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COMPOSERS

Using music for emotional impact and flavour

WITH many attracted by the 22-piece Cove Chamber
Orchestra performing original music newly wrilten "o
scenes from the classic Australian film Gallipoli, the Aus-
tralian Film Institute (AFI) held a successful industry
seminar earlier this month on music and film.

Arranged in conjunction
with the Australian Guild of
Screen Composers (AGSC), the
well-attended seminar featured
the work of composers Art
Phillips, lan Laurence, Nick
Palmer and Guy Gross.

Working on fictitious
“briefs”, the composers demon-
strated how different music can
add emotional impact and
Mavour.

Palmer, for example, com-
posed his piece to a scene from
the film to be both militaristic,
vet sad. The chosen scenc
began at a formal dance in Aus-
tralia then cut from the lights
and laughter of the dance hall
to the dark, still waters of Suvla
Bay in the early hours of the
morning as barges of young
Australian soldiers were pre-
paring for their first taste of
War,

Close ups on the laces of lead
actors Mel Gibson, Mark Lee
and Bill Hunter showed the fear
and apprehension of drifting
into battle in near darkness.

Palmer used a repetitive
snare drum as the underlying
theme. To depict the “sadness
from going into battle for the
first time”, he overlayed the
snare with a pensive. mournful
siring arrangement,

To demonstrate the range of
musical sources a composer
calls on, the snare was provided
by an electronic sample, while
the strings were played by the
Cove, conducted by Phillips.

The picture was provided by
a large video projection system,

By GERARD KNAPP

with the all important time code
numbers underneath the
images. This time code was syn-
chronising the range of elec-
tronic instruments which the
compaosers used, mixed with the
live strings from the Cove.
Phillips” briefl required dark.
brooding, mysterious music to
accompany the scene. He chose
a4 melodic motif and variations
of rythmic movement, based on
his pan futes digital keyboard

sample - “"my cngineer's
favourite™ -~ with string
orchestration.

He said he kept the music in
minor keys until the scene cul
to the determined visage of Bill
Hunter, playing the role of an
officer (possibly a major).

“That's the first time | use a
major chord,” he said to an
amused audience. “Tt (the use of
a major chord) does release the
tension. It's amazing where
your inspiration c¢an come
from.”

Philips said the composers
had about a week to write their
new picces to the scene, fitting it
in between paying jobs.

The scene was also run
without any music and finally
with the original piece, taken
from Adagio for Strings writien
by the Baroque composer
Albinonmi “who unfortunately
couldn’t be here tonight be-
causc he died about 200 years
ago,” said Gross.

Producers Phil Avalon and

Women in Film and Television present an

| AFl Industry
Can We Make it Australian?

A panel debate on the issue of retaining cultural identity in the
present climate of unemployment, US money, the FFC
commercial orientation, and the AFC's new directions. Chaired
by Jane Singleton, the panel will include Sue Milliken, John
Morris, Anne Britton, David Williamson, Phillip Adams, Angela
Punch-McGragor, Anne Shanks, Anthony Ginnane.

Wednesday 7 November at 8pm

Seminar

AFl Cinema Paddington

Oxford Street and Oatley Road. 332 2111

Composar Art Phillips explains his approach to writing new music 1o film at
the AF| saminar. He normally watches the film a few times before wiriting any

music, he said, “unless I'm immediately Inspired, which happens"”.

Tony Buckley and directors
Vince Marun and Noel Price
joined composers Philligs.
Palmer and Jan Preston for g
panel discussion, mediated by
Laurence.

Another scene from Gallipoli
was then shown also with
original music written by four
of the composers present. The
scene was, as Palmer put it, “a
strange httde interlude” where
the soldiers indulge in some
skinny-dipping in the water of
Anzac Cove while the battle
rages on in the hills,

During their swim, the naked
soldiers are caught in shrapnel
bombing and take cover under-
water. which was the cue point
for the composers to begin the
music to accompany the under-
water photography.

While Giross wrote a piece for
sirings: “not too dramatic, a lit-
tle- light-hearted, then with
more tension (after a soldier is
struck underwater by shrap-
nel)”. Palmer took a more literal
approach, using effects and
music 1o creale an underwater
soundscape.

