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Lost score
by Goldsmith
rediscovered

B For a long time, it was be-
lieved that Jerry Goldsmith’s
score for the 1965 sci-fi film
The Satan Bug, was lost. Now,
parts of the score has been
rediscovered and released on
CD. Film Score Monthly has
released Goldsmith’s score
for the film, but it’s a disc
that has been named ”archi-
val edition” due to the fact
that only 40% of the original
stereo masters were rediscov-
ered and the rest of the music
on the album contains music
and sound effects. p:15
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Clinton
honored at
. - BMI Awards

Spider-Man 3 - both the film and its score - is darker than its predecessors: perfect for a composer who B George S. Clinton received
loves to explore the darker sides of his musical vocabulary: Christopher Young. BMI’s prestigious Richard
Kirk Award at the annual BMI

Film and Television Awards

gala on May 16 at the Beverly

Wilshire Hotel in Los Angeles.

[ ]
Clinton, who has veeb
1 e I - al l OeS scoring films since the early
1980s and whose diverse film-

ography includes titles such

L4 as the Austin Powers films,

r n 1 Sordid Lives, the second and

third Santa Clause comedies

and the recent Code Name:

The Cleaner, joined a distin-

| SCORE OF THE WEEK WL _E®eIi{ VX6l felelpqlolel:11g gothic horror genre (Hellraiser, Hellbound, Species). In guished group of composers.
SPIDER-MAN 3 Christopher Young, the terms of the orchestrations, Young's Spider-Man music who have received the Rich-
Christopher Young music for the adventures goes for the extreme: one of the themes is written for ard Kirk award before him
of SpiderMan goes into eight Wagner tubas in unison, another one for eight including Jerry Goldsmith,
darker territories than ever before. In addition to Danny French horns. Spider-Man 3 was not only a big artistic Thomas Newman, Danny Elf-
Elfman’s themes from the previous films in the trilogy, undertaking forYoung, it was also a demanding project man, Lalo Schifrin, John Wil-
Young composed a number of themes that have their with a lot of pressure. “It was probably the most in- liams, Michael Kamen, Mike
roots in the composer’s extensive experience in the tense experience |'ve had,” says ChristopherYoung. p:7 Post, Alan Menken, and John
Barry among others. p:3

s Ches | MORE INSIDE:
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= “Amazing dexterity” p:4 SIGNINGS AND PROJECTS
“Bigger has never sounded better’, writes Daniel p:5 DAVID SHIRE GOESTO MADRID
Schweiger about Hans Zimmer's score for Pirates p:17 TECHNOLOGY: NAXOS IS AN ASTONISHING
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D/E;Dhﬁndustry Speaks.

THE

FILM&TV

MUSIC AWARDS

-

Announcing the first peer awards for the

Film & TV Music Industry, where our

industry chooses the nominations and awards.

Learn more and join our mailing list at

www.filmtvmusicawards.com

The Film & TV Music Awards
are the voice of the industry,
reflecting the views of the film
and television music industry at
large rather than any particular
| industry organization or society.

-~ Join the industry this year in
nominating and voting for those
people and productions who
truly represent the state of the art
in the categories of composing,
songwriting, music supervision,
orchestration, music editing,
score mixing, contracting, music
editing, performing and more.
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This Week on

FILM MUSIC RADIO

ON THE SCORE:
CHRISTOPHER YOUNG

Film music journalist Daniel
Schweiger interviews
Christopher Young, who spins
his biggest musical web yet with
Spiderman 3.

INSIDE THE BUSINESS:
DOUG WOOD

=i
Join host Mark Northam for an
candid, in-depth interview with
composer and music library owner
Doug Wood about his ASCAP
Board candidacy and more. Also
hear interviews with Dan Kimpel,
John Braheny and Samm Brown IlI.

TUNE IN HERE!

Weekly
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George S. Clinton received
the Richard Kirk Award

George S. Clinton received
BMI’s prestigious Richard
Kirk Award at the annual
BMI Film and Television
Awards gala on May 16 at
the Beverly Wilshire Hotel in
Los Angeles.

Clinton, who has veeb scoring
films since the early 1980s and
whose diverse filmography in-
cludes titles such as the Austin
Powers films, Sordid Lives, the
second and third Saenta Clause
comedies and the recent Code
Name: The Cleaner, joined a dis-
tinguished group of composers
who have received the Richard
Kirk award before him including
Jerry Goldsmith, Thomas New-
man, Danny Elfman, Lalo Schi-
frin, John Williams, Michael Ka-
men, Mike Post, Alan Menken,
and John Barry among others.
Danny Elfman took home

BMI Richard Kirk Award:

George S. Clinton

BMI Classic Contribution Award:
Lucas Richman

BMI Film Music Awards

David Arnold: Casino Royale

Tyler Bates: 300

Teddy Castellucci: Wild Hogs/Little
Man

George S. Clinton: The Santa Clause
3: The Escape Clause

Charlie Clouser: Saw Il

Mychael Danna: Little Miss Sunshine

Alexandre Desplat (Sacem): The Queen
Danny Elfman: Meet The Robinsons /

Charlotte’s Web / Nacho Libre

Harry Gregson-Williams: Flushed
Away / Déja Vu

Rupert Gregson-Williams: Over The
Hedge / Click

John Murphy (PRS): Miami Vice
David Newman: Norbit

John Ottman: Superman Returns
Theodore Shapiro: The Devil Wears
Prada / Blades Of Glory /You, Me
And Dupree

Alex Wurman: Talladega Nights: The
Ballad Of Ricky Bobby

Christopher Young: Ghost Rider
Aaron Zigman: Bridge To Terabithia /
Step Up

Oscar Award Winner

Gustavo Santaolalla: Babel

Golden Globe Award Winner

gl

I

“Austin Powers’ composer George S. Clinton, left, received the BMI
Richard Kirk Award last week, and Lucas Richman won the BMI
Classic Contribution Award. They are pictured with Film/TV Rela-
tions Vice President Doreen Ringer-Ross.

the most awards for the eve-
ning, with four BMI Crystals for
Meet the Robinsons, Charlotte’s
Web, Nacho Libre and Desperate
Housewives. Composer Theo-
dore Shapiro took home three

Alexandre Desplat (Sacem): The
Painted Veil

BMiI Television Awards

Chris Daughtry: American Idol
Carim Clasmann (PRS): Grey's Anatomy
Galia Durant (PRS): Grey's Anatomy
Pete Townshend (PRS): CS/

Danny Elfman: Desperate Housewives
Steve Jablonsky: Desperate House-
wives

Robert Del Naja (PRS): House
Grantley Marshall (PRS): House
Andrew Vowles (PRS): House

Kevin Kiner: CSI: Miami

Pete Townshend (PRS): CSI: Miami
Mark Mancina: Criminal Minds

Bill Brown: CSI: N

Pete Townshend (PRS): CSI: NY
Brian Kirk: Ncis

Chuck Lorre: Two And A Half Men
Dain Blair: Deal Or No Deal

Tony Phillips: Deal Or No Deal

Joel Wachbrit: Shark

Peter Manning Robinson: Without
A Trace

Mike Post: Law & Order: Svu

Jeff Beal: Ugly Betty

Martin Davich: ER

David Schwartz: Rules Of Engagement
Rob Cairns: Extreme Makeover:
Home Edition

Charlie Clouser: Numb3rs

Chris Wagner: The New Adventures
Of OId Christine

Emmy Award Winners:

awards for The Devil Wears
Prada, Blades of Glory and You,
Me and Dupree; and Pete Town-
shend (PRS) was once again a
triple winner for CSI, CSI: Mi-
ami and CSI: NY.

Edward Shearmur: Masters Of Horror
Chris Biondo: National Geographic
Explorer - Deadly Love

Harry Leonard Williams: National
Geographic Explorer - Deadly Love
Greg O’Connor: “"A Wonderfully
Normal Day” from MADTV

Jim Wise: “AWonderfully Normal
Day"” From MADTV

Bradley Hatfield: “Sunshine” from
The Young and the Resless

BMI Cable Awards

Natasha Bedingfield (PRS): The Hills
Danielle Brisebois: The Hills

James Levine: The Closer

Alex Wolff: The Naked Brothers Band
Michael Wolff: The Naked Brothers
Band

Nat Wolff: The Naked Brothers Band
Howlin" Wolf: The Sopranos

James Johnston: WWE Raw

Bruce Hanifan: Deadliest Catch

Terri Nunn: Angela’s Eyes

Mitchell Sigman: Angela’s Eyes
Steve Hampton: The Suite Life Of
Zack And Cody

Gary Scott: The Suite Life Of Zack
And Cody

Gwendolyn Sanford: Weeds

Gary Stockdale: Penn & Teller: Bullshit!
Rolfe Kent: Dexter

Daniel Licht: Dexter

Matt Koskenmaki: The Ultimate Fighter
Jarrid Mendelson: The Ultimate Fighter
James Levine: Nip/Tuck
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Film vs. TV 2.0

We’re now fully into the
season of the sequels,
otherwise known as the summer
movie season. And that’s got me
thinking about film vs. televi-
sion. Sequels of films are not all
that unlike episodes of a hit
television series, where the audi-
ence gets to know an ensemble
of actors and looks forward to
their next adventure, journey, or
drama together. Since a sequel
doesn’t have to start from scratch
each time in terms of character
development, that leaves more
time for story development that
can make for a more satisfying
experience. As more and more
people will be watching films and
television shows on great looking
widescreen home television/home
theater systems, what does it
mean for composers?

Better audio. I think we’ll see
a continuation of the increase
in audio quality, especially sur-
round mixes, for television as
more stations transmit digitally

and provide high-definition (HD)
signals.

etter music. With any luck,

the increase in audio quality
that comes with HD will lead to a
closer look at the quality of music,
especially on television series. TV
scoring may no longer be consid-
ered the “low budget” cousin of
film scoring, and we might see live
instruments make a comeback if
the AFM musicians union can offer
competitive deals. And if the AFM
doesn’t offer a competitive solu-
tion, marketplace forces will surely
compel others to create one.

s always, new business mod-
Is can create new opportuni-

ties for composers who recognize
them and stay ahead of the
“curve” that so many others are
following. My suggestions: look
forward, not backward; get very
familiar with surround mixing
and current audio production, and
relentlessly push the quality and
originality of your music.

