing function of the Pierrot gagin Wedekind's play® That
said, Pabst’s ever changing Lulu is already portrayedugir a wide variety of
images and intimate views, always in the present, andyrglavays on screen. An
associated, thematic, continuous, characterisationLwdfi might therefore be

overbearing within the musical context.

In addition to the recurring images of Lulu, the filnptits the camera’s capacity to
bring us intimately close to Lulu's face. The level ddtail in these images is
something that cannot be achieved theatrically and ifastaire of Pabst’s particular
filmic style. The importance of Louise Brooks' natutsauty and her animated
screen presence is richly exploited by Pabst; he enthaewe remain fascinated by
her. The theatrical portrayal of Lulu, a portrayaltteenployed fierce dialogue and
exaggerated gesture as a means of holding the atterfitiba gathered audience, is

replaced with a more intimate experience.

The representation of Lulu gmssiveis strengthened through the frequent portrayal
of Lulu as being an onlooker to the immediate realityewénts. Within the film
narrative, she rarely takes action on her own behdlfifistead forms a ‘centre of

'® Music, representative of Lulu, might also be used between acts as a way of asserting her continual
presence within the experience of seeing the film.
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gravity’ around which all events are spun. Lulu’s imagereésjdently magnified,
carefully lit, and often outside of the immediate @ctispatially. She is, visually,
often in another world (Rentschler, 1990. p65-70). Where she ajgeear in frame
with other characters it is often as a passing presengehasising the actions of the
others. Images of Lulu by herself tend to emphasiséidtance between her and the
realities experienced by the other characters. Isif &ulu synchronises with the
world around her only occasionally, and usually at pomtsié narrative where there
is resistance to her preferred path or action. Thidimgarenders Lulu as a force of
nature; she is a force which is experienced by all, pa@htainable, and thingto
be viewed as being outside of humanity. Our engagemenPalbt’s narrative does
not require that we understand Lulu as a person but thaxperience, and gain
insight into, the effect that she has. Lulu is environtak she is passive

Thomas Elsaesser writing about this film in relation\Wimar Cinema(2000)
establishes the idea that what Pabst offers us, througladgul control and detailed
distribution of Lulu’s image within the film, is first-handexperience of her erotic
presence. In some detalil, Elsaesser establishes the dratge of Lulu as being the
manifestation of the fascination, and desire, of then@a bourgeoisies for an
‘object’ that simply refuses to conform or comply withe roles and rewards
associated with their own world order. He argues that1929 German audience
were, in essence, that self same bourg&bai® he observes that the 1929 audience,
and we, the contemporary audience, like the charaatetsd Lulu, are only able to
spectate. In the same way as the cast's attempt®ritbol and confine her are
unsuccessful, we too have no control over the cinernmatiges. When all is finished,
following our engagement with the object of desire, llkkek and Alwa, we must
leave the show. Elsaesser states that the key tertiteism of the story is that it

‘....plays on a concomitant anxiety: that of the aneathat emancipates itself from

' Elsaesser provides an interesting discourse on the presence of the ‘Meter Man’ of Act 1. He
suggests that the meter man is representative of an ‘everyman’ character’ (a discarded, uniformed,
minor official) whose early interaction with Lulu establishes her as being outside of the normal world
occupied by him and the audience.
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the creator, the sorcerer's apprentic®...'(Elsaesser, 2000). This reading, given
Elsaesser’s specific context, interprets Lulu from ati@#arly German historic
perspective, one that would only be directly relevantdfititention behind the score
was to emphasise Lulu as a problematic, feminine, ns&atien of the Weimar
Republic. The more subtle and unannounced twist to thdingas that Lulu is
American. Brooks was an imported American actress, oauyipghe role of a
German character that is deeply rooted within the Geouliare, at a time when the
German Cinema was strongly pre-occupied with its potembiacompete with
Hollywood. Pabst’'s choice of actress underlines thishér through the contrast
between her notably naturalistic on-screen presendetlt@ more mannered and
theatrical performances of the rest of the caste partrayal and interpretation of
Lulu as an exotic outsider is central to the establishmkdistance between her and
the other characters, it reinforces the sense of bslwnknown, unconfined and
desirable. This is Lulu as America, and America atiject of desire perhafls In
response, | concluded that the music should not attéonpiefine Lulu as being
particularly German; instead, it might usefully give egsion to her modernity and
otherness It has a role in supporting empathy for Lulu as she unésrgo
transformation from her cinematic state as Lulu, desirable, alien, and unreal
image, into Lulu, the earth-bound, immigrant prostitute wkiolves from being an
invulnerable, unaware, catalyst for destruction into aemable, self-aware and naive

victim of Jack the Ripper.

?% Elsaesser goes further and suggests that this motif is perhaps the key motif found in German
Cinema and makes reference to The Cabinet of Dr Caligari (Wiene, 1920), Metropolis (Lang, 1927) and
The Golem (Wegener, 1915), in this regard.

*! This could be viewed in several ways; perhaps it is a comment regarding the impact of outside
influences on post-war Germany or more simply an expression of the German Film industry’s desire
to make a ‘Hollywood’ film.
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Conclusion

| started the composition process with the silent fihot, the play. The awareness of
Wedekind’s originating work has served to underline thatdgmgn of the film is
intended, by Pabst, to engage the audience from a diffpeent of view to that
found in Wedekind’s theatrical work. Whilst it is trueathithe strongest stimuli to
composition came from the film | found that a wider kfexlge of the play(s)
provided, on occasion, a different slant to my under@tgndf the charactefd
Overall though, the most subtle effect of acquiring ieolge of Wedekind’s
originating work has been the reinforcement of an umaedsng that what | was
working with was, in reality, Pabst's ‘modernisation’ amne-interpretation of
Wedekind’s German social myth. This realisation has,a personal level, lent
licence and support to my efforts to add yet another ‘mmodperspective to
Wedekind’s / Pabst’s work. It has supported me in belg¥hat the creation of a
new score, one that is synchronised and particular télthé¢just as the selection of
images is particular to Pabst’s reading of the stooy)d be in keeping with the spirit
of modernisation displayed by Pabst.

| envisaged a score that would continue the process ofrmsaion begun by Pabst.
One that need not reflect the time in which the adi@kes place nor emphasise the
values of the time of production. In the absence ologise, the score should
emphasise the dynamics between the charactersthiscis where the power of the
plot lies. In considering the need for contrast betwiegin’s world and the world
around her, | considered that contrasting music styesild help to define
differences between the hidden values, lifestyles aediahces of characters. The
changing locations and circumstances might be priedtisusically over Lulu since
her presence requires a degree of passivity. This magfleeted better through the
omission of a specific Lulu theme and the setting of iheage against whatever

happens to be the music of the moment. | decided thats¢bee should not

> For example, Wedekind’s deeper portrayal of the changing relationship between Dr Schén and
Alwa was particularly instructive in understanding the Oedipal quality of the relationship between
Schon, Alwa and Lulu (mother / wife) and the degree to which Pabst has visually softened the
growing assertiveness of Alwa as given by Wedekind.
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characterise her as a personality but that it shofddrmthe effects that surround her
and reflect changes in her relationship to the worldvaselversa.

Regarding Myth

Pabst’'s flm may also be regarded as an interpretationhef Greek myth of
Pandora’s Box Lulu provides a vehicle through which gender politics, thifiees,
and culpability can be scrutinised. Wedekind and Pabst atle figures who
demonstrated concern with the social conditions of ti@es, and whilst the story
that they tell is particular to the relationships betwéhe characters, it derives some
universality from the portrayal of archetypes such aptiveerful man, the weak son,
the beautiful temptress and so on. The story reiterdte age old mystery of the
madness of sexual attraction and the risks that #gpts male hierarchy. The choice
of title (Pandora’s Box reflects a linkage to ancient myth that was alsogntes
Wedekind’s earlier working titlesystarteand Divine Birth. If the key characteristic
attributed to myth is that within the story there msiadestructible kernel of truth (or
untruth) that will stand examination from any numbervafiations in the telling,
‘Variations on the Theme of Wedekind’s Luhs a title, further helps to establish the
idea that Pabst saw Wedekind’s play as having the qualities/th; a story with a
universally recognisable resonance. The consideration ef dharacteristic led
directly to the notion that there may be a musicpliealent to a ‘central truth’, a
musical kernel, at the heart of the score. This kecael be found in the opening
theme and will be discussed in further detail in Chapter 12.
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Chapter 2 Alban Berg’sLulu (1935)

Alban Berg (1885-1935) composed the odarhi between the years 1928 and 1935.
It deserves mention here because of the historic ctonsdetween opera and film,
the shared origins of the narrative, and because Bewge dbause film as part of the
presentation of his opera. The conception of the womhoie or less contemporary to
Pabst’s film and in its re-working of Wedekind’s plaj{shight be seen as being
equally modernising. The composer made several innovatintilmations to the
staging of the drama. He insisted that the actors vdygeg the parts of husbands in
the early part of the drama should also occupy the wflésilu’s clients later. He
also specified that the part of Rodrigo be doubled by tler adto played the animal
trainer in the prologue. Furthermore, Berg stipulated tha character of Alwa
should be identified as a composer rather than amaielescribed by Wedeki{d
(Monson, 1980. p286). The doubling of characters may well é&e @& pragmatic, a
means of reducing the play to a manageable number of silmggra/e might also
consider the way in which it creates a visual mirroringheffirst and last part of the
opera in line with aspects of the compositional stmgtAt the centre of the opera we
find a silent film. Berg specified that the film, whicbrins part of Act 2, should be
remade for each new staging of the opera so thatitred the performers who
occupied the roles on-stage. The film used at the 1937 peeofieulu was directed
by Heinz Ruckert and produced by the Tempo company of Zurich.filfheis
believed to be lost; however, four photographs stilsteand these are held in the
Zurich Stadtarchiv.

This is not the first time that silent film was used relation to the staging of
Wedekind’s play. In 1927 Otto Falkenberg stad®ié Bichse der Pandorand
Erdgeistin Munich. Falkenberg’'s presentation involved the projectb a series of
still images and whilst it is not certain that Bergeatted the performance, it is likely
that he knew of it (Simms, 1994. pp157-58). It is known thag Bes familiar with
the staging of Wedekind'’s play since it is recorded lieaattended a performance of

** Berg seems to have based his libretto on the five-act version of Wedekind’s Lulu published in1913.
(Monson, 1980. p271).

24 . . .
The composer also presents a musical quote from his earlier opera Wozzeck when Alwa appears.
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Die Blichse der Pandona which Wedekind himself had played the part of Jack the
Ripper. It is also known that Berg had an interesilm. fHis nephew, Erich Alban
Berg, recalled that his uncle enjoyed the knockabout cowieldyurel and Hardy and
Buster Keaton, and in a letter to Schoenberg, Berg straagommended the film
The Blue Angel(Jannings, 1930) (Goldsmith, 2002). His interest in sound &lm i
further confirmed in a letter to Adorno in 1933, at whichetithe score foLulu was

in progress, in which Berg listed the creation of a Sloore amongst his ambitions

for future workég®,

Berg’'s composition forLulu utilises the twelve tone system, as conceived by
Schoenberg, but his application of the serial techniquedisidual and innovative.
Berg uses a number of different tone rows, most of whie related to particular
characters in the opera. The rows therefore funea®leitmotifs (Jarman, 1991. p67).
Berg devised a system in which a twelve note row may Wadeti into three, four
note ‘segments’. The segments continue to appeaeindbrrect order but the notes
within each segment are frequently reorganised. Rowssagthents may appear
linearly, as melodic lines, or vertically as chordfieTcomposer also employs a
process referred to &iquidation as a means of developing the material. It is a process
through which material is continuously reduced, note by,naotél only a small
remnant remains. The remaining remnants may then betimansubject of further
development towards a new identity or a re-establishroétihe original. Adorno
considered this process to be essential to the compdsetinique (Adorno, 1991.
pp3-4). Not all of the rows composed by Berg relate direotlshiaracters. There is a
basic row which is of particular interest for the wiayvhich it is organised to create
two hexachords; one of ‘white notes’ (thinking of thamm keyboard) and one of
‘black notes’. This row, and the resulting harmony, is fretjyeapplied in relation to
the ever changing, ever present, portrait of Lulu. Twermliarmonic areas link most
of the rows used by Berg within the score: a chord cangisf the notes A, B, C, D,
E and F and another consisting of the notes DbFEp(G, Ab and Bb. Significantly,
one of the rows composed by Berg does not fully ‘fitthwithe harmonic areas

2 Berg turned down a tentative offer from Adorno to score the film The White Horse Rider (Storm,
1934) and in his letter to Adorno (November 18" 1933) wrote “I am tremendously interested in the
‘sound film’ and | hope that my next work will be one. Perhaps it is possible [that] somewhere there
is a fool who will want to make [one] with me, to be precise, as | want it.” (Lonitz, 1997 cited in
Goldsmith, 2002).
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described above; it is the row for Dr Schon. Intengtyi through inversion, Dr
Schon’s row relates more clearly to those used elsewlighin the opera (Jarman,
1991. p71).

The tone row is not the only form of internal organtatfound in the score. Berg
also utilises a number of ‘cells’. Frequently the matdaund in these cells relates to
the rows and the harmonic organisation described eafl@ls are used to delineate
lesser characters and recurring events such as the ‘tlo¢obevibraphone) used
throughout the opera. The cell formed by the notes Bb,Hzand A is of particular
significance. This cell, (later referred to as ‘thesibacell’) consisting of two
‘interlocking’ tri-tones, forms a microcosmic repeasation of the ‘white’ and ‘black’
harmonic areas described previously and informs the natidice start of the film
music interlude. Aside from the organisation of pitclotigh tone rows and cells,
Berg also systematically organises timbre, rhythm, matel tempo. A recurring
rhythm (the ‘fate rhythm’ oHauptrhythmuys accompanies every important event in
the opera. Similarly the Countess Geschwitz is idiedtifhrough a recurring rhythm
that is systematically modified and grows in significarmdeng with her stature
within the story. Characters are also represented threatfitted meters and the
sounds of particular timbres. For instance, Schigolchoissistently referred to
through the sound of a chamber ensemble and meters of Rlolstithe character of
the Athlete is invariably associated with the piano antermeof 6. Whilst the music
for the film interlude is distinct through its completeganisation as a palindrome,
Berg also applies a palindromic technique to whole sectiotiseadcore through his
specification of mathematically related tempi.

To conclude this brief overview of Berg's technique and agaw of illustrating
something of the subtlety of Berg’s management ofietif, | offer a brief summary
of Douglas Jarman’s description of the music that accampathe death of the
Countess Geschwitz (1991, p90). The music that accompamieSdihntess’ final
soliloquy is a reiteration of a previously headdantewhich finally gives way to
music constructed from segments of her row and the baBicT he final three chords
epitomize the fate of the three persons most profguimdblved with Lulu (Perle,
1985. p190). An A major chord (derived from Dr Schéns row) whiated the first
act and opened the second is reiterated usingd#uptrhythmusand followed by a
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change to A minor (associated with Alwa). Finallg e Countess dies, the C
natural descends to a B resulting in the ‘white’ noteahelated to the basic row and
sections of Countess Geschwitz’'s material. Thus Besgore utilises the systematic
organisation of material to reference characterstioakhips, earlier parts of the
narrative, narrative form and previously heard materiallstvhilelivering the
emotional needs of the moment. Significantly, thgaorsation of the music is driven
by the narrative. There are very close relationshgte/dren all aspects of the musical
material and the plot. This situation is reversed dutieg film music interlude in
which the form of the music is used to direct the plot and to provienfand
direction for the film.

Berg clearly recognised the potential of the film mediWiithin the opera he uses
film to compress the narrative and to show us evdrds ¢ould otherwise not be
staged. The narrative portrayed within the film spansiagef more than a year and
a half; Lulu is arrested, faces trial, is imprisorse®l contracts cholera. She finally
escapes when the Countess Geschwitz takes her plaospital and Lulu leaves in
disguise. Within the context of the opera, the filmsfat the halfway point of its
organisation (if we exclude the prologue). Prior to the fnterlude, Alwa is shown
as being devoted to his father; after the film, he is delyoted to Lulu. The events
that unfold also show a change in the Countess Geschwithe demonstrates her
willingness to give everything up for Lulu. Importantly itrpays a change in Lulu’'s
personality from being resigned to her fate to being detexahtio live again. The film
thus forms the ‘tipping’ point within the narrative. Bedgrified his concept
regarding the film music design and narrative functiora iletter to Schoenberg as

follows:

“The orchestral interlude, which in my versibndgesthe gap between the last act
of Erdgeistand the first oBuichse der Pandoras also the focal point for the whole
tragedy and after the ascent of the opening acts (or fcéime descent in the
following scenes marks the beginning of the retrograde” (Hall, 1996 cited in
Goldsmith 2002).

Berg sees the film as being the beginning of the endur &nd the turning point of
the score musically.
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The retrograde that Berg refers to above relatesa@d#tindromic structure of the
music for the film interlude. Berg’'s composition, undee fiim, employs six tone
rows that are all related to individual characters aldlerived from the basic set
attributed to Lulu. Furthermore, Berg specifies six sastiof music of varying tempi
and length. The last three sections are reflectitbeofirst three. The film interlude is
framed by ‘curtain music’. At the mid-point of the filmusic stands the point at
which Lulu is imprisoned. Here the music comes to r@giguse, at bar 687) before
beginning the retrograde of the preceding music. Pridhé¢ccentral fermata we see
the prison door open to receive Lulu, and after this @gthe prison door open to
admit her to hospital. Berg’'s carefully crafted filmusic scenario sets out the visual
events that appear at each point in the music. Higuldsi such that the image
sequence itself is symmetrical. Thus the images af being arrested at the start of
the film are counterbalanced by the images at theiremchich she is liberated; the
images of her detention are mirrored in the imageseofhospitalisation and the
images of her trial are contrasted with the imagdseoexamination by doctors. The
duration of each retrograde, mirroring, sequence is usegligl to the duration of the
related scene in the first part of the film. Even tibenber of participants in each
scene is specified; Berg places three actors inrtlestascene, three in the liberation,
five witnesses at the trial and five doctors / helpeithénhospital (Goldsmith, 2002).
Such specification of events demonstrates that Berg ln@wetly what he required
visually. There are details in his film music scenahiat tsuggest specific images (the
suggestion that Lulu’s face be reflected in a ‘muck shdwelught in by the warder
for instance (Goldsmith, 2002)). Given his interest Im,fiand the clarity of his
vision for the scenario (in terms of narrative and io)ust is also plausible that he
understood that aspects of the film would require specifitcquuaphic techniqué$

Goldsmith’s analysis of the film music interlude suggdbiet Berg’'s music was
crafted to frame the action of the accompanying movieoimsiderable detail. She
provides extensive analysis, based on the work of Edwardofie,Cof Berg's

organisation of the music to show that a variety ohneyues are applied by the

26 Berg does not specify any particular ‘shots’ however it is clear that in order to establish Lulu’s
changing emotions, in the absence of a lyric, a close-up camera shot might be required (Goldsmith,
2002).
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composer to frame the narrative. Goldsmith describesuhtain music as a ‘distinct’
frame (the music being clearly recognisable and distimeh fits surroundings) and
goes on to establish relationships between the nature ofdlsic and the delivery of
the film (starting as a black screen and fading to blacthatend). Similarly she
establishes relationships between the organisation ofubke& rmand the ways in which
it is suggestive of particular types of editing in thenfilShe concludes that:

‘Berg’s film suggests a combination of two editing stylesiting to continuityand
classical cutting’. From both the annotations in the score and the Milusic
Scenario it appears that the composer had in mind cedaiera angles and framing
techniques or editing devices. Fades and dissolves, graptichgthmic matches,
and wipes can be used in the film that the #Miccompanies and there are many
filmic musical passages that suggest certain framing devie@sothers’.

If this is true, we might like to speculate as to what typ&lm Berg actually had in
mind. As Goldsmith notes (2002), the film has a numbefeafures that help to
characterise it. It has theemme fatalen Lulu, it blurs the boundaries between
perpetrators and bystanders (the witnesses, doctors andtstade all played by the
same cast and Alwa and Geschwitz play roles that cheiggdicantly), the film is
low budget (limited interior settings, small cast ofoastalready employed in the
opera) and it is crime oriented. It has the essemgaedients of what later became
film noir (Goldsmith, 2002)It is as if popular culture had invaded the opera house.
The absence of lyrics / dialogue, and the presence diltheas a show within a
show, encourages us to accept the narrative from a nietvgiowiew’. One in which
we are, perhaps, less emotionally engaged with the si#ors than with the singers
on stage. Lulu’s latest crime (her escape from theoprisaptured on film) is

%’ Both are identified as significant features in Pabst’s work too. (Rentschler, 1990. P65)
28 . .
Film Music Interlude

2% |n modern performances, our perception of the film as being different to the reality of the opera is
further enhanced by the use of black and white film, rather than colour. Such an example can be
found in the DVD recording of the Glyndebourne Festival Opera’s 1996 performance of Lulu.
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perceived as being just a passing, incidental (filmic) memer are invited to
become complicit.

Leo Treitler, discussing the change from the operaddilim, the concert hall to the
cinema wrote:

“Such games of hopscotch between the stage and the wotdie are
characteristic features of expressionistic theatrecar@ma. One thinks of the
plays of PirandelloThe Cabinet of Dr. Caligayimoments in Marx Brothers
films when Groucho turns his face straight into thenea and addresses the
audience. But that is precisely what Berg’s device do@seitler, cited in
Goldsmith 2002).

Such a view places Berg'’s artistic decision into aistartcontext of its time but it
does not, in my view, acknowledge that Berg's film musteriude is particularly
distinct for the way in which the compog#rectsthe film. The sound world of opera
is replaced with the mute world of the silent film. Theesence of the film as a
contrast to the culture and intensity of the opera, edadture as a section that is
distinct from the surrounding work, within a sectionaihich narrative time and our
view point are manipulated, are indicative of Berg’'s untdeding of film as being
qualitatively different to the opera itself.

Berg never did compose a film score; his letters to Adenpdy that he was troubled
by the prospect of relinquishing control of any part of ¢heative process. Berg’'s
silent film music might be re-considered within thentaxt of the activities of
composers presenting experimental work at the BadenrBfestivaf®, some of
whom were also students of Schoenberg (Volker, in MedaBsnnand, 2006. ppl3-
14). From such a perspective, we might interpret Berlyis fiusic as an expression
of the same quest for a new aesthetic but this wouldink,tbe a false conclusion.
Berg uses film. He uses it to illustrate the expressive intentidmshind the
organisation of the music, and he uses it for its guabta medium: its detachment
from reality and its capacity to control what, andvhave see the unfolding narrative.
Berg may not have composed film music but he did comadite.

*° The Baden Baden festival is discussed in further detail on page 37.
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Part 2
Chapter 3 Music and the Silent Film

Pandora’s Boxwas first screened in Berlin on Februafyy 2929. For the occasion,
Willie Schmidt-Gentner directed the music. Schmidt-Genbagan his career in the
silent cinema in 1922 and is recorded as having been respofsil@ig silent film
scores between 1922 and 1929 (imdb.org. 2009). Newspaper redfidiws first
night do not seem to have regarded the music as a resgusgicess (Gandert,
1993). The score included extracf Don Juan(1880) by Richard Strauss, and
extracts of Gottfried Huppertz's arrangement of music Foitz Lang’s Die
Nibelungen (1924) (1928 cited in Gandert, 1993. p2l1). The review in the
Reichsfilmblatttells us that Lulu was characterised through ‘gracesilpping
melodies which characterise her carefree nature’ tholglopening of the music
attempted to set the appropriate tone with a few ‘poweféteful’ chords. The
review in theLichtbildbihnesuggests that there were several occasions where the
music seemed inappropriate. They criticise the use @frital music’ under the death
of Dr Schon and comment on inappropriate dynamics sayindthieafortefortissimo
accompanying Alwa’s kiss is incomprehensible’; howevesrdhare indications that
other aspects of the score were acceptable (1928 citéghmlert, 1993. p21).
Overall, the suggestion is that Schmidt-Gentner doesnbertpret the film entirely
effectively but there are some clues, through thesd t@views, to the characteristics
that were regarded as being important in music for &trthat time. These included:
dynamic variations, internal musical references, uke of dissonance (the review in
the Lichtbildbihnerefers to the use of dissonance following Schén andr’sul
confrontation in the bedroom as evoking memories otarlier scene), types of
timbre (there is a reference to the use of trumpetsrutide word ‘execution’),
references to other works, characterisation, uselidféc (oriental music) and the
support of the narrative. The presence and the confespenialist reviews of the
music at the premiere, and the level of detail, confitha by 1929 there was a
sophisticated appreciation of the role that music hagldag in relation to German

silent film.
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Music has been associated with the accompaniment afjesnéboth static and
moving) since the very beginning of the development of thenta. The earliest
existing example of music specifically written forr@an film presentation appears
to be the music used for Max Skladonowsky’s ‘Bioskdlpi$ that were shown at the
Wintergarten Theatre in Berlin in 188%Marks, 1997. p31). Whilst Skladonowsky’s
projection system was destined to disappear, the presemeesaf in relation to the
presentation of film was not. Marks offers some detiadonsideration of the score
and whilst he acknowledges that it is impossible to drewm tonclusions, he
suggests that the compiled score was probably the wakatomposers and that
the various sections of music had definite associatiotiisspecific sequences in the
show. Furthermore, he shows that the programme ofcrmes altered in response to
changes made to the presentation as it toured the goiihiere was, in Germany,
from even the earliest moment, an organising ratiobelend the integration of the

music with the film show.

Functionally, the role of music in early film presematwas consistent with the use
of music in relation to most other forms of staged pupécformance. It served a
declamatory function (the event is about to begin)uaderscore function (the event
is in process), and a punctuating and finale function (paos®e event and end of
an event). What music most importantly brought to figlgng with these common
functions, was a sense of continuity. This was noy artdontinuity in the process of
presentation (playing through the inevitable gaps in thed#meels were changéy

but continuity for the film itself. Siegfried Kracaueescribes music as 'not just
sound, it is rhythmical and melodious.... a meaningfatioaity in time’. He argues

that the presence of music affects our perception efr dsihmultaneous impressions’.
In relation to the fragmentary nature of moving picturedells us that, ‘....confused
shifts of position reveal themselves to be comprehengixtures; scattered visual
data coalesce and follow a definite course. Music mdkesitent image partake of

* skladonowsky’s folder of music has survived and is held at the Deutsche Film und
Fernsehakademie.

*? The idea of using more than one projector in the picture house, allowing reels to overlap in
projection so that there were no change-over breaks seems to have started in the Strand Theatre,
New York in 1914. (Berg, 1976. p35)
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its continuity’ (Kracauer, 1965. p135). Kurt London, referribg the same
phenomenon described music as providing ‘musical simplidicatf the mosaic of
film images into one long line’ thus illuminating the casibn of the variety of
images through the uniformity of music’ (London 1936 cited@ng3 1976). This is a
primary function in relation toPandora’s Box;it is a function of continual
transportation in which the music helps to glue togetherdisparate images and

carry them onward through time.

By the 1920s the use of music playing simultaneously wihfitm had been firmly
established as the ‘norm’ but there was, in the eddgtscinema generally, a lack of
consistency in the quality of music used to accompany. filmo factors were
responsible for this problem: the variable quality of masi playing in the picture
houses (an artistic and economic factor) and the hlariquality of the musical
choices made by the band-leader (sometimes assisted byetitre manager). It was
normal for the score to a silent film to be comgijlerior to the presentation and not
always with rehearsal, from a selection of knownsimuThe choice of music was
inevitably affected by the repertoire available and theitigisil of the musicians
concerned. The employment of various versions of cuashee film music books
produced between 1912 and the mid 1920s by people such as WH1kkr| uz and
Erno Rape®, to name but three, helped to stabilise the choice cfiarfor film
performances by providing either lists of specific cudsted to a particular film or
selections of generic music designed to suit particst@@narios, atmospheres,
emotions etc, somewhat reminiscent of what we leafled ‘Library Music’. In fact,
the first orchestrallibrary of mood music for film was published in Berlin in 1919
under the name ‘KinotheR* The concept that music should, in some sense, match
the film and enhance the movie through the representatisuitable emotions, pace,
dynamics etc eventually became firmly established dB&976). This approach
contrasted significantly with the initial position ofusic as simply continuity and
punctuation; it assumed that music should be aligned {(dosiely) to changes in the

narrative with a view to enhancing the reading of the imegeative. An important

** Erno Rapee was also the musical director at Ufa.

** ‘Kinothek’ is a contraction of ‘Kinobibliothek’ which translates as ‘cinema library’. (Berg, 1976.
p128).
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principal of practice emerged from this. The meaning ofrthusic needed to be
‘readable’. The use of popular song (without lyrics, batcl were known) and the
use of classical music (with known references / odgjeand the subsequent
development of cliché (drawing on the gestures of ssical / light repertoire) was
pragmatic and understandably unadventutbuss efficacy was dependent on the
audience’s familiarity with a ‘standard’ music repemoiWhilst popular songs and
styles would have been relatively localised, the widssprfamiliarity with the

European classical repertoire may well have ensured a defjreensistency in

performance internationally.

In the German silent cinema, the first especialljnpgosed score to a full length film
was Giuseppe Becce’s score for Oskar Messter’s Rlomard Wagne(1913). The
film, a biopic in celebration of Wagner's 10®irthday, was to have used Wagner's
music throughout but the costs attached to an all Waspoee were far too high. The
Wagner family also had reservations about the associafi Wagner’'s music with
the upstart cinema. As a consequence, Giuseppe Becceedh awotductor already
engaged in the lead role of the film as an actor, wkedto compose the score. It
was Becce who later co-created Kiaothekand in 1927 he co-authored tGeneral
Handbook of Film Musievith Hans Erdmann. In some respects his scoRit¢bard
Wagner(Messter, 1913js instructive. The score is compiled of Becce’s ovarky
themes borrowed from extant works, and work by Rossiegti®ven, Haydn and
Mozart, amongst others. The placement of the varioustiiddle works is
purposeful, offering musical illustration of Wagner’'s appicaship and providing
geographical references. On occasion, Becce applies fousis rhythmic qualities
(the use of th&Villiam Tell Overtureas a match to the movement of people on screen
during an uprising for instance) and Becce’'s own contribstiare frequently
reminiscent of Wagner’s style. Ennio Simeon tells a$ #Becce’s compilation score
thus constructs a musical equivalent of the Wagner fdeidfi: it uses music that is
consistent with, and descriptive of, Wagner’'s life dmigally and emotionally
(Simeon in Elsaesser, 1996. pp219-224). For Oskar Messter, the targeted a

new, educated audience whom Messter and his competitaeskemn to attract to the

% There is also the issue of the readability of gestures within the music as discussed by David Huron
(2007). This area is discussed further in Chapter 5.
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cinema’ (Simeon in Elsaesser 1996. p222). The reviewsdhaivéd the film reveal
inconsistencies in the size and instrumentation of tiserable playing at the various
screenings. Becce’s score, it was reported, was variaepisoduced on organ,
harmonium, by a small orchestra and so on. The vangtin music performance
were typical of the time but the use of a specificsagas not. The range of music
that Becce’s score employed was typical of the pealod unsurprisingly it had a
great deal in common with the range of music found witkinothek and The
General HandboakBy the late 1920s Becce’s contributions to film musiere
openly acknowledged as being influential on the practicgcofing film during the
preceding years (Simeon in Elsaesser, 1996. p224)

In Germany, the development of the ‘Tri-Ergon’ systemniachanism for the
conversion of acoustic signals to optical and vicesajerllowed the first public
demonstration of sound film to take place in Berlin in 192fa pfoduced their first
‘talking movie’ in 1925 and following a failure of the soundheir first presentation,
a twenty minute sound version ©he Little Match Girl(1925), they decided not to
pursue the system. For Ufa, an organisation with stramgneercial success and
investment (in its silent films, theatres and orclasirfurther development of Tri-
Ergon did not seem to be a risk worth taking. This méaadt in Germany, early
sound film became the prerogative of less commerciaiceams. The TOBIS
company (Ton-Bild-Syndikat), founded in 1928, was one such cont©BIS had
involvement in the promotion of sound film experimentstia¢ Baden-Baden
contemporary music festival (begun in 1927). Composersicitigp Baden-Baden
presented music composed to avant-garde films and exhoréeccréation of
‘contemporary music’ for the new art form of soundanff® They rejected the ¥9
century music model employed in the cinema of the timelk@f, in Mera and
Bernand, 2006. ppl13-14). The Baden-Baden festivals therefdte wisible two
streams of film music development in Germany. Oneastr@f composers who
perceived the creation of ‘incidental’ film music as@tinuation of the practices
found in other popular art forms such as cabaret, theatd operetta, and a second

* Composers appearing at Baden-Baden included Walter Gronostay, a former student of Schoenberg,
Paul Hindemith and Hans Zeller. It was Zeller who later went on to compose for the first German
sound film Melody of the World (1929) premiered about one month after Pandora’s Box on 13"
March 1929. (Volker, 2006)
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group for whom the combination of film and music represeét new artistic model,
one which may equally serve as a catalyst to new fayfmmusic composition
(Volker in Mera and Bernand, 2006. p25).

This section began with a description of the reviewatiregg to Schmidt-Gentner’s
music forPandora’s Box.Set against the activities in Baden-Baden (which finished
in 1929 the year oPandora’srelease), the Kinothek, the compiled score, and the
information that we have regarding Schmidt-Gentner's cpudi seems that
Pandora’s Boxwas not, in 1929, being presented as anything revolutionary. iy ma
respects it was conservative, an old and beloved pildllyarxcompiled score that was
typical of commercial silent films of the day. Thisasvnot an art-event; it was
conventional popular entertainment for the mass auéjesroploying the production
resources and presentational techniques developed by hifa 4017. For the
purposes of my score | have not applied the compilationnigge typical of the
silent film era but | have had to wrestle with sorhi¢he same issues that confronted
the silent screens musicians / composers. The fulscobértontinuity, punctuation,
location and characterisation are all present. The @nmblof moving from one
musical idea to another in support of the movie actienaarreal as they ever were.
Diversity in style is also characteristic of the lgasilent film score however the
choices available to me now, as a composer in te@itury, are far wider. | have
not used popular sofg (though in recent years the use of popular songs has
reasserted itself in film in an interesting echo of gwand film). Unlike my
predecessors, | can reasonably trust in the presence ‘eflacated’ audience, one
that will be less reliant on local and familiar musily®®. | have not had to contend
with variations in performance because the music is decband synchronised.

*' There are instances within the score where the ‘source’ of particular ideas spring from popular
song, this is discussed later in the section referring to Pandora.

%% This statement is made on the basis that these films now enjoy ‘Art’ status and are frequently
marketed as ‘cultural’ events in Arts centres and specialist festivals.
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Chapter 4 Scheme for a Score

Before discussing the details of the new scdreould like to set out the basic
scheme to which | have worked. The scheme for the sesoderived from the
organisation of the film. The narrative may be describedseveral layers which
interact and relate. At the top of the hierarchy isawerall dynamic of the narrative
as described over the entire length of the film, stgréihthe titles and finishing on
the closing credits. At the next level we find the kesning point in the narrative
(end of Act 5) and then, below that, each individual(Acts 1-8). At the lowest level
we find smaller narrative arcs and minor sequences wétttis. The basic model is

illustrated below:

Total length of screen time.(largest narrative arc)

I >
Act 1 to 5 (large Narrative arc) Act 5 to 8 (large Narrative arc) g
o
Act1 | Act2 | Act3 | Act4 Act5 | Act6 | Act7 | Act8 @

Nesm—

A 0 0 1 A R R A R P 8

Smallest narrative arcs and sequences

Fig 1. Diagram illustrating layers of construction witFlandora’s Box (not scaled)

The diagram implies that there are relationships batwiee construction of the film
and the construction of the narrative. In addition ®dlvision of the narrative into 8
separate acts, there are constructional devices sutileasand credits. In this
instance there are also ‘end of’ and ‘start of actrititle cards. These markers form
part of the conventions of film presentation and arétiposd according to the length
of the acts as required by the narrative. In reality,atts vary in length and are not
as equal as illustrated above. Naturally, the lengtBach act, and the placement of
each ‘end of' and ‘start of act marker, has had an ahpa the design of the score in
terms of length per act. Decisions also needed to be amderning the desirability
of silence, or music, through the act in / out markditse primary information
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derived from this analysis concerned the overall lergftmaterial, the relative
placement of subsections of the material, the posiod particular points of
punctuation (starts and ends) and the overall formeo$tre.

Layers within the Scheme.

At the highest level in the scheme is the total lemagith the complete narrative of the
film. The initial decisions regarding the planning of thasic related to this level of
the narrative (and film) construction. The story showd ulu beginning in a state of
comfort and prosperity. Over the course of the film Islses everything. Eventually
she arrives in the alien environment of London where siseedes to penury,
prostitution and death. The overarching direction of theienssheme is therefore
intended to reflect this journey; it begins in consonaawd clear tonalities and
moves increasingly towards more atonal and dissommamtds as the film progresses.
The sonic world of Act 8 should be darker and distresdexh ®0 where the music
begins in Act 1. At this, the highest level of the scbgethe composer can only plan
the generaldirection / intention of the score. This part of filan establishes for the
composer where (emotionally) we begin and where (emaiti) we end®. In
addition to this, the largest narrative arc, the compatso needs to account for the
title and credit sequences found at either end of the fimade the decision that the
tune heard over the titles (referred to throughowRasdora)should reappear at the
end of the film thus bookending the work in a way tkatonsistent with the idea of
music as narrator. The intention here is that theeagd will, at the end of the film,
be in a position to understand the emotional tone sdiedbeginning of the film by
the Pandoratheme. The music at the end is not exactly the smsrbat found at the
beginning; it has become a reflection of where weestia

At the next level of the scheme we find crucial, lasgale, segments of the narrative.
In this case | have divided the film into roughly two halv€kis level is entirely
interpretive; it is only defined by my particular readingtiee film and does not
reflect any solid boundaries within the film such as taet «nd end of acts. It would

%% Other factors such as the geographical location and chronology could also be considered.
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be equally possible to find alternative divisions within therative. Since the
overarching direction of the score is downwards into sltfase described previously) |
felt that | should identify a ‘tipping point’, a point atweh Lulu's descent becomes
inescapable. | identified the point as being the court siceAet 5 in which Lulu is
found guilty of manslaught&t It is here that she is first identified Bandoraby the
prosecutor and she first experiences the consequences ladhaviour. It is here that
she begins her descent towards the arms of ‘Jack theeRifip Act 8). The
identification of this moment in the film has inforchéhe decision regarding the
emergence of ‘diegetic’ sound (rather than diegeticiehugthin the score.

At the third level of the scheme are the actual atthe screenplay. Each act depicts
a complete narrative arc of its own. The sequencéefatts inPandora’s Boxis
completely linear in time (there are no flashbacksaeen) and in combination they
result in the complete narrative ®andora’s Box.They are therefore, partially,
interdependent and they are sequential. In terms of plgrihe score, this led to a
decision to identify particular ‘worlds’ associated lwé&ach act. For example, Act 1
and 2 is firmly in Lulu’s ‘Jazz’ world and the world bér friends (with the exception
of the very start of Act 2 where we are placed inbe tompletely different
aristocratic world of Schon’s fiancé). Act 3 is oriedhittowards the theatre, Act 4
offers us the wedding party, Act 5, the authority andraWorld of the court, Act 6,
the escaped Lulu and the train Journey, Act 7, the mudtidwef the ship, and Act 8,
foggy, foreign, London. As you can see, these desoniptdo not account for the
complexities of the score in relation to the on sorevents rather they account for
the starting point that informs the general characfeeach act. ‘Worlds’ are
generally established, in my score, through changes in mstation, key, and

style.

At the deepest level of the scheme | am concerned wihstmallest sections of
material and their particular placement in relationthe images. This level of the
work was most detailed and the most time consuming;stibsumed within the other
layers of the scheme described above. At this ldhel, synchronisation of small

It is also reasonably consistent with Alban Berg’s assessment of the ‘tipping’ point though Pabst’s
film does not include the narrative material found in Berg’s film interlude.
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musical events to particular image sequences takes plaeeomposing at this level
also inter-relates music used in other acts, sometffiesng sonic clues to cycles of
behaviour that we have seen in the drama before, soes®mploying particular
musical characterisations and so on. The diagram k#dononstrates that the scheme
for the music is strongly reminiscent of the precgdiragram relating to the structure
of Pandora’s Box.

Full length of score, overall musical direction

I >

Act 1 to 5 (music only) Act 5-8 (music and sound) 3

o 2
S o
< wi| w2 w3 w4 w5 weé w7z w8 i

a <

N

General mood, atmosphere, location, synch to starts and ends of acts -

st

I 1 A 1 A i M A A A T B

Motifs, inter-related materials, characterisation, emotion, diegetic music/sounds, synch to events

Fig 2. Diagram illustrating scheme for score construddiandora’s Boxnot scaled)

This provided the framework on which the score was develdpisgin effect, a map
that provided direction and reflection on the role otipalar musical responses to
the narrative. Given that the lowest level of theeswe demanded a lot of detailed
composition, it is useful to keep in mind that each mlisrmament at the lowest level
should blend with the next leading to a conclusion thatvaleach act (next level up)
to contrast or complement the following act leadinguioexpression of the intended
over arching shape of the score (highest level).
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Chapter 5 Music as Reference

Composers and theorists have long argued about the alilitgusic to convey
‘meaning’. They are not all agreed on the notion that musiays has, or even needs
to have, ‘meaning’ (Storr, 1992). In relation to the cgntd film, the discussion is
somewhat clearer. This is, in large part, due to thielviaccepted view of the role of
film music asfunctional specifically placed to be supportive of the narrativaning
within the film. One of the composer’s primary tools écoding meaning on to the
image isreferential musicSuch music references ideas, within or outside ofiltng
which when understood by the listener, add connotations tionage or narrative
sequence. References may vary in scale from being mioonemts, in which a
particular timbre or musical gesture acts as a remiiden earlier event or carries an
extra-musical association, to the wholesale appdinadf a known work with explicit
lyric** or cultural associations. These larger scale referenagssubvert the meaning
of a particular image sequence or the reading of areemirative. An example of a
substantial reference of this type can be found at ¢lggnbing of Stanley Kubrik’s
film The Shining(1980). In the opening scenes we see a small car driving along a
mountain road towards an unknown destination. The gyoiostrumental music that
accompanies the pictures is derived from the GregorangtiantDies Iraewhich in

its original lyric form, speaks of apocalyptic days ofattr and terror for mankind
(Deutsch, 2007. p7). Such a reference may not be immegdiatelious to the
audience but the character of the music, its religiotestones and its chant like
gualities, infer a sense of ritual and arcane processridees perfect sense in relation
to the narrative as a whole. Interestingly, the coatian is more clearly understood
on the second viewing (though arguably it lacks the impaitieofirst). Nevertheless,
it achieves a dramatic atmosphere and potentially wes'ag the gloom to come. The
referential use of music therefore offers a way hmclv extra ideas can be encoded
into the film. The example cited above suggests thigrametial music may be
intelligible on several levels. The nature of the musis@emn and ancient flavours

the image with one set of references, the fact th@atmusic is played on electronic

* The use of lyrical references through the use of popular song as instrumental underscore
potentially provides a narration: a text oriented reference that may be understood by the listener /
viewer.
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instruments, connoting the presence of the ancient imtdaern world adds another,
and the textual meaning d&iies Irae, possibly not known to a large part of the
audience, forms a hidden intellectual layer of meaning, tliahot understood
immediately, may be discovered and enjoyed at a latey. ddne efficacy of the
reference is dependent on recognition and knowledge, atlisrally constrained.
Because there is a natural tendency in humans to assegtaa-musical experience
with musical experience, the two are intertwined auliural level. For example,
music associated with death in an African culture malylveeunrecognisable as such
to a European listener and vice versa. In part, thisgause of associations acquired
through the repeated exposure to music that is linked with-enusical events, and
in part, it is influenced by cultural concepts surrounding éxtra-musical event.
There are no absolutes, the referential values oficrare informed by repeated
exposure to music and commonly held values within the eulttuch linkages are
liable to change over time and be rendered redundant aultkee acquires new
modes of expression and new values (Meyer, 1956).

As far asPandora’s Boxs concerned, there are no specific, large scale erafes of

the type described above; however, | have applied stylesfierences and small scale,
internal, musical references widely. In the follogipassages | will explain the
referential qualities of the styles that appear withm sbore but it is important to
note that the explanations offered here are by no sndafinitive; they are merely
descriptive of my intentions. Discussions with calleas revealed, unsurprisingly,
that we did not all derive the same inferences frousioma Furthermore, discussions
with students suggested that previous experience of musicyamiety of settings

(film, recordings and live performance), and knowledge lef tife and times

associated with particular music, could also influenagetstanding of connotations
through music. Phillip Tagg’'s comments regarding student io@actto music

similarly reveal inconsistencies in listeners’ reaicsi (Tagg, 2004). Referentialism
has dimensions that are both cultural and personal;ntbsical response of the
composer may be informed by connotations that are pectaliaim or her alone or

they may be widely accepted and understood within a culitteer way, there is a
causal connection between the musical material anctivetation evoked (be it less
or more effective) (Meyer, 1956). It is perhaps a cor#tion that referentialism is, in

45



some respects, a flawed device. It may usefully infon@ design of a score,
providing an effective conceptual stimulus for the compobet it may not be
understood clearly by every audience as intended.

Stylistic References / Jazz.

Jazz has a history in Germany that dates back to Berli®05 when the ‘Memphis
Students’ first toured in Europe and the UK. The Ameritamd, ‘The Savoy
Syncopated Orchestra’, took up residency in Berlin from 1926928 and Berlin
developed a strong ‘scene’ of its own during the late 1920pt(Hh, 2001. p373).
The Jazz band on view in Act 4 B&ndora’s Boxs, in reality, one of Berlin’s bands
of the time, namely ‘Sid Kay’'s Fellows’ who had aidesicy at the legendary Haus
Vaterland? from 1929 till 1932. Early Jazz posed something of a conundoutiet
critics of the time; there was a conflict of view regdjag its correct place in the
hierarchy of art. Should it be regarded as ‘folk’ (ish) musn the basis of its
primitivism, or should it be regarded as ‘art music’ heseaof the way that it was pre-
composed and the ‘primitivism’ was exploited as parthef performance’? (1929
cited Frith 1996, p44). Such a question (the power of intellecdus the animal
instinct) also lies at the heart of Wedekind’s play

Jazz bands, within the context of silent film, fiappear during the early 1920s where
they frequently played on the ‘set’ and on camera ferftappers’ on screen. Many
of these bands remain unidentified. As sound film becastablished the practice of
using live musicians ‘on set’ declined. Some of the eaxhmples of sound film
made by Lee de Forest in 1922 employed Jazz musicians asnens and later, as
the ‘Jazz age’ progressed, the Warner Vitaphone Cdiponaade a great many one
reel ‘shorts’ that featured Jazz bands and musicidmes fifst full length ‘Jazz score’
for a sound film did not appear until 1951. The scoré&ti@etcar Named Desire
(Kazan, 1951) by Alex North was soon followed by a nunmdferollywood films
that also featured Jazz music; these inclufied Wild One(Benedek, 1953)The

*? Coincidentally there are references within the writing of Louise Brookes that confirm that this was
a place frequented by members of the film cast and crew during filming.
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Man with the Golden Arm(Preminger, 1955),The Sweet Smell of Success
(Mackendrick, 1957) antdWant to Live(Wise, 1958). This period in Hollywood is
also marked by the decline of the studio orchestras anmh¢heased availability of
Jazz musicians in the Los Angeles and New York aretsedsig band era drew to a
close (Meeker, 2004). The presence of Jazz within thenModld film of the 1950s is
both a reflection of the economic conditions oftinge (and the resulting availability
of Jazz musicians) and a reaction to the success of'dledbre forStreetcar Named
Desire (Kazan, 1951). Russell Lack notes that the appearancazafwithin film
resulted in less reliance on the leitmotif approacld an tendency towards
impressionistic musical commentary which, through asiglexities, was inclined to
parallel the film rather than mimic it (Lack, 1997, p194)bdéicomes, in effect, an
unempathetic and complex setting for the film thater#fl the times from which it
emerged. Royal S Brown referring to the Jazz musibedd 1950s films additionally
observes that ‘the entire jazz genre tended to attselh in the cinema to the *-icity’
of 'lower class’, people involved in sleazy dramas of, sénugs and / or crime’
(Brown, 1994. p183). On this basis, we might well considarRandora’s Boxs an
ideal vehicle for Jazz.

Within Pandora’s Boxhere are three main styles of Jazz music refedewdin the
score, these are: ‘Cocktail’ / ‘Dinner’ Jazz, a ‘TratRagtime’ style and a ‘Be-Bop’
style, none of these are authentic to the period oitfages. The ‘Cocktail’ Jazz
(really a 60-70s style) is usually just a small piano (with occasional saxophone
and or vibraphorid). The music has a sense of remove, it is relativelymotional,
mostly consonant but with a strong blues flavour (arisirgm the harmonic
progression in use), it is melodic but it is not deosélifficult to follow (Example
from end of Act } . This brings with it connotations of smooth sophaian and

reserve, it is not the music of the Jazz aficionaather a music that is strongly
associated with intimacy and expensive restaurantsiusiadity and pretension
towards ‘cool'. The ‘Trad’ Jazz and ‘Ragtime’ style (mdate 20s — early 40s) is also
uncomplicated harmonically but more strongly polyphomictaxture. It is noisy,
boisterous, associated with fun, drink and less forntahtsoons. It is not overtly

** A sound that references the music of the French Cinema of the 1950s and the emergence of the
vibraphone in 1928, the same year as the production of Pandora’s Box.
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sophisticated but rather more primitive and emotive. & lmuch more social music,
less concerned with virtuosity and more with entertairim&ihilst there are
moments of diegetic Jazz music of this type in Adteleémphasis is on the liveliness

of the style rather than period realigp@mple from Act % The ‘Be-Bop’ style (50s)
referenced in parts of Act ®©1:09:11:00 and Act 7 is more rhythmically driving,
dissonant, polyphonic, denser and harmonically more@mhs. Here it is variously
featured through the sound of a piano trio and a largesnais. It is dynamically
explosive featuring a strong attack and extremes of egglstreferences underground
clubs, smoking, drinking, late nights and dangerous environmierngsthe music of
the minority and the outside, subversive culture. Bigdbastrumentation is used to
provide a safer, more harmonious, music as Alwa witseagambling table in Act 7
(01:42:29:00. Overall, Jazz is always used within the score asltarral reference
and a comment on the nature of the parties involved i@eiscThe styles are not of
the period but they do, loosely, describe a chronologgleMelopment in which
Lulu’'s more modern and aspirational world is assodiatéh the 60s-70s style of
Cocktail music in contrast to the older more ‘Trad’ rldoof the Schoéns. The
mainstream / Be-Bop sounds of the 50s are associated thatHunderground’
gambling den. Alwa’s Jazz reference evolves from ‘Ragtiméct 2 (00:18:09:00))
towards a more modern sound in Acts 6 and 7 (00:42:29:00).

Jazz music also relates to the Blues music of eaflyc2dtury America, and Blues
also informs the music oPandora’s Box.Blues, like Jazz, evolved into a wide
variety of styles but here it is invariably slow and damkd non-vocal. Blues
accompanies scenes in the film where the emotiamdeubtedly sad, regretful and
uncertain. It is a reference to oppression, the muskia golitary suffering and
suffering within relationships. Like Jazz, it providesAamerican reference in respect

of Louise Brooks / Lulu.
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Stylistic References / Art Music

In contrast to the sounds of Jazz there are alsooineds and textures of various
Western ‘art music’ styles. This is consistent witle traditions of silent film and
provides useful contrast with the ‘popular music styleJaZz. There are no specific
models for this work. The most striking contrast is fbuat the start of Act 2
(00:16:34:00 where the music is reminiscent of early"2&@ntury classical music in
direct contrast with the preceding Jazz style of tiead Act 1. This style references
an academic world of sophisticated listening and art appicetidt is the modernised
classical world. It is concerned with the cerebraheathan the physical, it is ‘art for
art’s sake’, small in scale, and suggestive of chamlpsianin earlier versions of the
score, a string quartet playing a Mozart pastiche anersion using harpsichord, in
the style of Couperif’ were recorded. | felt that the relationship betwewen final
version and the preceding Jazz music was more cohereatidee the changes in
instrumentation were less obtrusive and the inferenc&hef modern’ was still
present. The intention was to contrast the Jazz siflLulu with the somewhat
‘haughty’ world of the aristocratic fiancé and fathdn Act 3 @t 00:27:22:0pwe

find a waltz. The metrical arrangement of a waltztiergyly rhythmical and tends to
impose the characteristics of dance onto the filmeférences dance, physical bustle
and the co-ordinated movement of people. The waltz used timelestage manager
scenes in Act 3 is somewhat French in its sound, mkeeballet than a Strauss
ballroom extravaganza. A third style appears sevamsst it is reminiscent of
funereal organ music by Bath though it is presented on piano. The music is
contrapuntal and invariably in a minor key. Here the esfee is one of gravity,
formality, seriousness, authority, order and process.

* Early experiments with this idea took the form of having Couperin style music playing and sounding
as if it was coming from an invisible gramophone player in the room portrayed on screen. The idea
was that the music would be suggestive of ‘high culture’ whilst the aural presence of the gramophone
would have served as a reference to both modernity and wealth.

** This provides an oblique reference to the forthcoming death of Schén and Lulu.
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Stylistic References / Exotic Music

There are three instances of what might be termeatieor ‘oriental’ music in the
score. The first is the use of Latin music undersgpthe dance between Countess
Geschwitz and Lulu in Act 400:42:39:00, the second is the Egyptian sounding
motifs found in Act 7 (01:30:02:16), and the third is the use $panish style under
the scene in Act 8 (01:59:30:18) in which Lulu invites Jack to bemr In all
instances, the exotic quality is a reference to ‘othsinastivities or people that are
outside of the ‘norm’. The Latin style integrates weilh Jazz and, as a style made
popular in the 1950s, it also fits the chronology previpdsiscribed. It is first heard
in a scene in which Lulu invites the older, but equally ‘mlétsand ‘modernising’,
Countess Geschwitz to dance. It has connotations imfiany and foreign culture.
The Egyptian sounding scales in Act 7 provide a directester to the influence of
the Egyptian brothel owner on the events as they unfolghe boat. The idea is
initially presented in direct reference to the Egyptraa scene where he barters with
Piani-Casti in Act 7@1:30:02:16. Following this entry it provides a thread of exotic
influence within the music for the act. This is parely evident in the arrangement
of the music underscoring the process of negotiatidngambling as Alwa and Lulu
try to raise the money to pay Casti-Piani (beginnin@1aB4:45:00). The Spanish
styled music that accompanies Jack and Lulu’s encoomntehe stairs in Act 8 (at
01:59:38:00 is that of a slow dance. The reference to othensedsscriptive of Lulu
as alien to Jack, Jack as alien to Lulu, and the situasdoeing alien to them both. It
also improves the dislocation of the action from $b#ing (a space that we already
know as being close to Alwa and Schigolch) thus intensifyireg grivacy of the
negotiation taking place. We could also consider thegmee of Jazz itself as an
exotic component within the score, both a referenchdmtherness of the American
(Lulu), and a reference to the otherness of the decaldemat culture of Berlin in
relation to Germany itself.
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Small Correspondences.

Whilst the stylistic references identified above cdosti major, recognisable sections
of the music within the score, there are also many Istoatespondences that are
worth mentioning. The use of the word ‘correspondence’ fedegs to small musical
elements that have referential potential of their ofaxamples of correspondences
might include the sound of the cello as being particulaginiscent of a male voice,
or the sound of a trombone having a comic quality. Suctespondences are not
unusual and are not confined to timbres alone. Evenl smelical gestures such as
intervals may carry implications. Consider, for exden the difference in effect
between major and minor 3rds and 6ths. An appreciatiothefpotential of the
elements of the music to promote specific ideas arsa@®ns can provide a
constructive approach to considering the way in which icaliselements are
employed within a score. This is not an argument foreahanistic approach towards
composing; it is merely a recommendation that thepos®r carefully considers the
possible functionality of all of the resources attlibsposal. Within the context of
Pandora’s Boxcorrespondences were employed widely and consist&ntly.

Details such as these have preoccupied many musicessjsts, philosophers and
latterly psychologists. Deryck Cooke (1959 cited in Scheug€08), in his
considerations of harmony, illuminates the positive arebative emotional
implications of changes of mode and other writers sucBazelon have observed
that historically, dissonance, harsh, controversidl@sconcerting sounds are used to
signal negative factors in film (cited in Scheurer, 20(®)p David Sonnenschein in
his work Sound Desigri2001) devotes an entire chapter to the way in which musical
elements are controlled suggesting that sound design imat@ppand is in large part
consistent with, many of the techniques and viewpointdagmeg by composers. He
cites tables of definitions oAcoustic Expression of Emotional Statbyg’ Friederich
Marpurg, a theorist of the T&entury, andPhysical, Mental and Emotional Impact
of Musical Genres’attributed to music therapists of thé"2@ntury, in support of his
arguments (Sonnenschein, 2001. pp108-121). These tables illugtrateggh the
language used, cultural differences between tfecedtury and the 20 They also

*® | have listed correspondences used in the score in Appendix 8.
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reveal the obvious expansion in the available repertémeusical resources since the
18" century. This is not surprising but the presence of camsiis between
descriptions from the 8and the 28 century does indicate something of the extent
to which our understanding of musical expression has becsystematised. It
confirms the idea that descriptions of qualities assediatith sounds and gestures
are not completely subjective but culturally acquired agdeed. David Huron,
through an interesting and much more detailed discussigardiag listeners’
reactions to the notes of the major scale, demoastthat there are common threads
within the language used to describe the qualities of platicwtes. He goes on to
show that within the context of western music, theabmulary used by listeners to
describe the effects of individual notes indicated ttla#re was a common
appreciation of the way that particular notes of thbales traditionally function
harmonically (within the major scale context). He shaWwat there is an acquired
understanding and a general agreement regarding the qualitissall musical
elements within western music (Huron, 2007. pp166—-167). More inmplyrtand
with more relevance to my work, Huron demonstratestti@mgualities described by
listeners are ascribed to sounds as the result ofteghbeaposure to the way that
these sounds function within musical patterns. The geslithat they described
related to, and derived from, the statistical probabilitywates’ occurrences within
the organisation of musfé. Therefore, referentialism appears to function on leoth
macrocosmic level in which whole pieces or styles, (duorts and pastiches etc)
refer to extra musical ideas, and a microcosmic leveliich small musical elements
(sequences of notes, particular intervals etc) engendiecytar responses and / or
refer to existing patterns within the score or other knawwsic (which may
additionally have extra musical references).

* Huron’s use of the word ‘probability’ refers to the idea that the listener’s repeated exposure to
musical patterns result in an innate appreciation of the statistical likelihood of notes moving or
resolving to the next note in a way that is consistent with the patterns of other melodies of the same
cultural type. This idea also informs theories about ‘tension and release’ in music and the degree to
which music can stimulate through the surprise breaking of expected patterns. (2007)
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Concluding Referentialism

The composer may employ referential materials tihatketh internal (within the
music) and external (extra-musical). The very matetfe$s comprise the music, the
notes, the changes of mode and so forth may alsdidunthrough reference. The
success of the score (and the degree to which it is sedanationing well) is
determined, in large part, by the extent to which théséces match the needs of the
narrative and the culture of the audien® With regard to film, this is further
complicated by the fact that the narrative contdm, dge and aesthetic of the film
and the mode of presentation itself will also stenmf@ particular cultural point of
view which may, or may not, match that of the audiefides means that the film
composer might usefully consider ‘who the film is foFilms may ‘specify their
audiences’ through their text, through their advertising marketing, through the
presence of particular stars, and so on (Turner, 1999. p116g base oPandora’s
Box the film has already found several audiences: the German aed®nt929
familiar with Wedekind and the references to Weimae, ithernational audience of
the 1930s subject to the censorship and moral controkeofvhrious governments,
the revivalist French cinema of Henri Langlois finadistablishing Louise Brooks as
an iconic figure, the 1970s gay-rights audience, anxiousfgosexthe cinema’s first
explicit Lesbian encounter and more recently, the htwise, historically aware,
audience of the digitised re-issue. | have taken the tat Pandora’s Boxis no
longer of popular mass cinema. It is regarded as being elitan Art-house cinema,
one in which the audience are often highly receptive anoavledgeable, one whose
referential base is wide and detailed.

*® This could also inform an argument in favour of the silent film practice of tolerating different scores
played with film presentations in different locations
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Chapter 6 The Organisation of Narrative
Narrative Form and Music

There are aspects of the film form that are redidah the organisation of the music.
In Act 1 the action begins in Lulu’s flat with Lulu beingsited by her old friend
Schigolch. By the end of Act 1 we return to a similduaion with Schigolch
introducing Rodrigo as a visitor to the flat. Thus, Acihikits circularity, a return to
a state of affairs that existed at the beginning. Alamfiorm is found in Act 2 where
Schon’s fiancé begins and ends the scene seated atpesvritgr pondering her
forthcoming marriage. In these instances, the organisafithe narrative seems to be
directed at establishing characters within their respeatosdds as safe and stable. It
is also suggestive of ‘life going on’, complete episod&my place in various places.
Similar organisation is evident within the constructidnAct 6 which commences
with Lulu ‘on the run’ and concludes with the same, allbeid different location.
This cycle is repeated again with Lulu’s escape at tlie c#nAct 7. The use of
repetition in Act 6 and 7 provides a counterbalance tonddaility of Lulu to escape
at the end of Act 8 and, possibly, adds to the shockeofrturder at the end of Act 8
through the surprise breaking of the established patteithin/the plot organisation
of Pandora’s Boxthere are additionally many smaller loops in which pastesf
repetition are employed. Act 3, for instance, is cwaseéd around the constantly
returning image of the harassed stage manager. Acto5ualss repetition in the
presentation of the trial. Sometimes this use of repetis employed to show events
that happen concurrently, the repetition of scenes wnglSchigolch and Rodrigo
being drunk (prior to going into the bedroom) in Act 4 feample. Repetitions such
as these are usually echoed in the organisation of tee.nio Act 1 the music that
we hear at the beginning thus returns at the end. Thisigsalso in Act 7. At the
beginning of Act 8, the music that we hear as Jack appearsf the fog returns at
the end, as he leaves the scene of the crime. IIBAtte waltz, closely associated
with the stage manager, keeps returning. Such moments dedptdblish formal
patterns within the narrative and assist in buildingg#eeral coherence of the score
through the recycling of material and the establishmemternal musical references.
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Narrative Time and Space

In silent film, the depiction of events taking plaoeseparate spaces simultaneously
poses a problem for the film maker. In sound film, sucmisvean be portrayed, or
reinforced, through the presence of sound. For instancéal@gue between two
characters could continue off-screen, or the souraparticular space / event might
be heard whilst the camera reveals events happeninghelsewthus locating the
‘elsewhere’ as being near to the space from which thedsoemanaf@ In silent
film, music may be used to provide continuity or to @xse separation. Unchanging
music may bind disparate images together to suggest thaath all related in time
and space whereas changes in music, aligned to each srggence, may suggest
greater separation in time and space. In Pabst’s organisdithe film, the spaces in
which the plot is portrayed changes in each act, Aotlulu’s flat, Act 2 at the home
of the fiancé and so on. In addition to this, therespazes within these locations, the
bedroom in Schon’s flat or the stairwell on the baat ihstance. These spatial
variations are necessarily presented sequentially. Withe score, music is
occasionally used to reinforce the existence of two spaegisting simultaneously.
Such an example is found in the scene towards the efxdt &, at 02:09:08:00Here
the sound of the Salvation Army band (diegetic musicyaaches on the image of
Schigolch waiting for his Christmas pudding in a bar wimeeeipub piano plays
(diegetic music). The two music streams interact and tkinforce the existence of
the two separate spaces (the interior of the bar anslttbet).

Narrative Range

The range of the narrative is defined by the extent to which iumestrictedor
restricted. The unrestricted narrative gives us, the audience,ni@bon that the
characters would not all have accessau; access is unrestricted and we therefore
have access to all that is involved in the story. Camhgr the restricted narrative
limits the information available to the audience; weyrhave access to information

*> Where such a sound is actually the voice of an unseen character we might refer to it using the term
acousmetre (Chion, 1994. p129).
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through one (or perhaps a small number) of characteysamal what we know is
therefore restricted to what they know. It would be ualior a film narrative to be
entirely restricted or unrestricted; they represent exieemities of a spectrum of
narrative range (Bordwell and Thompson, 2003. pp81-83). Palest af§, mostly,
unrestricted access to information. We see (and ‘h#agugh the inter-titles)
everything that is happening but not all of the informai®rshared by all of the
characters all of the time and importantly we knoat this is so. Whilst there are no
completely restricted moments of narrative, theeeaacasions when the information
that we have access to is shared by fewer charahngolch revealing to Lulu that
Rodrigo is outside on the street, Schigolch hiding on tleobg in Act 1 (beginning
at 00:07:20:00), Alwa putting the cards up his sleeve in Act 7 (01:3&R%nd the
suggestion of the identity of Jack the Ripper in Act 8 (01:58@M8%rovide examples
of such moments. Whilst an unrestricted range engagesaubence with an
overview and a position from which they can experiemeetotality of the drama
unfolding, the restricted narrative engages the audiettea voyage of discovery,
one in which they only find out the full consequences lodtvthey have learned some

time later.

Music and Narrative Range

It is difficult to see how the music can affect therrative range. The source of the
narrative, inPandora’s Boxjs the organisation of the moving images and the inter-
title cards. Whilst music can influence our perceptiorcldracters and moments
within the narrative, it cannot alter the organisatiomhef narrative range. That said,
it might be interesting to consider the idea that musin be cast in the role of a
narrator. After all, like a narrator, it imparts infation about the story; it offers
subtext and nuance to the action and environment. Like atogrit has a voice that
is outside of the diegesis. On this basis, we couldidenthat referential music, such
as theDies Irae example referred to earlier, actually functions asestricted
narrative. The musical reference is definitely unhearthbycast of the film and the
music offers comment (narration) on the nature ofabdd in which the cast exist. It

forms a restricted layer of information, a filter thgh which we alone can further
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interpret the visual narrative; it establishes a pointiew. This need not be exclusive
to music that references extra-musical associatibmigrnal musical references,
developed over the course of a film, are also capablprafiding a narrational

commentary that is beyond the knowledge of the chemmqbortrayed. In direct

contrast to this stands diegetic music. Its preseritenvthe diegesis is most likely to
render it as part of an unrestricted, or less resttjcharrative. Diegetic music is
heard by the participants in the scene and the audieumctyebnature or choice of the
music may serve as a narrational comment that hasingeonly to us. Such a device

is therefore, potentially, multifunctional.

Narrative Depth.

Just as the film maker is able to control the rangdh@finformation available to us,
they can also control theepth of that information. Here, the word depth refers to
how the film portrays the characters psychologicalkes{8ordwell and Thompson,
2003. pp 85-86). We may be confinedetdernalor objectiveinformation only: what
the characters do and say. Alternatively, the plot neagal a character’s feelings:
the internal or subjective Narratives are rarely entirely objective or subjegtmore
often the narrative depth ranges over a spectrum. Theotohdepth is affected by
many technigues; these may include the manipulation of thereaposition relative
to the action and / or the character, the use dilflask and dreamlike sequences and
in sound film, the manipulation of sound to affect changesur perception of a
character’s external and / or internal statePémdora’s Boxhe control of narrative
depth is affected through the camera work and the framitigegbicture. Whilst the
majority of the narrative is portrayed from a largebjeative view (concentrated on
the externalised drama) there are many moments in wiecare taken towards the
subjective experience of the characters. These morasniargely achieved through
Pabst’s use of point of view shooting and close—ups. ffietwo are combined in a
way that places us, the audience, close to the acsioh e were involved. For
example, the moment where Alwa is pleading with LuluAct 4 (00:51:49:00)
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almost removes Alwa from the picture; Pabst placest dssashoulder, as close to
Lulu as Alwa is*° offering us an experience béingAlwa pleading with Lulu.

Music and Narrative Depth

Music has a role to play both as part of the objectilegetic world and as non-
diegetic music, part of a more subjective stream (reptatve and informative of
the internal emotions and experiences of one or rmloaeacters). Within the score, |
have tried to expand the objective / subjective depthugirehe manipulation of both
music and sound. Two strategies have been applied. Thesftte orthodox use of
music to ‘emote’ and offer expression to the charatiener states. There are many
examples within the score where music is applied mway Examples include the

music that accompanies the scene0at50:46:00 (Act 4)in which Dr Schon

contemplates taking his own life and the musi®@@23:02:00 (Act 2where Alwa’s

quieter state is contrasted with an explosion of arfgem his father. Without
exception, the subjective narrative depth is first, ionukaneously, established
through the close-up or isolated camera view. The musitus brought into close
alignment with the expression of the actor and is abé®mbine with the image.

The second strategy is one in which sound is used to tréfleccharacters own
experience of their environment. An example of thistetyais found in Act 3 at
00:38:42:00 Here, Lulu dances out of the ‘prop room’ following theval of Alwa
and the fiancé. When Lulu runs out (tracked by the camerhear a jump in the
volume of the theatre band as Lulu moves from the gum@bps room into the noisy
backstage area. This creates a sonic experience fovidher / listener that is
consistent witther movement from one space to another, as if we are runnthg w
her. It is a point of contact between music and thend world perceived by the
character. It is as if the control of sound quality pdesgian additional degree of focus
on the image. Such a strategy is exclusive to the deegrisic elements of the score
and whilst such a technique is a common feature of the thatysound film is

> Alwa leans towards Lulu several times during this scene and on the small screen some of the
persuasive energy of these images may be lost. On a large screen the distance travelled by the images
would be much larger and even more expressive of Alwa’s pleading and internal state.
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organised, here it is incorporated within the score fifeat film. Within the context
of a ‘live’ performance of the new score, this wouldumeisual, but the delivery of
this work as recorded and synchronised renders the redeaneidra’s Boxa hybrid:
neither a silent film nor a sound film but a film tleadhibits some of the qualities of
both.

James Beament, discussing the relationship between music tlee hearing
mechanism (2005), identifies our ability to perceive the lesdrand location of a
sound source as being important to our capacity to detdatespond to danger. He
contends that our physiological response to sound, origieadilved as a response to
potential danger, continues to inform our emotional reastim music. Beament
reasons that our emotional responses to music haveottgins in these reflexive,
defensive, responses. Such responses are informed by aty tabitletect minute
timing discrepancies in arriving sound waves. It is this gbilitat enables us to
interpret the size of an acoustic space and the dire@nd distance of sounds
(Beament, 2005). On this basis, the manipulation of frequieedume, reverberation
and echo can usefully be regarded as a means by whichnh@oser, and the sound
designer, can affect an emotional response to soumdaddition of reverberation to
sound / music is common; within the context of film indaave a diegetic function
(offering a means of confirming the objective reality ofacoustic space) and an
aesthetic function in providing space and resonance watiiharound the recorded
music. Changesin reverberation without a corresponding alteratiorthte acoustic
space or the listening position are, in terms of ‘real,liinnatural. When such a
change occurs it is suggestive of a shift in positionaleeration of perceptual depth.
For this reason, reverb can be creatively employesibttal a new perceptual position
to the audience. Longer and deeper reverberation, inorel&at music, is often used
within film sound to create subjective moments; it astsa metaphor for distance in
time (a memory) and distance from reality (a différspace, somewhere inside the
character’s mind)®* Furthermore, the ‘smoothing’ qualities of reverb, theywin

A good example of this technique can be found in Steven Spielberg’s film Munich (2005) where
reverb is applied to the sound track in sequences where we are shown memories and flashbacks of
the terrorist attacks seen at the start of the film. The memories are part of the central character’s
subjective experience and furthermore are part of a restricted narrative, one which only we share
with him.
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which it causes sounds to merge and overlap, provides a sgpriesentation of
dream-like states, worlds where sounds (images) seeloséotheir connection to
their source (reality). | have applied this techniquéhtoscene ad1:03:36:00(Act

5) as Lulu stands in the dock and ponders her fate. Hexemtlsic is suddenly
plunged into a large reverberant space. The shift in perakdepth, allied with the
focus on Lulu and the occasional shots of the cowrnfiulu's perspective, are
intended to create a moment of subjective intensitg, ianwhich we encounter an

impression of Lulu’s isolated, internal state.

A similar effect can be created through the reductioewenrberant sound. A sound
may be rendered extremely ‘dry’, so close and detailaditldemands our attention
through its un-natural proximity to us the listener. Thehteque can be found in the
film The Pursuit of HappynegMuccino, 2006) during a scene in which the central
character, Chris Gardner (Will Smith), ponders hisméless situation. Here the music
that we hear iBridge Over Troubled Wate(Simon, 1970) Rather than being
presented in its original form (the reverberant Simoa @arfunkel production) it is
presented as a very intimate recording of voice andgrRoberta Flack. The sonic
detail and the dryness of the sound are so close andasale it seems to magnify
the personal and inner qualities of the image on screénal if the experience of
sonic detail induces a sensation of closeness to théyreblthe image. In Act 8
(02:05:13:0p there is an example of this use of the close proxiofigound. As Lulu
kneels down to light the candle we hear non-diegetisienulrhe music is not
reverberant (not a memory), it is, in comparison topiteious sounds, very dry and
close. It creates an effect of proximity through sonitaitlethe close up image of
Lulu (and Jack) imbued with the intimacy of the sound.

Such procedures are perhaps more often discussed imnmeiatsound design but
here the electronic score incorporates the contraooiustic space as part of the
composition. Such a procedure is not unusual within theegbraf electronic
performance; an electric guitarist or a synthesiseyep will often take control of the
parameters of their sound (as might a sound engineethinMihe context of
orchestral composition, the control of resonance(thh aspects of the orchestration)
or even the physical distribution of the musicians,amtiphonal works, could
legitimately feature as part of the finished musice Teciding factor, in relation to
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Pandora’s Boxis not the style of production or the preferred sounthefrecorded
music but function: the extent to which the music camotonally engage the
audience with the selected image and thereby impactuubmramprehension of the

narrative.

This discussion began with a consideration of the wayhich the narrative’s range
and depth is controlled through the distribution of imagesarveen. | have suggested
that music and sound can also contribute to the fluctuafidimese qualities. We can
identify the following traits: 1) non-diegetic music aarrator is expressive of a
subjective point of view, 2) referential music can provadeestricted narrative, 3)
diegetic music is mostly (though not always exclusively) ssiige of an objective
narrative, and 4) the manipulation of acoustic space caragmthe experience of
characters on screen both objectively and subjectiVy can also observe that the
guality ofcontrastis paramount in signalling a change in perceptual depth ot pbi
view. To conclude, | would like to cite one more exampteAct 3, at00:34:30:00
Lulu and Schon are arguing inside the props room. The easi@ws us the
beleaguered stage manager waiting anxiously outside the propsAsahe quarrel
rages the camera switches between views of inside dadi®the room. We hear the
music of the theatre band (diegetic) and music relatonghe argument (non-
diegetic). This music is composed of several strands wleahave heard earlier
(referential) in the scene. The two music(s) collifibe result is an experience of
stress and cacophony. In terms of narrative range and deetlare hearing the
diegetic music of an objective, unrestricted narratotiding with the non-diegetic

musical expression of a more restricted and subjectivatie.
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Chapter 7 On Synchrony

The previous discussion of the relationship between thgreonstruction and music
intimates that, in order for a particular narrativenip range, or depth to be
established, the music must be perceived as being assowitttea specific image

sequence. The synchronisation of music and image iddher® key consideration in
the distribution of the score.

In the early development of this work | spent time dubbingloanly selected CD
tracks, of various styles of instrumental music, teetisn of film. The purpose of
the experiment was to observe and consider the effett different music and
placement might have on the selected scene. The pnesesded that the character
of the film seemed to change with different music aad thifferent tempi, styles, size
of ensembles, textures and timbres all altered theepgon of the images. The most
noticeable recurring feature of the experiment was ithatic frequently coincided
with images. Each coincidence was highly visible. Thaing together of sound and
image focussed attention onto the image momentarilyer&/ithis happened
repeatedly, it gave the impression that the music somebelenged'. In relation to
the narrative, the coincidences were often inappropbatehey tended to demand
that I, as a viewer, pay attention to the sequenceariteas if it weremeaningful.
This experience is similar to that described by Kracamdris tale of the drunken
pianist in which he recalls how the unsuitability of mugroduced by a drunken
pianist, at a silent cinema, often exposed new waygeatling the narrative
(Kracauer, 1997. pl45Kracauer similarly observed that the process of inetinpy
the images was affected by the chance synchronisatitie ofiusic to passages of the
film. | tried moving the music track in relation to thknfin order to align particular
musical moments to selected points in the image sequemhee.reBult was that
moments of synchrony were now distributed differentiyoas the image sequence.
New impressions of the narrative emerged along withrélésation that there were
some music extracts that fitted the film better thdrers. The factors that informed
increased coincidence between picture and music were teamgdorhythm. It
established that there were, in relation to the soerguestion, optimum tempi or
ranges of tempi that matched image shifts and cuts ifilthebetter than others.
Interestingly, the rhythm of the images was less appavben the music was non-
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metrical music. It seemed that metrical music, organesean appropriate tempo,
imposed rhythm onto pictures when none was at first eisitihe sense that the music
‘belonged’ to the film seemed to emanate from botlent®tional appropriateness to
the scene, or the extent to which it engaged you wéhstiene from an unexpected
perspective, and the degree to which it synchronised to #mgek in the images and
/ or matched the rhythm of the image sequence. Unity leetywéectures and sound
was more convincing when the duration of whole musical gassanatched the
duration of complete visual passages and when individualcalusvents coincided
with individual visual events. A more subtle unity could observed when the
dynamic shape of the music tracked the dynamics o&then on screen even if it
did not synchronise at all with momentary actions aeexi?. Two significant layers
of synchrony can therefore be described. The first nbbghdlescribed amomentary
synchronisation (in which we experience synchronisatiowdxst musical gestures
and single events within the film) and the secondeasodic synchronisation (in
which we experience synchronisation between narratage @& visual sequences and
the music). A third layer might be added which could béedalynamicsynchrony
(in which the dynamic growth of the music matches theadyics of the moving
image); arguably this is simply another expression of pergyghchrony. In terms of
application, periodic synchronisation could be usefyliglied to outline the narrative
or visual construction formally whilst momentary synctisation offered potential
for the punctuation of the image sequence. Within theespariodic synchronisation
primarily coincides with the start and end points oeguence (not usually a whole
act) and will be characterised by consistency in theianoger the period of that
particular narrative sequence. Changes in the musictfes may be a subtle change
such as the arrival of new elements or a more obvioasgehsuch as a change in
style) are generally synchronised to the beginnings o¥ aecs of narrative.
Synchronisation is therefore employed to produce enmplaasl definition in much

the same way as stresses are applied to spoken snteradd weight and colour to

> There were a noticeable number of occasions in which it was possible to say that the development
of music from CD (several different genres but always instrumental) took about the same time as the
development of a narrative episode on screen. Is it possible that audience attention spans (regarding
music and / or visual streams) need to be satisfied within a given time frame in order to sustain
interest?
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verbal communication. Because momentary synchronm&ioclined to attract our
attention towards minutiae on screen there is a r@ajel that too many ‘hit’ points
actually distract the viewer from the ongoing flow lo¢ tmovie. This appears to slow
the movie down. Conversely, free-flowing, asynchronousianiss potentially a
means by which the picture can be motivated or freed fr@ncanstraints of musical
time / meter. On this basis, it is possible to concluo® the distribution of
synchronisation provides a degree of control over the, paicemporal perception, of
the images. It would be unusual for a score to be coeipletsynchronous or
completely synchronised throughout though there are, perhgpacts of genre to be
considered herd Within the context oPandora’s Boxl have employed a mix of
asynchronous, periodic synchrony and momentary synchrony.

There are also relationships between the rate ahvamnamage appears on screen and
the delivery of the sound. In cases where the image emeg® the screen
gradually, the synchronised musical sound will often lock e picture more
effectively if its delivery mimics the rate of the wa emergence. Similarly, an image
that appears on screen suddenly and forcefully will be materally enhanced by a
sudden and forceful sound. The ‘enveldpesf the particular sound is, in effect,
being matched to the envelope of the image. This is refeof what | described
earlier as dynamic synchrony. An example of this sgsatan be found at the start of
the film Signs(Shyamalan, 2002) in which the titles emerge from the baakgro
accompanied by sounds that mimic the rate of the wagpearance on screen
reaching their maximum volume at the point at whichleéktering is at its brightest.

Within the context ofPandora’s Box,there were occasions when momentary
synchronisation was rendered difficult by poor quality cetsvben images. In such
cases, trial and error was used to ascertain thebedtof synchrony. Whilst there is
no single solution, in general, early placement provdaketmore effective than late. |

found that delaying the point of synchronisation until th&t fclean’ image tended to

>* Animated films (particularly cartoons) often demonstrate a higher degree of momentary
synchronisation as a way of introducing ‘life’ and energy into the obviously flat and unreal animated
world.

> Envelope refers to the constituent parts of a sound, namely, the Attack, the Decay, Sustain and
Release characteristics (ADSR).
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induce a sense of hesitancy or poor synchrony. | tried synising music to the
earliest part of the cut whilst extending the sound oodhtcing additional musical
movement. Additional movement often helped, particyldrit was concluded by a
strong musical emphasis on the arrival of the feckan’ image. Reducing the attack
portion of the sound envelope (softening the start) alsistad in some instances; it
called less attention to the cut. This suggested thattheof attack, the duration of
the sound, and the position of the synchronised eveniveet® musical movement,
all have the capacity to influence the amount of atientalled to the synchronised

image.

In his book, Audio-Vision, Sound on Screth990) Michel Chion discusses the
temporalization of the moving image through the applicatibsound. He notes that
sound exhibits the capacity to add movement where nonis @issially, to vectorise
images (provide energetic direction), to delineate passaigesie and to alter our
perception of visual pace. He suggests that completelyc gpattures become
receptive to movement induced by sound and that our percegtiolovement on
screen is altered through conflicts and agreements gthatte of movement in sonic
components (1990. p14-15). He determines the sonic qualitiesfiibett the image as

follows®®:

1. How Sound is sustained smooth and continuous sound is less animating

than an uneven or fluttering one.

2. How predictable the sound is as it progresgesound with a regular pulse is
more predictable and creates less temporal animation ahsound that is
irregular and thus unpredictable; the latter puts tmeagd the attention on
constant alert.

3. TempoA rapid moving sound will not necessarily accelerateptreeption of
the image. Temporalization depends more on the regutarithe aural flow
than on tempo in the musical sense of the word. Fanpbe if the flow of
musical notes is unstable but moderate in speed the tengponadtion will
be greater than if the speed is rapid but regular. (Tempo)

> Paraphrasing Chion. (1990, p14-15)
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4. Sound DefinitionA sound rich in high frequencies will command perception

more acutely.

Chion’s list is not focussed on the organisation of magpecifically. On the basis
that music is in itself an organisation of sound, | abe®d that Chion’s model might
usefully be adapted to inform the temporalization of mheving image through
music. Below, | have listed musical elements thabeChion’s sonic qualities in an
attempt to suggest usable relationships in terms of musgahisation. The musical
elements (headings listed under 1,2,3 and 4) have, in my thevpotential to act in
the same way as those described (under 1,2,3 and 4) inewvieyw table. | have

offered extrapolations of Chion’s observations indsli

1. TEXTURE. Changes in texture affect animation of the image. This may
include variations in articulation, density of sound, and changes to the
envelope. The layering of the arrangement to employ movement and sustain
simultaneously in varying degrees will induce different perceptions of

movement.

2. PULSE / METER.The distribution of the musical pulse or meter, the degree
of rhythmic regularity. Changes to and loss of meter. Arrangement of
polyrhythm to create new resulting patterns. The control of regulanty

irregularity can induce more and less movement.

3. TEMPO. Subdivision of the beat and control of syncopatiQontrasts
between regular and irregular groupings over stable tempo can affect change
in temporal perception without an actual change in tempo.

4. FREQUENCY / WEIGHT Control of register, timbr® EQ. Control of
acoustic effects where these contribute to accentuation or attenuation of
frequency ranges. In general the ear perceives high registers and nmveme
first. This can contribute to the degree of attention drawn to an image in

*® Timbre can be regarded as a product of the balance between fundamental tone and tones in the
harmonic series and can therefore be considered as a quality defined by the balance of frequencies
within a sound.
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synch. The weight of sound (particularly when employing low regisitss)
has a significant effect on the way a synchronised image is perceived.

Most of what appears in my reworking of Chion’s tabldects on the skills of
musical arrangement. The skill of the arranger igraftl, one in which the sound of
an ensemble is prescribed and controlled. Two of théeentr the table (numbers 2
and 3) refer to elements that are to do with the idigion of sound in timePulse,
the underlying rhythmic ‘foot’ of the music, afi@mpothe way in which the time is
subdivided to create metrical regularity (or lack of).tidal music poses a particular
problem in relation to film since it frequently demandast tthe music be formed into
passages that conform to standard structures of 4, 8 or 16Sb@ats structures may
conflict with the needs of the image sequence. Forrdason, the more important
rhythmic element in the music is pulse rather than mét@ommon pulse or tempo
that relates to the rate of change in the image sequeill support subdivisions /
changes in meter and will be more accommodating to steldition of synchronised
events. InPandora’s Boxthere are several instances where music occurs in laregu
meters or where changes in bar length / meter are useeavayg of bringing musical
events into line with images. Non-metrical music mafprdf the composer some
freedom in distributing synchrony but it may also lack tiegivating characteristics
of rhythmic meter. Metrical music might motivate effeety but it may also prove to
be too rigid for the purpose of synchrony. The advantageésisadvantages of non-
metrical and metrical music can only be assessed aseahly case basis but in order
to create synchrony the composer should accept thamtheng picture is the
directing factor. Chion observes that certain condstionust exist in order that sound
can temporalise an image. He suggests that the imagebenegher static (receptive
to another layer of activity such as sound) or that it tnlwsve a particular,
characteristic, movement of its own (which may b&gdi in sound). He notes that
‘the extent to which sound activates an image depend®w it introduces points of
synchronisation — predictably or not, variously or monotely...."(Chion, 1994.
ppl5-17). With regard to continuous music (as found in thentsiigm) this
underlines the need for a mix of asynchronous and synchronouemts, contrasts
in meter, pace and dynamics. Music’s ability to tempagall®e moving image is
informed by the skills of musical arrangement, thedrithgtion of the patterns of
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music ‘predictably or not, variously or monotonously’dathe selection and
distribution of points of synchrony. Synchrony is desirdideause of the way it
provides a means of isolating, and consequently accerguaiimgle moments and
controlling (marking) periods of time. The distributiorf contrasting rates of
synchrony including periodic, momentary and dynamic elesner@n thus be
employed to affect our perception of time, the valu@articular moments, and our
perception of the organisation of the visual narrative.
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Chapter 8 On Clichés
Defining the Cliché

The origin of the French word cliché lies rather aptlysound. The cliché was
originally a printing plate, cast from an arrangemehtmovable typefaces, of a
sentence or phrase that was required frequently or egfiedlly a printer. Such plates
are also referred to as stereotypes. The word clichélisved to have its origins in
the sound made by the type set entering the molten chetag the manufacturing
process (Merriam-Webster.com 2010). So the actual washécteferences both a
process of production and a pragmatic solution to a pergmmoiblem in the printing
trade. As a word, it has come to have both negativgasitive connotations. Cliché
may be regarded as being effective short-hand, the contmensélarge ideas into a
sound-bite, or it may be thought of as lazy expressioithiNthe context of film
music, the canon of musical cliché has its originheperformance practices found
in the theatre, the early cinema, and the publicationarks like theKinothek It is
also worth reflecting on the fact that clichés ams dbund within the minutiae of
compositional procedure. Such procedures might include thefud®nges of mode
as a way of expressing specific moods, or the distributb consonance and
dissonance to characterise particular events aseage or otherwise (the
correspondences referred to earlier). The cliché isenpand ever developing force.
In the cinema and television of the®2dentury, clichés, new and old, abound. Such
conservatism may reflect the economics of the fihd gelevision companies, forever
mindful of the bottom line and therefore inclined toéagw products on previous
successes, and it may also reflect the continuing reddinf / TV music to reference
popular culture as a way of ensuring ‘readability’ by theantraudience. Consider
the similarities in game show music or the clichésaased with the themes of news
programmes or hospital dramas. In the' 2&ntury the canon is richer than ever
though the shelf life of the cliché may be shorter.
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‘Here Comes the Bride’

In Act 1 of the film, at00:10:14:05 Dr Schon tells Lulu that he is about to get
married. My first compositional response was to quotenfrd/agner’s famous
wedding march (1850). It only took a moment to realisetthatwas a rather clumsy
response to the narrative; it rendered the moment soatdwimorous. The idea was
attractive but it did not serve the film well becaus#id not add to the seriousness of
Dr Schon’s predicament. The cliché detracted from te@es by calling attention to
itself as a recognisable musical gesture associated whéhword ‘marriage’(as
displayed on the inter-title card). It was too obvidn®, ‘silent movie’. Within the
context of the preceding music, the arrival of the vimgldnarch was also much too
abrupt. It had a bright major tonality and a strong rhythrharacter that forced the
preceding music aside and made the resumption of tkeging mood difficult. The
bright and upbeat quality of the march is, of course,ptetmly appropriate to the
notion of a marriage but on screen Dr Schon is ebecating. It posed the question
‘how might | use the cliché to inform the narrativeeeffvely whilst eliminating the
characteristics that cause the problem of integration?’

The music at this point in Act 1 is in C minor (both at#¢ and aeolian). The music
steps between these two different versions of the morality, one that features the
major 7" resulting in a more dissonant tonal area for the presef the unsettled
Schon, and one which utilises the flattendba® a response to the presence of the
more nonchalant Lulu. In terms of standard westernamwaepertoire, we interpret the
slowness of the existing music, and the use of minotitpnas having a melancholic
character. The arrival of the wedding march, in thgom&ey, contrasted too
strongly; it provided ‘lift’ where none should be. The shobvious strategy was to
change the mode of the cliché from major to minothe minor key it merged more
easily, and furthermore, its relationship to the téwt getting married’ changed. The
words became coloured by the less uplifting mode of thdacnaunsl in combination
with the pictures it was possible to see / hear thatwas not a happy announcement.
The change of mode affected the mood usefully but thecrmes still rather forceful
through the presence of the block harmony. Prior to tleisesathe music is a sparse
jazz / blues featuring a high register piano melody almrble bass and drums. In
order to integrate the cliché into the existing flow htnosively | removed the block
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harmony and retained only two features of the origitiahé: the lyric rhythm of the
melody (‘here comes the bride’), and the intervalsvben the opening notes of the
original melody. These elements were re-distributethabthe interval of the melody
appeared in the left hand of the piano part whilst tiggrad rhythm of the melody is
utilised in the right playing a line that follows on froletpreceding melody. The
cliché is hidden.

Building Internal References

In the marriage announcement, the chosen cliché hadynpeowided an idea from
which to develop emotive material. The reference tortadody supplies a sonic
equivalent to the text but nuanced; it is the equiva@ntDr Schon speaking.
Furthermore, the now reworked material is useful asotf,nalready established as
material that will integrate with the existing musicahtext, for the continuation of
the conversation later in the scene. It becomessthgce of an internal musical
reference with its origins, still possibly recognisalile,a reference to an extra-
musical event. When the cue is re-use@@fi1:40:00it is therefore organised in a
similar fashion to that outlined above so that the hiddiehé&retains some identity
of its own and may still function as a referends.gdlacement against the inter-title
card‘Our relationship is the talk of the town, I'm risking mysgmn’ (spoken by Dr
Schon) now allows the cue to function as subtext ioffie@ reminder of the reason for
Schon’s concern. The re-use of the marriage motif pesvebme stability to the
construction of the music through its presence as ategaedea and it also provides
a historical context (albeit very recent) to the nedéveloping dialogue between
Schon and Lulu. This is not the last time that thisiihappears; it makes one more
appearance in Act 7 of the film, 81:26:20:00 as we see Rodrigo celebrating his
engagement with his new bride to bkere, the wedding march is slowed down with
the opening interval of the melody, and the rhythm intiacthe forceful piano part
playing under the woodwind trills. The tonality is now gohyal, a crush of major
and minor, neither positive nor negative but suggestive adnflict of interests and
matched to the obvious drunken nature of the scene oansc@empositionally, the
cliché provides the central motif for this part of thesio but once again it is partially
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hidden and modified in a way that characterises our mgadif Rodrigo’s

announcement as drunk and lacking in genuine levity and love.

Rodrigo and the Circus Music

Earlier in the same act 80:07:31:00Schigolch shows Lulu that Rodrigo Quast is
waiting across the street. There is an inter-titiel ¢hat reads, ‘Rodrigo Quast. He
wants to stage a variety act with younder this card | have drawn on another cliché,
that of theEntry of the Gladiatorsdby Julius Fdik (1897). The original music is
synonymous with the circus. The quotation is short;stsldor about 5 seconds in
total and because of its recognisability as a clichéart motentially deliver a clear
signal regarding what, and who, Rodrigo Quast is. UnliledHere Comes the Bride
cue discussed above, Schigolch’s dialogue is more ambiguotekéef a ‘variety
act’. Here the music can be clearly suggestive oftwehed come; Rodrigo is a strong
man, a gladiator and acrobat. Once again | found lieatliché, in its original form,
was too abrupt. | retained the opening of the chromatiodye(incorporated within
the piano melody line) though it is slightly fragmehtat the end. As witliHere
Comes the BrideRodrigo’s circus cliché returns in a different guise.elppears at
00:19:42:00(Act 2) as Lulu swings on the curtain rail and talks textty of her
forthcoming act with Rodrigo (the music is a variatiantbe melody that initially
follows the same contour), and it returns in Act 70&26:27:15as the inter-title
‘I've just got engaged. I'm going to stage a fantastic varact with my fiancé!
appears. The original cliché becomes completely absoskithih chromatic lines
played on the clarinet. Such chromatic wandering isimsgent of the sound of
acrobat music; the undulating music is imitative ofgimnging action of the trapeze.
Whilst Fwik’'s march is less visible on each reiteration, theabhreference to the
circus remains useful for the way that it characterRedrigo and his world. The
original cliché is completely condensed into one recobtésand related musical
gesture: the chromatic scale.
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Act 3 and the Visual Cliché

Within the context ofPandora’s Box,Act 3 is unusual. The action takes place
backstage at the theatre and it features a sequencecin thibistage manager, played
by Siegried Arno, has a comedy mishap with a lift (beigmrat 00:28:31:10). The
encounter is viewed by the entire cast and us, the awdieffrough Pabst’s
arrangement of the images it forms a separate plakstame at the theatre, on the
cinema screen, as part of a play / film. The whole sempudasts for just under a
minute and provides an obvious moment of light relief ad aglan emotional
contrast to the scenes that follow. This is the onipedy moment within the entire
film and furthermore it does not involve Lulu in anywayhdve chosen to mark its
arrival through a change in the music style, beginning & highly theatrical /
circus cliché ‘Ta-dah’ on the brassQii:28:31:00.The visual scenario of the harried
stage manager is significant. It provided, for the au@iexicl929, a visual, theatrical
cliché that had particular resonance for the Benlidience of the time. The sight of
Arno rushing about, the Jewish stage manager unable takaltthat is going on
around him, represents a stereotypical portrayal of wizest known at the time as
‘The Jewish rush’ (Die judische Hast). This phraserdwed from a poem by Walter
Mehring’’, was featured and known through the work of the Berlinrealzatist Paul
Graetz (Prawer, 2007. p123). It is therefore specificallyoacept familiar to the
cabaret audience and Berlin culture. In fact, Arno’srentole and performance
seems to be constructed around the idea of the JewishVilslst the spectacle of
the Jewish rush held particular meaning and comedy vatubdoGerman audience
of 1929 it holds rather less for the international aodtemporary audience. Given
this historical undertow we might consider that suchcans should have been
marked with music that has a Jewish flavour, a reiefment of the stereotype
portrayed. | chose otherwise since the primary functidhemusic, in my view, was
to energise the scene, and to render it reminisceat ‘slapstick film’ within the
feature film, rather than to emphasise Arno’s Jewishridss music in this scene is

>’ The translation reads: ‘With watch in hand, with hat on head-No time! No time! No time!’ (Prawer,
2007. p123)
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reminiscent oHurry music®®. The music is closely synchronised to certain aspcts
the action. These moments include: the use of theadined chord at 00:29:08:12 (a
cliché denoting suspense and anxious uncertainty) as therstagaer prepares to
take the leap from the platform, the circus-like cymbvatb as he lands successfully
(00:29:11:07) and the ‘middle eastern’ (and possibly slightlyiikr) sound of the
music at 00:29:15:00 quasi-diegetically played by the man in aahuab the hapless
stage manager is carried off in a mock procession. Herelithés are un-modified.
There is no need. This scene presents a self-contaisadl cliché which was
understood as the Jewish rush in 1929 and is for us, the comgeynpaoidience,
simply a stereotypical piece of silent film slapstigke events that unfold are clearly
ridiculous, the comedy is overt and clichéd and as #&uEn support the presence of
the unadulterated, musical cliché, both because obhtsous predictability and
because of the need to contrast the musical surroundifaye laed after.

Imitative Music

As the stage manager leaps from the platfornD@29:08:00 the moment is
synchronised to a diminished chdtglayed on the piano. As he plummets earthward
the music gestures downwards briefly (in the melody) fmally resolves with a
cymbal crash as he lands safely on the shoulderseosttong man. Here, as the
manager gazes upwards and realizes what he has done,utie echoes the
downward movement once again. The qualities of orastrof information (visual
descent) are reflected in the qualities of anothercédeing music). This type of
gesture appears on numerous occasions within the. gothe Countess Geschwitz
descends into the bowels of the gambling den at the bagiofiAct 7 00:25:01:00

the music leads her down and the same is true at 01:46:31:0Gthigsl& climbs

down into the rowing boat to join Alwa in their escajpeAct 7, when the detectives

> ‘Hurry music’ is a category of music found in the cue sheets and film music books of the period.
Other function oriented titles might include ‘Battle music’ or ‘Storm music’. The creation and wide
usage of a repertoire of music for such specific moments clearly assisted the establishment of film
music cliché.

>% A familiar musical cliché denoting the anxious moment before something happens.
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arrive and head down into the ship to discover the murdehefCountess (at
01:46:54:20), the music descends (though this time the detectiemladescent is
not immediately visible) and it collides with a streafirising pitches that mimic the
startled gamblers trying to make their own escape upté#is $the resulting sound
also offers a musical equivalent of collision). Musitdws the flow of alcohol down
Schigolch’s throat in Act 1 (00:05:11:00) and music imitatesbtistle of the crowd
in the court in Act 5 (01:01:16:09 and 01:07:07:12). This is not an ebwmalist but

it is, hopefully, sufficient to show that the apptioa of this technique is widespread
within the score.

In the examples given, the mimicry is almost alwagsicerned with directional
movement shown on screen; when the image moves dodsvear too does the
music. Such a trait is also found in the circus clich&ipusly described in which the
undulation of the chromatic music is reminiscent of gigsical swinging of a
trapeze. Imitative gestures are also very common ito@as where they are often
applied, in tight synchrony, to characterise, and easerghe individual movements
of characters (rising pitches timed to coincide wittharacter’s steps as they ascend
a ladder for instance). IRandora’s Boxthe mimicry is generally less explicit, less
‘Mickey-Mousing’. Music is used to energise and emphasisalirection and pace of
movement; it is used to vectorise the visual actiorerattan isolate and characterise
individual movements as is so often the case in cantagsic.

The bustling crowd in Act 5 a01:01:16:09does not, ostensibly, feature any
directional movement. The crowd is, essentiallytistut the myriad of individual
movements that constitute a crowd are imitated throlghremolo of the woodwind
and string parts. The musical movement is analogotisetbustle of the crowd: the
sound of many voices moving independently and yet travellingdistance
melodically. Michel Chion (1994), discussing the subject emtrlo in relation to
movement, seemingly confirms my assessment of thedcsound when he proposes
that the acoustic identity of the sound is importantrigating imitative effects. In
other words, in order for the effect to add value as dgsitas important that the
characteristics of the sound used correspond, in sorpectss to those of the ‘real’
sound normally associated with the image portrayed (CH®®4. p21). | perceive
the moment as being reasonably successful howewrinstructive to compare the
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Act 5 crowd music with the sound of the crowd in the gambtlen in Act 7 at
01:25:18:12where an actual field recording of a crowded bar han hesed. The
comparison suggests that the sense of underlying moverathas; than frequency of
sound, is responsible for the success of the effect.

Whilst the musical emulation of the crowd in Act Snstative of the characteristics
of crowd sounds, and the crowd in Act 7 is given voia®uph an actual field
recording, the crowded bar 82:03:56:00has been treated in a way that employs
both the referential qualities of sound and the diegetmmection between the music
and the crowd sounds. Here, the recorded sound of thedwd ¢s mixed with the
sound of a recording of a screeching troop of monkeys. Thp,sd@gry, and chaotic
quality of the monkey sounds are intended as a subjectpression of how Alwa
perceives his fellow men at this point in the storynais engaged in an imitation of

human behaviour in the bar.

Imitation in another guise appears a great deal in Adttlheoscore. In this instance
the musical imitation is less obviously related toblesiphysical movement, in fact it
is largely disconnected from the images portrayed arescit is imitative of a sound
that we assume to be present (through onscreen thiespund of Lulu’s voice. The
actual imitative moments (in the piano) are anchorelduta through the occasional
synchronisation of melody to tiny visual gestures such @s’'d comments and
laughs at00:03:24:00 and 00:10:05:00 (amongst others). These moments are
distributed within a stream of melody that is otherwisg obviously connected to
Lulu other than through her assumed continuing presencecrean and off, within
the scene. The melodic line is maintained in a reddpragh register (registral
mimicry) and the moments of synchrony are carefulbgtpt, in terms of pitch, to be
reminiscent of sounds like laughter or speech as reqdireslline of music is multi-
functional; it simultaneously provides musical contipuito the scene whilst
characterising her presence and providing a ‘conversatidndialogue quality
(through the distribution of the phrases and momentgrafgony).

Whilst the musical cliché is representative of a conepéettra musical idea, and the
modified cliché can provide a less obvious reference ¢ostdime, the imitative

musical gesture is specific and far more closely reltwethe on screen diegesis.
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Within the context of a score, these effects do not @xisolation. They operate in
combination with other parts of the musical arrangemedtitais through the total
combination of parts that the complete characterisatibthe moment is realised.
Whilst the crowd is not moving, and the tremolo reflettis, there is energetic
movement and melodic direction provided by other partthefmetrical rhythmic
drive. Such movement informs our understanding of the ctearand emotion of the
crowd. Similarly, the selection of pitches, and thmmentary synchronisation,
informs the representation of Lulu’s speech but thpr@ssion of the energy and
character of her conversation derives from the drivéhefrhythm section and the
eclectic phrasing of the melody line. So, within thenteat of the music score,
imitative gestures form a point of contact with tHefdiegesis that the cliché cannot.
They provide momentary contaeith the image rather than momentary contdmiut
the image. On occasion, the cliché and the imitatiwtuge are closely intertwined.
Consider the moment in Act 4 in which the drunken Schigaluth Rodrigo amuse
the gathered staff at the wedding pa@9:44:49:00. In the clarinet and saxophone
we hear a brief musical imitation of laughter; it ntigiternatively, be interpreted as
hiccups or even a donkey braying. The nature of the sonmdlation to the images,
allows it to be interpreted in a number of ways. It ni@y/ an imitation or a
commentary or both but &0:44:55:00a similar sound (though longer) is more
clearly recognisable as laughter because of the way iohwthe movement of the
sound tracks the body language of the laughing staff meeglyl This instrumental
moment is at once a cliché and imitative. Whilst ¢thehé and the imitative gesture
can both be buried within the music they differ becahsecliché is open to variation,
or even replacement, but the imitative gesture is fibé imitative gesture is, in
effect, an absolute reference: a device that will oalycfion when the trajectory
represented by its movement, or the identity of its dpisisufficiently matched to
the image and that which we might expect in reality.
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Act 8 and the Unadulterated Cliché

| have described the way in which clichés have been meddifi the service of the
score. The fact that these instances occur in thg pari of the film, the part where
the score is chiefly non-diegetic, is later countenbedd in Act 8 by the occurrence
of more overt, and less adulterated, cliché. By this tpainthe film we are
experiencing some diegetic sound as well. In Act 8)1a9:06:00 we hear the
Salvation Army band for the first time. The settinglsarly Christmas and it is clear
that such a band would be playing Christmas carols. Thelswom viewing Jack’s
solitary walk through the London fog to the expanded, liggdle view of the square
with the band and the gathered folk of London, requirakingathrough contrast, not
least, because a new narrative arc is about to lgdgihof the conversation between
Jack and the Salvation Army girl). Because of the gdrdirection of the score to
include diegetic sound by this point, such contrast is yeashieved through the
mixing of Jack’s music with that of the emerging brdssd rather than the
compositional morphing of non-diegetic melody lines sasaquently found in Act 1.
We hear a real Salvation Army Band, fading in, playinghaisbmas carol. Act 8
offers several opportunities for the useful employment o$ical cliché and early
drafts of the act included them. These included the uBaisf Bell(Dacre, 1892) as
a pub piano tune at 00:57:01:00 as Lulu negotiates with an umkm@m outside the
pub, the use oSilent Night(Gruber, 1818) at 02:05:13:00 as Lulu and Jack draw
closer prior to the murder, and the us®wofvard Christian SoldieréSullivan, 1871)
as the Army band march the streets beginning at 02:09:09:0he8¥,Daisy Bell
was modified (same chord progression and ‘feel’ only) Sifent Nightwas replaced
so that a musical connection could be established bettheeSalvation Army girl
(01:49:48:08) and Jack’s perception of Lulu at 02:05:13:00. The arrangy@ithe
music here reflects the hesitant phrasing that was eeygblaten working witlsilent
Night in the first draft of this scene. Ti@gnwards Christian Soldiersue proved to be
difficult to find a replacement for, primarily becauskthe fact that the band were

marching on screen and | could find no alternative of equaépowsth regards to the
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stereotypical character of the band, their missiod, the need for the definition of
their dramatic presence as the hope of possible redemiptiRabst’s stofy/

The Sonic Cliché and the Acousmatic

In Pandora’s Boxwithin Act 8 particularly, there are a number of salichés. | use
the word sonic here to refer to sounds, or particul@@dyf sound. Examples include
the London bells, sleigh bells, the distant fog hoamsl the characteristic sound of a
pub piano. The majority of the sounds used are presentefff seen sounds, their
sources are invisible. There are some possible exceptichsas the sounds of the
wind and the rain (visually present through symptoms sudheab®anging window
and the need to empty a bowl of collected rainwatehéndcene at 01:51:47:00).
These are, at least partially, ‘visible’ on-screen sisuihat said, it is the off-screen
sound that constitutes the majority of sonic cliché&dn8. Such sounds become part
of the geography and characterisation of fogbound Londamlodation of the action
is thus rendered close to the unseen Palace of Wessenthrough the sound of Big
Ben. The presence of ships on the Thames (and theessashthe Thames itself) is
located through the eerie presence of the occasionabriogl®1:58:06:00). The
character of the bawdy, Edwardian public house is raatbby the sound of the
unseen pub pian®1:56:58:00, and the drunk and desolate atmosphere of the city is
characterised through the sound of shouting men and barking@b§6:42:00; all
are sounds which emanate from unseen sources. These scamixed with non-
diegetic music which is also located ‘off-screen’ but #madly located in the
cinema. Such sounds may be described as ‘acousmagig’ath sounds that emanate
from a source in which the means of sound production igisible (Chion, 1994).

Not all of the acousmatic sounds contribute to the obgateality portrayed on
screen. The sound of a baby cryifid.:48:44:00 as Jack appears for the first time,
the brief sound of the hangman’s noo82:01:37:00, the sound of clocks, chimes

% The redemptive force of the Salvation Army is important to the story, some edits of the film (the
British version for instance) did not feature the murder of Lulu but were edited to show that Jack was
redeemed by the Salvation Army girl. The script indicates that the band is playing a ‘solemn’ march
but this was untenable with the pace portrayed onscreen. (Mathews, 1994).
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and a music box apR:03:38:1% are all acousmatic but here they function less as
references to the locale, and more as referencdsteubjective, internal, states of
the characters portrayed. In many instances they aregaous. The crying baby,
first heard as Jack appears, is a powerful emotive s@padially, it is presented here
as a distant sound; it may be ‘real’; the sound of a lialtge night. It may also be
regarded as a reflection of Jack’s internal state, anang of Jack’s unhappy
childhood. The hangman’s stretching rope, heard briefh\Abya as he paces the
garret, cannot be real; it is imagined (supported by distoi the music) and only
heard by Alwa (and us) as part of a restricted, subjeatiasment of narrative. The
sound of clocks, like the baby, straddle the possibilitieseality and cinematic
unreality, they might be there (we never see a clmakit is plausible) but the
emotional effect of the clock in the silefitelps to emphasise stillness, the presence
of nothing but time and waiting.

Acousmatic sounds populate Act 8. They can variously bealjtemotive and / or
commentative. The coincidence of sounds with imagesstiggiort similar references
creates a plausible, coherent, whole. For instaneesdlne in which Lulu steps out
into a desolate London back street late in the eventri@gl(&6:42:00) is enhanced, in
terms that are plausible, when we hear shouting an#tibgebottles emanating from
somewhere unseen nearby. The acousmatic, whilst itses@urvisible, is clearly
dependent for its efficacy on its placement relatovéhe images on screen and the
coherence between the images and the unseen sound Ghiare 1994). For this
reason, the treatment of the acousmatic, to redjealities that are consistent with the
visible space, is also important in establishing the sowng@aat of the objective
reality of the scene or the subjective experience dfaaacter / moment. The dogs,
and the arguing drunks, are therefore heard as being remet;brey are near, but
never quite close enough to be seen. If the sound sssdegerberant, the perceived
closeness of the sound of the dogs would be inappropadteeir invisibility. The
reverberant, crying baby is either a part of the objeatiorld of backstreet London
or a distant haunting thought in Jack’s mind. Its ambigumcetion derives from the

®® silence here refers to what would be the sound in the room. The non-diegetic music sits outside of
the characters’ experience and so as we experience clocks and music the characters only experience
the sound of the clock.
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reverberant and distant quality of the sound. Whenntlooes with the image of the
street it creates an impression of objective realityerwit combines with the close
image of Jack it provides a more subjective moment. &Hemptive bells are all
around, sometimes close and sometimes far; if they sierated in only one space,
at only one distance from the action, the size afdam, and the sense that the action
takes place in various locations, would be compromisedresstidcted, spatially.

Concluding Clichés

Since the power of cliché, be it musical or sonic, iles recognisability and its pre-
established associations, there may be some doubt akbowtltle of a disguised or
hidden cliché as described earlier. As with any formeédrential music, efficacy is
a question of intelligibility and the degree to which amdience recognises and
understands the signals offered. To this end, the cficb@ides a strong starting
point, one in which the core ingredients are known tetion as intended. The re-
working of the cliché is therefore about the tailorinfy noaterial to express the
appropriate emotion / connotation, and the developmkstich material for further
re-use within the score. The question of how much obtiggnal cliché is retained is
perhaps, in these instances, less important than that egtevhich it leads to a
suitable expression of the moment. This casts théé&las part of a process rather
than the actual conclusion. The modified cliché canvhlued for its referential
gualities both as a reference to the original cliché am a motif to be referenced
within the score. The practice of musical quotationggilmate and well documented
and | think that I have shown that such quotation, whemdalio narrative, can
effectively imply meaning, but the unadulterated clichthiw the context of
Pandora’sBox) rarely works. It sounds archaic and brash; it aats us from the
narrative. It has, perhaps, been reduced to being only devédricomedy moments,
the musical equivalent of a succinct ‘one-liner’. The icalsaccompaniment of
Arno’s Jewish rush in Act 3 d?andora’s Boxseems to confirm this. In Act 8, where
clichés manifest diegetically or as acousmatic sourelnhtch between the cliché
and the visual reality portrayed appear to reduce the peyoegtihe music / sound
as cliché. Similarly the match between the clichédiaiunreality of Arno’s scene in
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Act 3 and the silent film musical clichés is also aencomfortable fit. It seems that
the cliché’s natural tendency is to enforce the sehsmema rather than to support
the reality of the narrative. It calls attentionts®lf. For this reason the appearance of
a familiar cliché/identifier likeOnwards Christian Soldiersan function successfully
when allied to pictures of the band; the image tendfidwiate the pull of the cliché.
The same music would be excessive in relation to thergoSalvation Army girl
seen earlier; the cliché would be only partially juetifvisually and it would be too
obviously superimposed. The application of the clichéasdfore a task that requires
a degree of awareness regarding its tendency to ovenwthel image. Whilst it can
be usefully employed as a purely cinematic device to providenament, its effect
may often require restraint. Such restraint is aclietvgough its placement as a
diegetic or acousmatic element or through its modibcato suit the musical

surroundings and the expression of the moment.
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Chapter 9 Lulu’s Dog (The Anaphone)

In Act 1 (0:13:00:00 we see Schigolch being discovered, on the balcony hbfd.u
flat, by Dr Schon. This discovery is brought about tigto the barking of Lulu’s dog
which apparently senses the stranger outside. In mgstats, it is a minor scene but
for these few brief moments the dog is central toplbé and, in response, | made the
decision that the dog should be heard, as well as séenrehsoning behind this
decision, and the question of how this was best execauggalted in some reflection
on the subject of anaphones, convergence and the cohtralsical / sonic elements

discussed below.

Rationale

The dog needs to bark, in my view, because it providesableomotive within the
trajectory of the opening act. It is a moment that igrpged clearly, but one that
might benefit from the extra weight that sound caeraffie moving image. There are
other reasons too. Prior to the dog barking thereas@éncounter between Lulu and
Dr Schon in which the mood has been generally quiet aneéwbat tentative. The
addition of sound (a bark) breaks the mood more forgefhtkn the silent image
alone. The sound helps to differentiate the atmospHeyaeoscene from another and
it forms part of a short transitionary musical seqetinat leads us, through the ‘did
you hear the dog moments’, to the next narrative@ne. of the key concepts behind
my score is that diegetic sound begins to emerge fraimnaihe music as the story
proceeds. During Act 1 the only sounds that we hear arécymmn-diegetic film
music, unnaturally present and continuous. To offer theadwgal’ bark at such an
early stage would destroy the consistency of the sclhiesé had planned. In view of
this limitation it was clear that the dog’s voice shoerdanate from the music itself.
The ideal solution would be one in which the presencéefibg is experienced by
the audience in a way that is both proportional toats, and fitting to the established
musical equilibrium, in a form that is both recognisaddea bark and as music.
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On Style

The instrumentation in Act 1 is sparse; it consistgiano (occasionally doubled with
vibraphone), bass, drums and occasional saxophone.ti§gylys the music is Jazz.
Jazz inherently includes improvisation, frequently in thenf@f solo voices over
accompaniments that are generally ‘groove’ orientedothrer words, within the
language of the style, it is normal for us to hear backytand foreground elements
arranged homophonically, distinct from each other. @leenents of the style thus
correspond well with the visual scale and arrangemietiiteascene (it is presented as
a collage of several actions and reactions, by few clemsacwithin a single
environment / setting). Additionally, the placement opiano bark’ within the music
is made less problematic, within the context of Jazz,esthe style allows for
considerable syncopation within, and between, instrumpatés.

The Historical Context of the Sound Effect

In his book,Silent Film Soun@2004), Rick Altman identifies the use of sound effects
as an important feature of early silent film perfors@rHe establishes that the silent
cinema was all but silent and points out that film mgkever creative in their quest
to draw audiences, often created works in which the dgmeaise of the film was
that sounds could be matched to the pictures in performdre® sounds were
supplied by the musicians in the picture house (Altman, 2004. pp203-D2&ye
musicians would have been expected to ‘spot’ where such saandsrequired and
devise a way of creating the appropriate respdisghis could be anything from a
moment of trombone music (because there is a tromborsereen), to bird whistles
(because there are birds in a cage) etc. ‘Traps-drumpfeitse time were frequently
equipped with a plethora of mechanical devices for crgdlinse sounds and some
cinemas invested in elaborate machinery to assist imgffi@duction of grandiose
sounds such as thunder and lightning. Whilst this practicenddclover time,
partially in response to increasing criticism of the poofgoerance practice of the

%2« _.when engaging a pianist take the precaution to see that he is a good bird and animal imitator’.

(Views and Films Index 1908, cited by Rick Altman, 2004).
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‘sound effects boys’, the industry retained a beliaf there was a place for ‘realistic’
sounds in the cinema and persisted with the practice inalagrging guises. This
history at least confirms that the notion of my quassical ‘dog bark’ belongs to a
tradition as old as film performance itself but now,tleen, it is only a superficial
element of the presentation. It provides a way off@ssing the moment, a means of
improving the illusion that the image has a living reality

By the 1920s some of these sound effects had begun to eactpwr roles and
significant meanings in their own right. Take, for im&t® the sound of the bird
whistle referred to previously. When placed against thegenof caged birds the
whistles, ostensibly, form a diegetic sound track (thresbare visible / audible).
Something similar happens when the bird whistle is placethstgenages of the
landscape outdoors (the birds are invisible), but whaoepl against the image of a
young woman seeing her true love for the first time f@vided a new dimension,
an evocation of the feelings of love and sweetnessiexged by the young woman
through sonic references that evoke sunny spring days, dawvosel, happiness,
blue skies and nature (Altman, 2004). The referential patesftmusic had already
been exploite?f but the referential qualities sundcould be considered a new
development. In the development of the use of ‘soundtsfféhe debate within the
early cinema, both in Europe and America, revolved arotinedpsychological
bearingof the use of sound. The discussion concerned the dxgtetich we should
hear what we see (even if it is not central to #tens), and the extent to which the
narrative might be better served when we hear thathwikienvisible or off screen
(Bottomore, 2001. pp135-6). Ultimately, the role of the ‘souifetts boys’ and their
exotic machinery declined as they were replaced, for@umnas well as aesthetic
reasons, by ‘musical effects’ provided by musicians. igitas early as 1908,
Emmet Hall suggested that ‘music was sufficient accompamt to films as it does
not attract the conscious attention’ and anotheortsie Clarence Sinn, writing in
1910 postulated that there were two types of film music: ientiat was part of the
picture’ and music that was ‘descriptive and is merelgessory to the picture’

® Through the use of popular music with lyrical associations and through well known operatic and
programmatic music which supplied known references for the audience, and, at a later stage, through
the music supplied in music cue books.

85



(Altman, 2004). As picture-house musicians began to peeribarrative over the
momentary image, the music and the special-effects nieceulti-functional:
sometimes reinforcing the reality of the image d@&getic sound), and sometimes
serving as a comment or a clarifier for the narraiimen-diegetic music). This
expansion and multi-functionality is both evidence of tewxelopment of a more
refined aesthetic sense of how sound / music could telggieture, and an interesting
foreshadow of a similar debate that would later enstileealm industry struggled to
come to terms with the potential of the sound-film (Botbre, 2001). The ‘dog-bark’
in Pandora’s Boxssmall as it is, serves as a reminder of the pre-sourdiqeaof

giving voice to images.

Isolating the moment

By this point in the film there have already been miper of moments where musical
emphasis is synchronised to the images. This has createdtext, a pattern, in
which the device of music being synchronised to images igpertas occurring at
fairly regular intervals. Previous synchronised momemtadt 1 differ functionally
from the ‘dog’ cue in that they do not make referenca toeal’ sound. The most
similar cue in Act 1 is found &0:08:26:21where Schigolch gestures and calls to
Lulu from the balcony and the piano articulates anaition of short calls and quick
gestures. As a visual and narrative event, the dog-baharscteristically sudden and
unannounced; it would lose its impact if it was precededirbilas events; it would
also lose its impact if the entire musical accompaniroensisted of similar gestures.
The extent to which a musical dog-bark is experienced asadated meaningful
event is related to the context created by the pregeahid surrounding, music. The
composer needs to control the audible context ensuhag the distribution of
musical ‘hits’ does not destroy the clarity of the motrterbe emphasised.

Apart from the historical and compositional perspectveamight also reflect on the
additional, and equally powerful, context accepted byibeer from the outset: the
tacit acceptance that the narrative world is cinematid silent. The placement of
music adds value to our experience of the narrativet llteis not really reinforce or
replicate reality, rather, it adjusts our view on tleality of the film. The very
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artificiality of the musical dog-bark provides a means byiclw the emotional
intensity of the preceding narrative arc is relieved! anso doing, the audience are
momentarily reminded of the unreality of it all. Oacclimatisation to, and
acceptance of, this artificial world is seemingly atéecby the interplay of all of
these contexts: the historical (our acceptance ohé&lend previous methodology),
the narrative (the demands of the story), and the catigped (the way in which
such events are translated musically).

Finding the Key of ‘Dog’

As early as 1913 authors such as Eugene Aherne were writingctiens for pianists
playing to the cinema (Berg, 1976). These works included clsajpterwhat is
referred to as ‘effect playing’, the practice of ‘imitgt certain sounds using the
piano’s keys alorie (Bottomore, 2001.p138) In Edith Lang’s Musical
Accompaniment of Moving Pictur€s920), a manual for pianists and organists of the
period, there is a chapter devoted to the creation ofisdpeffects in which she
identifies various animal and bird sounds (including spetypes of bird) and offers
notated examples for the novice accompanist (Lang, 1920. p5&-6d3s clear that
Lang in her instructions for the creation of ‘specidéetfs’ prioritised three
elements* She emphasised the choice of timbre (through the meemaation of
particular organ stops), the strength of attack (usingewtaarks of expression) and
articulation (through the notation of specific musigabktures). Unfortunately, Lang
had nothing to say regarding the creation of ‘dog’ buugh her text, she indicates
that the musician needs to begin with an analysis ofntdteral sound and then
interpret the resulting information through the manipafatof known musical
elements. The elements under consideration commonly intdudeo, pitch, range,

intervals, register, timbre, texture and tonality.

In his bookThis is Your Brain on Musi(2006) Daniel Levitin points out that the

timbre and recognisability of sound is not merely the proaidcthe balance of

® Four, if we are to include her recommendation that all special effects should be left ‘in the hands
of a capable trap drummer who has provided himself with all the hundred and one noise making
apparatuses now on the market....” (Lang, 1920)
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overtones within a sound but that it is also affectedawyddditional elements which
he refers to asattack and flux'. Attack defines the way the note is struck, the speed
at which the energy is exerted. Flux refers to thg wavhich the sound alters after it
has been play&d What Pierre Schaeffer discovered in the 1950s wasfthat alter
the attack, or the flux of a sound, it becomes leseven unrecognisable (Levitin,
2006. p54). Such an observation confirms that the constnuctioan effective
musical effect is reliant on an accurate represematidhebehaviourof the sound.
Fortunately, there are, on screen, some visual ¢tudse behaviour of the sound of
the dog. The dog is small (higher register), it barks sudd@a$t attack) and is
clearly exerting a great deal of energy when barking.cére see that the barks are
short (short flux), spaced, and not accompanied with avsrtly aggressive
movements such as bared teeth or aggressive body languagal (¢lues to the
emotional content / type of barking we might expectdarh The sound is unlikely to
be particularly consonant to our ears; it is unlikelypéoa melodious sound or have a
particular tonality. Such a description, in terms of malselements, forms the logic
behind the development of what can be referred to aanaphone a musical
equivalent to a natural sound. If we consider the sourtdeopiano in relation to the
above then we can surmise that, of the available mstntation at this point in the
score (drums, bass, saxophone, vibraphone), it is the amdf that offers the
characteristics required; it has a wide dynamic angtregrange, rapidity of attack,
pitch mobility, and potential for dissonance and reso@aht view of its role as a
solo instrument within the music thus far, its appiaato this purpose would also be
consistent with the general style and flow of the masithis juncture in the film.

% What Levitin calls Flux can also be identified as the Decay, Sustain and Release parts of the sounds
envelope.

% The Double bass lacked the attack quality and the fierce mid / upper-range more typical of a small
bark, the Vibraphone was too quiet and entirely wrong in terms of its dynamics, the saxophone had
potential but it lacked the ability to produce dissonance on its own though it offered a mobility and

extremes of register, the drums lacked the pitch characteristics required.
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Emotive Sound

The ‘musical-effect’ reminds us of what it is like teperience an unexpected dog-
bark. In this instance, the emotional value of the Byortised moment stems from
the characterisation of the dog making a noise, distyirthiea peace, and creating an
‘uh oh’ kind of moment. Levitin, writing on the subject of theib’s response to
hearing music, establishes that we experience emotiesabnses to music as a
direct result of our subtle recognition of violationseapected patterns in the music
(Levitin, 2006. ppl190-192). Similarly, Leonard Meyer, writing frardifferent point
of view and some forty years earlier, suggested thatcomposers arouse our
emotions because they are expert at heightening expectannd postponing
resolution’ (Meyer, 1956). The ‘piano bark’ is a relatywvemall gesture, however its
contrast to the preceding music does provide an emotiwtidan In part, this is the
result of the way it interrupts the existing musicaltgrat but, importantly, the
synchronisation to the image provides specificity and taerdunction. It attaches
the sound to the image and enables us to referentaiaWe feel about small barking

dogs.

The Anaphone

In his work on the analysis of film and television musgthillip Tagg provides a
vocabulary with which we can describe the functioeddtionships between images
and sounds. Amongst the terminology that he desciliés word anaphonéwhich
he defines as: ‘using an existing model outside music to prociusgcal sounds
resembling that model' (Tagg.org, 200Ble goes on to clarify the definition further
by categorising anaphones into three main tygesic, tactileand kinetic. Sonic
anaphones are musical representations of ‘real’ soundgti anaphoneselate
movement to sound; they may be representative of aplartitype of movement or
they may express information about the physicality &pace or an environment
Tactile anaphone®present a particular type of touch or texture; suchdsaray be
described with words like rich, velvety, smooth, spiky, Jugfht, heavyand so on. In
general, anaphones are rarely of just one type. Mugtt®nes areomposite they
exhibit qualities from two or more categories. Anaphoneda@und in a wide variety
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of music and in a wide variety of guises. They may talstylised form, such as the
sound of thunder found in BeethoverPastoral Symphongl808), or they may be
more overt as in Jimi Hendrix’s musical representatiban attack by a B52 bomber
as performed at Woodstock (1969) (Tagg.org. 2009). In all in®&atioe successful
function of the anaphone is reliant on the listemérreknowledge of the qualities of
the original thing that is being represented and / or theexbim which it would

normally appear.

The piano-bark clearly provides a ‘sonic’ anaphone.dy$k musical representation
of the sound of the dog’s bark. This musical sound hadi&iggalities that are
analogous to the movements of the dog. In additiorggtthctility; it is small, sharp
and loud. Other parts of the musical arrangement ngy lz¢ assessed in terms of
their anaphonic function. The ‘groove’ underlying the Kiag' has a kinetic quality
vastly different from that of the dog; it moves stbadnd purposefully forward, as if
‘walking’ into the next scene. The underlying bass ridffsha circular, repetitive
movement; kinetically it describes ‘walking on the spat’.terms of its tactility, it
describes a different space to that of the dog (theaditde more reverberation) and
it presents a smooth, calm, exterior which echoes thie ©f Lulu and Schén
following their embrace. These contrasting layerstesiimultaneously; they refer to
all that is going on and through the tensions of thekexistence provide some

emotive input to the film.

Converging on a Conclusion

When | began work on this project one of the first babks | read wa&ilm Sound:
Theory and PracticéWeis and Belton, 1985). | was led towards the conclugian t
much of what applied to film sound could also apply to muBle way in which
synchrony, contrast, context and referential qualitrescantrolled is central to the
efficacy of both sound and music. Music is variouslyduse evoke emotion, to
characterise, to locate, to make reference, and aogesthe work. These functions are
not, in sound film, the sole prerogative of music. k& ¢hse of Lulu’s dog we have an
example of a particular device, the anaphone, demomsgfrttat there is little to
identify the piano-bark as a ‘sound’ separate from the enusless we consider its
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relationship to the image. Edith Lang’s work demonstrétas a mixture of music
and ‘sound effect’ was a feature of the cinema musicinsk, and whilst such an
approach would seem unsophisticated today, it is symptométibeodesire to
construct a complete sound-world, for the cinema, thrabhghavailable technology
of the time. Stephen Deutsch, discussing the placeusfcnwithin the soundtrack,
describes a model in which music has no greater roleatotpan any other sound
components. He identifies music as just one elemeatsoundtrack which comprises
of ‘literal sound’, sounds that encourage us to believe what we a®kemotive
sound’, sounds that encourage us to feel something about what wgsatsch,
2007) These classifications define two primary functions taat be served by any
part of the soundtrack. Clarity of, and application fthee function might therefore
allow sound sources to become interchangeable; musictakaythe role of sound
and sound the role of music. In recent sound film releasch as the Coen brother’s
film No Country for Old Mer§2007) there is very little music; the needs of then fil
(literal and emotive) are met through the managemesbaid alone (Barnes, 2007).
In the film Elephant(Van Sant, 2004) music and sound are so intertwined thaawe
no longer be sure which sounds are diegetic / non-diedédtis.is aconvergencef
role and function, a blurring of the boundaries in whiamnsis, sometimes literal, are
used to evoke emotional responses through their placenslative to other sounds
and the film narrative. The anaphone may be considesedpart of this spectrum of
sound; a component that bridges the gap between litaratisand music / emotive
sound as follow¥:

Literal Sound------------- Anaphone ------------- Non Literal / Musical Sound

If we accept that the anaphone forms a bridge betweehtéral and the non-literal
content of a soundtrack and is therefore something ah@nguous element within a
score (a musical sound that breaches the divide betwmeedeiegetic music and the

diegetic sound world), we might also consider that @mdyedebate concerning the

®7 This scheme does not account adequately for the presence of music as a literal, diegetic sound
unless we disregard its musical values in favour of its literal function. Within the context of silent film,
the superimposition of music onto the image of an onscreen band (such as that found in Act 4 of
Pandora’s Box) might also be considered as anaphonic: a representation of a sound source.
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functions of music in the silent cinema (the questiomp®yfchological bearing and
reality referred to earlier) is itself really a digbe about convergence. Where the
modern sound film ambiguously exploits ‘real’ sound to penftiteral and / or non-
literal functions, the silent cinema simply used #vailable technology of the time
(the musician and the sound effects boys) in an attengtplore the same.
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Chapter 10 The Inter-title Card and the Rhythm of Speech
The Background of the Inter-title Card

The inter-title card is a common feature of the sifém. The actual term ‘inter-title’
was coined in about 1930 as a way of differentiatingoimfithe newly established
‘sub-title’ found in sound film (displayed below the vitaation in releases of films
to foreign markets). The inter-title card first appeéaie film presentation in about
1907-8 but by 1910 it was in general use and became increasirdggprnead as
films became longer and narratives became more caffipl€he first title credits
appeared on screen in about 1911. The inter-title hasgia®in the very beginnings
of cinema where text was occasionally projected aloegsar over, magic lantern
shows®. Such text may well have been vocalised by a lecturdisplayed as titles to
which the lecturer alluded. In the early cinema, therititle cards were the
prerogative of the exhibitor. Gaumont, for example, mactufed its own inter-title
cards and sold them separately (in various languages). Sudorfreef choice
resulted in inconsistencies in presentation and as aegoesce the role was
eventually adopted by the film makers themselves. Studies bad a range of pre-
made cards that were required frequefitiConsequently, cards such as ‘Next Day’
or ‘Wedding Bells’ may, in early films, be found to be ntieal in several films
(Dupré La Tour, 2004). Over time cards became increasingpokesand eventually
the inter-title card progressed from being simply informeator narrational, to being
fused to the action of the film, as the represematiodialogue. The dialogue card is
usually timed to appear as the character opens their nowsieak and to disappear
on to an image that shows the relevant charactemgdheir mouth, or the recipient
of said dialogue reacting. Such an approach was regarded, by, ssmbeing
disruptive to the visual narrative. The criticisms, hie press of the time, expressed
concerns that the inter-title card forewarned the awdieof what was to come,

® This is a two way relationship. The establishment and presence of the inter-title as a feature of film
also expanded the scope for narrative complexity. (Dupré La Tour, 2004)

% Claire Dupré La Tour tells us that two lanterns were sometimes used: one to project text slides
whilst the other projected images. (2004)

7% A practice similar to the development of the printer’s cliché referred to earlier.
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destroyed suspense, had an adverse effect on the ofdlky film, was too frequent,
too lengthy, and often less than explicit and readablereThes, nevertheless,
general agreement about the potential usefulness o&tbeand the debate eventually
resulted in the convention that inter-titles should bkgegted at the rate of one word
per second with five seconds added to each card to acconemtua slowest
reader§. As the card developed, different styles of typefaceevimcorporated as a
way of placing text into suitable hierarchies. The uspuwfctuation, as a means of
clarifying the expression of the text, became more comfrom about 1913. Within
the studio production system, the writing of the intde-tcards was differentiated
from the writing of the film scenario to the extemtat film studios employed
specialist authors for the specific task of writing teeds® Similarly, translators
were employed to produce foreign language prints. Witlatlhvent of sound film the
inter-title became largely irrelevant; however sitstill employed as an artistic device
by directors of film and televisioff.As a film from 1929Pandora’s Boxepresents a
film of the last generation of films to use intetet# as part of its construction.

The development of the inter-title card had severalifsagint effects on the cinema:
it replaced the need for the vocalisation of infotiora by a lecturer or by actors
behind the screen, and it elicited closer individual axaeparticipation with the

narrative on screen (indeed the inter-title had atoaptay in the cinema auditorium
actually becoming silent since the audience no longer ddedg#iscuss and comment
to each other about what was actually going on in they)stThe inter-title assisted

directors in bringing more complex, and experimentalenmltto the screen and the
presence of text, as narrator and later as dialoguepaattthe audience by offering

LIt is clear that this is not a model that has been applied to the version of Pandora’s Box in use here.
If it were, some of the cards would be on screen for as long as 30 seconds. In general, the cards in this
version of the film last for about 0.6 seconds per word. | wonder if this is, perhaps, the result of
assumptions concerning improved reading ability in the general audience.

72 As early as 1914 there was recognition that the quality of text could be used to attract a more
‘intellectual’ audience. In his film Cabiria (1914) the Italian director Giovanni Pastrone requested that
the poet Gabriel D’Annunzio wrote the titles and named some of the characters of the film. For the
acclaim that D’Annunzio’s involvement brought he was paid 50,000 francs. (Dupré La Tour, 2003)

73 AL . . .
Quinten Tarrantino’s work for instance presents many examples as do TV shows such as Frasier and
24.

94



them reassurance with regard to their understanding haft was being shown.
Finally, it made it possible for the cinema to make us1ctories, stories in which
pre-knowledge was no longer necessary for comprehensitdre narrative. (Dupré
La Tour, 2004)

The Rhythm of Text

It is often relatively easy to recognise a tune byhtghm alone. Rhythm provides a
powerful means of referencing melodic ideas. Some rhythpaiterns evoke extra
musical presences: the sound of horses as in Supjgis Cavalry (1866) or the
movement of trains in HoneggerRacific 231 (1923) for instance. Since, in my
modifications of cliché (described earlier), rhythm segne be one of the key
components to retain, | began to explore other areakich the rhythm of the music
might usefully function as a means of referenceoticed that there were often
conflicts between the rhythms of my internal readingmofnter-title and the external
rhythms of the music. This led to the idea that they veythm of the words of the
inter-titles might usefully be exploited through matchimysical rhythm to the
rhythm of the text as | read it. The end result mighalsibtle synchrony between
audience activity (reading) and music, a point at whighdudience’s own actions
momentarily engage with the sound of the film. Thaambtf matching the reading
rhythm was of course problematic; it is highly unlikely tha¢ timembers of an
audience would all read the same things at the same sgeedleh did, nevertheless,
develop into a strategy in which the words of the texteveehoed in the music, the
intention being to create a subtle resonance betweepreviously read text and the
following image sequence, where appropriate. In putting tésa ito the test
additional problems were exposed: the extent to whichetkterhythms clashed with
other aspects of the music design, the need for ghehgthm to be incorporated into
the emotional purpose of the moment, the duration ofcdrd on screen and the
amount of text to be referenced within the music. Tha was adapted, and altered
(on a case by case basis), and it proved to be a wedtggy for the generation of
material. The following passages describe the natuteecddaptations that were used
in relation to some of the speech rhythm cues listéppendix 2.
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The first part of the process was to consider the a@tiee various inter-title cards in
relation to the narrative. Text had greater importanceertain parts of the film and
less in others. Act 1 and Act 7 demanded the most atteriiogely because the
‘dialogue’ on display offers so much important inforroatiabout the set up of the
narrative (Act 1) and the various plots / sub-plots ogpess (Act 7). By comparison,
Acts 3 and 8 are hardly dependent on the inter-ttdscat all. Whilst there are some
substantial readings in Act 5, the information is often Rmpntary;’* it merely
adds detail to the narrative. Cards were selected dartéxtual information and their
rhythmic potential. It was noticeable that certain fExtases (usually short ones) had
strong rhythmic identities and that there were alsosstigatterns that may be
incorporated. Cards like ‘Alwa’ &0:22:11:03 an exclamation with a particularly
strong identity, therefore presented far less of a pmbhusically than text such as
‘Throw yourself at him he’ll do anything for you. Otherwike’ll report me!" at
01:40:58:12.The musical echo of longer passages of dialogue igfther usually
reduced to reflect the phrase that has the stronge$inmity/ stress identity, or the
part of the text which is most pertinent and recognisdbl¢he case of the ‘Throw
yourself at him...” cue, the music exploits the rhythrh§Tarow yourself [or] he’ll
report me’, this being descriptive of the motive that infeiralu’s actions on screen.
The selective shortening of the textual influence im@riced by the way in which the
resulting musical rhythm can be organised to fit the mokitie moment. It is also
selective with regard to textual meaning. The strategy @hantually evolved was
one in which emphasis was given to the arriving car@ppgropriate, through the
synchronisation of music to its appearance on screea.Wds followed by the echo
of the text-rhythm within the construction of the melolthe during and / or after the
card. The rhythmic response to text is rarely statedmectswith the arrival of the
card, unless the text-rhythm is so short as to makasorably clear (see the ‘Alwa’
card previously referred to or the ‘Police, Police!” doaand at01:45:30:12. The
examples listed in Appendix 2 are all examples of th&eyy in action though there
are necessarily variations in placement, for exanple rhythmic echo of text at
00:12:19:08s not only stripped down to the words “...kill me dwwant to’, but the

rhythm is then interpolated (as a triplet run) into phevious music to form the end

7 | say this on the basis that the story is largely intelligible through the moving images alone.

96



of the phrase over the card. In contrast, the teythm employed af0:14:08:04

occurs almost simultaneously with the text though it s first word to offer the
phrase ‘was my first’ on the piano before finding tegon through a more freely
composed phrase at the end.

The rhythms of text were not only used in direct relatmmter-title cards. In some
instances textual rhythms were used to form more substaméBldic lines. Thus
some of the textual rhythms / references are employiainvthe music without being
in close association with an inter-title card. Anrapée of this strategy can be found
in Act 7 at01:34:24:00where the solo piano line, accompanying the image of Lulu
coming to terms with what Casti-Piani has just told heflects the rhythms of an
earlier title card at 1:33:47:18. Here the rhythm of theoohelis built around the
words ‘[lI] won't be sold, that's worse than prison’. elemotion of the moment is
reflective and quiet, matching Lulu’s moment of introsjpe; and the text, if it were
recognised, would match the moment well. A similar edangan be found in the
same act at 01:39:17:16 where Schigolch talks with Rodrigcecoing the Countess
Geschwitz. The text on the card finishes with the waydsof this mess’ and there is
no musical echo of this, or any other part of the,takithis time. A few moments
later, at01:39:31:00we hear, on the saxophone, part the rhythm of the woutl®f
this mess’. This provides a reflection of both Schigolehtended outcome and his
pitch to Rodrigo. In this way, the music, the intdef and the narrative context
become intertwined. It is, in essence, a form ofrezfealism, but one that is not
easily interpreted by an audience. It is representativeeferentialism as part of a
methodology used to generate material. The placemert, tha emotional
appropriateness, of the music is the most importamt,tladd most easily perceived,
factor; the subliminal, textual, reference is subor@inand less obvious to the
audience. It is, of course, my hope that such subtleaes provided an improved
experience of the film, but | suspect that this cannottirbly assessed. Such a
procedure may have minimal impact on the audience butsithhd considerable
impact on the development of the score.
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The Arriving Inter-title Card (The Weight of Synchrony)

The arrival of many of the cards is emphasised throughhsynisation with music.
The amount of musical weight given to such momentsatsf the importance of the
text and the nature of its delivery as dialogue. Thewarhof weight actually given to
the moment of the cards arrival is also partiallyed®ined by the pre-existing
musical context and the subsequent direction of the theardecisions need to be
made concerning the degree to which the weight given tmément is proportionate
to the musical / narrative context. For example, la gasemble sforzando chord
within the context of a sparse solo piano line is aersibly more extreme than the
same chord within a flow of music already being playedth®y full ensemble at
fortefortissimo. The weight of the moment is mordedained by the degree of
contrast to the preceding music than its actual vollinia function of arrangement.
There is, therefore, a spectrum of possible responsesngtithe control of musical
elements and their distribution relative to the ima§egeneral description of this
spectrum may be illustrated as in Fig3 below.

Maximum attack Least attack

Least density “’“*mmwm Maximum density
Attack in context M”‘Www_
MM&%%
. Mmm’“m
. Density in context A
Non-Metrical Metrical o
/””’MM
Homophony Mww”’”w
o

Partial Synchrony
Monophony _ Polyphony

Defined Synchrony Asynchrony

Fig 3. Diagram to illustrate the possible relationships betwmusic elements and the
emphasis of synchrony.
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My suggestion is that the amount of emphasis givem teynchronised musical
moment is increased by altering one, or more, musgieahent to correspond with
either side of the diagram. This is dependent on whichiposwvithin the spectrum
we start from. Overall, reduced density (the number @asge parts playing
simultaneously) with strong levels of attack and tiglsterchronisation to the image,
through a discarding of meter, or through syncopation, lealtl to a more forceful
synchronised moment. Therefore an image sequence set agpoigphonic musical
texture is likely to create a more asynchronous expefigria such a case, increased
attack in a single part of the polyphony (or selectedsnatiéhin the stream), or a
reduction in the density of the parts to expose a singge hay be used to increase
the clarity, weight and number of points of synchronyuckl of the music in
Pandora’s Boxbelongs in the area described in the centre of thstridtion; it is
homophonic and controlled in a way that is consisterit thi¢ style of the moment.
Changes to musical elements, in either direction, thesefore affect changes in the
weight of synchrony. The choice of moving to the riffbtvards low attack etc) can
create impact providing that the level of contrast to sherounding material is
sufficient. The description offered does not take actainall of the available
musical contrasts. Elements such as pitch registebré and tonality clearly have
significant impact on the sound and character of any gi@ment but their delivery
is always informed by the organisation of attack, densitysical texture and their
placement in time. Such elements may be crucial poession but are less significant
with regard to the control of the emphasis of a syoised moment. The following
examples provide indications of how the weights of singtaments of synchrony
have been controlled with regard to inter-title cards.

In Act 2, at00:18:44:00 Alwa and Countess Geschwitz are talking about Alwa’s
forthcoming show. An inter-title card appears which sd&ysre are the costume
designs for your revue Alwa’. This is not particulamyportant information though it
does explain what we are about to see on screenmlibE at this point is light Jazz;
it is homophonic with the melody in the piano, and theilbd® bass and drums

7> This is dependent on the nature of the image sequence. An image displaying a great deal of
inherent movement might well appear to synchronise to a polyphonic texture. This is linked to Michel
Chion’s observations regarding ‘micro-movement’ as described in Audio-Vision, Sound on Screen
(1994).
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providing typical walking / shuffle accompaniment. As thard arrives it is
synchronised to an anticipated beat on the cymbal / lariththe last note of a piano
phrase. The velocity of the attack in the drum part gainand hi hat) is increased
momentarily to add some presence to the arriving card.céhag flows onto the
screen with a little emphasis. Only one element,chkitan one part of the
polyrhythmic / homophonic texture has been altered; i@ isninor adjustment.
Contrast this with a later card requiring more impa¢t0215:14:0Q(in Act 6) Alwa

is in an argument with Lulu, she has telephoned the Gmn@fecutor and Alwa grabs
the telephone from her, the card reads ‘This is Alalad8. Do you have any news of
the escapee?’ It is important because it is at thigt ploat Alwa becomes complicit to
Lulu’s crime. Musically, prior to the arrival of theard, the music is loud, there is a
strong rhythmic drive with woodwind playing over a forcefidnm, bass and drums;
it is energetic. As the card appears, substantial impacteated through a sudden
reduction in instrumental density (reduces to just pidbass and ride cymbal) and a
reduction in attack. In this instance, the reduction ofckttereates a significant
contrast to the nature of the preceding music and, funtrey, it is more emotionally
appropriate to the scene. The music continues the reewd end takes us through the
inter-title towards the conclusion of the scene. $¥echronisation to the card thus
establishes a new narrative trajectory and an emphas$is moment.

The synchronisation of music to the entry of the carbisthe only device that adds
weight to its importance. In Act 7 some of the candslang and convey crucial plot
material. In such instances, a reduction of the muaiality over the duration of the
card, whilst employing the dynamic growth of sustained daasa way of holding
attention on the card, can be effective. In such momémtsmeter of the music is
sacrificed (in keeping with the scheme suggested abovegxample of just such a
cue can be found in Act 7, 81:30:20:00 where the Marquis Casti-Piani tells the
Egyptian brothel owner ‘The German police will give me £250.B@re, the music
swells dynamically under the card with no other musmalement intruding. The
height of the crescendo is timed to synchronise vhth dtart of the next image
sequence. Other cues exhibit similar construction butnardified so that some
musical movement over the duration of the card link& wie music of the following
scene. An example of this procedure can be foud 82:33:00where Casti-Piani
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tells Lulu ‘I need money urgently. You can't give me anlge Egyptian will pay me

£50.00 more than the German Police. You're lucky!” Héne, music employs the
same sustain / crescendo technique as found in the preuveusut with the addition

of melodic movement in the bass. The bass movemmawiasonably metrical (whilst
the sustained chord / sound is not) and it moves us towledsstablishment of a
new key, and a new tempo, which then inform the subsequentsaader The bass
movement is both energising and an anticipation of dhévdoming sequence. The
bass sounds here are also reminiscent of the male (@Gasti-Piani) as referred to in
the table of correspondences discussed earlier.

In Conclusion

The inter-title card is a key componentRdndora’s BoxIn the absence of sound it
provides dialogue and more. As a cinematic device it providesyadirect point of
contact between the audience and their understanding>qetience of the drama
and the characters. In most respects, the interctitiebe treated as any other moment
in the film, variously requiring emotional colour, empkaand narrative context but,
unlike the moving image, the inter-title is static. Itates a situation in which the
image is no longer active, rather the audience thewsebecome more active
(through the process of reading) in the revelation ofstbey. Frequently, the card
presents a point of transition; it may be a cue toaagé in point of view (from the
speech of one character to the reaction of anottreit) may be a forewarning of what
is to come (Dr Schén’s warning to Alwa that such a wogwuld be the end of him
at 00:40:00:14). The cards thus form an intricate web of nagrelues and cues that
cannot be ignored. Whilst it has not been possible tatermstantly recognisable
links with the textual rhythm of many of the cards, it baabled an additional stream
of reference within the music, albeit a stream thabimewhat subliminal. Unlike the
the Dies Iraeexample cited earlier, these references relatextcatel music, they are
internal; they reference the score and the dialogdéitionally, the exploration of
the rhythmic content of the cards has proved to be alusefmpositional device in
the service of the score. We might also consider tthatuse of the rhythm of text
relates to the application of recitative technique,asowed from opera and found in
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many early sound films. Typically, recitative musicejlyi underscores the spoken
dialogue; the music is more or less static so thatare hear the words spoken on
screen. There are three elements in the equatiomm#ge, the music, and the sound
(dialogue). InPandora’s Boxonly two of these elements are present: music and
image. The dialogue is presented as a static image @erien and the music moves

in order to give it voice.
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Chapter 11 The Emerging Sound of Reality and Madness

In the score folPandora’s Box,real’ sound emerges as the film progresses. This
begins at the end of Act 5 with the sound of the judgaigifbell at01:08:07:12and
increases progressively throughout Acts 6, 7 and 8. Thegenma of sound signals
Lulu’s loss of control over the world around her anel tieed for her to contend with
the influence of others. In terms of the musical dgsig also provides a device
through which the music can be directed towards a ntwokén’, chaotic, sound in
accordance with the general scheme of musical entropyiloles earlier.

The emergence of sound at the beginning of Act 6 was pnobtematic. It needed to
be progressive. The intention was that emerging sounddwme blended with the
music in a way that made it inseparable from the musf.itEhe setting of the first
part of Act 6, within Schon’'s flat, offered few opporturstigdor meaningful
acousmatic cues and so objects that required Lulu’s itiemaccontrol for operation
were employed as sources of audible reality. Such a&idacis consistent with the
overall concept of emerging sound as described, but tke féw instances are
incidental; they are part of the transition. So, atstart of Act 6 we begin to hear the
diegetic sound of Lulu’s new reality, an environment thaesistant to her demands.
The symptoms are small: the sound of a door slam, thel ssfanmatch being struck,
the click of a light switch, and the sound of a runninghbdhe door, no longer
opened for her by someone else, the cigarette, no ldhder her, the darkness, no
longer illuminated by others but navigated by Lulu herselfl bar comforts, no
longer proffered by those around her but created by her @tons. As Act 6
progresses we move beyond the confines of the worldwé Aind Lulu and, for the
first time, enter into the ‘outside world’ of the Ivady statiori®. Here we encounter
the sounds of other people. The sounds of trains, public adsiystems, the sounds
of doors being knocked and slammed and the sounds of voidaist \tthe non-

diegetic music continues to dominate the sound of the flie treatment of diegetic

% lam discounting the courtroom because it is, in my opinion, an environment that is focussed on
Lulu. It is a manifestation of Lulu’s behaviour, confinement, and the scrutiny of the outside world,
rather than an expression of the world beyond Lulu. The environment of the courthouse is ultimately
controlled by Lulu, and her entourage, as they make their escape.
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sound within the score advances to a point where itrbes@art of the expressive
dynamics of the music.

Act 7 continues to build on the pattern established in BAcDiegetic sounds are
increasingly used to create a sound world that plays rallphto the music rather
than hidden ‘within’ the music as at the start of Act GeTprevailing sounds are
those of the revellers on board, the sound of the trgakpes, the sound of the sea,
and the sound of the Countess Geschwitz screaming. @nound of the stretching
rope in Act 7 can be characterised as entirely acousniiaippears a01:29:06:00
and01:39:00:00where it serves as a metaphor for subtle, invisibtajement (within
the ship and the plot) and the creaking of something usidless. The countess’
scream ap1:47:06:00provides the culmination of the process in Act 7. The doun
first appears layered within the music and then in isola@s an off-screen diegetic
sound. It is given its diegetic character, and locatibrgugh its position within the
cut of the film and the reaction of the onscreen &asking towards the imagined
sound source. It marks the tipping point at which the hasfoeality finally gives
rise to the final act that leads to Lulu’s end. Theanor is the only occasion where we
hear a voice that is directly attributable to anvidlial; it is the embodied sound of
the consequences of Lulu’s actions.

The final Act ofPandora’s Boxfeatures a great deal of sound. Wind, rain, window
clattering, water dripping, traffic, trains, fog hornsttles smashing, horses hooves
on the street, clocks, music boxes, bells, dogs, bakm@gs, shouting, pub-pianos,
bands, Alwa’s footsteps, and the sound of birdsong mixed It final theme all
appear in the mix. The balance between non-diegeticcnaunsi diegetic elements is
now firmly in favour of the diegetic with a strong asmnatic presence. In terms of
the score, sound and music both provide aspects ditehel and emotive content.
The increased diegetic nature of the score (sound ancc)muosiAct 8 naturally
reduces the sense of separation between score and ihfggecore now emanates
from the setting of the narrative; silent film hagjaired the characteristics of sound

film.
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The Sounds of Madness

It is said that those who are insane rarely know tihay are ill; objective reality is
confused with subjective reality. This idea provides a coreept behind parts of the
score in Act 8 of the film. Music and sound become dempdytwined in imitation of
the confusion between objective and subjective redsyJack the Ripper confronts
the warning poster on the wall @1:58:03:00 he is, for us, revealed (by implication)
as being a killer of young womé&n The mix of electronic music and acousmatic
sound is an attempt to merge and confuse the diegetic sotifatygy London with
the subjective expression of Jack’s state of mind. flieeesoundtrack at this point is
thus analogous with Jack’s condition as unhinged. The usdectronic music is
significant. Such sounds provide a sense of human absetitehbough a lack of
tactility in the sound productidh and a selection of timbres that are ostensibly
random and chaotic. The music here often lacks medwdthythm but it presents
movement through filter sweeps and the emergence angbdaiance of sounds of
different timbres and frequencies. Bells chime randomérhaps part of the real
world, perhaps not. As it progresses the foghorns begisotmd like trombones
within a musical arrangement; it is as if they mowenrfrthe ‘real’ world of diegetic
sound into the ‘cinematic’ world of the music score. Way that the sound follows
the envelope of the fog at the beginning of the scene amtthges to swirl, as if it
was fog itself, helps to induce movement where themeohne to see (other than the
subtitles and the steady widening of the camera shot ¢éalrdack against the poster).

The sounds that inform this first glimpse of Jack’s ctimrapartially reappear at
02:00:04:00as Lulu invites Jack upstairs with the words ‘comeldike you'. The
electronic sounds creep into the music as long sustainédfieiguencies. At first,
this sound is reminiscent of a counter melody playediiolins but as the scene
progresses the timbre becomes increasingly abrasivetifriiral change increases in

volume to deliver us to 02:00:37:19 where Jack hovers in unugreand reaches for

7 In fact he isn’t explicitly identified as ‘Jack’ here but | am using the music at this point to connect
the image of this quiet and rather anxious stranger to the poster information and therefore suggest
that they are one and the same person.

8 We can’t really hear notes being struck, bowed or blown; there is no sense that there is a human
agency in the creation of the sound.
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his knife. Here, the electronic sound of Jack’s illneake$ over, expanding
dynamically (with additional layers of traffic soungisano and percussion), until he
drops the knife at 02:01:07:02. The non-diegetic piano music pOuvid¢h a
commentary on the ‘slow dance’ of Lulu and Jack, arefexence to the exotic sound
of Lulu’s first encounter with Geschwitz in Act 4. Thkctronic sounds offer a more
disturbing representation of the subjective experiencdadk’s inner struggle, and an
audible experience of dissonant tension.

The Sounds of Murder

In Sidney Lumet’s film,The Offenc€1973), Harrison Birtwhistle’s opening music
utilises sounds that have associations with the eveatsinfold within the narrative.
The musique concrete that plays during the opening sequencee diinththus
acquires greater significance as the sounds from whigh hade are revealed
individually, within the narrative, as the film progress&he portrayal of the murder
sequence within my score begins02t06:38:21and | have employed a reverse of
Birtwhistle’s technique. The music that accompanies the muhdgefore contains
many of the sounds that we have previously heard. The rfarsibe murder is a
combination of acousmatic sound of the moment, therel@ictmusical expression of
Jack’s urges, non-diegetic musical punctuations, and teeergial use of acousmatic
sounds heard previously. Whilst the sounds that accompany utgemscene are
organised with some logic, it is not really expecteat #very sound could be clearly
interpreted by the listener. More important to the sderthe sense of dissonafice
The sequence begins with the intrusion of wind noise amdidtortion of the church

bells in the background. This process, emerging through theeding music, is

7% The discussion of dissonance is often contentious partially because the very concept of dissonance
within music rests on a culturally acquired position in relation to music. However the sounds here are
perhaps less musical and rather more of a type that we might refer to as ‘sensational’ because the
effect that they create is one in which the senses are engaged with the dynamics of sound rather
than melodic and harmonic organisation. David Huron in his book Sweet Anticipation (2007) refers to
this as ‘sensory dissonance’, a physiological phenomenon that occurs in the ear when competing
tones render the hearing organ less able to discern various sounds separately because of the way that
they interact. Such dissonance is usually experienced as being threatening and confusing.
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intended to highlight a change in perspective from the ctiae reality of the
closeness of Jack and Lulu's shared moment, towardspr@sentation of the
subjective experience of Jack’s inner struggle as his perceptitve world distorts.
Percussive sounds are used to add emphasis to selecteds irfsagh as the
appearance of the knife). The sound of a ticking clock ersetgmay be considered
as representative of passing time, or even a count-dtsypreisence is challenged by
the sound of the church bells (as the outside worldliity¢aes to reassert itself) but
the sound of time itself (the clock) begins to dis{tdrtough echoes and varying rates
of delayed sound). The clock begins to sound, increasipgdgent and relentless. At
02:07:43:09, as we see Lulu’s face in repose, we hearlybtie¢ sound of a baby
crying, a reference formerly associated with Jack brg Ao serving as a comment
on Lulu’s sublime state as being momentarily innocemt mnneed of love. The
music acquires the characteristics of the sound of h@aaghinery churning, a
reference to the mechanical and unstoppable nature of Theksounds of a train
emerge, a reference to the journey that brought Luthisoplace (or an acousmatic),
and a further confirmation of the unstoppable nature of Jatien the killing is
completed at 02:08:08:10, and we see Lulu’s hand falling irdckbkpace and
relative silence, we are left with just the organ @ranat underscored Jack’s first
appearance at the beginning of Act 8. Where the electsminds associated with
Jack’s madness are alien, the organ, in spite oédtsally mechanical character,
carries with it references to religious (otherworjdéplemnity and rites of passage,
birth and death. Jack returns to the world of men.

On Electronic Music

The use of electronic elements, within Act 8Raindora’s Boxwas envisaged very
early on in the planning process of the score, partigueith regards to the murder
of Lulu. The treatment of ‘real’ sound, as an elemeithiw the composition, draws
on the influence of musique concrete as established byePhtenry and Pierre
Schaeffer in the late 40s and 1950s. Early experimentshisrpart of the score
included the manipulation of standard instrumental soundsjehigerate abuse of

electronic mixers and other sound sources to produce itibgresnd evocative
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sounds (some of which were used), and the recording anthiqyd guitar feedback
(some of which was also used). In the end, in addittothé resources described,
software synthesisers within the sequencing softwaree vpeogrammed to play
sounds using pre-determined filter sweeps, modulations)abeais, envelopes, and
delays. The important factor that emerged, in relatiothé music of Act 8, was that
the intended sense of chaos and alienation was motg aasieved when not all of
the sounds used were recognisable. Denis Smalley describesess calledource
bonding in which the listener reflexively tries to relate urogoised sounds to
possible sources and then look for possible relationshgiwelen the sounds
themselves (Smalley cited by Lack, 1997. p320). Such a resmon$entierest here
because it suggests that the very presence of ‘unnaturatdsoinduces, in the
listener, a different type of listening; it is a listeg process that is reactive to the
very presence of ‘alien’ sounds. The source bonding refigages the listener with a
genuine experience of uncertainty. It is, perhaps, goak to the experience of the
conflicting realities that define the madness portrayedareen.

The notion of creating unnatural sound, in relationilta, fis not new. As early as
1931 Robert Mamoulian, for his fildr. Jekyll and Mr. Hydg1931), created a
soundtrack that employed a recording of his heartbedttl®e sound of a sonically
altered gong, altered through painting on the optical sowtdtfthe film (Brown,
1994. p182). Hitchcock'$heBirds (1963),famously uses the manipulated sounds of
birds as a score and the Baron’s scoreRorbidden Planet’(Wilcox, 1956) broke
new ground through its innovative use of circuitry and &geing. There are many
examples of soundtracks that exploit the ambiguity ohimdated sounds for the
whole, or part, of the sound of film. More often thaat,nwe find that such
soundtracks exploit these sounds as either signifierscfence fiction or as a generic
sound for the unbalanced mind (horror, psychological dratop Electronically
manipulated sound might, therefore, be regarded as a fbfexaticism’, another
way of portraying the ‘alien other’ from an internalestternal point of view.
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Common aspects of musical organisation (Layers of Synchrony)

The process of the music that underscores the murdeeisn which many sounds,
natural and unnatural, and their associated streams @fenet, are allowed to
interact. The distribution of these sounds, and thérabaf the dynamics, is more
important in its organisation than the presence of dyelnd harmony. The music
grows dynamically from 02:06:38:23 to a climax at 02:08:09:00. Hbaeeuse of
‘real’ sounds (clocks, church bells, wind, rain, etaniged in with musical elements
and electronic sounds. The music has been assemble@iis Vaiyh each layer having
a different purpose. The electronic sounds are largédyemtial to Jack; the ‘real’
and acousmatic sounds reference the immediate and péasbnenents, and the
musical elements add weight and definition to momehsymchrony. The layers are
organised according to the needs of the scene (the oeeddh a climax at a given
point) rather than organised in accordance with a pre-deetnmusical structure.
The score, at this point, may sound very different father sections of the film but,
in respect of the purposeful layering of the sounds, thanisation is very similar.
Take, for example, the organisation of the music in 2Aavhere Schoén confronts
Alwa and Lulu at00:21:41:00.Here, as Schdon comes onto the screen, we hear a
repeating ostinato in the bass, low piano and saxopHhdtieg the tempo and
establishing an underscore for Schon’s angry arrival. miterange piano chords,
entering at 00:21:49:22, give voice to the inter-title card asthe music continues,
the addition of various percussive strikes add emphasisughr synchrony, to
movements on screen. The distribution of the highlawdregisters in the piano part
is consistent with the argument raging between Lulu &odon (high and low
registers respectively). Similarly, the organisatioh tibe music beginning at
00:27:22:00, as the stage manager rushes around backstage, is codsamacted
three layers; there is the waltz ‘vamp’ that motgatnd provides continuity, the
melodic characterisation of the stage manager tlsat @ovides forward movement
(through melody), and the supplementary moments of sgnghprovided through
additional gestures on the piano (Schon’'s ‘bump’ andewat 00:27:47:00 for
example). Later, as the scene develops, new instrun&nth, as the accordion at
00:27:38:00 (providing additional movement in the brief absehasetody), and the
clarinet at 00:28:00:00 (the arrival of a new charactesg, amlded to characterise
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particular moments. This approach informs large swaihése score; each layer has
purpose and each layer is developed to intertwine withnéhé in a meaningful,
coherent, way. The primary functions of each layer bansummarised as: 1)
Continuity, elements that bind the image sequence together agenbbequence, 2)
Characterisation the musical representation of characters, emotms situations,
and 3)Clarity, the provision of emphasis through synchronisation. Goityi is here,
usually, established through ‘vamps’ or ostinati, the eq@mying parts of a
homophonic texture. Characterisation is accomplishedugh the distribution of
consonance and dissonance, the melodic line (alsodgmgviinear motion), the
choice of timbre and the distribution of referencesptevious material. Clarity is
established through moments of synchronisation, either rwitihe melody or the
underlying parts. Parts are thus developed to be functioaterr than merely
attractive as music. The following breakdown of a segeidmmon Act 6 illustrates the

construction of such moments.

Layers within a Scene

The following extracts demonstrate the way in which rnaybave been used
compositionally, and how they relate to the picturee $ix stages demonstrated here
are typical of the working method applied to large paftshe score. The scene
appears at 01:13:36:00 (Act 6). After this point in the filra #ppearance of this
music becomes synonymous with moments in which Luls toeexert influence on
events in her favour. The waltz style was initialjopted because of the way Lulu
dances in front of the mirror; however, it is also swgige of the way in which she

forces Alwa to ‘dance to her tune’.

1. Extract 1 consists of piano and bass only and demonstratedatengent of
the basic harmonic structure. It outlines the changeoadiowards the end
of the scene, and the harmonic rhythm in relation tactite within the scene.
It contributes to the continuity of the scene and add®gie clarity. The
omission of the piano chord at 00:00:33:00 is intended tdects@ace’ prior
to the next point of synchrony with a view to increasilagity.
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Extract 2 builds on the previous extract and emphasises the maits pfin
synchrony through the placement of percussive crasheseTdre placed to
emphasise Lulu’s intervention as she rushes to the @éyoawd pushes Alwa
into the corner. It establishes some additional glahtough its emphasis of

two dramatic images of Lulu.

. Extract 3 adds a melodic line that helps to efface the work by gnogilinear
movement. The phrasing of the line draws attention aveay the circularity
of the accompanying parts and energises the movementlofals the film
cuts on her movement. The synchrony is improved throwghdimcidence of
the chromatic movement with cuts in the picture (ves#bion). This part
contributes to the characterisation of Lulu as energeid forceful.

. Extract 4 incorporates the saxophon&hich offers some timbral
reinforcement and differentiation between the accowpg part (in the
piano) and the melody. It underlines the main phrasetheo melody only
which further differentiates the chromatic movementtbe piano, and the
way in which it is specific to movement in the picturealso contributes
characterisation through the Jazz correspondence (san@plised earlier.

. Extract 5 introduces a moving bass line whilst the camera watches A
packing. This adds to the weight of the movement in theienThe register is
lower providing some registral balance. It rises to ntketmelody line as
Lulu appears in the doorway adding vectorisation and enghasithis

moment. This line assists in the characterisatiodlofa and the clarity of
their interaction.

. The Complete_SceneHere the addition of woodwind and strings link the

sound of the music more consistently with the previmesnes and smoothes
out some of the rhythms in the accompanying parts. Rhythnne ds
enhanced slightly though the addition of the ride cymblaé dontra-rhythms
(on strings) at the end of the scene add energising mavemihout
direction. The tremolo, in the wind parts, during the miof greatest
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narrative tension adds micro-movement, the sense tkat ih something
going on when visually there is little happening other thatu land Alwa
staring at each other. The cello playing in unison wiehliiss line (found in
extract 5) adds timbral definition and carries witthé reference towards the
male voice already encountered in earlier scenesselTkeunds characterise

the action and add continuity, smoothing out the edg#dseadrrangement.

All aspects of the arrangement are functional. Th&lmplacement is purposeful with
regards to shaping the perception of the narrative aneffdagement of the work. The
distribution of timbre is multifunctional; it servdsmth the sound and style of the

music and the functions of the arrangement in resgebedilm narrative.
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Chapter 12  On Motifs, the Short Phrase and Compositional Stratges

| mentioned at the end of Part Rggarding Myth that there is what | regard as a
musical ‘kernel’, analogous to the ‘mythic core’ of therative, at the heart of the
score. It would not be appropriate to refer to this masia central ‘theme’ since it is
seldom stated after its initial appearance and it idlyaeveloped, or reiterated, in a
way that is consistent with the usual treatment efrtiitic material. Nevertheless, the
music at the beginning of the film, playing under thessiticontains a number of
elements that have informed large parts of the work psogressed. | will refer to
this musical kernel aPandora.Pandorabegan life as a song. The rhythm of the
opening phrase matches the rhythm of the first wordshe title sequence;
‘Pandora’s Box'.This text is used as the basis for the melodic rhythrnPas-do-
ra’s Box, is o-pen nowThe rest of the lyric was never written; there wasneed.
Whilst the textual rhythm informed the meter and thehmmybf the melody there was
still the question of mood. | felt that the appropriaemosphere was one of
melancholic reflection. On first hearing (with thdnf) it should both settle the
audience and perhaps inspire the question ‘why is the rmadl? The music should
establish its identity as narrator, and it should encourageest in the forthcoming
events. Functionally, the music should also contrgitt the beginning of the action
at 00:01:10:00 when we first see the meter-man in Luluts Tlhere needs to be a
sense of ‘lift’ as the action begins, a sense thaamgeunderway, therefore a contrast
between the meter-man tempo and thaPafdorg and a change in tonality at this
point, seemed appropriate. In relation to the compasitfé®’andora,the melancholic
melody, parts of its contour, the minor tonality ahd slightly extended harmony,
refer to a melody by Eden Ahbez calledture Boy(1947§% a popular song that tells
a story about a mythical boy who offers advice to thgesi about *how to love, and
be loved, in return’. The music style, and the faet this instrumental rather than
vocal, straddles Jazz and concert music thus embracstgistic tension that will
inform other parts of the score. The re-emergendeaofioraat the end of the film
(underscoring the credits) is identical but for the aadiditof a counter-melody /

% This was first made a hit by Nat King Cole in 1948. The melody is also reminiscent of Antonin
Dvorak’s Piano Quintet in A, Op 81 (1887).
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DeconstructingPandora.

The most important feature &andorais the opening motif. An interval of a major
7" from F to E is followed by a step down and an intenfad minor third. The
overall distance travelled (from the first note ttee last) is an interval of an
augmented % The over-riding characteristic of the motif is disant. The motif is
then repeated in several guises, spanning a number otdiffietervals (a major3

a minor 3, a minor 2% a perfect 4, a major %, an augmented™ a perfect %, an
augmented 4th, a mino"2and finally a perfect 2to end). It retains some of its
identity through rhythm. Rhythmically, the movement is tiéwe and identifiable
over the accompaniment which tends to move in the spaftetn the melodic
movement. This motif is used throughout the score iargty of ways. It is used in
its original form and it is used in reduced forms (thetfiwo notes, the overall
interval span etc) and in inversion. It is used as a safrbarmony and it is used as a
rhythmic four note motif. It is the glue that binds muéhhe score together.

Harmonically,Pandorais oriented around the key of A harmonic minor however it
never really settles on the home key for long. Thei&apparent at the beginning of
bar 3, bar 7 and at the end. In all instances, additiextehsions to the chord are
included or follow on quickly (the"™®and the 11 usually). The harmony rarely stays
still, so the sensation that the music comes to iesinly fleeting. The most
significant harmony (in terms of its influence on latarsic) is the appearance, in bar
1, of a slightly disguised version of the so calleitchicock’ chord (minor/major 7).
This chord found throughout Bernard Hermann’'s scoresVfentigo (Hitchcock,
1958) Psycho(Hitchcock, 1960) and in moments of the scor®twth by Northwest
(Hitchcock, 1959) is essentially bi-tonal and bi-modal, amimg major and minor
triads on roots a semitone apart (Brown, 1994. p 167-168Paialora,the chord
appears in bar 1. Its arrival is disguised; it staftsds a diminished chord on beat 1
and morphs, through the addition of the notes on b¢&t@hd E), into a version of
the ‘Hitchcock’ chord as described. If we take into actdhe Ab (expressed in the
score as a G#) and the B natural, over-hanging in thedyyewhat we hear is the
chord F min /Maj7 #11, (an F minor triad with the two thiafsthe E major triad

superimposed upon it).

115



Pandorarelies on ambiguity for its character. The music nmestg tension through
the extended harmony of"®and 11" and the presence of the major / minor
Hitchcock chord. Melodically, there are strong, recodiedeatures such as the leap
of the major # and the sound of the tri-tone. The combination of theseintervals
also appears in the harmony as & tBord (see first chord, bar 10). The rhythmic
groupings are short giving them easy potential for meledfansion and reuse as

rhythmic motifs within accompaniments.

The Leitmotif and the Lost Tune.

In many respects the elements of the material idedtifiithin Pandoraconform to
the type of model that Bernard Hermann recommended twheaid:

‘| think a short phrase has certain advantages becalgsetllike the leitmotif
system. The short phrase is easier to follow for enalis, who listen with
only half an ear....The reason | don't like this tunein®ess is that a tune has
to have 8 or 16 bars, which limits a composer. Once tan you've got to
finish — 8 or 16 bars. Otherwise the audience doesn’'t knoat thle hell it’s
all about’. (Hermann cited in Lack, 1997. p134).

Hermann’s point marks out an important distinction betwamercert music and film
music. There is an inherent conflict of interests leetwthe compositional realisation
of a melody and the narrative demands of a film. Sudbanges in the film, such as
narrative location or emotional atmosphere (changes mhight often require a
musical response), are not usually planned and edited attoeincisical metre or the
duration of musical phras&SThis is not to say that tunes can never be used, ynerel
that the rhetorical demands of a tune should not ogtwidie needs of the film.

Given the multiple functions of the silent film seqrthe ‘leitmotif system’ would
seem to be an ideal way to solve the composer’s dilerttinaiovides an effective

8 There are, of course, exceptions. For instance, the use of songs in Magnolia (Anderson, 1999)
frequently employs cuts to music. Morricone’s score for Once upon a Time in the West (Leone, 1968)
provides an interesting example of actual filming to music (somewhat reminiscent of early sound film
practices).

116



way of generating material and a means by which the presand emotions of the
characters in the drama maybe expressed. It is a syst@hich the narrative directs
the music. Influenced by opera and melodrama, improvising raosi¢ composers
of the silent cinema often adopted the leitmotif. listion manuals for cinema
musicians, such as Lang and West’s book of 1920, recommematetth¢ mes should
have ‘emotional appeal, be easily recognisable and adaptabléeration’ and the
authors suggested that the various themes should bedpleagker the opening titles,
on the appearance of the character or at any point whtnence was made to the
character and finally as part of the finale music’ et976. p171). The use of
leitmotif formed part of the core skills associatedhwtite film accompanist The
leitmotif also appears within sound films of the mid 1930eubh to the 40s. Many
of these films employ the same elements that dobstine Wagnerian opera: action
and drama, dialogue and music. Eric Korngold’'s score HerSea Hawk(Curtiz,
1940) provides a fine example of a film in which there is Ige@yntinuous music
which is almost entirely constructed around the leithsystem (Brown, 1994. p98).
The scoring is hyper-explicit, it duplicates every monedrthe image narrative. The
ways in which Korngold ingeniously weaves motifs, allowingyusly heard ideas
to re-emerge in new guises and in new contexts, functiosgeeral levels; some are
more explicit than others. Such technique has the patéatencode the images in a
way which can encourage a new way of reading the naffative as is the case with
Wagner’s use of leitmotif within opera, it would take esel viewings and / or some
serious analysis to read the meaning implicit in everyqdate score.

In Hollywood, during this period (1930-40s), there were many higfdned and
brilliant immigrant musicians (from Europe) serving #gtadio system. The presence
of the leitmotif, in the Hollywood context, is cosgnt with the European presence in
the Hollywood music departments and it offered the fiidustry a way of enhancing
its product through its association with highly cultured musiprovided evidence of

8 ‘The importance of the leitmotif during the silent era is attested to by the numerous and lengthy
references to it in the trade press, the cue sheets and handbooks for film musicians.” (Berg, 1976.
p181).

# Consider the way in which Korngold re-uses parts of the opening fanfare in relation to the love
theme thus offering an encoded reference to love and heroic chivalry. (Brown, 1994. p102).
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art within the popular filiff. The leitmotif system could also be regarded as evidence
of the ‘industrial’ process of composition inherent in thellywood model. Rather
like the musicians associated with the silent cinema,Hbllywood composers had
very little time to produce large amounts of m{Siand furthermore, the composers,
who were often last in the chain of production, had \tlg time to develop new
modes of composition for the new art féfmThey therefore drew on their existing
areas of expertise (Prendergast, 1977. p41). The leitmctifasgely associated with
over-explicit ‘Mickey-Mousing’ and a methodology thatigoitised the systematic
development of the music rather than the servicheptot.

If we consider Bernard Hermann’s approach to the usmall snotifs, particularly in
his work with Alfred Hitchcock, we can see that it pa®s flexibility whilst helping
to maintain coherence within the score. He avoidshiiper-explicit tendency of the
leitmotif preferring that motifs serve as mere buntgiblocks which are applied freely
both melodically and harmonically. Hermann’s motifs aoe usually identified with
a particular character or situation but with psychalabaspects of the narrative and
with functions that aradditionalto the image rather than merely reiterations dhit.
general musical terms, within Hermann’s work, there israphasis on harmony that
does not resolve and a tendency to create ambiguitynis tef tonality. Repetition is
frequently used (though usually incorporating timbral aad larmonic change) and
Hermann resists the melody’s tendency to impose d@re@nd form in favour of
rhythmic and harmonic movement. (Brown, 1994. p153).

Both Korngold and Hermann are accomplished composers winmdeis definitive
in the cinema of their times and they are subjectsxt#nsive study but | mention
them here in relation to the techniques that were urateideration in the creation of

® Hillman notes that a similar process has taken place in the ‘New German’ cinema after re-
unification, a process in which the new film industry has legitimised its work through its close
association with the classical music canon (Hillman, 2005. pp24-26).

& Korngold, for example, had 7 weeks to write 106 minutes of music for The Sea Hawk (Curtiz, 1940).
100 minutes of the music was finally used. This underscored about 80% of the picture. (Brown, 1994.
p102)

% It is interesting that the pattern that informed much of the silent film music (a low prioritisation of
music in relation to film in terms of actual composition, preparation and performance) is somewhat
mirrored in the sound-film industry.
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the score foPandora’s BoxFor Hermann, the choice of motif over ‘tune’ articakt
a very film-centric point of view. It is a modernisingaction to the 40s film score, a
response in which Hermann envisaged the score as not marehartful
accompaniment to the film but a means of communicatiditional information
(chiefly psychological) that informs the reading of iheage. The paradox of the
leitmotif, in relation to film, is that in order t@preciate its narrative implications we
must direct our attention towards the music and afsamy the images. As Kurt
London noted ‘concert music is apprehended consciously Vilntsiusic should be
apprehended unconsciously’ (London cited in Berg, 1976). Thigylibe case, one
must concede that the leitmotif has the potential tkwagainstthe film.

With regards to the development of my scoreMandora’s Box] must acknowledge
the influence of Hermann’'s ambiguous harmony, his thoughtsnotif and his

prioritisation of timbre, but | also acknowledge, obliquehg leitmotif scores of the
silent era and the 1940s. In my work the technique is nptoged extensively as a
way of generating large swathes of representationalriaibert it is used to establish
a degree of characterisation and as a means of agtlimarrative form. | have
assigned instrument sounds, and combinations of timbrehamcters (rather than
specific motifs) and employed variations of motivic matleas a means of signalling
changes in mood and parallels between different parteeoharrative. There are,
within the score, some reiterations and re-workings ofllsseations of music and

these are listed and cross referenced in Appendix 4.
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Variations on Pandora

Pandorais stated as a complete piece three times withindbeeqonce at the start,

once at the beginning of Act 4 (in a jazzier stylel] ance at the end). The elements
that inform its construction occur many times within sigere in various guises. The

following examples are given as illustrations of tieehniques employed in the

modification of the motivic material within the score.

Anxious Schon
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Anxious Schoffirst occurs in Act 1 at 00:08:48:00. It combines two elesevitich
derive fromPandora:the melodic contour and the characteristics of theonimajor7
chord. This particular chord, whilst it has its origmshin the harmony oPandora,
is used most frequently in relation to the image orgwes of Dr Schon and it
frequently re-occurs throughout the first four Acts (sthile is alive). This cue is thus
a combination of a reworking of tHeandoramelody with the characteristic major
seventh leap and downward contour (this time falling tonth@or third and fifth),
and a harmonic background more frequently associated wiitiin.
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Lulu Seeks a Light
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This cue (above) appears in Act 6, at 01:18:09:00, as Lulu looksfrom her

compartment prior to making the acquaintance of MargagicPiani. Here, the rhythm,

and length, of the original melody is truncated. Thetigahip to the originalPandora

idea is thus only apparent through the presence of theriregcunajor seventh interval

and the rhythmic movement found in bars 3-4 and 7-8 whichnsnigcent of the

rhythm of the opening phrase &fandora. The leap of a seventh dominates this

variation; it is found in bar 1, bar 3, bar 5, bar 6 @niﬁh) and bar 7. Harmonically, the

cue rests on a bass line that simply ascends and desddms rising line is reminiscent

of material found in the cueove for Lulu®’ The chords arrayed above this line suggest

D minor (Dorian) with the exception of a brief, susimg, Eb major 7 (with added

#11" in the melody) in bar 4. In relation to the harmotig melody achieves its slight

dissonance through the presence of a number of notearéhaktensions to the chords.
These include the ¥3in bar 1, the 1% in bar 2, the #1%1.in bar 3 and 4, and the "idn

bar 5.

¥ see Appendix 5, Love for Lulu.
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Lulu’s Waltz
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Lulu’s Waltzfirst occurs in Act 6, at 01:13:35:19, following Alwa’s outragieher

nonchalance towards the death of his father / her husbiand version oPandora

that is generally associated with Lulu’'s assertionpofver and influence and it
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reoccurs several times during A& . 7Unlike the previous variation, the waltz is in a
major tonality but it retains tension through the senstshift of the harmony from C
major to B major with the presence of the G natwetiettively a sharpened™sover
this chord. The D# in the melody (bar 5) is a direanhsposition of the original
melody, however, here it is re-harmonised to thén&d. The additional presence of
the Bb in the melody, creating a non-resolving C7 chtwdher adds to the sense
that the tune (and Lulu) cannot resolve or settle eaHilg rising bass line (bars 9-13)
results in a few discordant passing moments which areatisatt, to some extent, by
the strength of the rising line but, nevertheless, addha@ounsettling effect that is
intended.

A final note on Variations

The three examples given here are presented to shdvihdra are relationships
between the musical ideas contained within the sdhgist the discussion has been
oriented specifically aroundandora,and the ways in which it has been manipulated,
these same techniques are applied to other ideas withinctine 0. In some
instances, several motifs, or variations on them, appeaultaneously. Unlike the
leitmotif approach discussed previously, these variatiepgesent a part of the fabric
of the compositional technique rather than the determimengework on which the
score is constructed. Such variations are frequentliieabat points within the film
where events clearly represent part of a repeating patténm the narrative. For
example, the cukove for Luluwill reappear in various forms in relation to Schon
and Lulu or Alwa and Lulu, or even in relation to Cd&tni and Lulu, thus offering
a musical implication that these narrative relatiopsiiave a common core.

Prendergast, writing on the aesthetics of film music sstggethat film music is
essentially ‘colouristic’. The emphasis of musicakliand the development of form
being less important than the sensuous qualities assowdtechusic (Prendergast,
1992. p213). In the context of film, devices such as changksypftonality, meter,
tempo, style and instrumentation generally have a muoreediate effect on our

# see Appendix 4.
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perception of the music / image than the subtle maripak of motifs. Such

manipulations are more noticeable either as part of @epsoof alteration during the
prolonged repetition of motivic material, or as occaal@iterations to material that
has strong, recognisable, characteristics to start With use of variation provides a
secondary layer of reference, a means of communicabingections between ‘event
A’ and ‘event B'. In this respect it shares somethinghef DNA of the Leitmotif

approach, but freely distributed motivic variations am@ wmonstrained by the
systematic design of the Leitmotif approach. Variaiprovide subtle continuity and
potential depth but, importantly (and in common with themletif approach), they

provide a ‘craft’ solution to the compositional problennadintaining coherence and

limiting the musical materials.

124



Chapter 13 On Technology and the Composer.

MIDI technology and the digital audio workstation, @asneans of creating music,
provide a peculiar reflection of the process of cinetsalfi Where the cinema
constructs representations of visual realities througtorsc lights, sets and
technological guile, the MIDI driven score, through imsitation of ‘real’
performance, creates a sonic equivalent of that salsee damematic reality. Whilst it
is true that a great many composers use computers asfpdutir methodology,
particularly as a means of providing ‘mock-ups’ prior tcoreing, MIDI / synthetic
performances are rarely used as the entire final prodik@mpanek, 2004). This is
less the case in television where the use of comalbreeleased music libraries and
electronically produced scores is much more prevalent rwam tever before
(Northam, 2010). The tendency towards ‘real’ orchestrasise¢o run counter to the
economic arguments which naturally favour the electradore. Its continuing
presence is therefore suggestive of an aesthetic argunfambur of ‘real’ orchestras
/ instruments, an argument that addresses issues ofrparfoe and sound quality,
and the way that the presence of a ‘real’ score @ffde perception of the movie
itself.”® The qualities of ‘real’ performance are now alsotirmly preferred in the
music accompanying ‘cinematic’ sequences that punctuatecglectgames. This
may be the result of improved memory and processor noasiftce in the game
medium (the ability to store more audio) but it isoaiggestive of a particular
quality inherent in the ‘real’ audio recording and symphamigsic in particular
(Marks, 2001.p189). It is as if the suspension of disbelief redy the cinematic
experience is better supported by the richness and redlityead instrumental
performances; it is as if the unreality of cinemaisgdised by the reality of sound. It
seems that the modern cinema, like the silent ciremdahe theatre, still requires that

the musicians be ‘front of house’.

# The most frequent exception seems to be with regard to the use of percussion samples, particularly
in instances where the composer has created performances that are not easily replicated in terms of
‘groove’ and sound. It has become reasonably common for scores to consist of a blend of electronic /
sampled sources and ‘real’ sounds in recent years. (Karlin and Wright, 2004. P370)

% Russell Lack tells us that the ‘big score is synonymous, in many producers minds, with the ‘high
impact’ movie’. Of course there is also the popular notion that an unexceptional film can be bolstered
by an exceptional and heavyweight score. (Lack, 1997)
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It is curious to note that the facility offered by thetieology of the PC has increased,
or at least altered, the workload of the composer. Mafcthe music ofPandora’s
Box began life at the keyboard as fragments of music andighrohe PC it was
realised as full arrangements and a complete perfoemahintended. This is not so
different from a ‘traditional’ approach to composing (usihg piano and manuscript
paper) but the process of composing at the music workstatiolves the composer
with several new roles. The PC composer finds hisrédifecast in the role of
composer, orchestrator, music / sound editor and instratrgtnt performer; these
are specialisms that, in an industrial context, migitmally be handled by other
professionals. Naturally, the opportunity to take contver@ll aspects of the work is
artistically attractive and since the software féaiés a huge number of choices
regarding sound, production, editing and virtually unlimited trttdcking, the
composer can experiment endlessly. Such freedom mayalwatys improve the
process of composition. Maurice Jarre considered higalimitless choices provided
by electronic music actually inhibited the process of coitipos he stressed the
need for the composer to maintain a clear artisticomisivhen working with
technology (Lack, 1997. p316). Without such a constraint, ca@nmamposition is
truly like Pandora’s Box, too rich in possibility and potaihy flawed choices;
choices that might normally be constrained by diregteditors and economics. In a
project such aBPandora’s Boxthe composer must take responsibility for, and expect
to encounter judgements on, all aspects of the workgubéty of the ‘sound’ of the
music as well as the quality of the music itself, ‘gpotting’ and placement of a cue,
rather than merely the quality of a cue and so on. iShwithin the context of this
project, entirely appropriate but it would be rare that such a t&iacould occur

within the film industry.

Technology may also influence the way that the prosesemposition is carried out.
The graphic interface of the sequencing software encourdgessomposer to
perceive their work as blocks of material to be dsted and manipulated at will: a

process of cellular composition. The compositional esscis thus affected by its
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visual representation on screen, casting the commitetthie role of a visual todt
(Zaft, 1996). Sections of music, or even individual gestaeseasily moved, copied,
pasted, reversed, and transposed, and as a result, thesawrs subtly encouraged to
take an approach in which smaller motifs are preferred lavger melodic ideas; a
practice that is reminiscent of Bernard Hermann’'s apprdacfilm composition
(Lack, 1997. p315). Technology can, potentially, impact on wlag that the
composer works and thus influence the nature of whatghejuce. We might also
consider that the increasing overlap between sound and nmu§im is not only
about the artistic exploration of a new aestheticit®oown sake, but also the direct
result of the ease with which any audio component eamhnipulated through
digital technology?. The arrival of digital technology has provided a stimsuhat is
reminiscent of that created by the availability of thpe recorder in relation to the
birth of electronic music and musique concréte in thee 1840%°.

New technologies have frequently had an effect on thmds@nd production of
music. The process of multi-track recording following Lesil3 exploration of the
possibilities of using two tape machines, the birth ofttiiee minute pop-song as a
result of the limitations of the vinyl format, and the egence of the ‘crooning’
voice as a bi-product of the limitations of early micropés all provide evidence of
the impact of technology on music making (Seeger, 2010)v migsical technology
always affects the way that composers compose but chargearely complete and

*! This is also true of the practice of composing ‘on paper’. Zaft refers to the creation of musical forms
like the fugue as being pre-eminently derived from the use of the visual tool of notation suggesting
that such a form would not have achieved such complexity through performance alone. (Zaft, 1996).

92 Prendergast suggests that the impact of the first digitally recorded film score (recorded in 1983 for
the film Digital Dream by Glen Glenn Sound of Hollywood) created significant new challenges for the
sound mixers in the industry. The fact that recordings no longer degraded in the way that they had
whilst working with analogue tape meant that the mixing engineers were working with a far wider
dynamic range and much improved clarity of sound. The engineer’s role became less oriented
towards the technical challenges created by background noise in the mix and more concerned with
the creative possibilities afforded by improved sound. (Prendergast, 1992. pp298-301).

% The first works by Pierre Schaefer were premiered in Paris on October 5™ 1948 (Grout and Pallisca,
1988).
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sudden. There is always an overlap, the old medium iralesgside the neW The
compositional changes that manifested as musicians nfovedthe harpsichord to
the piano finds a mirror in the film composers’ moveni the piano to the
synthesiser (Zaft, 1996). The transmission of music aation on paper is now
superseded by the use of music notation software andidtvdution of the PDF.
Struthers (1987 cited in Zaft, 1996) suggests that, "technadogyavoidably shaped
by social, political, and economic interests." Thisaemingly confirmed by the way
in which music software is frequently targeted at particidegas of musical
activity.”® Whilst composers are by nature creative and willing to éxpet, the
natural tendency is for them to utilise the technoltdgy is economic, fit for purpose,
available, and familiar. As the economics of musigehdriven musicians towards
automation we see many of the same effects that nmerkatitomation of other
industries: the division and redistribution of labour, a degof de-skilling / re-
skilling, and increased output. The use of sequencers and #jiidhesizers often
contributes to the creation of music, as product, ithpte-recorded or pre-sequenced
by the composer and includes less intervention, or imgaten, from additional
performers (Zaft, 1996). This is certainly true of the seare forPandora’s BoxAs
early as 1947 Theodore Adorno and Hanns Eisler, in the conglwhapter of
Composing for The Filmsyere already discussing the potential impact of tedgyol
on the industrial process of composition for film. Theyggested that ‘the
development of technology affects the spirit as magkhe spirit affects the selection,
direction and impeding of technological processes’ (Adoamnl Eisler, 1947).
Adorno’s comments reflected the concern that techyokiguld be selected and
employed as a way of enhancing and improving the creatiomusic for film and not
merely as a way of hastening production.

** This was true of film too. The transition from silent to sound film exhibited a long period of overlap.
For several years, after the arrival of films with synchronised music, cue-sheet compilers continued to
recommend music and sell their music. Even Vitaphone’s first film with a synchronised score, Don
Juan ( Crosland, 1926), was subjected to new, live music commissions some eight months after its
release (Altman, 2004. p391).

% Consider the way that Sibelius software is oriented towards the ‘serious’ notationally oriented
composer whilst packages like Reason and Nuendo specifically target the dance and film music
markets respectively.
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Original Contribution to Knowledge.

GW Pabst made only two further silent films before eikibgron his exploration of
sound film. He greeted the prospect of working with sountusidstically; ‘I greet
sound film with waving banners! Believe me, silent film nas its course’. Pabst
believed that the audience was no longer interestetie visual refinement of the
silent image but felt certain that, had sound arrived amlee historically, it would
have been detrimental to the development of the virainiques of silent film.
(Bock in Rentschler, 1990. p225). Pabst released his first dtnmdVestfront 1918
in 1930, just one year after the releas®afdora’s Box. Although the film featured
music (uncredited) by Alexander Laszlo, the dominant soanelghose of the war
portrayed on screen; the sound of realism. Given the apptyt would Pabst ever
have considered makingandora’s Boxas a sound film? | suspect that the answer
must be a resounding no. Although realism was an impguaahtof Pabst’s style he
understood that objective reality was not what matteegd. The stimulus, for him,
was to provide a visual narrative that resonated asydasplVedekind’s provocative
work through the image of Louise Bro8ksThe selection of Brooks as a naturalistic
but silent, non-German Lulu was all about the visuabaiment of Lulu; the
revelation of myth through the power of her image, ahe tesponse that it
engendered in the audience. This was Pabst setting shibte that the silent film
was capable of narrative complexity, and social contamgn through pictures
alone?” This was Pabst at the end of his exploration of ilbatsfilm.

In the world of sound film, we are accustomed to aromehat is differently
complex; a cinema in which music and sound are intertwineatjously

representative of the real and the unreal, and a wondhich the performance of

% Referring to the relationship between Pandora’s Box (Pabst, 1929) and Loulou (Jessner, 1923),
Louise Brooks expressed the view that Pabst had wanted to confound the audience expectation of a
straightforward tale of an unfortunate prostitute, making ‘their disillusionment inescapable’ (Brooks,
1982. p94).

*” In addition to the moving images Pabst uses inter-title cards. Whilst it does not rival Murnau’s
achievement in Der Letze Mann (The Last Laugh) (1924) as one of the only silent films to dispense
entirely with inter-titles, Pandora’s Box represents a considerable achievement in terms of textual
reduction from the original work(s).
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music and sound is pre-recorded and synchronised. From tlii®mosy score for
Pandora’s Boxconstructs something of an analogy of the developmestuid film.

It begins with the non-diegetic music score, partiaiyrovised and drawing on a
repertoire of popular and classical musics, and it ends manipulated world of
synchronised diegetic music, treated sound and acousnmiatiEgins in the silent
cinema and ends in a different ‘reality’. Here, thaismeeds of the film are served
by a single electronic entity: the score. Within tlwere there is no distinction
between music and sound, they are inextricably tailorgetber to serve the multiple
functions of the soundtrack. It thus draws on both titslitional’ ways of arranging
music (as if for live performance) and the creative athgas of digital technology,
both in terms of the creation of ‘alien’ sounds, and tiganisation of music and
sound. Through the presence of sound, the score askselangidePandora’s Box
as being part of current cinema rather than a relic hef past. It begins by
emphasising the silent image of Lulu and ends by emph@glse noise of the world

around Lulu. It confirms Lulu as being of our time.

It is usual for a film to inspire a number of differemterpretations. Narrative may be
interpreted on any one of several levels, from thdi@k@and the referential, to the
more implicit or ideological (Bordwell and Thompson, 200855-58). In any case,
the soundtrack variously contributes to our experiencg e reading of the
narrative. It is perhaps unusual for a score to providsdditional subtext such as the
analogy to the development of sound film described eabligrthe presence of such a
subtext need not impede the interpretation of the magrdtthe connection between
the score and the narrative plot remains clear. Hlitye our tendency (as an
audience) is always to seek comprehension first. Tbeegs of interpreting the full
effect of the film and narrative follows later as veassess the material subsequently
(Bordwell, 1989. p1-3). It therefore makes sense that thee sno matter how laden
with inferences, must first function at this superfidelel. It requires a degree of
immediate congruence with the image to enable compriiégpsand engagement
with the film. It is for this reason that | have pacso much emphasis on the notion
of creating layers; layers of synchrony (momentary @eribdic), layers of reference
(textual, internal and extra musical) and layers ofctiom (kinetic, temporal,
emotive) etc. The distribution of musical eventshwitthese layers enables the
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composer to contribute to the depth of the interprgbssibilities afforded by the
film. The composer, working with silent film, is thus tasto the role of editor /
director. In many respects we can see the same prdcesskawithin Alban Berg’s
opera,Lulu (1935) Of course, Berg was working with the text of a playeatthan a
film but, nevertheless, the originating work is everspre and directive. Through his
meticulous organisation of rows, tempi, motifs and meBerg variously layers
references to characters, narrative events, nagrajicles and all of the subtleties of
the changing allegiances that characterise the skdhof this is achieved whilst
maintaining the necessary emotive contact with thg sext (the immediate moment
of the narrative). Even though the film music interlgtlnds distinct (as a novel way
of overcoming the length of the text and the limitasiari staging) it too exploits the
immediacy of the connection between the music and thengnamage. Additionally,

it references the narrative ‘turning point’ through palimdeo and it continually
offers insight into the characters through the arramggnof motif and row. Of
course, not all of this is immediately perceptible butendaeless, the hidden richness
of the musical detail supports wider and more subtérpnétations without impeding
the immediate experience of the narrative. My oworédfin relation toPandora’s
Boxaspire to the same.

In 1929, when the film began its journey around the pichaeses of the world, it

was subject to any number of musical accompaniments. Saghe effect of delays
in the arrival of sound technology. ‘Special scores’ lige performance, whilst

desirable, were prohibitively expensive. Ultimately it wa®ugh the development of
recording technology and its integration within the filndustry that such scores
became the norm in sound film. In 2010, the silent filngeopart of the mass culture,
exists as a niche market. In cinema presentationfiéggiently accompanied by live
musicians playing a ‘special score’, and on DVD it is ugualpported by scores that
are recorded to resemble live performances. The scoRafudora’s Boxs unusual

in that it can only exist as a recording and it extend®ne the sound of musical
instruments in live performance. It may perhaps lay clonsome authenticity of
form in the way that it rende®andora’s Boxa ‘nearly sound film’; a hybrid that is
something like thdilm sonore This form of film, a form originating in the early
1930s, is characterised by the absence of synchronised digtoguey little) but the
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inclusion of a soundtrack of music and other sounds. Thecnargl sound was
recorded ‘live’ to a complete, edited, version of the fout the nature of such a
process, and the limitations of the recording technolofgthe time, rendered the
simultaneous inclusion of dialogue difficult. The albs® of synchronised dialogue
offered the director a great deal of freedom creatiasld it was for this reason that
the form found favour with Eisenstein during the 193@©'Brien, 2005. p70). In
Hollywood, the form was referred to asseored featuresuch films were usually
made as silent flms and up-graded with post-synchronisedt rand effects. This
practice began as early as 1926 and during the period of 1929-193@tituded the
most common type of sound film playing throughout EutapEhe film sonore also
retained some of the artificiality of sound productioratticharacterised the
presentation of the silent film. Musical instrumentsd amachinery were still
employed to create sounds like thunder and fogh®r(©'Brien, 2005. p69). The
film sonore was thus partially the product of the desirenake use of the available
technology, and partially the product of technologicalitation. The new score for
Pandora’s Boxexists by virtue of the availability of digital recorditechnology and
silent film. Its materials, and the conditions of treation, thus mirror conditions
created by the arrival of sound in the late 1920s. Paradlyxibahind all of this is a
visual art that, as Pabst recognised, was developed di@stthe result of the
imposed silence. Some eighty years on, it is tharattechnology of sound that has
been developed and refined. We could take the view thdtediesily, economically
and technologically the ‘special score’ for the siléimh, the rediscovery of the film

sonore, has found its time.

% pabst himself regarded the film sonore as ‘a limited compromise’. (O’Brien, 2005. p70).

% Louise Brooks starred in one such film, Prix de beauté (Genina, 1930)
1% ’Brien cites the example of the foghorns being represented by French horns in Murnau’s Sunrise

(1927) as an example.
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Appendix 1 Versions of the Narrative
The Story (Wedekind’sDie Buchse Der Pandora

In Wedekind’s play, the story begins in Berlin in 1890 whéne Schoéning is
admiring paintings at the studio of the artist Schwhauu arrives with her husband,
Dr Goll, who has commissioned Schwarz to paint Lukthvéarz, Lulu and Goll are
introduced to Dr Schoéning and his son, Alwa. The SchorangsGoll leave Schwarz
and Lulu alone in the studio. By the time that Dr Getlurns, Schwarz and Lulu,
following a teasing and provocative dialogue typicalhaf play, are on the verge of
going to the bedroom. The resulting confrontation betw&swarz, Lulu and Goll
leads to the death of Dr Goll. The artist Schwarzriesr_ulu and they establish a
home together in Berlin.

Unbeknown to her new husband (Schwarz), Lulu has bagimg an affair with Dr
Schoning, furthermore, she has been amassing some wealihflaence as a result.
When the Doctor announces to Lulu that he is planning toynaayounger woman
(the aristocratic daughter of the Prime Minister)luL.enraged, decides to reveal the
history of the affair to her husband, the artist Seaw@hrough the ensuing argument
we learn that that Schoning has known Lulu since heenpp\stricken start as a
‘flower girl' and that Lulu and Schdning had enjoyed a lorgpamtion that predated
Schoning’s first visit to Schwarz’s studio in Act 1. 8elnz feels unable to live with
this knowledge and kills himself in the bathroom, with aféniLulu marries
Schoning.

The new Mr and Mrs Schoning live in high society Bedlinlu becomes friends with
the Countess Geschwitz who has unrequited feelings @w. LDr Schoning is
revealed as a morphine addict and Alwa is revealed\asghdesire for Lulu. Lulu,
meanwhile, has been entertaining herself with RodrigosQuaastrong man from the
circus. When Schodning becomes aware of Alwa and Rodsgmmpetitors for his
wife, he identifies Lulu as the source of the problewh ties to persuade her to end
her life with a revolver, however, she is unable emplete the task and is, in any
case, interrupted by the return of Alwa. In the ensuieteengunshots are fired and

Dr Schoning is killed. The old man Schigolch arrives andéntified as Lulu’s



father. Lulu and Alwa (following Schoning’s instructionkeaall of the money from
the safe and leave for Paris.

Schigolch, The Countess Geschwitz, Rodrigo and Alwa, ntovearis with Lulu
where she becomes embroiled with Marquis Casti-Pianti-E&si runs a gambling
house and, being short of money, arranges to sell Lidbtothel in Cairo unless she
can pay him sufficiently to clear his debts. Lulu instsuicer banker, Puntschuh, to
sell her share holdings in order to realise funds. MédeywRodrigo has made plans
to marry and he attempts to blackmail Lulu for fiftptisand francs. With the need to
escape the blackmail, and the ever tightening grip ofi-R&ni on her future, Lulu
plays upon the lesbian desire of Countess Geschwitagimeer a situation in which
all parties would be satisfied and she (Lulu) could esdag@édlackmail. The plot is
stifled by the sudden arrival of Puntshuh with the néwed the share market has
collapsed; Lulu’'s (and Alwa’s) capital is now wortkde The Marquis Casti-Piani,
also financially ruined, reports Lulu to the police (in artdecollect the reward) who
duly raid the club to find that Lulu and Alwa have alreefy (taking all the money
that they could).

The final act begins in London. Schigolch, Alwa and Lulet @nsconced in an attic.
Lulu has, once again (with the encouragement of Schigaletyrned to prostitution
as a way out of penury. The Countess Geschwitz unexpeeteves; she is clearly
no longer wealthy, but still besotted with Lulu. Lulu k&khe streets and returns to
the attic with clients. Schigolch and Alwa hide themsehaavay during these
moments. During an incident with a client, which prompig/a to reveal his
presence, Alwa is rendered unconscious and is thereforeeuimabbsist when Lulu
unwittingly returns with a new, and deadly, clienttkl#éhe Ripper. Lulu’s attempt to
negotiate with Jack eventually results in her murder andchediterment. The
Countess, devoted to Lulu and trying to defend her, is knifeddak and left
bleeding on the floor. Schigolch has left the scene dwa A incapable of assisting.
The tragic Geschwitz dies on the floor, as Jack leaviéls the final word, ‘submit’.



The Story 2 (Wedekind’sErdgeis)

The plot ofErdgeist (Earth-Spirit)is similar to that found in Wedekind’s version of
Pandora’s BoX’*. Most importantly the script begins with a prologue. ifcies
animal tamer addresses the audience and introduces thedamg&trous creature in
the world: Luld®% The action begins in the studio of the artist Sehwand
continues along similar lines to those described abatvelv Goll dying in Act 1. In
Act 2 the artist Schwarz meets his end. The plot df Aearies considerably from
that found in Wedekind’®andora’s Box The action takes place at the theatre where
Alva is presenting his theatrical review which featuresulas a dancer. Lulu is
introduced to Prince Escerny who negotiates, unsuccesgstalltake her back to
Africa with him. During the course of the evening Lulu becsmeare that Dr Schon
is in the audience with his new fiancé, Adelhide. Lulu oam Schén and persuades
him to call off his engagement, forcing him to write @ento that effecf®. Act 4,
takes place in the home of Dr and Mrs Schon (Lulu) atwbduces the Countess
Geschwitz and Rodrigo Quast. Quast and Schigolch introdutewacharacter, a
young student called Hugenberg, the son of the police cesioner, who is besotted
with Lulu. Action in the fourth act is somewhat ‘fargkel with characters exiting
and entering the scene in rapid succession (in parts), Hiéhod curtains, and a
continually fast moving dialogue, however, when Schon gssothat Alva has
declared his love to Lulu, the inevitable confrontation leetwSchon and his wife
results in anything but farce. As the conflicts betweleswracters build to a climax,
Lulu shoots Dr Schon, very deliberately, in the back fieees. Lulu implores Alva
not to turn her over to the police, she declares thdrSwas the only man that she
had ever loved, but that she needed to defend herself.|I&dds pvith Alva to save
her and promises that she will remain true forever. dlag closes with the student
Hugenberg declaring ‘I shall be expelled from school”

1% Earth-Spirit was regarded as being less provocative because it did not have the lesbian inference of

Countess Geschwitz and the murder by Jack the Ripper. (Bond, 1993).
192 The prologue was written as an after-thought for the audience in Vienna. It was modified by
Wedekind subsequently.

19 This forms a key part of the action in Alban Berg’s operatic interpretation of the story ‘Lulu’.



The Story 3 (Pabst'sPandora’s Boxy

The story begins in Berlin (seemingly in 1929) and shows us living comfortably
in a large apartment. Lulu is a beautiful and vivacious daticercentre of attention
in any room. Lulu is visited by her oldest acquaintanctuédly her adoptive father)
Schigolch. The old man introduces her to Rodrigo Quastroag man, and trapeze
artist, who wishes to put a new trapeze act togethdr hitu. Lulu has a lover, a
wealthy newspaper editor named Dr Schon. Schdn has dnsadu(Alwa) who is
close friends with, and desires the love of Lulu. Dh@ctis soon to marry his
aristocratic fiancé, Charlotte Marie Adelaide de Zarnitke, daughter of the Prime
Minister, and so, he attempts to withdraw from his liaisath Lulu. The Doctor,
hoping to sweeten Lulu, agrees to support Alwa in higtsffo feature Lulu as the
star in a theatrical show that Alwa is producing. Baayst during the resulting show,
Lulu realises that the Doctor and his fiancé are aitgndnd she refuses to go on
stage to perform. Dr Schon is called upon to placate’suemper, but when the
fiancé and Alwa discover Schén and Lulu embracing in asilrg room, the
forthcoming wedding is cancelled and Schon finds himseligedlito marry Lulu.
Schon reveals to Alwa that he has a premonition of éisaat the wedding party, the
volatile relationship between Lulu and Schon, furthemcexbated by the obvious
jealousy of Alwa and the shenanigans of the drunken Schigaf Rodrigo,
eventually descends into a violent argument between lnduSahén. Schon tries to
persuade Lulu that she should kill herself but the Dodtes when a gun goes off
during his struggle with Lulu. Whilst it is never clear thatlu actually shot her
husband, Lulu is arrested and taken to court where sbeeistually identified as
Pandora (in a speech by the prosecutor) and found guilty of mansiaugShe is
sentenced to prison. Before she can be taken ‘bel@wfriends conspire to create a
false fire alarm and during the ensuing panic they smuggletbukeedom. Lulu is
no longer free to enjoy the benefits of life in Beramd so, using Geschwitz’'s
passport, and accompanied by Alwa, Schigolch and Rodrigo Questestapes
Berlin on the train. Whilst they are on board the trairu is recognised by a fellow
traveller, the Marquis Casti-Piani, who promptly uses Knswledge of Lulu to
blackmail Alwa. He advises them to avoid Paris and joindtim more private escape

situated on a boat. On the boat, which is a gambling Iderhegins to deteriorate.



Rodrigo Quast, having found a fiancé of his own, and harbgpudr@ams of reviving
his career with a new show, turns on Lulu to extrachey. Alwa’'s gambling debts
continue to mount, and Casti-Piani, in an effort to madere profit than he would
gain by handing Lulu over to the police, decides to sdll ta an Egyptian brothel
keeper. Lulu is unable to escape Casti-Piani’'s blacknoailldfck of money and
consults Schigolch. The wiley old Schigolch manipulates situation to Lulu’s
advantage, and following the sudden death of Rodrigo Qutst Aands of Countess
Geschwitz (a direct result of Schigolch’s machinationig)e three remaining
protagonists jump ship and leave for London. In London,safinially lost. Alwa,
Schigolch, and Lulu, are forced to take refuge in a Mfith no food, money, or
decent lodging, Lulu decides to raise funds through putistit. Whilst on the street
she attracts the interest of a solitary man, ‘JaekRipper’, and she returns to the loft
with him. The film concludes with three important imagkeulu dying quietly at the
hands of Jack the Ripper, Schigolch, once more ensconcéw itavern with new
friends and finally, most poignantly, Alwa walking tHeggy London streets,

seemingly lost and bereft of everything.



Appendix 2. The Rhythmic Exploitation of Inter-title Cards.

The following table identifies the texts of the intgle cards that were exploited
rhythmically within the score oPandora’s Box.The words in italics were echoed

rhythmically in the music whilst the remaining text (ratkets) was not.

TIME INTERTITLE INSTRUMENTATION

ACT 1

00:00:00:1 Pandora’s Bo Solo pianc

00:11:59:0¢ Don’t you understanc Solo pianc

00:12:19:0! (You'll have to)kill me if you want tgbe | Solo pianc
free of me)

00:14:08:0! (He) was my firs(patron Solo pianc

00:14:28:0- One doesones best Vibes and pian

ACT 2

00:22:11:0- Alwa! Pieno chord

00:22:36:0: Very well. Com¢and see me tomorro Solo pianc

00:23:38:0! One doesn’{marry such women, that Solo piano in octaves over
would be suicide) strings.

00:25:22:1: One thing mor«¢beware of that woma Solo double bas

ACT 4

00:36:01:1¢ Where is Lulu Strings and saxophon

00:55:54:0 Take it Piano melody

00:56:29:0 (Kill) youself Heavy piano chord

00:56:43:1. Kill (yourself so you don't make me a | Heavy piano chord
murderer as well!)

Vi




TIME INTERTITLE INSTRUMENTATION
ACT 5
00:59:44:0 (Your Honours. | have painted a picture| Cello melody line
a)tragic life.
01:00:30:1. Did not the sorfof the deceased speak irf Piano melody line
her defence?)
01:01:07:0¢ (No, this unfortunate is not a murderess| Cello, viola melody line.
You must acquit her, she is innocent.
ACT 6
01:10:03:1 SUBTITLE (Passpor : Alwa Schal Violin / viola.
01:12:55:2( (How) dare you come he Cello melody lin
01:13:04:1 Where else can | go bui(home?) Piano melody line
ACT 7
01:2600:21 (What's wrong?It's how we live Clarinet melody line
01:27:22:0 (Ask) Alwa, (perhaps he has won to() Piano and saxophone mela
01:32:21:1. (He’s acting as ifhe wants to buy r Viola solo line
01:38:02:0 Cry, my child cry Piano and viks, solo line
01:40:58:1. (Throw yourself at him, he’ll do anything Piano and strings melod
for you. Otherwisehe’ll report me.
01:45:30:1. Police! Police Crash chords in big band anc

police siren cliché in clarinets.

vii



Appendix 3 Sound Samples used in the Score.

The following Sound Samples were found at http://www.meesd.org and were used
in the score oPandora’s Box(File names listed in format as found and recorded)

Act 6

Freesound: 17162 _acclivity_DoorOpenClose. wav
Freesound: 23834_Schulze_Striking_a_match.wav
Act 7

Freesound: sample search, crowd1.mp3

Freesound: sample search, crowd2.mp3

Freesound: sample search, crowd3.mp3

Freesound: sample search, crowd4.mp3

Freesound: view sample, ZFinland rowing.wav.mp3
Freesound: sample search, harbour.mp3

Freesound: sample search, screams.mp3

Freesound: sample search, creaking.mp3

Freesound: sample search, dogsl. mp3

Freesound: sample search, dogs2.mp3

Act 8

Freesound: 17553 _Dynamicell_Wind_Howling_Nightime.aiff
Freesound: 27157_roscoetoon_water_drip_echo2.wav
Freesound: 30444 sagetyrtle wind2.wav

Freesound: sample search, Babycrying.mp3

Freesound: 23269 Percy Duke Church_Bells.wav

viii



Freesound: 31370_FregMan_Shaking_Gate.wav

Freesound: 32366 _Walter_Odington_Salvation_Army_Carol_at_Sainskawys
Fressound: 38764 dobroide_20070808.horse.wav

Freesound: 37914 Kathol_fog_horn_sample_dry_.wav

Freesound: 44711_inchadney_Christmas_Market.wav

Freesound: 45481_daveincamas_StorminOregonRainforest.wav
Freesound: 50420 _fruitcake.hotel_fh6.wav

Freesound: 52805 _inchadney Hamburg_Station.wav

Freesound: 60744 J.Zazvurek_Prague_City_in_the_evening_September_Periphery_.

wav
Freesound: 62242_Robinhood76_00515_girl_laughing_2.wav
Freesounds: 15559 _tigersound_drunks fighting.aiff

Freesound: 65879 Bidone_Affen_Bonobo 3

Freesound: 66520 _Connum_breaking_a_bottle_no2.wav

Freesound: 71778_Bidone_Steam_Whistle.wav

Freesound: 76349_digifishmusic_Airport_Passage_ Brisbane_4 Footsteps
Freesound: 77524 _ Superex1110_cart_roll.wav

Freesound: 33481 reinsamba_easter_morning_blackbird 07 _04_09.wav
Freesound: 32937_digifishmusic_Grandfather_Clock_digifish.wav
Freesound: 69663 schaarsen_sfx_nebelhorn.wav

Sample: Onward Christian Soldiers by the Upper NorwooddBz#nthe Salvation
Army



Appendix 4.

Recurring Material within the New Score

The following table lists recurring material, and itstdbution within the score of

Pandora’s Box.The table does not reference the use of every motifeoivation

rather it offers an overview of the application ofedt musical quotation and re-use

of small themes within the score.

Cue Title / Theme Original occurrence Re-use Notes
ACT 1
Pandore 00:00:01:0:i 00:40:16:0 Main theme related
to ‘Lulu’
02:10:54:00
Lulu at Hom: 00:01:10:0¢ 00:15:27:0! Jazz style, trio of
bass drums and
piano
Old friends reunit 00:02:35:0! Up tempo Jazz trio
plus sax
Talk to m: 00:03:16:0! 00:05:36:0! Bright piano them
01:12:19:00
Dancing Lult 00:05:54:0! 01:10:56:0! Piano and ba
Rodrigc 00:07:21:2( 00:14:58:0! Vamp in sax and
bass with piano
melody
Dr Schoi 00:08:09:0( 00:13:55:0! Min maj7 chords
strong chord melody
00:14:38:00
00:21:50:00
00:35:15:20

00:48:52:10




Cue Title / Theme

Original occurrence

Re-use

Notes

Anxious Sch¢

00:08:48:0!

00:54:38:1!

Reworking of
Pandoraalso
reutilising aspects of
Dr Schon.

Love for Lult

00:09:59:0!

00:14:38:0!

00:23:03:00

00:37:40:20

00:38:12:00

00:57:26:00

01:29:28:00

Slow, bluesy piano
theme, descending
thirds, rising line in

piano

Lulu’s Doc

00:12:58:0!

Bass line and groovs

from Dr Schon.

1174

Dr Schoi

00:13:55:0!

Reworking of
original motif for Dr

Schoén

Dr Schoi

00:14:38:0!

Restatement of the
original Dr Schon.
Solo piano quote

from Love for Lulu

Rodrigc

00:14:58:0!

Quote fromRodrigo
in minor mode

Lulu at Hom:

00:15:27:0!

Return of Jazz ther

Xi



Cue Title / Theme | Original occurrence Re-use Notes

ACT 2

Dr von Zamikov and | 00:16:34:0 Chamber ensemble.

Adelaide Contrast to previous
music of Act 1

Alwa’s Pianc 00:18:09:0! 00:25:55:0! Ragtime piano sty

00:38:41:00

Friends and 00:18:38:0! 00:20:3¢00 Jazz tric

Acquaintances

Lulu on the Trape: 00:19:42:01 Adds accordion,
chromatic,
reminiscent of cliché
guoted earlier

Only Alwa Care 00:20:02:0 Piano onkh

Friends and 00:20:36:0! Jazz tric

Acquaintances

Beautiful Adelaid 00:21:06:0! 00:23:14:0 Stringsand pian:

Schon Appea 00:21:40:0 Reworking of part of
Dr Schonover a
repeating bass line.

End of the Argume | 00:22:20:0! Dissonant reworking
of Only Alwa Cares

Schon and S 00:23:03:0! Reworking ofLove

for Lulu. Strings
from beautiful
Adelaideadded.

Xii



Cue Title / Theme Original occurrence Re-use Notes

Resolutiol 0:24:13:0( Major mode,
contrasting with
previous cue

ACT 3

Showtime 00:25:55:0! Band version of
Alwa’s Piano

The Stage Manag 00:27:22:0 00:29:30:0! Waltz.

00:39:35:00

The Backstage Shc | 00:28:32:01 Cliché music on the
piano

The Stage Manager | 00:29:30:0! Reiteration of the

resumes work Waltz

Schon sees Lt 00:30:42:0! Contrasting tempo
and timbre to
previous cue leading
to restatement ddr
Schonat
00:30:57:00

Lulu refuse 00:31:27:0! 00:35:35:0! Driving rhythm and
low string melody.
Jazz.

Confrontatiot 00:32:16:0! 00:34:36:0! Related tcPandora

00:50:46:00 Descending 6ths
Not for That Womal | 00:33:11:0 00:36:01:0 Strong chord motif

on strings.
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Cue Title / Theme

Original occurrence

Re-use

Notes

Strike up the Bar

00:34:08:0!

Theatre Band Music
with reworkings of

Confrontation, Dr

Schon, Lulu Refuses

andNot For That

Womanloverlaid

D

In The Props Roo

00:36:17:0!

Bluesy Piano
melody over
repeating
accompaniment.
Quote fromLove
For Lulu at
00:37:41:00 and
00:38:12:00

Back in the Sha

00:38:41:0!

Theatre band

reasserts its presenc

in a reiteration of
Alwa’s Pianowith
interjections
reminiscent of

Pandoramelody

The Stage Manager
Stops

00:39:35:0!

Reiteration of the

Stage Managecue

She will be the Death
of me

00:39:56:0!

High strings, Low

timpani and piano.

ACT 4

The Wedding Par

00:40:16:0

Reworking of
Pandorawith vibes

and rhythm section.
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Cue Title / Theme Original occurrence Re-use Notes
Let’s Dance 00:42:40:0! 00:43:38:0! Bossa Nov
00:45:36:00
Lulu Talks 00:43:30:0! 00:46:58:0! Piano melody with
high strings in
accompaniment.
Interjections ofLet’s
Dance
Drunks 00:43:51:0 00:47:11:01 Loud slightly
dissonant waltz with
01:41:25:00 _
melody on wind
02:01:24:00 instruments.
I'd be a Right 00:41:25:0 Strings and piano
Scoundrel based on preceding
cue
Come with m 00:45:32:0! Low strings and
piano
Dance Ban 00:45:54:01 Dance band, Jazz
with quote from
Let's Danceat the
end (00:45:36:00)
Lulu in her Roor 00:46:40:01 Waltz, strings and

piano. Quotes from
Lulu Talksat
00:46:58:00 and
Drunksat
00:47:11:00
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Cue Title / Theme

Original occurrence

Re-use

Notes

Alwa Wait:

00:47:25:0

Contrasting, larger
ensemble, bluesy
piano and string
counter melody.
Guitar from
Wedding Party.
Quotes fronDr
Schonat
00:48:53:00

Schoéns GL

00:49:19:0

Low, dissonan

Remors

00:50:46:0!

Piano and bass.
Based on

Confrontation

What's Going On

00:52:58:0!

Train reference in

music rhythms.

Breaking¢ Point

00:54:37:0!

Reiteration and
development of

Anxious Schon.

Lucid Scho

00:57:26:0

Reiteration and
development oLove
for Lulu. Includes
disguised wedding
march at
00:57:47:00
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Cue Title / Theme Original occurrence Re-use Notes

Crowds 01:07:37:0! Reworking ofThe
Court Sits. More
energetic

The Escar 01:08:29:0! Smoother, Jazz
tinged.

ACT 6

Lulu Arrives Hom 01:09:10:01 Jazz, dissonant,
energetic. Emerging
sounds

Wondering What to | 01:09:46:0! 01:14:31:01 Piano, strings,

Do calmer

Settling Dow 01:10:28:0! 01:11:35:0 Piano melody over
strings, change to
major mode

Getting Bus 01:10:56:0! Quote ofDancing
Lulu

Bathtime 01:11:35:0 Quote ofSettling
Down

Alwa Arrives 01:11:52:0 Similar in Jazz style
to Lulu Arrives
Home

Lulu Emerge 01:12:19:0C Quote fromTalk to

Me
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Cue Title / Theme Original occurrence Re-use Notes
Lulu’'s Walt: 01:13:36:0! 01:22:01:0 Melody draws on
Pandora
01:22:46:00
01:25:18:00
01:40:06:00
01:41:50:00
Phoning the 01:14:31:01 Quote ofWondering
Prosecutor What to Do.
Includes timbral
reference td’he
Prosecution Speaks
at 01:14:54:00
Alwa Commit 01:15:36:0! Quote fromLove for
Lulu
On the Trail 01:16:42:01 01:19:34:1 Jazz style, train
rhythm
Lulu Seeks a Lig 01:18:08:0! 01:21:17:01 Piano and strings,
clarinet with Casti
Piani’'s appearance
Blackmailec 01:19:35:0! On the Trainwith
references to claring
countermelody
(Casti-Piani)
Cast-Piani and Lult | 01:20:38:0I Quote fromLulu

Seeks a Lighdt
01:21:17:00
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Cue Title / Theme

Original occurrence

Re-use

Notes

Getting Ready to 01:21:33:01 Waltz, piano, bass,

Leave clarinet and drums.
Quote fromLulu’s
Waltzat 01:22:01:00

Schigolch and 01:22:19:01 Quote fromDrunks

Rodrigo Arrive

Alwa and Cas-Piani | 01:22:46:0! Quote fromLulu’s

Waltz.

ACT 7
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Cue Title / Theme Original occurrence Re-use Notes

Lulu’s Disguist 01:46:15:0 Reworking of
previous cue
employing the bass
line and rhythmic
elements. Quotes
from Lulu’s Waltzat
01:46:21:18

Rodrigo’s Corjse 01:47:23:0 Reiteration of
Onboard The Ship

ACT 8

Jack 01:47:47:01 02:08:14:0! Orgar

The Salvation Arn 01:49:05:0! 02:09:08:0! Brass Ban

The Army Git 01:49:48:0! 02:05:14:0! Piano and String

Jack Reflec 01:50:29:0! 02:06:03:0! Bells

Wind a the Windo\ 01:51:47:01 01:55:41:01 Percussion, samples
and piano

Alwa Depresse 01:52:33:0! Quote from
Onboard the Ship

Merry Schigolc 01:53:28:0! 02:09:08:0! ‘Pub’ piano and
voices

Food and drinl 01:54:27:0! Reiteration ofAlwa

Depressed /
Onboard the Ship

D
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Cue Title / Theme Original occurrence Re-use Notes

Back on the Stre 01:55:41:01 Quotation /
reworking ofwWind
at the Window.
Includes quote from
Onboard the Shipt
01:56:08:00

Piano in the Pu 01:56:58:0! 02:09:08:0! ‘Pub’ piano (also
referenceMerry
Schigolch.)

Warning to the 01:58:03:0! 02:00:37:0! Dissonant and

Women of London disturbed. Foghorns
and bells.

Time Passe¢ 01:59:17:0 Piano(s

Lulu and Jac 01:59:39:0! Exotic ‘Spanish’
dance. Piano, bass,
bells, tambourine.

Reaching for his 02:00:37:0! Quote / reworking of

Knife Warning to the
Women of London

Schigolch Wait 02:01:24:01 Quote / reworking of
Drunks

Schigolch and Alwa | 02:02:38:0! Quote / reworking of

Leave Onboard the Ship

Jack and Lulu 02:03:00:0t 02:04:23:0C Piano, clock, a hint

Together

of Jazz
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Cue Title / Theme

Original occurrence

Re-use

Notes

Children Agail

02:03:39:0!

Music box, merging
into music in the pul
at 02:03:55:00

Mistletoe

02:04:33:0!

Quote ofJack and
Lulu Together

Innocenc

02:05:14:0

Quote / reworking of
The Army Girl

Holding up the
Mistletoe

02:06:03:0!

Quote / reworking of

Jack Reflects

Jack Leave

02:08:14:0

Quote / reworking of
Jack

The Marching Ban

02:09:08:0!

Brass band. Not the
same music but the
same diegetic sound
asThe Salvation
Army. With
interjections of the
‘pub’ piano similar
to Merry Schigolch

andPiano in the Pub

Alwa Along

02:10:54:0

Complete reiteration
of Pandorawith
additional string

parts.
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Appendix 5 Additional Examples of Variations found in theScore

The following extracts provide additional examples ofiataons and motifs within
the score foPandora’s Box

Love for Lulu00:09:59:00

This cue reappears many times. The piano accompanimenhamdetody are also
re-used separately since both parts have distinct chastics that make them
recognisable. The broken-chord melody usually appears gmidhe. It is variously
used in relation to tender moments between Lulu and BarSor Alwa.

Schén and So000:23:03:00
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(Above) One of several re-workings of theve for Lulucue previously described.
The melody (now a counter-melody in the piano), amel &ccompaniment, are
slightly altered from the original. The main melody aggeon the double bass which
is partially synched to Dr Schon’s speech and gestures.rigiody, and the rising
accompaniment, is more or less the same as that \apjobars in Act 1 ihove for

Lulu.

Lulu Arrives Homeé1:09:10:00
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This cue, part of the piano melody at the beginning @f@\ is based on the melody
Pandora. The recurring use of the Major"7and the minor ¥ derive from the

original melody.

The Defence Speak8:59:39:00
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The extract displayed above shows part of the opening snatatthe start of Act 5. It
is related to the rhythm of tHfeandoramelody. The leaps that characteriz@ndora

are also present but the intervals are shrunk. Agairestdifsonant, underlying,
accompaniment it, metaphorically, placBandora (Lulu) into a new, unsettled

environment.
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Dr Sch6n00:08:09:00
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The cueDr Schonusually plays in relation to the appearance of Dr Schon (and his
temper). It is based on the minor / major 7 chord aacktaore exhibits a tension that

is suitable to the character. It also has somethingeotising’ quality of the_ove for
Lulu cue. It first occurs in Act 1 and it reappears sevengibefore his death at the
end of Act 4.

Remorse00:50:46:00
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This cue, played on the piano, with sustained string patésieg later, re-utilises the
melodic rhythm ofPandorabut at a much slower tempo. It is also an echo ottiee
Confrontationand has a rather contrapuntal and baroque character. pdmeng
phrase exhibits intervallic features that link itRandora.
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Appendix 6 The Technology used in the Creation of the Nefcore
The following hardware, and software, was used in the prmtuat the score.
Hardware

Fujitsu-Siemens PC. (Dual Intel (1.6 gHz), 4gb SDRAM, 2 x 200Gb

Audiophile 24 / 96 Sound Card.

Kawai KC20 MIDI Keyboard.

A &R Cambridge Amplifier.

Gale Mini Monitor speakers.

Behringer Vacuum tube pre-amplifier.
Software

Cubase SX Studio 4 (Sequencing software and various nativengiug

Quicktime Pro (Media player)

Sample Tank (Sample player and editor)
Halion 3 (Sample player and editor)
Edirol Orchestral (Instrument plug-in)
Sibelius 4 (Score software)

Additional Samples
Horizon Solo Strings
File Formats
Sound files stored as .wav, .aiff and mp3 files. VideQiunckTime format.

Mix down to single stereo interleaved file at 16 bitoteson and 44.1 kHz
sample rate.
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Appendix 7. Additional Analysis relating to the Sound of ‘lulu’s Dog’

Whilst creating the ‘dog-bark’ at the keyboard, | workedday alone. | thought,
subsequently, that it might be of interest to exantmeeatctual sound of barking, and
my representation of it, more carefully, with a view establishing which
characteristics have been retained in the creatitimedpiano-bark’.

Fri

Fig 4. Screenshot of Spectrograph image of a single dog feadeded using
Overtone Analyseiree edition by Sygyt Software.

In the picture above, in the main window of the scrletisthe brightness of the
image is representative of amplitude. The left handesgalicates vertically the

frequencies rising from low to high (in Hz and this isoatlisplayed against a piano
keyboard for references to pitch.) Above the main windiwre is a representation
of the waveform, the envelope of the sound. The horitsotde at the bottom and

the top of the main window indicates time duration.

The image above, indicates that this particular sdwdl bark spans frequencies from
around 500hz, (about B on the treble clef) to 4000hz (B, &vestabove the treble
clef), a span of approximately 4 octaves on the pianoicélaiso that the strongest
frequencies (the brightest areas on the chart)ndieei lower frequencies (up to about
2500hz, or about D, 7 ledger lines above the treble cléf.envelope of the sound
shows that there is a gradual (albeit rapid) increaseolmme and that the sound
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decays relatively slowly taking longer to decay than takpét the loudest point
there is an increase in the number of strong frequenaeg heard (notice the
smearing of the brighter areas in the centre opitieire).

The image below describes one of the ‘piano-barksidoat 00:13:43:00 Act.Here
the frequencies span from around middle C to the nofdgtaves above the treble
clef, with some weaker frequencies indicated above that.Strongest frequencies
seem to span 250hz (E on the bottom of the treble d¢teflabout 750hz
(approximately E at the top of the treble clef). The annbd, in the lower
frequencies, is notably stronger (the images are larigbr longer) and there is a
band of notes just beginning (to the right of the cumsothe screen shot) after the
initial attack. This area roughly corresponds to the baginiof the peak of the

waveform.
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Fig 5. Screenshot of Spectrograph image of a single flbario recorded using
Overtone Analyseiree edition by Sygyt Software.

It is clear that the dog bark (lllustration 1) is muather in overtones; the image in
the main window is far less defined in terms of frequengydbaunning across the
screen and has a much more ‘blurred’ appearance. The aocgsiy less restricted in
its pitch movement than that of the piano which isistmined through equal

temperament and therefore exhibits a more regularhlisivh of frequencies. Many

XXXi



of the frequencies measured here are ‘overtones’. Titafuental notes of the ‘real’
bark (illustration 2) are found in the low mid-range and apfsar than the start of
the sound. In the ‘piano-example’ the strongest aredso after the initial attack but
the register is somewhat lower. Importantly thougle, dynamics, the shape of the
wave-forms are very similar in their overall appeaearBoth sounds crescendo and
resonate, both sounds peak after the initial attack, atid $munds increase in
harmonic intensity at the point of greatest amplitude.c@ifrse every bark that |
listened to, and subsequently looked at, exhibited variatiorisarmonic content,
similarly, each of the ‘piano-barks’ contained withe tscene differs from the others.
The key factor that rarely altered was the shape ofsthend envelope and, in
particular, the relationship between the rapidity of étiack and the length of the

decay.
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Appendix 8 Table of Correspondences

The following table lists many of the correspondences usthin the design of the
new score. It is not an exhaustive list and neithéy igr could it be, definitive.

Instrument Sounds

Cello / Double Bas Male, stability,

Bass Clarine Dark, gloomy, male

Music Bo» Childlike, nostalgia, Christmg

Brass Authority, officialdom, military

Musical Intervals

Major 7 Yearning, discord, unresolv

Augmente: 4" Tension, discomfori

Major 3 Sweetness, contentment, optim

Minor 6" Melancholy, calm, bitteswee

Octave / Uniso Solidity, resolve, togethernes

Tempo

Fast Energy, urgency, action, excitem

Mediunr Deliberation, calm, resolveertainty

Slow Waiting, sadness, death, melancl

Fluctuating tempi (rubat Uncertainty, growing or diminishin
emotions

Musical Texture

Polyphon Busy, complexity, confliction, rmoil,
elegance

Monophon Solidity, unity, resolution, declamatc

Homophon Individuality, orderliness, simplicity, clari
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Tonality / Chord types

Major

Consonance, sweet, at rest, content

Minor

Consonance, melancho

Major minor 7t

Discord, anger, unrest, growing tens

Clusters / Poly ton

Discord, confsion, claustrophobia,
collision

pai

Meter
4toaba Regularity, normality
3toabs Dancelike, drunk

Irregular mete

Unpredictability, motion, loss of cont
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