Writing music to this scene
revealed how important dia-
loguc 15 between the compaoser
and director, Palmer said. Some
directors prefer a more tradi-
tional. classical soundtrack,
while others like the music o be
literal, or descriptive of the
action (which gencrally in-

volves use of electronic samples
and effects), with crescendos

timed with explosions and so
on.

The communication between
composer and director/pro-
ducer was one of the major dis-
cussion themes for the seminar.
While therc was genecral agree-
ment among the composers
over their methodology, the
producers and directors reveal-
ed quite diffcrent attitudes.

Most of the composers
waiched the picture at least g
few times before writing any
music unless immediately in-
spired = which happens.

With her classical music
background, Preston still writes
sitting at the piano, but has
since developed "a resistance to
writing the dots (notation)” due
to the advent of computers.
which remove much of the
technmical cffort and allow the
composer o concentrate on the
music.

According to Phillips, the
major role for compositional
compulers 1s to assist with
determining the range of tem-
pos, or timing, of the music.

Each scene which requires
music - usually decided by both
composer and director - has a
specific start (cue point) and
end. accurate to the frame (1/
24th of a second). Given the dil-
ferent lengths of each sequence,
only a certain number of musi-
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cal timings can be used,

Previously, composers ten-
ded to rely on their “bible”, a
manual called Project Tempo
written by Los Angles-based
music editor Carroll Knudsen in
the “70s. Now the computer
interprets Knudsen's research
to provide this vital com-
positional  guide  within
seconds, rather than the com-
poser having to leafl through
substantial tables and charts.

When should the composer
become involved in a film or
program? “It's been our policy
over the past 15 years 1o bring
in the composer as soon as
possible.” said Buckley, “Send
them a script, send them out to
locations, give them a feel for
the film”. The more involve-
ment, including attendance at
rushes and rough cut screen-
ings, the betier.

Martin doesn't always agree
“Sometimes | think its better
the composer doesn't sec a
thing until it's finished . .. You
have to ask yoursell what kind
of film it's going to be. Some-
limes it's a great idea to have
the composer on set, in period
picces for example: Either way
can have it's advantages.”

For Martin and Avalon, a

firm idea of how the music
should complement their films

greatly influences their briefs to
composers. Avalon said he
“likes to see a composer with a
copy of the script. He then feels
he's part of the production
process.”

“But you've got to get u han-
dle on what type of film it is
youre making and choose
music which is close to the
film.” After the style of music is
decided on. Avalon then selects
a compaoser (o suit.

For Noel Price, the composer
should only come on set for
"social visits”, Like producers,
they “should stay away from the
first editing”. He believes the
first full showing of the film to a
composer is “essential” and
should not be marred or hin-
dered by the “too much crap” of
a rough cul.

Price added that “it’s not just
rock chips which are shot 1o
music . For opening sequences,
“or if i's appropriate, there
might be other parts of the film
where you wanlt the action to
follow the music,”

This leads 1o a much greater
involvement for the composer.
but it is quite rare. Almost
always. the music is writlten
alter the action 1s edited.

Perhaps the greatest creative

DISBELIEF and ' nervous
laughter.greeted Phil Avalon’s
Slatement that “Australian
composecrs are by far-the best
inithe world The Americans
can believe they get by with
the money (they are paid).”

- Avalon was one of several
industry figures invited to
speak at a recent AFT seminar
on music and film. Il was an
Opportunity for composers to
explain their work and pose a
few questions to producers.
One of the composers'
biggest complaints - which
was not aired until the end of
the evening - was that Aus-
tralian composers get around
half in comparative terms 1o a
composer working in the US,

A typical music budget in

an Australian film is anything
from 2.5 to five per cent of the
total. In the US, it's typically
cight per cent Also taking
into consideration the size of
overall production budgets.
Australian composers get by
on very little,

~ in thé production process, and
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Co p l;-".."." _ .
rl:!ig:ltﬁt';i_h '
ducers a;g];b?%wnur offered
“no’ real'explanation” sicon-
cerning -_H}gﬁ;ﬁcmnu in
music budgefs, L e
“Its the'“music  which
always ends up coming last”

usually has _in:gfbmrh any cost
blow outs byfother deparn-
ments. i ¥

Perhaps things may be
changing. In ithe film The
Delinquents, for example, the
producers left éight per cent of
the budget for music. This was
largely to cover the use of pre-
viously published songs from
the "50s. which are becoming
increasingly expensive be-
causc of copyright costs.