Mark Northam
Publisher
mark@gmdgroup.com
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The hottest composers in
Hollywood right now:

1 (1). Danny Elfman

2 (2). John Williams

3 (3). Hans Zimmer

4 (5). Ennio Morricone

5 (15). John Murphy

6 (7). James Newton Howard
8 (4). Christopher Young

9 (6). James Horner

10 (9). Clint Mansell

11 (8). Thomas Newman

12 (10). Howard Shore

13 (14). Harry Gregson-Williams
14 (11). Philip Glass

15 (13). Randy Newman

16 (12). Michael Penn

17 (new). Alan Silvestri

18 (19). Klaus Badelt

19 (20). Billy Corgan

20 (16). Gustavo Santaolalla

).
).

The list is based on data from
Internet Movie Database’s
“StarMeter, showing “who's
popular based on the searches
of millions of IMDb users”’

lwritingmusic.com

-

Angelo Badalamenti:
The Edge of Love

BAngeloBadalamenti,
who is best known for
his music for the films
of David Lynch, is cur-
rently working on the
score for The Edge of
Love, also known as The Best Time
of Our Lives. It’'s a BBC Films pro-
duction about the Welsh poet Dylan
Thomas (Matthew Rhys), his wife
(Sienna Miller) and his childhood
friend (Keira Knightley). John
Maybury (The Jacket) directs.

Michael Giacchino:
StarTrek Xl

B Paramount Pictures
has confirmed to FMW
# that Michael Giacchino
is indeed attached
to the new Star Trek
movie. In fact, it was

only officially confirmed a couple of
weeks ago that director J.J. Abrams
has signed on to direct the film. For
anyone who knows Giacchino’s work,
the Star Trek assignment doesn’t
come as a big surprise since he scored
Abrams’ previous projects, Mission:
Impossible I1I, Lost and Alias.

Wojciech Kilar:
We Own the Night

B Polish composer
Wojciech Kilar, to inter-
national audiencesbest
known for his music for
Francis Ford Coppola’s
Bram Stoker’s Dracula
and Roman Polanski’s The Ninth
Gate, has written the music for The
Yards director James Gray’s new
New York mafia thriller, We Own the
Night, which was recently screened
at the Cannes Film Festival. The film
stars Joaquin Phoenix, Mark Wahl-
berg and Robert Duvall. me
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THEATRICAL

* Angel-A (Anja Garbarek)

® Bug (BrianTyler)

® Chalk (Chris Jagich)

e Golden Door (Antonio Cas-

trigano)

® Paprika (Susumu Hirasawa)

® Pirates of the Caribbean: At
World's End (Hans Zimmer)

DIRECT-TO-DVD

e The Breed (Marcus Trumpp)

® Dark Corners (Andrew Pearce)
® The Toy Box (Miguel d'Oliveira)

Belgrade Film Orchestra

ed

www.belgradefilmorchestra.com

ke
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RECORD SYMPHONY ORCHESTRA

GUITAR?{%’YBOARDXOICESCHOIRS IEnsTTgMT(;

TWO UNIQUE VENUES + HIGHEST RECORDING QUALITY
LOW BUYOUT RATES + NO HIDDEN COSTS

RON GOROW g;

www.hearinganc

COMPOSER: "The best system for teaching ear train-
ing that I've ever seen.” Randy Newman

PERFORMER

One of the most valuable books any music student or

'CSSES lII'L‘ C(}I‘Ilpl(.‘lt" musician C()I]C(_'I.)l.

educator cold own." Bobby Shew

3

Los Angeles Office: +1.310.435.5561

TEACHER: "Thi

traditional colleg

k has helped me to ‘fill in the g
asses have failed to All." Jacinda Potikian

Belgrade Office: +381.64.295.6642

e-mail: info@helgradefilmorchestra.com

STUDENT: "Reading your book is like seeing music for
the first time." John Thomas
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Harry Fox Agency
teams with
Audible Magic

B The Harry Fox Agency has
teamed with Audible Magic in an
attempt to identify the underlying
musical compositions in user-sup-
plied content. HFA and AM will
combine AM’s ability to identify
sound recordings with HFA’s ca-
pacity to identify musical compo-
sitions embodied in those sound
recordings. The venture will fa-
cilitate licensing for all types of
user-supplied content distributors,
including peer-to-peer audio and
other audio-visual content deliv-
ery networks.

“The results of this collabora-
tion will be a breakthrough for
all kinds of online consumer-gen-

erated content services to license
properly the material on their
systems,” said Gary Churgin, HFA
President and CEO. “We're excited
to develop this new service with
Audible Magic, given their ability
to deliver copyright compliance
technology.”

“This service provides the
‘missing link’ between publisher
rights holder information and
our sound recording fingerprint
library,” said Vance Ikezoye, AM
CEO. “With their expertise in pub-
lisher data matching, HFA is the
natural partner for this innova-
tive solution for user generated
content companies.

David Shire
goes to Madrid

B Veteran composer David Shire is
the latest guest announced by the
Soncinemad film music festival in Ma-
drid. Shire, who recently scored David
Fincher’s Zodiac and has been a prolif-
ic film composer since the early 1970s
(credits include All the President’s Men,
The Conversation and 2010), will take
part in the festival giving an exclusive
conference and disc signing session.
Soncinemad has also announced
details on its program for the “Ex-
traordinary Concert” which will take place on June 29. The Carlos
IIT Orchestra will perform works by attending composers Gabriel
Yared (The English Patient and The Talented Mr Ripley), Chris-
topher Gordon (On the Beach), Angel Illarramendi (Yoyes, Tiempo
de Tormenta, Sin Fin, Teresa — el Cuerpo de Cristo and Los Bor-
gia), Carles Cases (Perfect Skin, Food of Love and Morir (o no)) and
Christopher Young (Murder in the First). Yared and Gordon will be
conducting their own pieces. The other concert taking place during
the festival features the music of Alan Silvestri. mc
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USC FILM SCORING PROGRAM — SMPTV

FLORA L. THORNTON SCHOOL OF MUSIC

B 1 year graduate certificate program with new expanded B Numerous scoring sessions with L.A. union musicians on
curriculum Hollywood scoring stages and studios

M Faculty comprised of working professionals, including: B New curriculum includes composition for video games

Christopher Young, Pete Anthony, John Frizzell, Richard
Kraft and Joel McNeely

Student film and interactive media projects in
partnership with the USC School of Cinematic Arts and

B Master Class and Orchestration Series on the Spielberg HEClaienotve Medis igion

Scoring Stage Industry support and internship opportunities
FOR MORE INFORMATION GO TO OUR WEBSITE OR CONTACT:
Brian King — Program Director and Professor of Clinical Studies
TEL:213-821-4192 »

www.uscsmptv.com ® www.usc.edu/schools/music/programs/smptv

USC

THORNTON
SCHOOL OF
MUSIC

E-MAIL: smptv@usc.edu
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PROVIDING PROFESSIONAL TRAINING IN THE ART OF
CONTEMPORARY FILM SCORING

Founded in 1997 by two-time Emmy Award-
winning film/television composer Hummie Mann,
(“Robin Hood: Men in Tights”, “In Cold Blood”,
“Cyberworld 3d” Imax Film), this internationally
recognized program - taught by the

program's creator - offers both theory

and methods for writing dramatic music

for motion pictures, television, video

games and other media as well as in-

depth, first hand knowledge and tools to

succeed in the film scoring industry.

PACIFIC
NORTHWEST

Experience this invaluable program in the Now

“2007 Two-Week Summer Intensive Session”
July 9" ~ 20"
Seattle, Washington

Register

i

Recent graduates of The Pacific NW Film Scoring Program offer the following feedback;

“...0It has been about a year since I graduated from Hummie's class. In that time I have scored 13 short films, one of which is
at Sundance this year, and I just finished conducting the recording of my first feature film score with a small string orchestra
at Capitol Records in Hollywood.”

“...I have already earned a Master's Degree in Music, but the material I learned from Hummie Mann at the Pacific Northwest
Film Scoring Program has been some of the most useful and practical instruction I have been given.”

“...This course was stimulating and well-defined, and conducted with flair & intellect. No stale academia here!!!”
“...As far as we all know, this is the only place in the world where budding film composers can score for an orchestra and

have the incredible learning experience of all that is involved in the process, guided by a composer who makes his
living this way. An incredible in-depth, hands-on journey.”

Students recently completing the Pacific NW Film Scoring Summer Intensive Program had this to say;

“...The most practical course an aspiring film composer can take.”
“... can’t imagine how I could have learned this much about film scoring so quickly in any other way.”

“...The amount of practical knowledge and tools that were conveyed were well beyond
what I expected or paid for!”

For additional information and to register please visit our website at
www.pnwiilmmusic.com

or call 206.230.0222 or 800.546.8611
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A new
darkness for
superheroes

CHRISTOPHER YOUNG scores SPIDER-MAN 3

BY DANIEL SCHWEIGER AND MIKAEL CARLSSON

Spider-Man 3 must have been a huge project for
you. Can you tell me about your past six months
as a film composer? How does it compare to the
other 70-80 features you’ve scored?

Yes, indeed the past six months have been very in-
tense. Not only did I write the music to Spider-Man 3
during that period of time, but also Ghost Rider as well
as the score for a film called Lucky You. How did Spider-
Man 3 compare to the other films I've worked on? Well, it
was probably the most intense experience I've had, only
because I knew of the tremendous importance for me to
come through on this one. I knew it was probably going
to be the most succesful movie I've ever worked on, the
most viewed movie I've ever worked on... certainly more
money had been spent on this movie alone than probably
half of all the movies I've worked on. So when you know
that, going into it, you know that you cannot afford to
make mistakes. Above and beyond that, because I was
very thrilled that Sam Raimi called me and asked me to
score the film and had been a fan of mine for a while, I
didn’t want to let him down, because I adore him.

What was Sam Raimi’s vision of the music in this
film? This third film seems to have even more
dark elements than the previous ones?

Well, I guess two things can be said. One is that he
was very much encouraging me to come up with melodies
that he could immediately identify. He loves quickly iden-
tifiable, hummable tunes. And because the picture was
dark, and he had a history, as I did, of working in horror
movies, he was okay with the music getting pretty dark

4 Weekly 1SSUE 16 « MAY 22, 2007

when it needed to get pretty dark — we left comic-book
land and almost went into horrorland, you know. That
was a concern with the studio in the beginning, I think.
But above and beyond that, the only thing he was really
specific about was where and when we were going to use
Danny’s themes, and in what sort of presentation would
we use them.

What do you think that Sam Raimi sees in your
music? Would you describe yourself as his “go-to”
composer?

I can’t speak for Sam because I don’t know what he
really thinks, but I’d like to believe that in my music he
sees the kind of aggressive, dramatic music that compli-
ments the aggressive, dramatic nature of his movies. Any-
one who knows his work knows that he’s in your face, his
movies are in your face, there’s no pussyfooting. I think
we're cut from the same cloth, we have the same kind of
nightmares. I knew after seeing Evil Dead for the first
time that this was a director who lived in the same world
as I did, so I think there was this connection that had to
be made. I know that Sam is a melody man, he loves to be
able to hum themes from his films, and I too like the idea
of being able to come up with instantly recognizable and
hummable themes. I guess it was just the right mixture
of aggressive drama in both of our approaches to what we
do, a mutual love for instantly memorable melody and a
like-minded way of seeing life via the world of twisted
images. Am I his “go-to” composer? It appears, knock on
wood, that at this moment I am. Not only for him as a
director but also as a producer at Ghost House Films.
T've done both The Grudge and The Grudge 2 for him as
a producer, two films for him as a director, The Gift and

THE TOP 10:

CHRISTOPHERYOUNG

/“’_\ N

Christopher Young'’s best-

known projects:

1. SpiderMan 3 (2007)

2. Swordfish (2001)

3. Entrapment (1999)

4.The Grudge (2004)

5. Rounders (1998)

6. Wonder Boys (2000)

7. Ghost Rider (2007)

8. Runaway Jury (2003)

9. Bandits (2001)

10. The Hurricane (1999)
Source: IMDb

Christopher Young is
represented by First Artists
Management.
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THE FILM:

SPIDER-MAN 3

VETEEFF -1 T =

Plot outline: A strange
black entity from another
world bonds with Peter
Parker and causes inner
turmoil as he contends with
new villains, temptations,
and revenge.

Director: Sam Raimi.
Producers: Avi Arad, Grant
Curtis, Laura Ziskin.

Stars: Tobey Maguire,
Kirsten Dunst, James
Franco, Thomas Haden
Church, Topher Grace.
Production companies:
Columbia Pictures, Marvel
Enterprises, Laura Ziskin
Productions.

Spider-Man 3 and little portions of Spider-Man 2. Hope-
fully this will be the beginning of a long lasting and eter-
nal friendship and “good vibes” working situation.

Do you have as much of an affinity for superhe-
roes as you do for horror?

To be honest, I wasn’t sure that I had it in me for su-
perheroes. This is a new venue for me. As it turns out I'm
thrilled to say I have a complete musical affinity for su-
perheroes. The language for superheroes and especially
the villains that they battle are not too far removed from
the gothic horror world. A lot of what I did in Spider-Man
3 and Ghost Rider can be compared to some of the scores
I did for some of my bigger, more gothic horror films like
Hellbound and moments of Species. They’re kind of next-
door neighbors so I feel lucky that I have just found out I
have an affinity for both.

Were you into Spider-Man comics as a kid?

I cannot tell a lie, no, not really. I'm sure the fans will
be disgusted that the guy who wrote the score for Spider-
Man 3 was not a Spider-Man junkie as a kid. I certainly
had tremendous admiration for comics but I just didn’t
read them. I mainly read magazines that were in the fan-
tasy domain like Eerie and Creepy and Famous Monsters
From Film Land, Forest Ackerman’s magazine. So I was
more a monster comic/magazine fan.

Could you talk about how you became involved
with the Spider-Man movies?

It was at the very end of Spider-Man 2, close to the
release date, that I got a call from Sam asking if I could

come in to fix a few cues because Danny Elfman wasn’t
available to make the fixes that Sam felt the music need-
ed. So on very short order I was asked to rewrite one of
the big moments, the scene in which Spider-Man and Doc
Ock are fighting on top of the subway and the train goes
off the ledge. That was a 4 1/2 to 5 minute scene. Earlier
on I was asked to score the scene where Doc Ock’s experi-
ment goes bad and he turns into the monster. So, based
on my success re-scoring those two scenes I was asked to
do Spider-Man 3.

How much music did you write — and re-write?

There was about 104 minutes of music spotted in the
movie. But, remember, when you spot 104 minutes of mu-
sic, you always have to add at least a third onto that total
for re-writes or revisions. A lot of the music was revised,
some for compositional reasons, dramatic reasons — and
a lot for picture editing purposes. Once a cue is written, if
the picture changes, of course the cue has to be changed
to acknowledge the new cut. But fortunately, the majority
of the themes that I wrote were accepted by Sam immedi-
ately. As a matter of fact, come to think of it, I don’t think
there was a single theme that he threw out in its entirety
— he seemed to respond very favorably to them all right
from the get-go.

With so many characters in Spider-Man 3, which
ones did you want to give themes to? Was it dif-
ficult weaving all of them together?

I wanted to give new themes to all of the characters.
The biggest challenge on this movie was that there were
so many different characters. I remember when we spot-
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ted the film we realized there was the potential to have
14-15 unique themes. I said to Sam “You know, I think
we may have a problem here because that would be over-
loading the film. You don’t want to have the audience
lose touch with the bigger story line by having too many
themes and fragmenting the film.” Still, there were a ton
of themes in the movie and coming up with memorable
themes was a challenge. They needed to somehow not only
seem connected to each other but they had to be in the
same ballpark as Danny’s themes from the previous mov-
ie so that they would blend together. The ones that were
crossovers from the first two movies were the Spider-Man
theme, the Green Goblin theme, which I mutated a bit
to make it the Son of Green Goblin theme, and the “fate”
themes, those were the three main themes that I used
throughout the picture that were Danny’s. Of the themes
that I wrote originally, the one that was the first one to
come out of me was the Black-Suited Spidey theme. What
normally happens when I get on a movie is that I see the
movie a couple of times, then don’t watch it for about ten
days, and then I just walk around with my cassette ma-
chine and anything that comes into my mind I will hum
into it, or go to the piano and knock it out. It’s just sort
of like throwing everything against the wall and seeing
what sticks. Surprisingly, with the Black-Suited Spidey
theme, that turned out to be the very first idea I had for
that character — and usually, you know: the first one, for-
get it! It’s maybe the fifteenth one I settle on, but this was
the first one. The rest of them did take some time, but I
didn’t have a lot of time so I was fortunate in that most of
the themes that you hear came fairly quickly and didn’t
require many revisions on my part before I presented
them to Sam. Now, what makes the Black-Suited Spidey
theme unique I guess is that I had eight tuben [Wagner
tubas] playing that in unison, so that’s a really loud, sort
of hunting horn sound that distinguishes that. Of all the
new themes that I brought to the picture I would have
to say that that one is probably my favorite. The other,
and probably most colorful of the themes, was the Sand-
man theme, when he is in his mammoth form. That was
scored for a very low woodwind and brass ensemble, play-
ing the theme in unison again, including two contrabass
saxophones, two contrabassoons, two contrabass clarinets,
and eight french horns. So again, this is a low end sound,
all in unison, and hopefully really aggressive and some-
what ugly in nature. Then there is the Black Goo, which
is not a theme, it’s more like a soundbite. In that case
there were three flautists who utilized a technique we
called the “buzz tone.” Basically, they took the flute apart,
and instead of blowing over the hole which is what you
normally do, they buzzed with their lips as if they were
playing a trumpet, they blew into the inside of the flute
and then clicked the keys on the flute and created this
weird ambience that was put through delay. That’s pretty
colorful. The Venom theme was, again, for full brass blar-
ing away again in a unison melody. The Uncle Ben theme
was for solo piano. Indeed, there was a love theme but
that never made it into the movie. It was for solo cello.
The Aunt May theme, which also didn’t make it into the
movie, was for solo strings. There was some sad MdJ stuff
which was also for piano, and that didn’t make it into the
film. There were a few themes I wrote that didn’t make it
in the movie, three, ultimately, that were replaced with
Danny’s themes from the first two movies and those were

4 Weekly 1SSUE 16 « MAY 22, 2007

"
w
o
2
o
o
<
o
=
o}
-
o
o
~
o
o
N
©

the love theme for Peter and MdJ, the Aunt May theme and
the sad MdJ theme.

How “monstrous” did you want to make Venom’s
music?

Pretty monstrous. It’'s a pretty fat theme, its got eight
French horns screaming the line and a choir on it as well.
Its interesting, in the original cue I wrote for when the Ven-
om body dies, as well as Eddie Brock, I did a big version that
was not used. So what you hear was as big as it was enabled
to get. We decided it was better for the scene if I didn’t have
thematics but more weird ambient music, which is what I
ended up doing. But I did want it big and unfortunately its
biggest moment did not appear in the film.

One sequence where your music really stands
out is where The Sandman rises from the dust to
discover his powers. In a way, would you describe
it as a similar musical approach to your famous
“Resurrection Waltz” in Hellraiser?

Absolutely, they had temped the film not with the “Res-
urrection Waltz” but with a cue from Hellbound that was
mysterious and sort of tragic. It was very much like what
I ended up writing for Sandman. That was one of those
moments where Sam had a very clear concept of what he
wanted to do with the music and he felt the cue from Hell-
bound perfectly demonstrated that so I used it as my mod-
el. This was a situation where what ends up in the film is
directly influenced by a past film and that was a great idea
on Sam’s part. If I had not heard my own music I probably
would have written something totally different.

For Spider-Man 2, you wrote two very striking
cues - one for the Doc Ock birth sequence, and
one for the train chase. Were you able to revisit
any of those two different kinds of writing in
Spider-Man 3: the large gothic approach and the
intense, ostinato-driven action scoring?

THE SCORE:

SPIDER-MAN 3

Composer: Christopher
Young.

Conductors: Pete Anthony
& Bruce Babcock.
Orchestrators: Pete
Anthony, Bruce Babcock,
Brad Dechter, Jon Kull,
Sean McMahon, Sujin Nam,
David G. Russell, Martin St.
Pierre.

Scoring mixer: Robert
Fernandez.

Music editor: Thomas
Milano (supervising), Shie
Rozow, Michael T. Ryan.
Contractor: Peter Rotter.
Other team members:
Flavio Motalla (score pro-
ducer), Konstantinos Chris-
tides, William V. Malpede,
Sean McMahon, Sujin Nam
and Martin St. Pierre (score
coordinators), Bryan Cle-
ments, Mark Eshelman and
David Marquette (scoring
crew), Mark Graham (music
preparation), Greg Loskorn
(scoring technician), Adam
Michalak (score record-

ist), Assaf Rinde, David G.
Russell and Richard Temple
(score programmers).
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I would have to say, without a shadow of a doubt the
dark gothic sound! The wonderful thing about this movie
is that all these villains are dark, and the film itself goes
into a much darker region than the other ones have, be-
cause Spider-Man himself goes down the wrong street for
a while. Yes, the film definitely allowed me to continue
to explore the gothic aspect of film music that I adore so
much. Now, the ostinatos — pertaining to them, sure, any
time there are two people chasing each other you have to
incorporate an ostinato, or you're gonna put your audi-
ence to sleep. So, all the action music in the film is totally
laiden with ostinatos of all shapes and sizes. None of the
ones that I used in that train sequence re-appear in this
movie, but the concept remains the same.

What can you tell me about the temp track on Spi-
der-Man 3, reflecting the fact that you were hired
on the previous film to write something very close
to what was on the temp track there - Hellbound?
Right... this time around, considering all the music that
had to be written, there were very few scenes where Sam
was so in love with the temp that he really pushed me in
duplicating, except of course those areas where Danny’s
music appeared. That was different. There I was either
literally transferring some of that music into my score, or
adapting it somehow. But outside of those moments, no, I
never had to pay that close attention to what was going on
in the temp. This time around, the majority of it was culled
from a variety of sources, including my own work but not
exclusively my own work, nor exclusively Danny’s.

How did you relate to the music Danny Elfman
wrote for the two first films? He usually has a very
motif-driven style.

I tried my best to honor Danny Elfman’s music, to
do justice to his work. It was so critical to the success of
the first two movies — I didn’t want to mock it up. I knew
that when I accepted the job, I would have been making a
tremendous mistake if I hadn’t treated his material with
the same kind of seriousness that I was trying to treat
my own. It was a tough job — of course, had I been given
my way I would have loved to rewritten the entire score,
and not have to worry about utilizing his stuff at all. But
of course that wasn’t gonna happen. I guess, the best I
could have done was to try to figure out a way to come up
with my own material, and hopefully hold on to my voice,
and somehow succesfully wrap myself around his themes,
so there was a seamlessness between my stuff and his
stuff. Yes, indeed his music is pretty motivic, but the main
Spider-Man theme and the Green Goblin theme are very
singable tunes — that’s what I like. Some of my villain ma-
terial has longer lines than Danny usually likes to write,
but then again some of my villain themes are more mo-
tivic, just like his are. I would have to say that the Black-
Suited Spider-Man theme is probably the one that is more
complete and longer than any of his themes.

How did you want to balance the film’s action
with its emotion?

With the emotional music, the challenge I had was
whether or not I was supposed to treat those dramatic
moments as if they’re happening between two people that
had real lives and had nothing to do with the fantasy of a
comic book movie. When I saw Peter in tears with Aunt
May I thought to myself, “Well if this scene was in any oth-
er movie, this is how I would score it,” and then no sooner
would I write the cue I would think, “or should I twist it
around to make it more for a comic book movie?” That was
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the tough part but ultimately I decided I would keep it
straight. I know Sam was very happy with it; he was glad
that I didn’t make it sound like a comic book movie.

What kind of spin do you think you put on the
traditional “superhero” score here?

In that I come from a horror, thriller, suspense back-
ground, as does Sam, I think at those moments where I
was allowed to “go dark” I may have brought the score to
a new level of darkness for superheroes. I think that my
lust for massive music and ultra high drama may have
contributed some of the heaviest superhero music.

What kind of pressures do you think a film of this
size brings on a composer? How do you deal with it
while keeping your creativity — and sanity - intact?
[Laughs] A lot of pressures, the biggest one being that
this is the third installment in a very successful franchise
and more than anything else the franchise must be main-
tained. It was an odd place to be because the composer
who had been successfully attached to the first two movies,
which had done extraordinarily well, was not going to be
involved in this one. I think of the major participants on
the previous two movies, he was the only one to leave and
the music is a major contribution to both of those movies,
and everyone knew it was going to be a major contribution
to the third movie. Now, someone entirely new is coming
in. They’d had a brief experience with me on Spider-Man 2
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doing the fixes and that sort of paved the way, but it must
have been nerve-racking for them and I knew it was like,
“Is the kid going to be able to do it? Is it going to be like
Danny’s? Is he going to be disrespectful to Danny’s stuff?
Will he honorably embrace it and do his best to do it jus-
tice?” Of course I was going to do that, there was no way
that I was going to mismanage myself and not treat his
themes the same way I would treat my own. I remember on
the first show and tell I was a nervous wreck. I wasn’t sure
if they were going to like it, but fortunately they did. Sam
fell in love with the Black-Suited Spiderman and Sandman
themes especially. He was great to work with. He made me
feel so much more comfortable. There was a certain point at
which I finally got the thumbs up from him and that mo-
ment certainly made it a lot easier. I didn’t sense that he had
any regrets that Danny wasn’t available so it wasn’t like I
was walking in as a second stringer. Everyone in my office
was a little edgy because they knew that I was a little edgy,
very worried about whether or not I was going to pull this
off. I guess the only way you can keep yourself from tipping
too far into the super anxiety zone is by knowing you have
to get some music written. So you have to shut that down for
the time that you’re writing the music and the minute the
cue is done you can immediately move back into that place
of panic. The whole thing about surviving in any aspect of
movies is maintaining an even keel. Certainly when Sam
was here it was always smooth sailing, I was always joking
with him and relaxed.
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A big film like Spider-Man 3 is not only about music
and aesthetic choices: it’s also about politics. What
was that process like, from your point of view?

Yes, no question about it, politics were very much a
part of this project. Fortunately, I didn’t have to worry
about the studio not backing up Sam for the most part.
It was unquestionably his show. I only had to be politi-
cally minded in trying my best in acknowledging every-
one else’s concerns. But at the very end, the big issue
was about my stuff getting replaced at the last minute
with more of Danny’s stuff. And that made perfect sense
because this film was the most expensive movie in the
history of movie making and the solvency of the studio
rested on the success of this movie. The studio decided
that they probably needed to retain more of Danny’s mu-
sic from the first two films for continuity’s sake. Quite
frankly, I understood why they had to do it — if I was
the head of a movie studio and I had 300 million dollars
resting on a movie, and I got it in my head that the best
way to help get the money back was to change the music,
I would change it too! I don’t think anything I did was
wrong, because I know that Sam really loved it.

How did you make sure all of the music stayed
cohesive in the end?

Some of Danny’s principal assistants and arrangers
were brought in to work his themes into the picture. Their
job was trying to figure out a way to have it coordinate suc-
cessfully with what I had written. So, say a romantic mo-
ment came up in the middle of an action cue, the arranger
was asked to figure out a way to insert Danny’s music but
at the same time maintain cohesiveness so that it would
sound organic to what I had already written. I really had
nothing to do with it. I wasn’t there at the recording ses-
sions when that was being accomplished. The first time I
heard it was at the premier. But it had to be done and there
was very little time. Had there been time I would have done

it myself but I was still writing all the finale action music.

Is there any truth in the rumors about you and
Danny having worked together on the score?
Danny and I did not work together on this score, ever. As
a matter of fact, I didn’t even talk to him when I was on the
picture. It just didn’t seem necessary. I know that John Deb-
ney and Danny’s assistant, a woman who is an ex-student
of mine, Deborah Lurie, came in to make some revisions.

What team did you work with on the Spider-Man
3 score? How important is Pete Anthony for you,
for example?

I had an amazing team on Spider-Man 3. If I didn’t
have the team supporting me that I had, I would never
have made it to the finish line, period. Whenever possi-
ble, I try to bring back the same people I've always used,
because I adore working with them and they know me
extremely well and have done remarkable work time
after time after time. Of course, Pete Anthony not only
orchestrated the music with his team, but conducted as
well. His input on the scores is vital. Although I try to
be as accurate as I can about what I'm looking for, Pete
and his gang are responsible for face-lifting the cues and
making them sound seamless. It’s like musical plastic
surgery, little nips and tucks that makes it sound pretty.
On the recording end of things, I have Bobby Fernandez,
who has been recording all of my scores since Murder in
the First — and boy, they don’t get any better than him. He
has been around since nearly the beginning of time, work-
ing with such greats as Bernard Herrmann, Miklés Rozsa
on his last score, Jerry Goldsmith, Henry Mancini, Elmer
Bernstein — I feel incredibly lucky to have him onboard.

Thomas Milano, who you’ve worked with for

many years, was the supervising music editor
- how do you work together?
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He is the oldest member of my team, he’s been with
me the longest. We met going way back to a film called
Rapid Fire,1 met Tom through the director of that movie,
Dwight Little. Since that day I've used Tom exclusively,
whenever possible. He’s outstanding, knows me back-
wards and forewards, and of course he does everything a
music editor is supposed to, better than anyone else. But
in addition, he knows exactly when I need to have him
come in and give me some suggestions, he doesn’t push
his opinion on me. He’s a perfect right hand man.

You’ve joined the pantheon of composers like Jerry
Goldsmith and Bernard Hermann, who’ve had their
close-up in a film they’ve scored. Could you talk
about shooting your role as a rehearsal pianist? Did
knowing that you’d be in the film make you even
more determined to deliver the best score possible?
I was stunned when I got the call from Sam to do a
little acting. I knew that he had used Danny Elfman in
a cameo in The Gift playing a fiddle out in a swamp, so
the concept when it came up wasn’t completely out of left
field. I knew he liked to include real musicians playing
real musical parts that he might need in the picture. I
was honored, thrilled, scared shitless because I'd never
done this before and my greatest fear was if I flunked
as an actor was it going to reflect on his opinion of me
as a composer? There are three scenes of me in the film,
two you'd never know, the first being when MdJ walks
down the staircase for her debut, you can see the back
of my head as I'm in the pit conducting. Then shortly
thereafter, my second appearance is backstage after the
opening performance of the musical when Peter comes
back to congratulate MJ I'm directly behind them talk-
ing with some people. But the most prominent scene is
the one in which she comes the following day to find out
she’s been replaced. Now, I'm actually not the rehearsal
pianist there, that was someone else, I'm the one stand-
ing. All in all it was great to be on set, the scenes were
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shot at the Orpheum Theater in downtown Los Angeles
and just to be able to walk around in that theater for a
couple of days was a complete rush. Sam’s directions to
be were minimal, he just said “Okay, in your close up look
uncomfortable. She’s just shown up and everyone in the
room knows she’s been fired. How is she going to make it
through this gracefully?” So those were my instructions,
it was like one take as far as I can remember. Probably in
a subconscious way it made me want to deliver. Whether
I was in it or not I knew I needed to deliver the best score
possible. I guess being in the film made me feel like I was
really a team player and therefore had to come through
with that much more pizzazz on the score.

Are you signed up for more Spider-Man pictures
after this? Do you think that the film’s likely mega-
success will set you up for more superhero scores
- especially any future Ghost Rider sequels?

I have not signed up for any more Spider-Man pictures
after this, however if they make a fourth one, which I'm
assuming they will, I'd be thrilled to score it. The question
is if they bring another director in, should Sam Raimi not
direct it, would another director want to have me on board
or would he want to bring in his own guy, which is nor-
mally what happens. But that aside I would be delighted to
do another Spider-Man movie, I would be in heaven. This
films’ success hopefully will open up the door and allow me
to continue to do superhero movies. I know the feeling is
that I succeeded on both Spider-Man and Ghost Rider and,
like I said, maybe this will be a superhero period for me. I
would be so thrilled to continue to do this genre of films. I
don’t know if they’re doing another Ghost Rider, I suspect
that they might want to and I would be dying to do another
Ghost Rider. 1 feel insanely blessed that I was able to do
both of these movies and I want to continue to do more of
them, and if they knock on the door I'll go running back. l

wwuw Listen to Christopher Young talk about SpiderMan 3.
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Pirates trilogy ends with style

¢ Pirates of the Caribbean: At World’s
End (Hans Zimmer) —-Walt Disney Records

BY DANIEL SCHWEIGER

If you filled up Jack Sparrow’s ship with all of the
composers, computer gear, and ancillary musi-
cians that comprised the score for the new Pirates
of the Caribbean film, their combined weight
would immediately sink the boat to the bottom of
Davy Jones’ Locker. But then for a movie where
being drowned is the E-ticket to becoming some
wondrously gruesome creature, and death is but
a good reason to get resurrected for a third film,
this kind of fate is far from a bad thing- especially
when it results in a wonderfully bombastic score
that ranks as the best in the Pirates trilogy.

But then, perhaps only a musical captain
with the creative Aubris of Hans Zimmer would
throw himself into a maelstrom where money
and creativity were no object, and emerge with
booty, instead of indulgence, in hand. While it
was Zimmer s protégé Klaus Badelt who scored
the first Pirates, the melodic course that would
lead Zimmer and his crew to At World’s End
was definitely set. It’s a sea of booming percus-
sion, darkly heroic melodies and rock and roll
grooves. This certainly wasn’t your grandfa-
ther’s pirate score, though the swashbuckling
ghosts of The Sea Hawk and The Buccaneer
were definitely on deck.

When Zimmer himself entered the fray with
Dead Man’s Chest, he turned it up a consider-
able notch, bringing in an organ for Davy Jones’
tentacles to caress, as well as a metal guitar
for the Kraken attacks. It was a headbanger’s
ball of epic, musical testosterone, a perfect ap-
proach for the first-person shooter generation.
While Chest’s enjoyable, if repetitive action,
had the inadvertent effect of making some of
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the music a bit amorphous, the musical ship
has now been thoroughly spit-shined for Az
World’s End. It’s a score that’s bigger, badder,
yet somehow more polished in the bargain.
And no matter how gigantic the special and
sound effects get here, Zimmer’s soundtrack
cuts through the wondrous onscreen noise to
become its own, awesome entity.

Just about every cue in At World’s End
stems from a character, with action, romance
and spectacle added to the basic rhythms. Zim-
mer scores in much the same way as a master
chef, adding spices to good stock. And it’s a
huge, tasty brew here, with a real sense of evo-
lution from Dead Man’s Chest. Beginning with
the catchy pirate anthem “Hoist the Colors,” A¢
World’s End leads us to the Oriental rhythms
of Singapore, the surreal atmosphere of Jack’s
limbo, and the raging, symphonic sea battle
that settles all accounts between heroes and
villains. Accompanying the musical journey are
ghostly choruses, period specific fiddles and bi-
zarre, cool sounds from God knows where.

It’s a talent for inventive melody
has allowed Zimmer to become a scor-
ing studio onto himself, a hyper-cre-
ative factory whose product and min-
ions have changed the face of movie
scoring- like it or not. But when movies
like Pirates of the Caribbean demand
almost unceasing music, the Zimmer

style is to play through scenes (and
nearly three hours here) in huge emo-
tional brushstrokes instead of hitting
every onscreen action. It’s a craft that’s
all about mood and melodic grooves,
which At World’s End has in catchy
abundance. And in this way, it’s no dif-
ferent from how Eric Wolfgang Korngold
scored The Sea Hawk, composing lots of
notes for an overall impact. But Korngold
never had Zimmer’s backup, or bells and
whistles- all of which sounding off here
with amazing dexterity. And while you might
miss the outrageous rock guitar and organ
playing that distinguished Dead Man’s Chest,
there’s some wonderfully gonzo stuff here. No
more so than in a rock guitar spin of a Spaghet-
ti western showdown. It’s probably the coolest
tribute that Ennio Morricone will ever receive.
Zimmer’s albums are distinguished for his
ability to put oodles of music into highly listen-
able suites, a talent that serves this CD very well.
And with the best selections on deck, At World’s
End is alive in the way that few mega-blockbuster
scores are. From the playfulness of Jack Sparrow
to the sweeping romance of Will and Elizabeth
and the climactic balls-out action, this is exactly
the kind of powerhouse scoring that makes kids
fall in love with film music, not to mention fan-
tasy adventures to begin with. In a summer of
uncertain blockbusters, bigger has never sounded
better than the treasure that Hans Zimmer and
his crew have found At World’s End. |
Courtesy of iFmagazine.com
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Jerry Goldsmith
classic rediscovered

by Film Score Monthly

For a long time, it was
believed that Jerry
Goldsmith’s score for
the 1965 sci-fi film
The Satan Bug, was
lost. Now, parts of the
score has been redis-
covered and released
on CD.

Film Score Monthly has
released Goldsmith’s score
for the film, but it’s a disc
that has been named "ar-
chival edition” due to the
fact that only 40% of the
original stereo masters
were rediscovered and the rest of
the music on the album contains
music and sound effects.
"Because, in our opinion, all
Jerry Goldsmith music is worth
preserving, this premiere ’ar-
chival edition’ of The Satan Bug
combines the music-only tapes
with the music-and-effects source
(newly retransferred) for a chron-
ological presentation of the com-
plete score,” explains Film Score
Monthly. "The surviving music-
only sections total 30:34, and our
original intention was to release
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this material only. We then decid-
ed to add the music-and-effects
cues as a bonus. It simply hap-
pened to work out that the mu-
sic-and-effects cues ’cleaned up’
better than we had hoped, due in
large part to the transparent way
Goldsmith wrote the music, and
that the cues were best presented
chronologically.”

Also just released by FSM
is Frank DeVol’s score for The
Dirty Dozen from 1967, featur-
ing nearly 60 minutes of original
score plus almost 20 minutes of
bonus tracks.

e 100 Greatest Film Themes (6-CD set, various) — Silva Screen
e | Capture the Castle (Dario Marianelli) - MovieScore Media

JUNE 5

e [ ucky You (Christopher Young) — Varése Sarabande

JUNE 12

e The Lives of Others (Gabriel Yared/Stéphane Moucha) - Varése Sarabande

JUNE 19

e Bloodsport (Paul Hertzog) - Perseverance
e Fvan Almighty (John Debney) — Varése Sarabande
e Shrek the Third (Harry Gregson-Williams) — Varése Sarabande

JUNE 26

NEW Conversations With God (Emilio Kauderer) — Lakeshore

e The Enforcer (Jerry Fielding) - Aleph

e L ive Free or Die Harder (Marco Beltrami) — Varése Sarabande
NEW Peaceful Warrior (Bennett Salvay) — Lakeshore

JULY 10

NEW Disturbia (Geoff Zanelli) - Lakeshore
e Harry Potter and the Order of the Phoenix (Nicholas Hooper) —Warner Bros

mc
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What do you mean,
you don’t know who
Maurice Ravel is?

His music is alive and well and still
influencing film composers today.

But what about you?

ALEXANDER PUBLISHING'S PROFESSIONAL ORCHESTRATION SERIES

ow Ravel Orchestrated:

Mother Goose Suite

may be the one
book you must have in
your library with its
newly engraved score,
complete analysis, and
CD of the recorded
performance licensed from
the Grammy winning
Naxos Recordings. It was
composed by a Frenchman
passionate about sound
and color, who spent hours
questioning musicians
and pondering musical
combinations in his
imagination, hearing
internally how to voice the
low end of the clarinet with
the celeste, muted French
horn with pizzicato violas,
rising string ensembles that lift you into the heavenlies
(hello E.T.) then anchor you to earth with the entrance of
the basses, love at first sight, happily ever after, the sound
of the orient, and many more devices and combinations in
this one score that originally started out life as a four-hand
piano piece for children.

How RAVEL
. ORCHESTRATED

W ,
MOTHER GOOSE SUITE |

There are five suites matched to their original short story
(several of which are surprisingly violent to the point you
might not want to read them to your own children!): The
Sleeping Beauty In The Woods, Little Tom Thumb, Little Ugly:
Em;?iress of The Pagodas, Beauty & The Beast, and The Fairy
Garden.

In one book, you get the story, the score, and a very
practical orchestration analysis with techniques you
can apply immediately in your writing, and can test out
through sequencing with your libraries. Such learning!
There’s also a bonus piece written by one of Ravel's
favorites, Edgar Allan Poe.

For easy study, the score is 8.5 x 14, and you can
download a bonus PDF version that you can mark up to
your heart’s content.

How Ravel Orchestrated: Mother Goose Suite book/CD
combination, is a mere $49.95 (including the bonus score).
Father’s Day is coming, so treat yourself. But if you're not
a father, treat yourself anyway. Available exclusively and
only at Alexander University’s TrueSpec Systems. To order,
visit our web site or call 1-804-733-6122 (Monday through
Friday from 10AM to 4:30PM Eastern Daylight Time).

WWW. TRUESPEC.COM
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http://www.truespec.com/ravel-orchestrated-mother-goose-suite-p-410.html
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Intrada releases Friedhofer scores

B Intrada Records latest release
is a CD featuring two scores by
Hugo Friedhofer: In Love and War
and Woman Obsessed!, both of the
20th Century Fox titles released in

i Vi, #/.4’/3//

6 /’;-/'A’—)/) :

the late 1950s. The limited release
(1,200 copies) feature the complete
score from the last-mentioned film,
and all available score cues from
the other one, both in stereo.
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SEPTEMBER DAWN

S L EEIES 1AM REST SRS IEAEE
WWILLIAM RIS

New Ross score on BuySoundtrax

B William Ross latest original
score, September Dawn (writ-
ten for the drama by Christo-
pher Cain), has been released
on CD by Buysoundtrax. The

Deal Of The Year!

film tells the story about the
first known act of religious terror-
ism in the USA, the murder of 120
Utah citizens in the name of God on
September 11, 1857.

East/West Platinum Library

Symphonic Orchestra Platinum Is THE Top Choice Of Film Composers Around
The Globe. Now Save 55% And Get The Platinum Pro XP Expansion Pack,
An Upgrade To The Upcoming 64-Bit PLAY Version, And A Pace iLok Key For FREE!

_audiaMIDI
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Naxos 1s an astonishing
resource for composers

Astonishing resources for composers,
arrangers and orchestrators (and

film producers!) are available at
www.naxos.com and its sister site,
www.naxosmusiclibrary.com.

By PETER LAWRENCE ALEXANDER

When I say astonishing, I'm referring to over
230,000 streaming audio tracks available 24/7
covering over 5000 composers, weekly 20-min-
ute narrated podcasts featuring composers and
their music (I've been “researching” by listen-
ing to a podcast about John Adams piano works
as I write this), text resources, the 77-channel
Naxos web radio, and a great deal more.

H PODCASTS
http:/naxos.com/podcasts/podcastslist.asp

We start with the Podcasts because they’re
free. Once you click the small podcasts ad in
the lower right hand corner, you're taken to the
podcasts page where you find four categories
of podcasts:

*The Naxos Classical Music Spotlight
eAmerican Jewish Music from the
Millken Archive featuring Leonard Nimoy
eInterview

eNaxos Audio Books

Getting setup is simple if you're already
using Podcasts. But if you're new to podcast-
ing, you may find the Naxos instructions a bit
clunky since they put the instructions at the
top with screen shots below them. If you don’t
have a podcast player, go to Apple and down-
load the free iTunes player (http:/www.apple.
com/itunes/download/). Then follow the in-
structions on the Naxos site.

Podcasts are roughly 20-minutes long, so
give them time for downloading. I tested them
on a Hewlett-Packard 17” widescreen with 1GB
of RAM, AMD Turion running XP Pro with
built-in Altec Lansing speakers using the sup-
plied HP “ear plug” headphones. Audio quality
is excellent, but I suggest getting a better pair
of headphones to really hear what’s going on.

Classical Music Spotlight — A year’s worth
are online. They generally feature a composer,
but sometimes the narrator, Raymond Bisha,
talks on a theme. I listened to John Adams
Piano Music, Orlando Gibbons and Three Cen-
turies of Bagatelles. Delightful is not a word I
use very often, but it’s the first word that came
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to mind as I listened to
these informative and
relaxing programs. The
nice thing about Bi-

NAXO0S
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New Releases | Artists | Composers | Labels | Music inMovies | Sets/Series | News | Reviews | Buy Online
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sha’s approach is that
you can just sit, chill,
and enjoy music for
a change rather than B c b EF oG
being rushed to knock
it out for a deadline.
Programming content
includes Mahler (Sym-
phony 5, Toru Takemit-
su, Hovhaness Sym-
phony #60, Sir Malcom
Arnold, Phillip Glass,
and four dozen more.

Aagesen, Truid (1593 - 1625)
Aasltoila, Heikki (1305 - 1992)
Abdallah, Kamildine (1543 - 1882)

Abe, Keiko (b 1937)

Abe, Komei (1511 - 2006)

Abel, Carl Friedrich (1723 - 1787)
Abelard, Peter (1079 - 1142)
Abelardo, Nicanor (1893 - 1834)
Abell, David (d 1576)

Aberg, Jan Hakan (b 1916)
Aberg, Lars

Aberg, Sven (b 1963)

Aberle, Juan (1845 - 1930)
abraham, Paul (1892 - 1960)
Abrahamsen, Hans (b 1952)
absi, Ayyost Tarish (b 1943)
Achron, Joseph (1886 - 1543)

le, A. d"

:52;‘ de la Halle (1245 - 1288)
As a composer, what -\Sam von ‘Fur\'da((litﬁ Lsuiw

Adam, Adolphe (1803 - 1856,
I liked about the pod- 2522!5 S f(él:i 11:’;
casts was the opportu- Adsmeon, Honar

. . . sv-\ggm_EH,jR;‘chard (1904 - 1977)

nity to get a listening I e
sample of complete el e

movements by compos-

ers whose works I'd not heard before. For exam-
ple, I think the last time I heard choral music
by Orlando Gibbons was in college. What a treat
to hear these beautiful arrangements and for
scoring, to have an excellent set of vocal works
to try out with Symphonic Choirs. There’s so
much here it would be easy to do a full column
on it. Simply put, this is an amazing education
for free that anyone who is a composer or who
wants to be a composer should take advantage
of. It’s that good.

American Jewish Music from the
Millken Archive featuring Leonard Nimoy—
This is an excellent collection of concertos, Yid-
dish music, and Bible stories.

Interviews — Right now, there’s one with
conductor Marin Alsop who trained under
Leonard Bernstein.

Audio Books — I listened to Kidnapped
and Treasure Island. My only disappointment
was that you just get a chapter read as a sam-
ple. But the reading was so good. I was drawn
right into the story.

H NAXOS.COM SUBSCRIPTION

This is where Naxos needs to clarify because
they have so many things you can subscribe to
at truly amazing pricing. You start with a sub-
scription to Naxos.com. For $19.95, you get a
one-year subscription and access to over 5000
Naxos published CDs. The screenshot shows a
sampling of composers for just the letter A. o

Classical Music Home > Classical Music Composers

Abderemane, Said Hachim Sidi (b 1942)

O SEARCH CATALOGUE

I J] K L M N O P Q R S T U V W X Y 2z

Alard, Delphin (1815 - 1888)
Albemz Isaac (1860 - 1909)
Alberg, Peter (1885 - 1940)
Albere, Sebastian de (1722 - 1756)

Angulo, Hector (b 1932)

Ancnymous

Antheil, George (1900 - 1959)
Antonio Jose (1902 - 1936)

Anteniou, Theodore (b 1935)

Anzi, Giovanni d' (1906 - 1974)
Apell, David August von (1754 - 1832)

Albert, Eugen d' (1864 - 1932)
Albert, Heinrich (1604 - 1651)
Albert, Morris

Albert, Stephen (1941 - 1982) Appenzeller, Benedictus (1480 - 1558)
Alberti, Tnnocentio (1535 - 1615) Applebaum, Louis (1918 - 2000}
Albineni, Tomase Giovanni (1671 - 1751) Arambarri, Jesus (1902 - 1960)
Albrecht, Charles (1817 - 1895) Arauje, Afonso de (b 1947)
Albrechtsberger, Johann Georg (1736 - Arban, Jean-Baptiste (1825 - 188%)
1803) Arcadelt, Jacques (1507 - 1568)
Albright, William (1944 - 1998) Arcas, Jullar-(LBBZ 1882)

Alcedo, Jose Bernardo (1788 - 1878) Arcusa

Alcoy, Richard
Alexander

Arditi, ngu (1822 - 1903)

Alexandrov, Alexander Vasil'yevich Arefeldt, Sven (1908 - 1956)

(1883 - 19456) Arensky, Anton Stepanovich (1861 -

Alexandrov, Boris 1906)

Alexiadis, Minas (b 1960) Ariosti, Attilio (1666 - 1729)

Alexius, Carl (1928 - 2000) Arlan, Manfred

Alfano, Franco (1875 - 1954) Arlen, Harold (1905 - 1986)

Alfonso X (El Sabia) (1221 - 1284) Armand, Jacques (1892 - 1878)

Alford, Kenneth 1. (1881 - 1945) Armandola, Jose (1880 - 1945)

Alfven, Hugo (1872 - 1960) Armato, Antonina

Ali-Zade, Frangiz (b 1947) Arndt, Felix (1889 - 1918)

Alio, Francesc (1862 - 1908) Arnold, Chris

Allcan, Valentin (1813 - 1888) Arnold, H,

Alldah\ Par Gur\nar’(b 1943) Amc\d Mal::\m (1921 2006)
nnnnnnnnnnn =8 - 1A5M n 1740 - 107

The yearly subscription fee is equal to the
cost of two CDs at list at any Best Buy. The mu-
sic is available 24/7. You can listen to complete
tracks, but the downside is that you only hear
a track at a time. With a Mahler Symphony,
that’s not too bad. With the Bach Inventions,
every couple of minutes you have to pick the
next track. Even so, access to 5000 CDs 24/7
for twenty bucks!! I've had this subscription for
almost a year and it’s really fantastic.

As an example, here’s a screenshot of the
Albinoni collection. Just pick the CD you want
to hear and listen.

H NAXOS WEB RADIO
http:/www.naxosradio.com/

For $10 a year, you get FM quality. For $20 a
year, you get near CD quality. And what you're
getting is an annual subscription to advertising
free web-radio with 77 different channels to pick
from including classic film score, classic jazz,
chamber music, Baroque, composers by country,
piano, wind band, choral, and on and on and on!

Now here’s where it gets confusing. Naxos has
four subscription listening programs of which
the Web Radio is one. There’s also Spoken Word,
Classic Jazz, and the daddy of them all, the
Naxos Music Library. Spoken Word and Jazz
are available month to month or on a yearly
subscription. The price ranges. With Spoken
Word, you're getting 1200 works of literature
many with the text onscreen, too.



http://www.naxos.com
http://www.naxosmusiclibrary.com
http://naxos.com/podcasts/podcastslist.asp
http://www.apple.com/itunes/download/
http://www.apple.com/itunes/download/
http://www.naxosradio.com/
http://www.naxosspokenwordlibrary.com/
http://www.naxosmusiclibrary.com/jazz/
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COMPOSERS

ALBINONI, TOMASO GIOVANNI (1671 -1751)

view Albums

Tomaso Albinoni was a man of independent means whe did not find
= it necessary to associate with mere musicians, instead preferring
the company of wealthy patrons, including Corelli’s patron Cardinal
Ottaboni, Ferdinando 11T de’ Medici, and the Emperor Karl V1. He
was a prolific composer of more than fifty operas, over forty
cantatas, and a wide range of instrumental music, including 79
sonatas for one to six instruments, 59 concertos, and eight
sinfonias; during his lifetime his works enjoyed a wide European
distribution. He is particularly noted for his melodic gifts, although
a closer examination of some of his works, including the present
one, sometimes reveals deficiencies in their part-writing. The aria
“Vien con nuova orribil guerra' is a battle aria from his late opera,
L Statira, with a libretto by Zeno and Pariati, first performed in
Zome in 1726. Besides the trumpets, it also features oboes, an instrument for which in 1715
albinoni had been the first in Italy to write 3 collection of concertos, his Opus 7. In this work, the
drst trumpet and the first oboe split the role of competing with the soprano soloist.

COLLECTIONS FERATURING
OMFOSER'S WORKS

ALBUMS

COMPOSER'S WORKS ONLY

ADAGIG - The Ultimate Collection 8.570015-16 Orchestral, Instrumental, Concertos,

Chamber Music
ALBINONI: Oboe Concertos, Vol. 1

8.550739 Concertos
ALBINONI: Oboe Concertos, Vol. 2 8.553002 Concertos

5017 E

ALBINONI: Oboe Concertos, Vol. 3

8.553035 Concertos
ELEVAZIONE - THE MAGIC OF THE BIS-NL-CD-  Orchestral, Concertos
OBCE

B THE NAXOS MUSIC LIBRARY

www.naxosmusiclibrary.com
The Naxos Music Library is a review all
itself when you consider everything you get,

which is nothing
short of amazing.

To start, there’s
over 230,000 audio
tracks because Naxos
is expanding their
distribution, the Ii-
brary grows by leaps
and bounds monthly
(500 CDs are added
monthly). With NML,
aside from selection,
the big difference
between this and the
Naxos.com subscrip-
tion is that you can
select all the tracks
for an entire CD,
even a multi-CD set
like for opera, click
Play, and it just goes.

With all these fea-
tures, NML is more
pricey. You get two

options, near-CD quality ($150 per year) and
CD quality for $225 per year.

I’'ve worked with NML using near-CD qual-
ity for a year. Overall, it’s been a joy. You have

The Futureis Now.
Studyit. Imagineit. Create it.

Spring Quarter Classes begin March 31,2007

The Music Business

— Finding Your Place in the Music Business When You're Not a Musician
— International Music Publishing
— Music Supervision for Film

— The Musician’s Crash Course: A Practical Approach to Understanding
and Succeeding in the New Music Business

— Music Marketing in the New Music Industry Era: Sales, Retail, and
Digital Distribution

— Understanding Contracts and Deals in Today’s Music Industry

Music Technology

— Introduction to Logic Pro (Apple Certified)
— Introduction to Pro Tools
— Composing Computer-Based Electronic Music (Online)

such choice that it’s difficult to describe. And
because of that choice, if you go for the CD
quality, you often have multiple performances
of the same work. So not only can you see dif-
ferences in conducting and interpretation, but
also recording. For anyone doing a lot of MIDI
mock-ups, the $225 is worth it.

H THE ONLY DOWNSIDE

All the Naxos packages are dual platform.
But the downside is for Mac users. I've used
the NML on a Mac G5 using the MOTU Trav-
eler as my sound source. To get NML to work
properly, you have to use Windows Media
Player Mac version. The problem, as program-
mers creating sampling software will attest,
is that everytime OS 10 updates, they have to
update. So from one update to the next, it can
get glitchy. So I listen most often in the studio
through a PC running an E-MU 1820m audio
card and the sound is excellent.

B LEST WE FORGET

Naxos is a Grammy winning label. Most of
their CDs range in price from $6 to $8, and the
quality is excellent. So if you want “hard copy”
you can order direct from Naxos if you can’t
find them locally. |

UCLA Extension

Entertainment Studies & Performing Arts

Film Scoring

— Film Scoring Dialogues: A Seminar with Trevor Rabin

— Anatomy of the Film Score: Past and Present

— Orchestration I: Introduction to Instrumentation and Orchestral Usage
— Orchestration IlI: Score Analysis and Reduction

— Music Editing for Film, Television, and Beyond

— Film Scoring I: Form and Function

— Film Scoring I1I: Composing and Conducting to Picture—A Workshop
— Synthestration: Producing Orchestral Music with Samplers

— Survival Guide for Film and Television Composers

— Composing Music for Video Games

— Conducting: A Weekend Workshop for Composers

— Workshop in Music Notation Using Finale

To enroll, visit uclaextension.edu/entertainmentstudies and
clickon “Courses” to select the course of your choice or call
(310) 825-9971 or (818) 784-7006.

CERTIFICATE PROGRAMS OFFERED IN:

The Music Business | Recording Engineering | Film Scoring
ALSO OFFERING CERTIFICATE PROGRAMS IN: Film, Television and Digital Entertainment Media and The Business and Management of Film, Television, and Digital Entertainment Media

uclaextension.edu/entertainmentstudies

6739
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Neal Acree: Juncture.

Tree Adams: Keith.

Mark Adler: Noble Son (co-composer) ® The Far Side of
Jericho.

Eric Allaman: Race.

John Altman: The Master Builder.

Craig Armstrong: The Golden Age (co-composer).

David Arnold: Hot Fuzz.

Angelo Badalamenti: The Eye ® The Edge of Love.

Klaus Badelt: Heaven and Earth.

Roque Baiios: The Last of the Just.

Nathan Barr: Rise ® Watching the Detectives ® Hostel: Part II.
Tyler Bates: The Haunted World of El Superbeasto ¢ Hallo-
ween ¢ Day of the Dead ® Watchmen.

Jeff Beal: He Was a Quiet Man ¢ Where God Left His Shoes
® The Situation.

Christophe Beck: License to \Wed e Dirillbit Taylor ® The Dark
Is Rising.

Marco Beltrami: Captivity ® In the Electric Mist with Confeder-
ate Dead e Live Free or Die Hard. ¢ 3:10 to Yuma.

Charles Bernstein: Bull Run e Let My People Go.

Terence Blanchard: Talk To Me.

Scott Bomar: Maggie Lynn.

Simon Boswell: Bathory.

Jason Brandt: Something’s Wrong in Kansas.

David Bridie: Gone.

Mickey Bullock: Sportkill ® Orville.

Carter Burwell: No Country for Old Men.

Niall Byrne: How About You.

Jeff Cardoni: Firehouse Dog ® Save Me.

Sam Cardon: A House Divided ® The Dance ® Mummies.
Teddy Castellucci: Are We Done Yet?.

Nick Cave: The Assassination of Jesse

James by the Coward Robert Ford (co-

composer).

Nigel Clarke/Michael Csanyi-Wills: The

Grind.

Charlie Clouser: Death Sentence.

Elia Cmiral: The Deaths of lan.

Graham Collins: Black Kissinger.

Joseph Conlan: American Pastime.

Ry Cooder: : Charlie Wilson's War.

Normand Corbeil: Ma fille, mon ange

Boot Camp ¢ Emotional Arithmetic.

Jane Antonia Cornich: Island of Lost

Souls * Solstice.

Burkhard Dallwitz: Romeo and Me ® Tak-

ing Tiger Mountain ® The Interrogation of

Harry Wind e Chainsaw.

Jeff Danna: Closing the Ring ¢ C7.

Mychael Danna: Surf's Up ® Fracture.

John Debney: Evan Almighty e Big Stan e Sin City 2 ® Sin City
3 e Iron Man.

Alexandre Desplat: Mr. Magorium’s WWonder Emporium e His
Dark Materials: The Golden Compass.

Ramin Djawadi: Mr. Brooks e Fly Me to the Moon.

James Michael Dooley: Daddy Day Camp.

Patrick Doyle: The Last Legion.

Ludek Drizhal: Life Goes On * Badland.

Jack Curtis Dubowsky: Rock Haven.

Anne Dudley: The Walker.

Robert Duncan: Butterfly on a Wheel.

Randy Edelman: Underdog ¢ Balls of Fury ® 27 Dresses.
Steve Edwards: Finding Rin-Tin-Tin.

Danny Elfman: The Sixth Element ¢ The Kingdom.

Warren Ellis: The Assassination of Jesse James by the Cow-
ard Robert Ford (co-composer).

Paul Englishby: Magicians.

Tobias Enhus: Paragraph 78.

llan Eshkeri: The Virgin Territories ® Stardust (co-composer) ®
Straightheads ® Strength and Honour.

Evan Evans: The Mercy Man.

Sharon Farber: \WWhen Nietzsche Wept ® The Tribe.

Guy Farley: The Flock ® The Christmas Miracle of Jonathan
Toomey e Knife Edge ® Dot Com e The Broken e Dylan.
Louis Febre: Tenderness.

George Fenton: Fool's Gold.

Chad Fischer: The Babysitters.

Robert Folk: Kung Pow: Tongue of Fury ® Magdalene e Vivaldi.
Jason Frederick: Chinaman's Chance.

John Frizzell: Careless ® First Born.

Michael Giacchino: Ratatouille ® Star Trek XI.

Vincent Gillioz: Pray for Morning ® LEcart ® Séance ® Say It
in Russian.

Scott Glasgow: Hack! e Toxic ® The Gene Generation ® Bone
Dry.

Philip Glass: No Reservations ® Cassandra’s Dream.

Elliot Goldenthal: Across the Universe.

Howard Goodall: Mr Bean's Holiday.

Adam Gorgoni: Starting Out in the Evening.

Jeff Grace: The Last Winter ® Triggerman e | Sell the Dead.
Harry Gregson-Williams: Gone, Baby, Gone ¢ Jolene ® The
Chronicles of Narnia: Prince Caspian.

Rupert Gregson-Williams: | Know Pronounce You Chuck and
Larry ® Bee Movie.

Andrew Gross: Forfeit.

Larry Groupé: Resurrecting the Champ.

Andrea Guerra: L'uomo di vetro.

Christopher Gunning: La Vie en Rose.

Steven Gutheinz: Rothenburg.

Richard Hartley: Diamond Dead.

Richard Harvey: Legend of King Naresuan.

Paul Haslinger: Gardener of Eden.

Alex Heffes: My Enemy's Enemy.

Paul Hepker: Rendition (co-composer).

Eric Hester: Lost Mission ® Frail.

Tom Hiel: A Plumm Summer.

David Hirschfelder: Shake Hands With the Devil.

Ben Holbrook: Kiss the Bride.

Lee Holdridge: | Have Never Forgotten You - The Life and

Legacy of Simon Wiesenthal.

Andrew Hollander: East Broadway.

David Holmes: Ocean's Thirteen.

Nicholas Hooper: Harry Potter and Order of the Phoenix.

James Horner: The Spiderwick Chronicles.

Richard Horowitz: Genghis Khan.

James Newton Howard: Michael Clayton ® The Waterhorse

* | Am Legend.

Terry Huud: Plaguers.

Alberto Iglesias: Savage Grace ® Her Majestic Minor.

Mark Isham: Pride and Glory ® Reservation Road ® Gracie.

Steve Jablonsky: D-War e Transformers.

Corey Allen Jackson: God's Ears ® Ogre.

James Jandrisch: American Venus.

Adrian Johnston: Sparkle ® Becoming Jane.

Bobby Johnston: American Fork  Stuck.

Tim Jones: Cryptid.

Trevor Jones: Fields of Freedom.

David Julyan: Outlaw.
Jan A.P Kaczmarek: Evening.
John Kaefer: Room Service (co-com-
poser).
Matthew Kajcienski: Room Service (co-
composer).
George Kallis: Highlander: The Source
Antigravity.
Tuomas Kantelinen: Quest for a Heart ®
The Knight Templar ¢ Mongol.
Laura Karpman: Man in the Chair ® Out at
the Wedding.
Rolfe Kent: Fred Claus ® Spring Break in
Bosnia ® Sex and Death 101.
Woijciech Kilar: \We Own the Night.
Mark Kilian: Rendition (co-composer).
David Kitay: Because | Said So ® Shanghai
Kiss.

Harald Kloser: 10,000 BC.

Penka Kouneva: The Third Nail ® Richard IlI.

Ivan Koutikov: Wanted Undead Or Alive e Living Hell.

Aryavarta Kumar: The Rapture ®

Christopher Lennertz: This Christmas ® The Comebacks.

Sondre Lerche: Dan in Real Life.

Michael A. Levine: Adrift in Manhattan.

Christopher Libertino: Off the Grid — Life on the Mesa.

Andrew Lockington: Step ® How She Move ® Journey 3-D.

Joseph LoDuca: Bar Starz ¢ My Name Is Bruce ® Ocean of

Pearls « Boogeyman 2.

Henning Lohner: In the Name of the King: A Dungeon Siege Tale.

Steve London: Decoys 2: Alien Seduction ® Kaw.

Helen Jane Long: Surveillance.

Erik Lundborg: Absolute Trust.

Deborah Lurie: Spring Breakdown.

Vivek Maddala: They Turned Our Desert Into Fire.

Mark Mancina: Sheepish ® August Rush e Camille ® Without

a Badge ¢ Like Dandelion Dust.

Harry Manfredini: Dead and Gone  That's Amore.

David Mansfield: Carnaval de Sodoma ® Then She Found Me

* The Guitar.

Dario Marianelli: \We Are Together ® Goodbye Bafana ¢ Atone-

ment ® Shrooms ® The Brave One.

Cliff Martinez: First Snow e Vice.

John McCarthy: The Stone Angel.

Joel McNeely: Fox and the Hound Il ® The Tinkerbell Movie.

Nathaniel Mechaly: Sans moi.

Alan Menken: Enchanted ® The Frog Princess.

Guy Michelmore: Doctor Strange.

Randy Miller: Last Time Forever ® Shanghai Red.

Robert Miller: Teeth ® The Key Man ® Trumbo.

Charlie Mole: Fade to Black ® | Really Hate My Job ® St. Trinian’s.

Deborah Mollison: Infinite Justice.

Paul Leonard-Morgan: Popcorn.

Andrea Morricone: Raul - Diritto di uccidere ® Veronica

Decides to Die.

Mark Mothersbaugh: Mama's Boy ® Quid Pro Quo ® Fanboys.

John Murphy: Sunshine.

Peter Nashel: Wedding Daze.

Blake Neely: Elvis and Anabelle.

Roger Neill: Take ® Scar.

Randy Newman: Leatherheads.

Thomas Newman: Nothing |s Private.

Marinho Nobre: Left for Dead.

Julian Nott: Heavy Petting.

Paul Oakenfold: Victims ® Nobel Son (co-composer).

Dean Ogden: Oranges.

. John Ottman: The Invasion e Fantastic Four: Rise of the

Silver Surfer.

* John Paesano: Shamrock Boy.

Heitor Pereira: lllegal Tender  Blind Dating ® Suburban Girl.
Barrington Pheloung: And \When Did You Last See Your Father?.
Leigh Phillips: The Legend Trip.

Nicholas Pike: The Shooter.

Douglas Pipes: Trick r' Treat.

Steve Porcaro: The Wizard of Gore ® Cougar Club.

Rachel Portman: The Feast of Love.

John Powell: The Bourne Ultimatum e Horton Hears a Who.

Michael Price: Sugarhouse Lane.

: Trevor Rabin: National Treasure 2: The Book of Secrets ¢ Get

Smart.
Didier Lean Rachou: How to Rob a Bank ® An American in
China ® Moving McAllister.

* A.R.Rahman: The Golden Age (co-composer).

Brian Ralston: Graduation ® 9/Tenths.

Jasper Randall: Me &You, Us, Forever ® The Secrets of
: Jonathan Sperry.

Brian Reitzell: 30 Days of Night.

Joe Renzetti: 39  Universal Signs.

Graeme Revell: Marigold.

Graham Reynolds: I'll Come Running.
Carmen Rizzo: The Power of the Game.
Matt Robertson: The Forest.

Philippe Rombi: Angel.

* Jeff Rona: Whisper.

Brett Rosenberg: The Skeptic.

William Ross: September Dawn.

Hitoshi Sakamoto: Romeo x Juliet.

H. Scott Salinas: Strictly Sexual ® What We Did on Our
Holidays.

Brian Satterwhite: Cowboy Smoke.

Mark Sayfritz: Until Death.sake.

Brad Sayles: The Bracelet of Bordeaux.

Lalo Schifrin: Rush Hour 3.

Marc Shaiman: Hairpsray ® Slammer ® The Bucket List.

Theodore Shapiro: Mr\Woodcock ® The Mysteries of Pitts-

burgh ¢ The Girl in the Park.

Edward Shearmur: 88 Minutes ® Dedication ® The Other
Boleyn Girl.

Howard Shore: Eastern Promises.

Ryan Shore: The Girl Next Door ® Numb.

Carlo Siliotto: La MIsma Luna ® The Ramen Girl.

Alan Silvestri: Beowulf.

Samuel Sim: Awake.

Marcus Sjowall: Dreamkiller.

BC Smith: Greetings from the Shore.
Damion Smith: Stompin.

Jason Solowsky: 110%: When Blood, Sweat and Tears Are

Not Enough ¢ The Deepening ® L.ATakedown ¢ Unemployed
¢ North by El Norte.

Mark Hinton Stewart: Man from Earth.

Marc Streitenfeld: American Gangster.

* WilliamT. Stromberg: TV Virus.

Mark Suozzo: The Nanny Diaries.

John Swihart: The Brothers Solomon.
Johan Sdderqvist: \Walk the Talk.
. JobyTalbot: Son of Rambow.

Frederic Talgorn: Asterix at the Olympic Games ® Largo Winch
¢ Dragon Hunters.

Francois Tétaz: Rogue.

Mark Thomas: Moondance Alexander e Tales of the Riverbank.

tomandandy: The Koi Keeper.

Pinar Toprak: Blue World e Dark Castle ® Serbian Scars.

Jeff Toyne: Shadow in the Trees ® The Third Eye.
. ThanhTran: Cult.

Ernest Troost: Crashing.
Brian Tyler: Bug ® Time to Kill ® War e Finishing the Game ®

* Alien vs. Predator 2 * John Rambo.

Shigeru Umebayashi: A Simple Love Story.

: Johan van der Voet: Clocking Paper.
. John VanTongeren: \War Games 2 - The Dead Code
. Waddy Wachtel: Strange Wilderness.

Michael Wandmacher: The Killing Floor ¢ Man of Two Havanas.
Nathan Wang: Daddy'’s Little Girl ® The Final Season.
Stephen Warbeck: Killshot ® Flawless ® Miguel and William.
Craig Wedren: The Ten.

Cody Westheimer: Benny Bliss and the Disciples of Greatness.

John Clifford White: Macbeth.
. Alan Williams: Angst ® Snow Princess ® He Love Her, She

Loves Him Not.
David Williams: The Conjuring.

: John Williams: Indiana Jones IV ® Lincoln.
¢ Tim Williams: Afterthought * A Dog’s Breakfast.

Debbie Wiseman: Flood.
Lyle Workman: Superbad.

Alex Wurman: The Nines ® The Baker ® Bernard and Doris ®

Baggage.

Gabriel Yared: Manolete ® 1408.

Geoff Zanelli: Delgo.

Marcelo Zarvos: The Air | Breathe ® You Kill Me.

* Aaron Zigman: The Martian Child ® Good Luck Chuck ® Jane
. Austen Book Club.

Hans Zimmer: Pirates of the Caribbean: At World’s End ¢ The
Simpsons.
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