It also covered the cost of
the original score and hiring
an orchestra to record it
However the composer on this
FFC-assisted film was Ameri-
can Miles Goodman.

“
DIGITAL

AUTOCUE

From the world’s leading prompting
company comes the new 600 L/T
computer laptop prompter.

/

Designed for either studio or
location work the 600/LT takes the
art of television prompting into the
21st century.

The 600/LT simplifies the
preparation of prompting. You can
now enter scripts either directly via
the keyboard, or let the software
take the strain by importing scripts
prepared on other wordprocessing
systems,

The 600/LT is available as either the
basic laptop computer system., or as
a complete system including the
latest 9" on-camera unit.

QUINTO

260 Aubum Rd, Hawthorm VIC 3122
Tel |03) 819 6675 Telex: 1547220unto Fax: [03) 819 5360

48 Hotham Pda, Artarman, N S W, 2064
Tel: [02) 437 4722 Fax: (02) 437 4884

Tgr_hmlogy - Lf:ading you into the future. ..
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DDTV moves ops to Coffs

The Cove Chamber Orchestra performs new music written to a scene from
Gailipoll at the AFT's seminar on music and film. A group of composers

wrote a variety of new music 1o demonstrate how music can influence the
emotional impact of a scene,

Using music
From page 17

bane of the modern composer's
working life are “temp tracks™,
the pieces of previously pub-
lished music which the director
and picture editor may use as a
guide during editing.

As Martin said, it can help
“to hold the sequence together”,
however, the music can’t be
uscd for release due to financial
or creative reasons so the com-
poser is then expected to come
up with music which resembles
il

Jan Preston said she recently
worked on a feature where “the
producers had laid in so much
Vangelis (as the temp track) that
as a kind of joke 1 started call-
ing myself Jan Gelis. But the
point is I'm not Vangelis, 'm
Jan Preston.”™

Buckley said he is totally
opposcd 1o the use of remp
tracks. describing them as an
insult and a hindrance to the

composer. Their use “shows a
singular lack of imagination™

Price agreed, describing it as
“cheating on the composer™.

According to veleran com-
poser Bob Young. picture editors
should use the basic click track
= "untuned percussion” as he
called it - as their guide during
editing,

Young offered a simple
approach which composers
should follow when writing
music to films. It's analogous to
the relationship between a per-
forming artist and his or her
accompanist, he said. The
accompanist should -play in a
manner which cnhances and
assists the artist, as it is the
artist “who puts bums on
scals’,

The composer is the accom-
panist to the film and if there is
a quiet scene in the film, such
as landscapce shots, “that is not
the cue for the composer to do a
PR job on his next symphony.”
he said. “The composer should
never upstage, or should 1 say
upscreen, the film.” he said.

whola kit is for sale for $25,000

Loom.

EQUIPMENT FOR SALE

ARRIFLEX 35MM lIB CAMERA

wechuding * set of slandard benses (24/32/00/85 Zeiss) * 25-250mm Angenieux Loom
| lens wilh zoom moioe battenes and chargar * Dipoters * Full sludio SOUND _ALIMP
(model 1205) with llm base Molor, absolutely sdent * 90mm Macro Kilar * 18mm Zeisg
Distagon * 200-600 Nikkor 200m lens * 1 x 200" and 3 x 400° magazines * vari speed
I motor © Malibox with assorted ND fiters * Power cables, batteras and chargers,

Camera and lensas are in supert condition and have baen recenily stoady tesled. The

ARRIFLEX 16ST CAMERA

ncluding * 1 x 400" film magazne * Variable speed and conslant spead motors * Full
Arriflex ANIMATION MOTOR * Power supply cable * 12-120mm T22 Anganeiix

Thes camera is in very good condition and is for sake for $5000.

PREVOST EDITING MACHINE

6 plale 1ﬁm‘knnucuhlnmuiﬁnn‘ﬂnummdrhru'nem P OEClOn SCTeen * Vir-
tually nol used for the 1ast 4 years bul kept coverad and maintained £8 500 ono

Phone Phil on (08) 340 0900,
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Toowoomba will send material
back via the microwave link to
Colls Harbour, however, the
news stories will still be edited
in Toowoomba.,

The same production and on-
air crew at Coffs Harbour will
present the news for NRTV
(from 6-6.30pm) then for DDTV
(from 6.30-7.00pm)

Walburn has also resisted -
through economic necessity -
buying any ncw hardware.
apart from the transmission
equipment.

"We're going in lean and
mcan, the engineer said in part
reference to the millions of
dollars being spent by other
regional  broadcasters in

Queensland. such as QTV and
Sunshine who have both pur-
chased scven library manage-
ment systems (LMS) from Sony
worth $500K cach. “Everything
we do will be revenue driven.”

He will use DDTV's existing
iwo Betacart replay machines to
assist with the program output,
On January | next year. NRTV
expects to be taking the Nel-
work Ten program feed for
relay up to Toowoomba and the
Sunshine Coast, while NRTV's

output will remain a compaosite
of programs from all three
networks,

“The Betacarts arc quite cap-
able of doing program splits
and individual program feeds.
We don't believe in having
seven LMSs (library manage-
ment systems). We think it's
extravagant stringing an LMS
across cach program line.”

“Our way is a lot simpler and
cheaper. We will look at the log
each day for tight spots (con-
flicts in commercial spot
replay) in the schedule, If
you've got a tight spot, you can
do a compile on 1" ora BYW-75
[or that break.”

During these occasions it is
more labour intensive than the
automated LMS approach. but
as Walbum said, “people aren't
that expensive (to hire), really™.

Walburn said DDTV will be
capable of doing program splits
in Queensland once its mic-
rowave links are completed
without buying any new hard-
ware,

DDTV is stll 10 commit to
buying or leasing an office in
the Sunshine Coasl region, but
it has an ENG/EFP stringer
based in Gympic lined up for
news and commercials,

PRODUCTION REPORT

Encore’s production report appears in every second issue,
It is now in two sections: the first includes all known
features and television drama in pre-production and pro-
duction; the second includes non-drama television pro-
grams which are networked (excluding children’s and
news). Projects in the planning stage appear only once.
Production office staff are contacted each month in an
effort to keep all details accurate. Contact Tracey Prisk for

a listing, tel: (02) 699 1344.

Features
Pre-production

FRIDAY ON MY MIND

Frod co.: Boulevard Films Prod office:
Melbourne. Prod/dirfscript: Frank Howson
Exec prod: Peior Boyle. Script ed: Alsler
Webb. Prod ded: Negel Triffitl. Underwriter:
Pacvest Securiies. Presale: J&M Ertertain:
ment. Dist guarantes: Bravo. Shoot: Oct 29
for 6 wieks

BLINKY BILL
Prod co: Yoram Gross Film Studios. Prod
office: Sydney. Prod: Yoram Gross. Seript:
John Palmer, Leonard Lée, Yoram Gross
mﬂwmmw:mﬂm.ﬂw:
ISmm. Shoot: Sep 1 1981 - Jan 1992, Syn-
opsis: The adventures of & mischievous little
koala in the Australian bush - and his eflors 1o
save his home from destrucTion.

WHO LEFT THE ... VIDEON
Prod co.: Jarowa Films, Prod office: Beverly
Hilla, NOW. Prod/dir: Gary Jarjoura. Aasoc
prod/music: Gep Barlett. Story: Gary Jar-
oura, Mat Ford, Dave Ingall. Script: Gary Jar
owa. Casl: Dave ingall, Troy Nesmigh.
Budget: 5Tm. Finance: Jarjoura Films,
Length: 80 mms Gauge: 35mm. Shoot:
From Feb 1991, Synopsis: Martin Lunning, a
horing membar of our video watching sociaty,
5 kidnapped by Beef and Noodies. an old
fashionad husband and wile 1sam. Thay
decide to kidnap someonce for fun and lake
them 1o the country and show them a fun Time.,
and thal there = mora o the world than watch-
Ing vickeos.

Features
Froduction
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GARBO

Prod co.: Ecleclic Films P/L Prod office:
hbhumhuﬂ:}hmﬁule.mw:



