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Abstract

Contemporary film and televisichave been known to use musical tropes associated with the horror
genreto constructmentally unwellcharacters in ways that would be recognisable to a Victorian
audience. The stigma attached tcental illnesss said to have stemmed from Victorian

constuctions of nadness which defines those depicted as monstrous, animalistic and inhuman,
often being lhkedto ideas of crime, violence and murdefhis stigma has beerinforced within

the media, particularly in film aniglevisionin the following charaer depictions: dual personalities,
asylum patients and their mad doctors asensationalisedillers. These character depictions are
central themes within literature and case studi@$ie function of music and sound within the media
is to enhance and cotrsict the stigma and stereotype; sound is known for its emotional qualities
that the visual alone gmot produce and also its flexibility to construct and mirror a set of ideas.
From the use of leitmotifs, vocality, noise as sowilnce pre-existing msic and the mixing and
blending of electronic processes, | argue that these musical techniquesedenot only to highlight
8Z Z E 8§ E[*uvs3 o038 U us 3} A}l Z}JEE}IEU ( E v § EE}IE ]
stereotype further. Although souhis used in radically contrasting ways, such soundscapes refer
back to the archaic ideas of mentthess dating back to Victorian times. To demonstrate these

Zu [ %] 8]}ve 3ZE}uPZ A E] 3C }( (Joue v & 0 Ale]levthtte E}PE uu -
following: A Cure for Wellness (2018); American Horror Story: Asylum (2012); Chicago (2002);
Goraline (2009)Dexter (2006)Extremely Wicked, Shockingly Evil and Vile (2019); Hide & Seek
(2004); Shutter Island (2018hd The Girl on the Train (201TYithin these texts and films, the

chosen characters are cast as the central protagonist whoseah#iness engulfs their identity. |
show how the accompanying soundscape influences the viewers and readers to believe that the

Z E S & & ZuveRSZo® [ ¢ S8 CEu]v C SZ }v %S }( Zs] S}E] v |

1Suman Fernando, Social Realities and Mental Healterital Health in a MuHEthnic Society: A Mulllisciplinary
HandbookUK: Routledge, 1995)-43
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Chapter 1:

Introduction

As a lover of both horror film and music, | have always been intrigued by how horror scoring creates

fear andexcitement in the listenerfrom the first psychological horror films vga The Othersand

Japanese horroFhe Grudgg | became fascinated with the mechanics behind psychological horrors

and thrillers. As my fondness for horror films grew, | noticszlrring themes in many of therithe

different types of charactersin the flms consitute a theme they are portrayed asmihuman

monstrous andlien, based on Victorian Gothic literature suchJakyll and Hydeand

Frankensteirt Another themeconcerns the depiction afomen-in many of these filmswvomen

were caged for theif JopE& 3§} % S S} eJsigndy@hpehat memtal illness was something

to be feared andomehowdiscouragedLearning of semiotics and coding amalv they function in

film music, made me realise that the music was an integral part of thisattgreg process, and |

became more inclined to learn how it was used to reinforce these ideas. One characterisation

Z AJoC %] & ]Jv 8Z ¢ (][ue ]* Zu Vv e

Contemporary film and television depictions of mental iliness can be seen to be linkedhelidifs

surrounding madnesthat were commornin the Victorian era, th&deas}( Z ]1(( E v [ Vv

ZY8Z EV oo %o E<]+8]VP &} §Z % E w$ 3)CV p¥Zle AZY]EHv A]EZ «} ]

behavioural expectations are oftéperhaps subconsciolyg linked to crime, violence and murder

Significantly within film and television, negative attitudes towards mental illness are often reinforced

throughthe construction of the soundtrackZ « @& Z Jv(}&ues pe $Z § € % E « vS S]}ve

2 Alejandro Amenabar, dj The Other§2001;Las Producciones del Escorpion, Sociedad General De Cine, SA: Warner Bros),

DVD.

3 Takashi Shimizu, diThe Grudgé2004; Ghost House Pictures, US: Columbia Pictures), DVD.
4 Robert Louis Stevensorhe Strang Case of Dr Jekyll akld Hyde(UK Longmans, Green & Co, 1886).

5Mary ShelleyirrankensteifUK: Harper Collins, 1818).

6Apu v & Ev v }U Z7} ] o Z 0]S5] * Mentdl Hegltoin a Mdt#thnjw Society: A Mulisciplinary

HandbookNewYork: Routledge, 19953-4.
7:}zv '}} AlvU ZdZ ,JEE}E }( "$]PuU W WeC Z}+]-
~W @Pgrdpddtives in Psychiatric Ca0g2014): 20209.

\"
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from the Victorian Era are still being employed and reinforced in modern culture; although our
generation are PosVictorian in their social and cultural valuesany of our values seem to be

rooted inthose of the Victorian eré.

My thesisexploresthe way in wlich musical horror tropesire used in contemporary film
and televisior(in any narrative concerning those depicted with mental illness just within horor
genré, and whether or not these Victorian values do indeed still influence the portrayal @icert
groups of people in films. It will explore how the concegiteither Z }oo 3]A u u}E&C[ }E Z- o
Uuult@&@C[ v }pE& P §SZ « 3 & }sgusicallysthis heSisvaxamines how horror score
AE]S]vP ]* Jv8 PE 0 8} §Z @ %e(W |V ARJdv ¢fZaC £ u]v 3Z }E 3] o
to writing horror scores for film and television and will explore how leitmotifs and semiotics duncti
within music to construct stereotypical characterisations. This thesis will find prominent thibiaies
recur within the music, the scripting and the visual that illustrate such representadtiatso looks at
§Z <} ] o v ppoSuE o }vBUABSsideriaghe influence of theVictorian erabeyond
the United Kingdombut especially imontemporaryAmerican media. The place of class and gender

are also considered as the understanding of the representation of mental iliness is developed.

Research in this area has tended to focus on a single idea, such as the history of mental
illness, mendl illnessand the media, mental illness and horror film or horror film music, but it
neglects to make connections across these aspects. It is apparent that despite mental illness being
better understoodwithin modern society,some stigmas remain that dmack to Victorian concepts
}( Zu v e« [tKesiséxploreshow the Victorianera became significant in the development of
%*C Z] SEC v §Z }E] - Themediakeen asesrelable source of education for most

viewers, tends to stigmatize méat illness with consistent negative portrayals; they inevitably

8 Kate MitchellHistory and Cultural Meony in NeeVictorian Fition: Victorian Afterimageg8asingstoke: Palgrave
MacMillan, 2010), 41.

9KE8} t ZoU ZD e« D ] /u P « }( D v3 o /oov «e«\Bournzl df CommyniyzPsyehslagy nd4 E |
(October, 1992): 343.
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become ingrained in the modern psyche, the historical, social alidral aspects of the Vict@n

era are a significant area in the historical and musical contextual chapters. Because the literature

used is drawn from a number of different disciplines, it provides a balanced overview, which when

applied tothe case stuées, will help to determine hether these tropes and traits are still present in
contemporaryfilm. The films and television shows choser dated from 2000 onwards and

representa range of genres, not specifically horriorthe thesis | show that thesare strong

examples demonstra]vP SZ % E % Su S]}v }( SZ s] S}E] vV E % E * vS S]}v }(

The function of music and sound in cinema has become well recognised in academia and is a

central part of the case studies. In the past, research has tendegiore specific areas ofrfi, or
looked at the historical content of film, particularlyase fromClassicaHollywood era.
Consequently, there is adequate research on classical horror and tfihitierand televisionhat
explore the techniques and figtions used from a musicaépspective. There is also research which
links the themes of psychiatry and horror in film and television. However, the research tends to
consider the overall visual film design, rather than focus on the musical aspect. Makibgdge
between the two aeas, my thesis will analyse both the visual and mugigdtayal ofmental illness
in contemporaryfilm and televisionpbserving how musical horror tropes dveing usedn other
PvE « S} vZv §Z Zu.MytBesiEfopgsg$%en contemporamnis and television
because this is where the research gaghere isa greaterfocus on traditional writingspecifically
for the horror genre The case study analyseswlfio @& ¢« Jeep ¢ }( P v & v Zu
find any underlying differencd# there are any) in the characterisations of men and women

suffering with mental iliness and how this is showythe music and sounds chosen.

The case studies will highlight and explore key themes that recur withifilim and
television show choicedlusical parameters that are employed in classic horror films will be

observed to find a repetition of these techniquesontemporaryfilm and television. The function
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of cues will be explored to demonstrate how both the musid visual in film can be magpulated to
reinforce the stereotype. Semiotics (the symbols and signs in music to include leitmotif and coding)
will help to uncover symbolic meaning behind the writing, by examining the score, the lyrics and
narrative scrip. Although my analysis obsers the musical narrative of these films, | also discuss

v o]vl 8Z ¢« ]e pee]}ve 8} 37 (]muully dndepstand theSmeaning of the film in

its entirety; this will involve looking at camera angles, lightargd overall visual effect.

The Scope of Research

Horror films have become influential framingthe representation of mental illnessgijith a strong

link between psychiatry and film and televisitfHorror film has been noted for its different use of
musicalscoring in comparison tthat used in other types of film®©ften music in film is employed

for background purposes and as a subtle indicator for the audi€rderror music becomes

centralised « $Z (Joue[ u Jv ( SHE * ]38 }VveSEQN S 3Z }Ast@tbeo (( 35 }( 3
front of the screen rather than the background, meaning the audience must take note of its

intention and significangestereotypes inevitably occur. Horronfiluses coding and musical

parametes tocreate amemorable and recognisabsgereotypethat the audience then associate

with, for instance, the mentally ill psycHdller.'?

I chose to look at both television shows and films as | wanted to observe witatheffects
that film can have on its viewers are as consistent within televisiogubgtioning whether the
stereotype is as strongly written for a television show as opposed to a blockbuster movie. The case
studies thereforeconsist ofa variety of fins and television shows, incling animation, live action,
historical recreationspsytological thriller, black comedynd musicals; thisnablesthe reader to

discoverhow these techniquessocharacteristic of horrofilms, are applied in relation tother

10 John Goodwin, The Horror of Stigmsydhosis and Mental Health Care Environments in TvierstyCentury Horror Film
(Part I)Perspectives in Psychiatric Cade2014, 202209.

1< Alv }vv 00GCU Z u}v] W}es o]} viNe Spactie ofBnd:]Musiin Fjm &ahd Televisfbmdon:
British Film Institute: 2005) 106.

12 lvv 00CU Z u}v] W}ee ee]}vW JEE}E &]Jou Dpue] [U iioX
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genres demonstratngthat regardless of the oscreen action, each score appliaghe same

fashion.

The case studies are organised thematically and are centred on the main protagonists in television

shows and films. These are grouped itlicee themes: Dual PersonalitiesMonstrousPatients and

their Mad Doctorsand SensationaliseHilers Some of thdilm or television choicefor the case

studiesare based on original books that have been adaptedcfoema and televisiarnThis is

importanttonote ] 00}Ae §Z p]v 38} 3Z JE 3}E[c A] A }( 8Z <3}EC
how } v v Ju Jv(ou v V U V]%puo § 3} A] thondhthgSBmeS}E [« Jvs v
manner.It alsodemonstrateshow themusicalscoling can be cruciahnd integrain the production

of a film; it can enhance or reinforce particular themes, charaaderssetting within the text

Extractsrom scores have beereither transcribed by eaor referenced appropriately itheir
caption to document the influential and key factors of motifs found in the scargl are presented
along with screenshots of fillo demonstrate the narrative and allow the reader to clearly
understand the argument put forward. Time lapsiEem the film and television choicewill be used

throughout the case studies to reference back to particular scenes and moments.

Presentation am Organisation of Material

The thesis follows a thematic structurstarting with two chapters looking at the historical

representation and the musical representation of madness in their context, which will be applied to

the analyticalcase studies to findimilarities and differenceChapter twaclosely examingthe

E % E « vS 3]}v }Hhrdugh ahistdricalcultural, medical, sociaind contemporary context.

The chapter wildescribe theunderlying similarities between the Victorian era and thedem era,

and theirattitudes $}A E « Zu v «+¢[X ZJA]0D %03} A %O0}E Z}A Z }oo S]A [ u
VZV 8Z @& %E « v3 3]}v }( Zu v e¢[ Jvu} Ev 3Jue v Z}A }uE u u)

dependent on our research or knowledge. There is frrttomparison between the past and the

present through looRvP 8§ HOSHUE 0 E % E * vS S]}ve }( Zu v e[ (}uv ]Jv 8Z
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the physical depictions of those eras. Chapter three examines the importance of music, looking at
Z}A upe] [ veudril]influential qualities can be used to manipulatdisteners, through
semiotics and leitmots. This chapter then explores the five key proces$éafience, noise, pre
existing music, visual and orchestral scotimat have become central troped dorror scoring
which are then applied to my case studi@fe thesiprogresse®nto the case studies which
UIVeSE § Z}A SZ ¢ | C % @E} oo o (puv 3]}v Al8Z]v 83Z upe] o « }E 3§}
characters displayed escreen (dual personalities, mstrous patients and their mad doctors and

sensationalisedrime).
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Chapter 2:

Past into the Present: Victorian Madness in its Context

In this chapter | will examine how the Victorian era cambe considered a crucial period
for the development of theinderstanding of psychiatry and how this then led to thereotyping of
the concept of madness. | will look at how cultural, social and media influences expanded and how
they have becomembedied into our modern culture. By making connections acrossegthes
representations of madness into the current ongoing issaed characteristi¢c$ will show how the
stigmatization of mental illness and madness has developed and how this is enhanced by the
collective memories we have built uRusch, Angermeyer and G& | P Wdntaldliness Stigma:
Concepts, Consequencesddmitiatives to Reduce Stignfjas$ § $Z § §Z}e ZA]38Z u vs o Joov
often have to struggle with a double problem: first, they have to cope with the symptoms of the

Jo ¢ 18+ 0o([ v «SpvZ¥Z Al]Jepuv E+S v JvPe }( ¢} ] 8C al}ps 8Z A E]J}u

]*}E &+ €& -posHROnhe gartieddPstergotype that has continued to become embedded
within modern culture is the idea of madness itself; according to Andrew SdilieiMost Sdtary of
Afflictions: Madness and Society in Britain 171000 § Z ] ZSZ & ]e v} J* « ul®E& S8}

& SZ Vu Vv e u 0] Z }( $Z YPZ& VSZ (SVvSUECKe | E] -
noted that othersthoughtthat Zu v e }ve3]3us o JEEAPESU 3§} SE § % }%0 =+ A
this would suggest, as Shaftespynoints out, that otherbelieved thatinsanity was animalistit.
Moreover,thosedepicted as mad were seéa be lackng a soultherefore losing their rights to be
treated as huma beings and thuenforcing this }v %8 $Z § §Z znimdlishicaid could

be stripped of their humanity® This section will uncover the Victorianlral and social opinions of

3NicolasRuscb D §8Z] « vP Bu C EU W SE] | }EE]P vU ZD vS o /oov ¢+ "§]PuU W }v %S
Z u  "S]HEEurdpgan Psychigt?0 (December, 2005): 5289.

14 Andrew ScullThe Most Solitary of Afflictions: Madness and Society in Bif@@1900(London: Yale University Press,

1993) 58.

15 Scull,The Most Solitary of Afflictionsy.

16 Scull,The Most Solitary of Afflictiongl.
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mental iliness, by exploring how key concepts within this era habhameed the mad stereotype

within modern culture. | have divided this chapter into two main sections exploring the past and
present views regarding mentahniéss through a historical, cultural, social and medical perspective,
to find similarities or diffegnces between the Victorian values and modday concepts. Sub

sections of the historical, cultural, social and medical perspectives provide structuothtotihe
ulve SJ}ve v & vVvS]S0 W W SWE]lSN@® vSWKSY GRd4=y[ ZKSZ
Gender & Sexuality, Past: Medical Madness, Past: Cultural Representation of Madness, Present:
Collective Memory, Present: Pegictorianism, PresénMedical Madness Developed, Present:
Cultural Representation of Madness. Both the past and presections regarding cultural
representation of madness are narrowed down further into sections regarding any written, visual or

musical representations taupport these ideas.

My thesis focuses on the cultural and social views on madness during theafiaoai as this is
wherethe journalism, literature, theatre and art were prominently characterising those with mental
Joov e o Z18Z & [W Z2w Mejead dnfd legal descriptions (discussed later in this
chaptenthroughout the Victoriarerasingle out these individuals, with the idea thhey should be
contained and cagedeptaway from Z v } (E soaigty. The Victorian medical and legddfinitions of
madnessoth borrow from and contradict each other, givisgme reasoningowardsthe origin of
the stereotypesthat emerged during that time; such research defined many of the characteristics
that the contemporary era associagsvith madnes and mental illnesssreg Eghigigrwritingin The
Routledge History of Madness and Mental Headtates that although there is research of madness
(JE §Z 1PZ8 v8Z VSUEGCU ZE « & Z «Z](3 ]85 (} u* 83} A 0}%u
twentieth centuries. To be sure, histories of madness in the ancient, medieval, and early modern
worlds have cotinued to be written, but these studies have been outnumbered by those centering

}v §Z u} Ev %HdRcE} thXVictorian period has become prominiendeveloping our

17 Greg Eghigiaihe Routledge History of Madness and Mental HeBdtylor & Francis Group (20178.2
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understanding of the origins of the ideas of madness. In the writing on Ancieat&wee can find

madmen, disturbed and pathological characters, uncontrolled derangement, revenge and erotic

love 8 The Greeks establisheduch of the teminology used in th&/ictorian era to describe

Zu v stje Hippocratic textef Ancient Greece arée first known medical texts which

established terms such ag+ & ] ¢ [U Z% ZE v]S]*[U; a&oondihd 0 Eghigaanv Z}o] |
thesetermse Z E }voC u vSs]}v Z Vv (Mo }( SJu [ v & vVv}S (poOoC A %
later on returnto these textst® Authorsand physiians of the timeincludingRomanCornelius

Celsuswriter of De MedicinaAristotle, writer ofNichomachean Ethicand Galen of Pergamon

writer of The Diagnosis and Treatment of the Affections and Errors Peculiarib ¥4 E-+}v il "} uo
discuss diagnoseattitudes, treatments and therapy for thoshisplaying mental illnes$.Each

writer has a different focus in their books: Celcdiigmisses the Hippocratic texts adiscusses three

levels of madness, symptoms of nmedsand occupational therapies which include exercise, social
activities and restraint wheraeeded as each p@&nt should be individually assesseéttistotle

focuses on moral flaws and disease as the causes of devattweakness; and Galetaking may

of his ideas from the Hippocratic textfiscusses the idea of the humours associatétt madness,

the heating and drying the bile of patients to determine their mental state and cooling the body by
hydrotherapy including water batt¥d.Some of these igas were passed through the centuries and
reinforced within the Victorian era buas discussed later in thisabter become more developed

and enhanced due to Victorian physicians enforcing their own ideas of madness.

/v < § D]SHbtap& CulturaMemory in NeeVictorian Fiction: Victorian Afterimages
the Victorian era is depicted as being iconic for itsttmous innovative cultural development,

ranging from the invention of photography, to the discovery of psychiatry and to the overlapping

18 Eghgian,The Routledge History of Madness and Mental Hedth
19 EghigianThe Routledge History of Madness and Mental Hekth
20 EghigianThe Routledge History of Madness and Mental Hez#4.
21 EghigianThe Routledge History of Madness and Menéallth 504, 101.

27



clashbetween science and religichRuth Jenkinsirs] $}E] v Z]o & v Ppxpeiiéndigs uE

Abjection, Empathand the Power of LoveuPP ¢8¢ §Z § Z pn $§]}v oU }viu]l] U v & o]
institutions reinforced cultural efforts to clarify boundaries, attetimg to distinguish what was

valued and what was not. Such divisions were layered and varied; class, geddeligion

E Jv(}E ]+8]v §]}ve §Z & AESV % EIPE ++]RttwEclasShnd §Z pOSUE

gender, when related to madness, becermmbodied as two key components in Victorian culture.

W W s] §}E] vCIAES Z Ev o]

For Mitchell, thes] S}E] v & }uoO o]jvl 8} §8Z ] }( Z}SZ EvV e[ vV
that have become associated with mental illnésslZ § & u Z }acZor@ing fo Mitchell, relates
§} 87 ] }( Z]*3}E] o ]*3 v (E}u }uEe- oAstidngiy\out o | voCU v e
Jv Jul]s§ o 18 v (E}u $2Aleindtvaly] othdritess may frame the Victorian era
Al1sz 37 ] }( JvSQ@EE ¢ Y& [ ]](«(¥ Mordoxer, the idea of difference and
distance can be linked to class, and the cosittzetween the rich and the poor. The high life of
society, in which wealth, etiquette, innovation and invention are presqrsychiatry, science and
industrial elements contrasts against the poor life through sexuality (deviance, prostitution),
workingconditions (work houses and factories) and iliness (choféiE)ese two extremes of higher
class and lower class allow us to develop an understgnolithe stark differences within Victorian
society. Furthermore, although members of high society weedsing this new culture of innovation
and inventionthey had also developed strong views on the lower class. Initially linkethésness
those depicted as deprived and poor within society wereli® reined and cagedn order to be

controlled this often resulted in hidinguch peoplén safe houses and asylunhis notion remains

22Kate MitchellHistory and Cultural Memory in N¥@torian Fiction: Victorian Afterimag@&asingstoke: Palgrave

MacMillan, 2010), 2.

28Ruth Jenkinss] S} E] v Z]Jo €& v[e >]8 E SpPE W A% E] v ]vPBove(New NMorkJPalglavesZC ~ §Z W}/
Macmillan, 2016) 21.

24 Mitchell, History and Cultural Memory in N¥&torian Fiction39.

25 Mitchell, History and Cultat Memory in Ne/ictorian Fiction39.

26 Mitchell, History and Cultural Memory in N¥@torian Fictiord1.

27 Mitchell, History and Cultural Memory in N¥@torian Fiction39.
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§} 8Z % E » v3 C 3ZE}uPz Az § brfding rnages of I&@de, richly decdrated
drawing rooms and narrow lanes of decrepit slums; tightly laced corsets and dens of ill repute; the
SZEUS]VP PE v PUE }( U%]E Vv SZ }% % E “AloftheseideagtP S]}v }( Z

demonstrate he Zontradictions and discrepancidsf Victorian society®

:} WZ o GereticBases oMental lliness- a Qure for Sigma?[explains that sence
within the Victorian era hadeveloped radically, with the Darwian concept of evolution seen as a
certral theory.® It is suggested by Elaine ShowalteTire Female MaladyVomen, Madness, and
English Culture, 1830980that later complements of nineteentbentury psychiatrists brought strict
scientific methods into the study of insanity, thus eschewimgless rigoous humanitarian
sympathies and administrative reforms found in previous pracfiddissuggests thaevolution and
the human bodywere a key component to medical research and linkatural selectiorand
survival, the brairand the idea ofjeneticsto mental illness®? Thus, the lower classes were
considered to be primitive, due to their background and percelaell of intellect; the discovery of
humans evolvinfrom monkeysmeantthe lower clas®ecame labelled as animalistic, with the
notion that genettallythey were not fully developed® & UESZ EUu}E U Zu Vv ¢ u eouZz
% Ee}ve o ZJu%}S vS v pv(]SU 8§Z <]Pv }( *} ] cUOhjvidle@ao Sy oU v u
demonstrates how research into biology and psychology at this time created a dividedrethe
lower and upper classes thus fully reinforcing the idea of otherness by stereotyping those of

difference as mentally unstable or méd.

Suman Fernanyl ]\6oZial Realities and Mental Health A %0 0 ] weforeBuficient

diagnoses wergvell establishedfor mental health researgltdiagnoses werguite broad inthat

28 Mitchell, History and Cultural Memory in N¥&torian Fictiop40.

29 Mitchell, History and Cultural Memory in N¥@torian Fiction41.

%:} WZovU Z'v §] e ¢ 3{ D W& o(} a0 S&ERae MJociety: Trends in Neurosci@igew. 8
(September, 2002): 430D.

31Elaine Showaltef,he Female Malady: WomeMadness, and English Culture, 28380(London: Virago, 1987), 104.
2WZ o vU Z' v §] e enggsD @ A& ~S]Pu MUJ d7iX

BWZ o vU Z' v §] e ¢« }(-D s g ~3]Pu MUJ d87iX

34 Showalter,The Female Malagy04.

5Pheo vU Z' v §] e« }( D-vSpdE/OQME*“S]Pu MU[ 971X
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those who showedny «]Pve }( Z} S WerE habekdl as mad® Therefore, peopleseen as

distres®d, disturbing others around them or behaving irrationally and deviant would unilhetsa

consideredmad.®’ Additionally, "pe v W PP ]Jv ZD Vv ¢ ]Je t}u VW }veS v < vVv§ v
JveSEWN S]}ve }( & u 0o JveMdS@fivee VEC s Z ¢ E]%S}E (}E E} d

Minesses and a number of conditionthat we recognise today as outside of the scope of mental

JoovEeR[XepuzZ Epn D $Badlam Reviited: Dickens and Notions of MadifiesSEP U » $Z §

madnesswas }vEE}oo0 C 8Z}s ]V Z%}A & v pu3Z}E]SC[ Az} Zz 3§ P}E]-

from theirownvaly <Ce+3 u «*WMoredver, due to théncompleteness of contempaneous

research any person demonstrating what was seen as inappropriate behavihingociety such

as criminality, sexuality or mental illness were cast into the single category%sa@isC ]JvP Zu v e¢[X

LikewisetU Zu %o }%0 (}E 3Z u}*3 % ES3 A E v} SE § e ¢ % & §

and weremixedin with vagrantscriminals and thos&ho werephysically handicappel!.This

demonstrates how those who were rejected franciety due to their otherness could Bentto

asylums, mad houses and hospitatgrginalizing them from the acceptable society of the Victorian

era. Louise Hide ittender and Class in English Asylums, -18@mentions how the kasssystem

expanded ito these institutions, with the larger city institutions (such as Bethlem) holding the

lower-class communities and the highelass establishments (duas Bexley) housing middle and

upper classes patientd Clothing was a key component that was used tgpgtatients of their

identity, symbolic enough to control and manipulate their behaviirhe pauper patients were

removed from their clothes on dawval and required to wear clothes made by the institution. These

A E Z E U %}}@Eogand }&E Jooo $Z Z oou Ele }( v Jve3]Sus]}v] & « u

¥Apu v & Ev v U Z72} 1 0o Z 0]8] < Menfal Wealth in a M&EEthHid Society: A Mulflisciplinary

HandbookNew York: Routledge, 1995);4.3

3%7& Ev v }U Z"B] o & ®vS o, o8zZU[ ioX

8N uvs§Z W PPU Z[D v *W]elvet§wv[< vS v s] §}E] v }veSEpu dJyarpodlLd@vu o /ve v]SC]
Review 3pno.3 (December, 2010): 208.

3¥D]SepnZ Ep D Sepu}l U Z o0 u Z Ale]3 W ] | v[fheWickensiHo9, nd. 491 @ecember, 2013):

225239.

40 Scull,The Most Solitary of Afflictions,

41 Louise HideGGender and Class in English Asylums,-1828(London: Palgrave Macmillan, 2014)12D.

42Hide,Gender and Class in English Asyl@8s,
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similarly to prison weaf® In comparison, the middle and uppelass female patientsad permission

§} JAv Z(JUE E e+« «U (]JA Z u]e+ 4 Anyosédithat devitijell frefithe dresede

or was seen to be possessing an unusual style, were said to be encouraging their current mental

*$ 3V 8Z C A}puo (}&E y)sthondE E R E[UVAZ] Z A E (}E&uU }( Z }vs

%opv]eZu vS[ v u §Z u S v }uSs pdiehisdSTheZondiiohs @ asylums and

institutionsin the Victorian eravere poor-the Z 0}3Z]JvP A « } G« v ,hedist(}ES o

meagre v ]Jv  <pu § 8} u Jvs Jandz o&Z¢Uv }v Z Jve v }SZ E (}EuU- }( E
Y Se }( E%0Z Qe « &£ p werepredenwithin their walls*® BethlemRoyal Hospital

«Z}ES v Bedlamzu u § Eu pue 38} Vv}8 eCopu R&FaMHdsp@EN SZo u

Z lulv § u}eS (RZFSNEL %o} E S Eahdregrésened magifess asomething to

specacdarise? ZZ E 1 A E E 8§} % 3 o [ }( Ztorswoud upe u v3[V

come to pay and see the madness for themselves, a freak,streating and deepening the divide

between the rich and pod® Patients wouldbe foreed to participate in vicious and extreme

performances for the visitors pleasyteeated more likeanimals than human®.Madness athis

Slu A e e v « Z }v ]8]}v 3Z &, likenipg Gatients ta am BjimM ZS} 33 | Z]e

fellow creatures with fury like a wild beast; to be tied down, and even Hea}, to prevent him

doing mischiefto ju+ o( }E }%And@w BXull iMadhouses, Madoctors and Mad MerThe

Social History of Psychiatry in the Victorian\kgniges about the inhumane ways which people

were treated- chained, housed on straw and in darkness, solitude and genettilydonditions,

starved and beaten, gagged or kept in a state of continued intoxication and how such treatment was

seen as acceptable by the doctdétshus ilustratinghow class and education obtained social power.

43 Hide,Gender and Class in English Asyl@8s,

44Hide,Gender and Class in English Asyl@8s,

45Hide,Gender and Class in English Asylai,

46 Scull,The Most Solitary of Afflictiorgs.

47 Scull,The Most Solitary of Afflictignsi-2.

48 Scull,The Most Solitary of Affliction§1-2.

49 Scull,The Most Sisary of Afflictions54.

50 Scull,The Most Solitary of Afflictior&s.

51 Andrew ScullMadhouses, Madoctors and Madmen: The Social History of Psychiatry in the Victor{@efiraylvania:
TheUniversity of Pennsylvania Press, 1981), 48.
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The doctors of higher class with anuedtional background could both control and use their ideas to
experiment on the patients of lower clagsdditionally, Sculiocuments that the greatest abuseas
often found in pauper asylumdue to the overcrowding and hierarictal system in place,

resembling a concentration camp rather than a house of ¢are

W «SW s] S} E] v-Gekdes affd \Sexuplity

Not only did the Victorian lifestyle reinforceask distinctions, it also housed sexuality,
deviance and criminality; these traltmd previosly beenabsent from or ignored within research of
§Z s]8}E]v BV SZC E Zupd v ]JvAlel o C PltBabdenz] ]5]}ve
said that gender roles became more drastically defined in the Victorian era than in any other era; job
roles, sexuality and relationships had changed dependant on gender. Kathryn Hughes argues in
Bender Roles in the YCentury[that equality had diminished (in relation to previous eras) and
women were to tend the home, fulfil their domestic duties and better themselves for martfage
EA pu 3]}vool]s @ SuE §]Jo Z}A 3Z Z] o] s] 8}E] v Alu v ~Iv}A
Z}ue [+ukdehave and whatrpspects she can look forward t9Additional factors including
v A JJo}JP] 0o E e E Z %} Aluv «3Z A | e« FE V Zep%h % E ++ U
they did not succumb to these roles, society would enforce the ideahefroess>® Antitheticaly,
not all women embodied this idea of femininity and this categorised these other types of women as
Z]ve v [V JvS8 oo]P v A « }ve] &E e« v uv §8E 3]A ( SpE (}JE Alu
claiming that it could affect their ovari@Women suchas E}+*3]3us « }JE Z% E}u]e plue[ Alu
counteract these ideas; these women were stereotypically working cass withslipigortto look

after their own children, whickubstantiategshe concept that class could be linked to otherné&ss.

52 Scull,TheMost Solitary of Affliction81.

53 Mitchell, History and Cultural Memory in N¥@torian Fictior45-6.

< §ZECV ,uPZ «U Z' v @E Zyou@E@shsidbrarg Discovering LiteratuRmmantics and Victoriafislog).
May 15, 2014. Accesséddnuary 2, 2020. www.bl.uk/romant@asd-victorians/articles/genderolesin-the-19th-century

5 UPZ eU Z'v E Z}d » V8 8EBC[HK

W PPU ZD v e+ ] t}u vU[ iTiX

57 UPZ eU Z' v iE&hZl® « VSUEC[X

58 UPZ sU Z'v € Z}& « VBECIE

32



The® women affectd marriages within high society, as the men began to use their services for their
sexual gratification this may be gartial explanation for the increase of sexual diseases whiete

more prominentin the Victorian er&® This again creas a divide betwen the higher and lower

classes, with the prospect that these diseases from the lower class could be caught by the upper
class and could thus change the uptass hierarchy within the upper class itself. These ideas
demonstrate clearly ow Victorian unérstandings of class, gender, sexuality and mental iliness were

heavily linked to one another.

Although many mental institutions wer@nhabited by predominantlynale patiens, (there
were manybooks written by men for men suffering with meahillnesg therecords of female
patientshad begun to accumulate at the start of the nineteenth centtinis key moment highlights
further discrimination towards gender amdental illness® The absence of documentation for
female patientsn the pastsuggestshat there was an inherent disregard for female madness
Treatedasbeastsandoften found chained to the walls, mentally ill patiettsough the latter half
of the century were noveonsideredtobeZ+] | Zpu v JvPeU } i S }( %BeteC[ SZ S v
care;the previously used tortuous treatments were replaced by those founded in Christian Beliefs
Two types of mental illnesgrominent from the 1% century were still being employed Zu o v Z}oC
u v o[ v ZE A]vP2Theseverd fashioned into sculptal form, and were placed
outside the asylum tinform visitorsof the types of madness theynight observe®® Asthe majority
of patients institutionalised at this time were womgtihe madwoman replaced the mad man
stereotype 5 Monstrousstatues outsidehe institution werereplaced withZC}uszZ (po usj(uo
(u o ]Jve We/QEKE seen as somethingveeep over, creating a novel fascinatifor

outsiders®* dZ E (}E& U 8Z & [Eu Zw Zr +]oC &ijodrian&dmen,which

59 UPZ eU Z'v E Z}d& » V8 8EBC[H
60 Showalter,The Female Malad.

61 Showalter,The Female Malad$.

62 Showalter,The Female Maladgp.

63 Showalter,;The Female Malagy0.

64 Showalter,The Female Malagli0.

65 Showalter TheFemale Malady3.
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Showalter labelas $Z Z( u o WPBymPtbmswerelih S} ZeSE e¢ Vv UVZ %o %]V ** ]V
u EE] P Y vAE] §C }A EESVMIE de@rgssi@a irvtheir daily lives than their male

% (E Al such symptoms could be experienced by the majority of people awer This shows

Z}A Alu v A E % 3Z}o}P]e (}JE Z v}Eu o[ Z AJ}uE 8Z & ]Jv u} Ev
understood as either healthy emotional reactions or in more severe casesispkness requiring

treatment.

S] 8JE] vu Vv ee Ao AJJAPUE: E} (E *]*5 S U%S S]}v[ v 8Z § Z§Z}-
€EA E - §} Hv @Ee+38}} + C] o ]®Fhérpfare rdligion be¢amé Xised
alongside psychiatry, through prayer atig absolutions of sins. Criminality became linked to the
Zv E E ®dakneps and temptation, tempered by the understanding that societal control could
(( 8 Z VP [U % @E&}u}sS]vP §Z ] §Z § ¢} ] 8SC }HO Z 0% *8 E SZ * %
righteousness, allowing society to lock away those who did not confotimetoorm and needed
thatextrahelp® /§ A o ( 08 §Z § Z§Z}s AZ} opu pu §} 8Z ]E& ]vd Ev o u}v:
e« EAJVP }( u spH@E }( *} ] 0 *Cu% 32Wdmen, ko were seenzasalie
ZA | E[ « £U A E 35Z}uP Zts beltempied @ theif lden®ns. Thaisconceptions of
A}u v[e ]}o}PC Cuo }3}EU WE%ZC>]AJwe[s Z}EuU}v » 0}VvPe]
menstruation cycles were perceived asthpwS E] p3]vP ( S}E 3} §Z Jdmsdnty [ Z AJ}uCE
u IVIAv VP [ uo [ S8ZE}UPZ Z}EuU}v o Z AJ}UEV Zu}E 00C % puE
weaker than men, women were then placed into a position where a fall from grace could easily be
relatedto $Z & JvZ & v S ’{Duq topvdahhxdack of knowledge into fema hormones

and biology, misconceptiongere still present

66 Showaltey TheFemaleMalady; 3.
67 Showalter,TheFemale Malady3.
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On the other hand, female madness could be interpreted as a form of scapegoating, which
would enable men to cage andntee those women who stepped out of line. These women were
§ PIE]- o]2 B1pEE §]}v oU v P AL QAC EHVE @ [00C %}A Eo oo v
}viu] oo0C u @Eénjaleofirers stress that these characteristics allowed men to control
these women, further preventing them from entering any professions or havingqaliights™
Suffragettes were often portrayeas hysterical the hysteriaterm depicted wildly uncontrolled
emotion; §Z]s & spod Jv ZE] ] po U «Z ulA aldita@Cimforg o pe [ JVvP [
and sometimes, sexual abuse as formsaftmol.”® Highly educated women of this era were also
consigned to mental institutions by family members, as a means to be silenced or controlled. Phyllis
Chesler inWomen andMadness EPp » §Z § ZA}u v }v(]v 8} u E] v u vs o Jves]

[were] failed us Z €}] & o P Jved §Z }Jve3E Jv¥e }( v EE}A (u]v]v]s

Victorian literature demonstrated the struggles of these women, escalating to show extreme
madnessinits}vs £ASX " v E 'lJo ES TheNlad Woman @ fhe Attidthe Woman
Writer and the NineteentfCentury Literary Imaginationbserves texts that reflect female authors
ZE P]JvP ¢]E * S} ¢ % U O Z}ue s VD B®E ALE[]-S S Fud@ vP
A}lu v[ & ol]vP §2ChirqiteBrontt [ dane Eyf8 observes these animalke women.
Berthais the originalZu  A}u v ]Jv §Z 3$3] [U }(8 v JvP =« E] e Z%E& S}
throws fits of rages, unable to control her aggressibalthough these chosen texts are written by

female writers, some male @ ]38 E+ o<} ( SHE Zu A}u v[Wohian in WHii&# }loo]ve

73 Showalter,The Female Malady'3.
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77 Phyllis Chesle¥Women and Madnegdlew York: Rgrave Macmillan, 1972).
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Imagination(Connecticut: Yale University Press, 2000) 85.
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80 CharlotteBrontg, JaneEyre(London: Smith Elder & Co, 1847).
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casting a female escaqy an asylumThis type of literature sustains the stereotypical images of the

Zu Aluv[ v E &+ 3§ EE](C]VP v JvEE]Pu]VP (v «C (JE E E

Mentalilln e¢ ¢ Jv o JVPW Z % E ++]A DopRatalFlepiessidh, jrey v CU
menstrual tension, menstruation, menopause and those conditions that we recognise today as
(JEues }( » Z]1}%ZE v] A E 00 *p spu  pv E $BThedmperepu E oo }( ]
considered clear signs of madness with links to motherhood, hormonal imbalance and femininity.
Furthermore, according to Sylvie FrigonBfapping Scripts and Narratives of Women who Kill Their
Husbands in Canada, 186654 Inscribing the Ewallay[many believed that pregnancy, menopause
JE ul]e EE] P e« }puo SE]|PP-GZAE WEHve=3 vlojd&uv o 3} }v3E}o G
tendencies $ v v ] ¢ VvS]E oC (}E& ]Pv 8§} Z & p¥ThESechMlitiors alev ]S]}ve[X
purely physicahand bidogical, which demonstrates that there was a lack of female biological
research at this time. Pregnancy became heavily linked to insanity and madness; after childbirth,
Alu v A E Z%ZC+] 00C A | v uv3 00C spe %odckspepduspy(( EJvP (E}
upsets, violence or delusions, as well as #ergn manifestations of mania or deep and protracted
u o v Z}¥Mdnstrual cycle were also linked tmsanity;insanity was said to be heightened
during menstruationwith the concept that ager allaved them to release this pafii.This is the
only time that women could be angry; anger alongside strength and power was perceived as male,
and women who displayed it were categorised as mad. Chabttete [« & S Zand Eyrewho
was prtrayed as vi@nt when the moon was blood red (in reference to her menstrual cycle) is an

example of thi” K§Z & /& u%o0 ¢ ]v o JVP Zo}ee }( ulol[ v (A E uE]vP

8W PPU ZD v e+ ] t}u vU[ TiTX

84Sylvie Frigot) ZD %o % ]VP » E]% S v E EE 3]A « }{ds puCanaskid,}186F5d: khIcrip@g the
A EC Kling Women: The Visual Culture of Gender and Vi@dnéanette Burfoot (Waterloo, Canada: Wilfried
Laurier University Press, 20062Q
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they would not have performeéf

Physical appearanadongside behaviouA « § Eu]v e «]Pv }( opv CW ZA]Jo
]*$}ES]VP §Z |E }lpuvs vyv U Z% E}ISEY JVP 0]%[U ZA5Z(Jwe }( } E-
female hsanity, as these broke the imagetbé ideal womarf® On the contrary, even when these
Z E 8§ E]*8] * AE V}3 % E ¢ v3U §Z]e A e e v ¢« 3Z ]JE Zu 8Z} v 8Z
fool the public about their sanit§. Thebehaviour furthestemovedfrom feminiity and said to
indicate real signs of lunacy wass Z +SEpu $]}world love&qdme the female kille*
&QUESZ EUu}E U ZSZ upE E }( Zlo A+ }ve] E pZzZ v ESE }E

to be closely linkedtoadu o v }( $Z wu]v [ o]vI]vP | §} $Z ] Pt ZYEuU}v o |

Past: Medical Madness

ZD v e¢[ }J&E ]Jve V]SCU 8 CEu o]vl &} u v3 o Joov e+ A 0}% ]V
psychiatry began to expand, multiple theorfes psychopathy also begdaa emerge in the
nineteenth century, often resulting in other scholtheories being discredited. Moreover, Scull

EPM *SZS5Suvg Zu ] ouv }HOo SZpus v ]SZ & PE }v SZ % ](] °
defend the rigidand indiscriminate therapeit patterns that sometimes obtained in places like
§Z o HPKel was the first physician 18098} (Jv %o*C Z}% SZ] Je}E & < Z§ §

disordereda (( ¥ [Txis waslevelopal in 1835by Prichard whose theory sugded that
% *C Z}% 3ZC A PVZUWJEC[U Zu}lE ] % EA Ee-]}v }(3Z v SpE o ( o]v
inclinations, tempers, habits, moral dispositions, and mental impulses, without any remarkable

]*JE & }(]vs oo § }E IVIAJWE] FiEbgm@enmaeralky andinsanity

8W PPU ZD v s+ ]¢ t}u vU[ Ti0oX
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became entwined with the term psychopath, still often misinterpreted within stories by our modern
media®® Fernando claims these terms have always been linked to mental health fromthe 16
VESUEC v 0o o000V *° V(27 Afhetiofthely VvSUEC Zu}E o Ju Jo]s8C]
u e AJSZ]v %C Z] SEC 8} Z E & E]e §Z}+ (*ths 00C Joo =+ §Z
definition becomes integral to this thesis, as it demonstrates how the modern media ma
manipulate this stereotype of psychopath as a born killer or criminal. According to Bonnie Evans in
Zhe Foundations of Autism: The Law Concerning Psychotic, Schizophrenic, and Autistic Children in
1950s and 1960s Brita[§ Z A} @& Z%.+C Z }arhe[apdpuwtar choice as an altetiva
u v]vP 8} Z]ve v]SC[U <« o0°<} (}pv ]Jv @Pvimdples of Begdical PsgEhalogy Vv
(1845)® dz]s § CEu u A] 0oC }%3 3} E % E » vS §Z}+ A]3Z v Z V}CE
by definingitasaZ ] ¢ [ Uu}E& §Z v °S)yddi BollbiXinRisease Versus Disorder:
tZ S[e ]Jv tEtebthat both disease and disorder can be defined as an illness of the body
that disrupts bodily function&’! The term disease suggests that it can be cured or treated as these
illnesses are aght or developed, whereas a disorder suggests that it cannot be cured, as it is a
defect already within the bodif? These two words when attempting to define mental illaesn
simultaneously be entwined with one another; it illustrates how easy it isifolboth terms up.
Moreover, the idea of mental iliness as a form of disease can create irrational fear within society, as
it can suggest that mental health issues can bssed on to other people like a virus, creating that
*} ] o ]S v SA VZEB@[[X dZpeU 3Z o }JVSE «3]vP §Z }E] + (pnooC
truth about mental illness can become muddled or mixed in with other terminology; due to the

various msconceptions being bandied arouddring the Victorian era

%& Evv3IUZr}]oZ
97& Ev v }IUZr"} ]oZ
98 Prins,Psychopath<5.
®B}lvv] A veU ZdZ &}puv 38]}ve }( udleuw dZ > A }v EV]VP WeC Z}3] U ~ Z]i}%ZE V]
andidoies & Ballgwr of the History of MediciB88, no. 2 (Summer, 2014): 2385.
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www.sireninteractive.com/sirensong/diaseversusdisorderwhat%E2%80%99s-a-word/.
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Past: CulturaRepresentzon of Madness

Written - Literature & Journalism

Literature of the Victorian era, from Charles Dickens toBhente sisters, vividly describes
the contrasting livig conditions, health and wellbeing of the Victorian characters in their stories as
well asthe shocking crimes, deviance and sexual acts that were tifteed to the poorer end of
society.Charles Dickens has been said to have visited Bedlam for wrisipigation; Larry Wollf
quotes ] | ve[ AguEh aliver Twist®for detailingcriminalty, otherness andleviance; Nancy
is a prostitute (although not stated directly), the boys are pickpockets and Fagaigishing
master ofhiscult, engagingn dodgy deal$% Oliver Twists one of the many novels of Charles
Dickens that creates coruotions with clasalongside criminality and sexuality in Victorian Culture,
presenting elements associated wilte idea of theZ }Ev EJrujoerabiinbecility Fagan is
stereotyped to be deviant because of his religious faith, becauseJenishhe is depicted as gl
Great Expectatiod® presents madness particularly itiss Havishamwho still wearsher wedding
dress after being jiltegears previouslandnow employs *§ oo 38} u v]% uo $asW]% [ Z ES
though her accomplicéOn the other hand,lle Brontés]+§ (E [ fok}sEs on Victorian
womanhood, in whictvivid storylinesset alongside theiliving conditions and social livesakes the
female characters come to lif@Vuthering Heightsparticularly in the character of Heathcliff links
class tomadness; Heathcliff as an orphan taken in by the famige ( EE 3} « ZAJo v]u o[U
othered, andsostracisedrom those around hild o  JvP 8§} Z]e u]e (8 ¥Jan8ZC]J- §Z
Austen, although writing before the Victorian era, also asatas class and gender as social issues,
as shown irPride and Prejudicd” }@E JvP 38} vv ~Z %Z & ]Jv ZKA EA] A }(8Z s

novels of this time wera powerful mears of educatingsot SC  } S %o %o E} %o ED S Z+5S v &E

103Charles Dicken8liver TwisfLondon: Richard Bentley, 1839).

04> EEC t}o((U ZdzZz }Ce & W] %} | §«U v §Z 'jiECrihtnalitWViiEEpsI§ Magacsiaw? ' v & v |,
VPo v &E}u Ko]A E dA]«3N8Ww Litgrary Historgy uE. [2 (Spring, 1996) 2249.

105Charles Dicken§reat Expectationdondon: Chapman and Hall, 1861).

106 EmilyBrontg, Wuthering HeightéLondon:Thomas Cautley Newby, 1847).

107 Jane AusterRride and Prejudigeondon: T. Egerton, Whitehall, 1813).
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follow, passngon theseideas to the next generatiol® Novels presenting ideas of madness may

indeed present cautionary tales.

Z]lo € v[e 0]8 & SPUE }( 8§Z s] §liEhiswaydo edocate (childréd } v

about the period and to develop their sense of cultural ittgnand that of others around thentf?®
> Ale EE}oo[*s AJEI % E}A] « 05 Ev § <} ] 8]+ AZ E Z pHoSpuE 0 *3§
may be using their writing to speak out against ceriaspects of society® > A]e  EARckaD [
Wonderland*! depicts a world that challenges the cultural boundaries originally set in the Victorian
era- as Alice struggles to break away from her social boundaries she finds her own sense of
belonging irthis alternative universe. Additionallplice in Wonderlan@oldly confronts the idea of
u v eeU o« 38Z Z «Z]E § § oo 0] ZA[E oo0u Z EI[V §Z]+ }uo
ploy of challentng boundaries by informing and scaricigjldren not to steer onto the wrong
path?2 & E vi]el <}Z Sdufidesd TeParty in all my Life: Lewis Carroll and Victorian
WeC Z] 8E] WE 3] [

(E E } 0 o [aComnaissioner in
Lunacy) was connected to the
Victorian psychiatric ggums
someof the asylum reports and
documentssharea strong
resembance to the madness found
in Wonderland; Carroll may have

got his inspiration through

108 yy AZ %Z E U ZKA & AQ]Av HiER insHocus: The Victorian Baring, 2001)
https://www.history.ac.uk/ihr/Focus/Victorians/article.html

109Jenkins,s] S}E] v Z]o & v4564]8 €& SUE U

110Jenkins,s] S}E] v Z]o & v4564]8 €& SUE U

1111 ewis Carrolklice in Wondesind (London: MacMillan, 1865).
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conversingwith hisuncf*dz D , §§ [+ § % ESC ]» =] §} Jve% ] E C §z
parties that were held for the patients, where visitors could watcla &rm of entertainment and
spectacle’* :}Zv d vv] o[* Joou*SE S]}ve Jv §Z 0] }}le o0} E 0 § 8§} &
asylums; in the illustrations the mad hatter and the hdegmonstrate some of the characteristics of
the asylum patients. The hailFigure 1) displays a crown of straw on his head which was apparently
Zs]Pv }J(u Vv e[V Z5Z E}AV }( *SE A A ¢ % ES }( 53Z Alep 0 *8 E }:
}JE]IP]v S]1ERZ[YRVESE C 0 }( Z o0 ulS e[ v Z - v pfmadhes®ds E EC %o
EoC + "Z | *% @E°The fagial fadires of the Mad Hatter (Figure 2) are exaggerated
to make him appear grotesque and othered. Similarly, the illustratidiseoMad Hatter in Through
the LookingGlass!® demonstrate physical feates ofthe madness stereotype. The chains, the
wrangled hair andte expression of pain as he holds his

head with his hands imply severe distréss.

In addition to these depictions of mental illness,
cvl]ve EPH ¢« §Z S Vv}SZ E % tle}(
was used to reinforce gender boundaries, through
providing boy with books of adventure (teaching verbal
power, male education and authority) in comparison to
PIJEoe[ *S}E] * }( }u 3] S8]}v v &

abilities, what not to say or dd} Examples of these

] « & Z} ES3 >}u]eTreasireusiand.

which has been said to provide boys with all the

U3 QE vi]el <}Zo8U Zd2AN EEG[vend uC >]( W > Ale EE}oo Vousdal®fE] v WeC Z] 3
Victorian Cultur@1, no. 2 (June 1, 2016): 1487.
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116 ewis CarrollThrough the LookirGlasgLondon: MacMillan, 1871).
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119RobertLouis Stevensoiyeasure Islan(London: Cassell and Company, 1883).

41



Zv ee (EC }JUu%}V VSe S} JVeS@EMSZPZVES MOVEE Vv ¢ ,} Pelv HEV S§[e
A Little Prince$& which teaches girlsf domestication withthe restriction of space, place and social

features and sees the female protagonist being punished for imagining a better sitt#tidrese

stories are not only still used as reading material for children, but have been maddnmavhich

may continue to include many of these ideas.

My Experiences in a Lunatic AsyllBy a Sane Patigft® by HerrmannCharles Merival&vritten in
1879 is a factual documented journal transformed into a bddks book offers accounts from
inmates of thetime. Another bookentitled Sketches in Bedlam; or Characteristits ofInsanity, as
Displayed in th&Cases ofOne Hundred androrty Patients ofBoth Sexes Now, orRecently,Confined
in New Bethlem 1823 describes the living conditions and treatmeritthe patients within the
asylumsthus loth these booksnform the wider population about these aspectdowever poth

texts createsimilarstereotypes of madnesswith St me snvmeates coses xams Beeaus

details ofpoor living conditions, théreatments, the
abuse and the patientgroviding a fascinéing
spectacle fothe readers Newspapers were another

means of educating Victorian life. One theory

FE %o} UV C 3Z V Ae% % E+ E P
was about the invention of steam trains. Josédidyes

]Jv ZdZ s] S}E] v o] (ld2Zasse dE

Ive§ v§ [ve V]SC[] E&PM » §8Z § §Z .

A LADY'S DESPERAT A TRAIN.
FEARF

ARFUL STRUGGLE WITH A SUPPOSED MADMAN,

tightly spaced seat quarters and easy accessibility o

trains could cause many passengers to experience lscix
°* V]S

120Jenkins,s] S}E] v Z]o & v4955]8 €& SUE

121 Frances Hodgson Burng Little PrincessE A z}EIW Z Eo « » E] v E[ ~}veU idifieX

122 3enkins,s] §}E] v Zliteraire 4955.

123Herrmann Charles Merivalgly Experiences in a Lunatic Asylum: By a Sane R&tieateSpace Independent Publishing
Platform, 2016).

124 Constant Observegketches in Bedlam; or Characteristic Traitssahlty, as Displayed in thesga of One Hundred and
Forty Patients of Both Sexes, Now, or Recently, Confined in New Bethlenod@®% Sherwood, Jones and Co, 1823).
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ZE JoA C u v e¢[U SE v+ (UE w]vPXEhe vbratidis @ the train were said

ZZ A Je *3E}pe (( 8 }v HWThenewppaper@&phowided information on railway
Zu u v[ 8} JV(}EuU <} ] SC }us 3$Z WTHeteQWas flsp(a fearttabdué to the
easy accedsility of mental institutions patients could potgially escape, catch a train and go on a
journey. The newspapers were keen to promote this type of information, embellished with small
cartoon strips to support their ideas. Such illustrations charactéhisenadmen as being lower class
and any victim aspper class through their clothing choices, thus making a clear connection
between madness and class (FigBeand 4). The newspapers were not only encouraging the
stigma, they were also visually definitigeir view of madness through these illustratioridue to the
lack of information and understanding of steam trains, many assumptions were made; whilst

innovation was at its peak during this esaciety usednanyof thesenew ideasand inventionsas

scapegoatso imply thatsocietyis not functioning. "FERRIBLE TRAGEDY AT MAIDENHEAD. ~ (Wstratst)

As the ultimate crime, murdaras a central theme

within newspapers of the time. Matt Cojle vSEC ]

Z> APdlgrave Advances in the Modern History of

Sexualitysuggests that stories about violence and
murder were de( ] v C ZsSZ jtuv E] o }(
v 8§8Z Z] }o}P] e« }( P v EU?ghe-
more farfetched from reality the crimes were, the more

press they received. According to J Carter Wood in

Zsljo v v EJu Jv-BYSPBECSAPO T renmes struons w4 wanisc,

4ttitudes towards violence are inextably connected _

125:}e % Z , C *U ZdZ s] S}E] v o] (8238 dE& ]Jv Zilas QhsouréMay-12,/2043),vS /ve v]SC]
https://www.atlasobscura.com/articles/railwagadnessvictoriantrains.

126  C «U ZdZ s] 8}E&]v 0] (82§ dE& ]v Z] tuno pe /veS v8 /ve V]SC[X

27, C U ZdZ s] S}E] v o] (828 dE& ]v Z]SClxo pHe [/ve§ v§ [ve v

128D §35 }}IU ZPaldrdvé\Advances in the Modern History of Sexustdityd.G.Cocks and Matt Houlbrook

(Basingstoke: Palgrave MacMillan, 2006864
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to issues of identity, class hierarchy, institutional development, codes of behaviour, views of
E E 3]}vU 83Z v SUE }( % EJA 3§ VvV %p 0] *% U v } ]380 EE
distinguish social classé¥. Similarly, Bdget Walsh irDomestic Murder in Nineteeriientury
Englanddebates that newspapers could be idolised as art drama,; taking their inspiration from the
Zuo} E ul}(3Z %5 3Jlu }E (E}u E o wfi@rapoivsSndlod@E&ndE £ PP &
descriptiongdisplayed) would keep the audience engaged (Figuté’Blewspaper sales became so

o} oC o]Jvl 38} EJu Vv upuE €& SE] 0+ 5Z 5 *}u \leAth%E %S EE ) C A (

due to this contents!

According toZhe History Predthe fictional detetive characters also flourished, with
newspaper murders seen as inspiration for the greatest fictional slenthsdingSherlock ldimes
and murderers such as Sweeney Tdalath of whomare still hugely popular in modern media
today %2 The most notorious fodocumentedmurders that defined the Victorian era for crime was

§Z 1 3Z Z]% % & 1]00]VPeX ZdZ o« &% le &C%1 o0nC
THE MURDER OF

Anm‘ MARTEN]

involved female prostitutes who lived and worked
]Jv §Z seopue }( §Z S v }( >}v
heightens the notion o& strong linkbetween class
to crime, mental illness and murdé® The
newspapes became sérenzied over these vicious
crimes thatthe aimes themselves became

legendary to such an extent that they still have a

D BARN AT POLSTED.
whole Account of the horrid Murdes,
IAM CORDER

huge influence on modern mediahe term

1293 Carter WoodYidence and Crime in NineteerE@lentury England: The Shadow of Our Refinefbendon: Routledge
Studies in Modern British History, 2004), 15.

130Bridget WalshDomestic Murder in Nineteer@entury England: Literary and Cultural Representgtionsion:
Routedge, Taylor & Francis Group, 2014), 15.

131 Walsh,Domestic Murder in NeteenthCentury England5s.

Bdz ,]*S}EC WE -++U Zisd HistaE/|Pressd ha Oestination for Higamgessed on October 25, 2019),
https://www.thehistorypresso.uk/thevictorians/victoriarcrime/.

1Bdz ,]*S}EC WE ++U Zs] S}E] v E]Ju [X
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¥ipperology was oined to describe the study and analysis of the Ripper cases; over one hundred
§Z YE] » }uS 83Z Z]%0 %o €Hrfacdd and hia@y @f the murders have continued to
Jve%]E u vC A} EPOvertheddsticeturylack the Rippdras become aelebrity for

hiding his identity and being uraught; thissensationalisingeglects to remember his victims, who

were lower class prostitutes.
Visual- Photographyand Paintings

Richard Dadd, a British Victorian painter was mostdasfor his workproducedwhen
institutionalised for the murder of his fathé?> He was known to hallucinate about fairies, fantasy

E SUE © V *%]E]Sp 0] U v A e} e eP] AJdZ EZH]PRSTE =
using the characters as inspiratiéi Some of I8 paintings depict a stereotypiddlstration of
madnessfor example 2gony- Raving Madnesgxaggeratess Z  Z & wid @aire chainshis
handplaced on his©iead and a hairy bogyhis makes connections thi¢ animal like characterisgc

that are often employedo depict madness (Figu®. Although my hesisfocuses orBritish and

American depictions of madness, other painters outside of Britain were influential and are still used

to depict the representation of madness. Vincent Van

Goghtoo demonstrates hisown experiences of madness
throughhis paintings and sketcheS&imilarly, after
chopping off his ear, Vincent Van Gogh was

institutionalised and began to paint within the asylum. &

worse his menthillness became, the detail in them also

worsened and dissolved. Recurring themes in VaR Z [

BAdzZ ,]*S}EC WE ++U Zs] S}E] v EJu [X

BBD & u E «SU ZZ] Z <06 dlpumenali{®ay 242007) http://www.noumenal.com/marc/dadd/
136 \William Shakespeard, Midsumm (E E] P Z § [ {Oxf&rd: Oxford School Shakespeare, 2009).
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metaphorically showing Van Gogh trying to escape from the asylum. This could also be a metaphor

for his mental iliness continuously growing and escalating out of control.

Photography became a wadktablished art in the Victorian era and was influential instoucting

the representation of madness publicly. Henry Hering became an acknowledged society

photographer in the Victorian era for his portraits of/asn patientst*® His aim was to take two sets

of photos: one as the patients were admitted and the secasdhey left the asylumas a

transformed citizert*® Photographs became linked to phrenology and the study of facial

expressions, which experts argue } po § CGu]v 8Z % S] vS&[%Physical feajuresy -
etiquette and dress code are central fSUE « }( §Z % 3] v3e[ SE ve(}EuU 3]}vU AZ] z
dressing and presenting yourself well within society links to the notion of class dling.

William Green, a grenadier guard (Fig8yavas admitted to the Bethlem Asylum due to suffering

frfu Z% E}ACeu 0o v ]JvsS ®Bu]s$sS vS§ u v
William transforms from a workinglass citizen

in his first photo with his wild hair and poor

dress code, to a potential uppetass

gentleman with his slick hair and appropriate

dress style. Physical appearancesvetearly an

important part of Victoriarlife and helped to

VP PE %ZU Z
distinguish those who were displaying

B8d o PE %ZU Z, vVEC , E|vP[s WZ}S§} Pdegfaph(ackéssed i Octiob®Y 25,2019
http://www.telegraph.co.uk/culture/photography/114222/HenryHeringsphotographsof-Bethlem
patients.html?frame=3204851 2018.

1Bd o PE,WELZ EJVP[» WZ}SIPE %Zs }(
“Wdo PE,WMELZ E|VP[s WZ}S)PoEUBZSIVS
“d o PE,%ELZ EJvP[s WZ}SIPE %Be [} (

§Zo u W 8] v3«|
[
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Z}8Z Ev e[ XexanjdleZof@& physical
transformation (as a key component of their
wellbeing), is patient Harriet Jordan, who was
admitted after sufferirP (E}u Z pns u

she became discharged eventually through he

v A (Juv Zcu] U Jv ue3E]}pe

Z A [ uew(Figure) 2, EE] §[ Bien
C ., EJvP[e V
language along with her clothing and etiquette

radically contrasts in both photos, which demonstrates aghé notion that class and physicality

was an important part of Victorian life.

Physical and Musical Theatre, Popudr Stage & Opera

The 19th centuryvas considerea time of the arts, with agreat richness and variety in theatre and
performance. Balletcircus, opera, pantomime and music hall were all hugely pojpdfarhich

were defined more so in the Victorian etfean any other; the Royal Albert Hall became established
and is still a popular venue for high quality performan&sfore The Theatres At843 was put in

place early Victorian drama was only licensed to play at Drury Lane and Covent Garden in London,
where the programmes consisted of Shakespeare and were aimed towards the upper t4Ekes.
lower class were restricted as to what they tuiew and therefore were more familiar with less
formal theatre displays including Burlesque and Melodrariiagrewas a separation between what
theatre deemed as legitimate and illegitimate and this encouraged the divisions in society which

were controled by the upper classé$

“2d o PE, WELZ EJVP[s WZ}S}IPE %Zs }( 3Zo u W 3] v§e[

“W35] §}E] v o0 ESWUYSPWELEAHZ SE ~ W E(}Eu v [ s] §}E] v v OClob€ES Dpe pu ~
25, 2019) http://www.vam.ac.uk/page19th-centurytheatre-and-performance/

“is] S}E] v o ESWprPUEL TDZ SE "~ W E(}Eu v [X
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Melodrama was a popular musical drama for the lower cldgsheroines and heroewere
portrayed as working class and the villains as uggh@ssto suit the audienceThe over
dramatization of emotionss enhanced by the musiAudiences demanded dramas that were closer
8} Z}Ju v E o3 o &} 8Z ]E }Av 0]A VvV Z5Z E A - E 1 (}JE }u 3]
ZYEE}E 3} E] *[UY[%}%po E VIA o+ A E°Newspapershversaisé} u o} & u
inspiremanyofSZ u 0} € u U pe]JvP ZSZ wu}*S % &} |P]}pe A ]S u vSU §Z

§ «SE}%Z *U 8Z u}es Z EE}A]VP «]5p 3¥pvia Mad@hor The Murdédinvg g Z o
§Z2 Z (Figyure D), as an audience could relatetteem.!*’ The melodramasupportedthe
] Y ZP}} [ v Z [ ]v §Z ]@& emabliBEgsacialy to eStpblisH a common sense of

moralright and wrongteaching thatgood can combat eVil  p-ewwne rrice orents i is one satrpens s

B RI TJJV'J"IJ

V Z E% 0 ]SU 8§} % pEPTHZdempnpbtes G

THE
how society revelledv s$}E] « }( ZYEE}E v MRB&«%E,_%.@%I;?,“?.E
M’W‘o«m I.AUDI HALL and MR. H. W. VARNA

E §+38Z ] M Z8Z u[ v Zpe[X

Another construct used to represent madness wassiu in

Opera, withCatherine @ment inOpera, or the Undoing of

Womenstatingthat most female criticismvas depicted

initially inthe music iropera; gender relationships and

sexual conflict are usually aéntre «§ Pwlieremusic acts

e 00_
experience while forgetting the viole v 3} Ao v

Mary Ann Smart ilsirenSongs: Representations of Gender and Sexuality in Operadvigises that

Upe] Jv }% E ] % o0 }(ullvP 8Z Z A(po (8 }((uo Z E 8§ E-]

are drawn in through musical intemygj their powerful and technically challengiagas make the

“6s] §}E] v o ESMUvHUELIHZ SE ~ W E(}Eu v [X
147 Michael BoothEnglish Melodramé_ondon: Herert Jenkins, 1965) 51.
148\Walsh,Domestic Murder in Nineteer@entury Englan@4.

149 Catherine Clément§)pera, or the Undoing of Womérondon: Virago, 1989).
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listener forget the plot line laid out for the female protagoni¥&tSmart makes reference to soprano
0 <+ }(8 v 8 -<Fwel[vl [+ AESE u DpelERtfthpud aly dem Setdditan be

said to denote madness or force of Wil  } 0] [ +@ Men/ Fatal§in Don Carl&?uses the idea of

§Z Z% ol]vRAZuE [§Z A}] v E] § 8} HUE 3Z *}%E v} }( §Z ]E Z9

nervous coughing, thénystericized voicecan go further: operatic song can undo the teygal
Ju%e «¥3[u]P] Z @edpa]fsalthoughthe story isfrom the Greekera, the story as told in
the operawas populaiin Victoriantimes);®®* §Z o ]JvP o ri€stess NeWeéa falls in love with
Jason and bears his children, but murdersth AZ v Z v} v The@opiilarworks

favoured in the Victorian eraften depictwomen suffering from a combination of madness, gender

Vv ¢ /Ep 0]3C + ]Jv daFrgjatt®%ZEZ SE veo 5 » 8} Z53Z A}lu v P}v +3E (

(courtesan. Theleadi® o ] « A]3Z u}@E (Jvl13]A &E}o « }(3 v Ju 5

Zu

deviant, with the end result being their death. Cather@e&mentn ZdZE}uPZ s}] U ,]*S}EC]

%] S §Z § Z]v SZ }% €&  }( SZ v]v § vSZare vistiw@E€rsecubed}yS oo Z E

uvU E&]s}v }@umiletdd/ Xunted, driven mad, burnt alive, buried alive, stabbed,
committing suicide Violetta, Sieglinde, LuciByinnhilde Aida, Normd Y aAd so many others ... All

sopranos, and all vi§ Ju™[ X

Composerswere E S]VP pvpeu o }JE Z «3E o A}EI- 3Z § A E u
SaintSans as an example, created musical works that were pushing identity stereotypes and social
boundariesDanse Macabré&® musically narrates the dance of the dead, Garnival of he

Animald® E «}v § « A]SZ ]E $Z}A[ 7 (dEexdmplePersonags with Long Eamnd

150 Mary Ann SmarsSiren Songs: Representations of Gender and Sexuality in Oper@Phhuwsston Princeton University
Press, 2000) 5.

151 Wolfgang Amadeus MozaBRje Entfuhrung aus dem Se(aiipzig: Breitkopf & Hartel, 1882).

152Gjuseppe VerdDon CarldMilan: G. Ricordi, n.d).

153 Smart,Siren Songs.

154 Luigi CherubinMedea(Paris: Imbault, a.1800).

15s] S}E] v o ESWuyPWELEHZ SE "~ W E(}EuUu v [X

156 Gjuseppe VerdLa TraviataNlilan: Ricordi and Co, 1914)

57 §Z E]v o0 u vSeU ZdZE}uPZ s}] U ,SiehEGdD§: Repizs€htgtions\wof Gendesdnd Sexuality
Opera Musi¢Princeton: Princeton University Press, 2000) 22.

158 Camille Sairbaenspanse MacabreMineola: DovePublications, 2005.

159 Camille SairBaensCarnival of the AnimalMineola: Dover Publications, 1998.
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his operaSamson and Delilaf? interprets Delilah as manipulative and displaying signs of
psychopathy. Another example is Tchaikovsky who at this time widagwvorks for ballets
includingSwan Lakg®! Sleeping Beaut{? and The Nutcrackert®® Swan Lakén particular reveals
how the leading lady ends up committing suicide after her true love has been stolen by another

A}u vV 8Z upe] & (o &+ SE andma@inessE [« P E]

Whilst modern culture has developed since the Vietorera, there are still practices that occur
within society and culture to suggest that we still look back to this era for inspiration and direction in
our own lives. Althougbociety ha developed scientifically and biologically, being more open to

peopleof difference,it continues to link madness or psychopathy to the Victorian social and cultural

0]( *3C0o0 X D U}EC $ZE}UPZ 3Z (}Eu }( Z+8}EC & dodretdlc v Zo}}I]vP

stereotype of madness to linger within modern culture.

160 Camille SainBaensSamson and @ilah Boca Raton: Edwin F. Kalmus, 1987.
161 pyotr Tchaikovsk$wan LakeMoscow: P. Jurgenson, 1895.

162 pyotr Tchaikesky,Sleeping BeautjMoscow: Muzgiz, 1952.

163 pyotr Tchaikovskyhe NutcrackeMoscow: P. Jurgenson, 1892.
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Present: Collective Memory & Paéttorianism

In her discussion of cultural identity e ZS] C <« " Zhe &lght MinarefCleo Theron argues that
ZZ]*S}EC ] $Z < ] hataffect<lis nodst thnsediately, stirs us most deeply and compels

usm}es (}JE& ] oC §} }ve J}pev oo }( JUE* OA eYhv E 8Z Ep E] }( Z]¢
not only the past, but the progression of events in general; history therefore include%4E «'°¥ S [

This suggests that we may learn from our predecessorsantinue with many of their traits,

%] IJVP u% Z 18 v 8Z}uPZ3%+ o}vP 8Z A CX o}v }v(]lv} ]v Z }oo §].
,J*3}ECW WE} o ue }( D §Z} [ ]u%smal caryZhir ovn@é&nerjeq o tGe past

through either word of mouttor education but tends to extract information most suited to their

particular situation; other elements become forgottéii dZ]e v E (EE 38} + Z }oo 3]A
u u} E% Htory and pat memories seem to dominate culturally within societystorical

education may only inform us of a selective section of history, often leaving other identities behind

in the pasti®” Only recently have gender, identity, race and ethnicity become ssfitead topics in

the field of researchi® Many scholars and historiamsnd to select the research that best supports

§Z ]E A] AU o A]JVP }8Z & Ju%}ES v8 } pu vde Z]v V 8Z]* u C E -p
past- and thus the incompleteness of doau v § } 1 V8 FHIX statement implies that many

research arhives and texts still marginalise other identities: until recently, students in general music

lessons did not learn about female composers; those unaware are left unknowing, unless the true

history is sought and researched. Geolggers]v ZdZ Z}ofes}ipndl Historical Scholarship in

§Z & S]}v v ]*S}ES]}v }( D ulEGC] *pPP 8¢ §Z § Z]*S}EC % Vv ¢ }

person writing about it; the writer dictates what they codesr to be relevant to and suitable for

164 o0 } §Z dZ E}viucthg thé Past, Deconstructing the Other: Redefining Cultural Identity through History and
Memory in Ishtiyaq Shukrt dZ ~]o v 3§ Hnglsh@Stutl[es in Afribd, no.2 (October 31, 2014): -55.

165 o}v }v(]v}U Z }oo 3]A D ulEEQW WIBUGE w-THeAheidh Historical Reviéd2, no 5
(December, 1997), 1386403.

166 lyv(]viU Z }oouBEAC I HOSHUE o0 ,]*S}ECW WE} o ue }( D §Z} U[ iidiX

167 lv(]v}U[ }oo 8]A D u}EC v HOSUE o ,]*S}YECW WE} o ue }( D §Z} U[ iidiX
8Con(]v}U[ }oo 3]A D u}EGC v pHOSUE o0 ,]*3}ECW WE} o ues }( D 8Z} U[ ii6iX
9dz E}vU ZZ }veSEM S]vP SZ W 3SUJ[ 66X
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their readers and thus steotypes inevitably occur? this results in intentional gaps in the collective
memoaries of historians and of society as a whole, and this lack of knowledge and understanding can

result in stgmatization’*

Confino argues that memory has been said2o}veSEUN § ¢ ve }( §Z %o *S[ vV i

in a way that only tells half of the stot{2When applied to the concept of madnesise previous
history of a person and a restricted collective magnoan cause characterisations in society for
those displging otherness; it can tie aspects of identity to deviatié&/hen presented through a
restricted or an inaccurate version of the past, history aims to remember collective memories in
AZl1 Z Z@BW3[E% 5 ]+ E}uPzs (JEA E ]varjed @xt bpckp @adxheti®, 5 v
v (( 8§ Z}((] ] o, hecarheéihesple source for knowledge about the gasthus, through
selective memory, societies may retain a set of memories, sometime$@tvP $Z uU ppus Z(}EP §
the memories that do not appé4o their current perspectivé’”® Collective memory can inevitably
Z% E}tu}s §]}ve JE SS]Su ¢ }( A ope]}v[ n S8} J(( & vs IPE}UV -
de-Zpu v]l 8Z}e AZ} E]J({ & WSZ}E ]J*%0 C]JVP ¢]Pve R¢NZ}SZ EvV eo[U 1

%% @E Zepe%] ]}peU v3 P}v]pethusews thaitko @& Ju [} E[ tuvse }( 8$Z
past!® Kv /E u%o0 }( §Z]e ]* 8Z +3 E }3C %beeusddpdpict th¢Jehrshs Z -
community as sly, grotesque and repulsiVéThis idea of stigmatizing is present when observing
Victorian madness in relation to contemporary film and televisanthese media are a significant
part of the discourse surrounding mental ilineb4usical senditics (as discussed further in chapter

3) can also be thought of as a kind of collective memory, which continues to manipulate and

stereotype our views of mental illness. Repetition used in both collective memory and music

10Ge}EP /PP €+ ZdZ Z}o }( WE}( **]}v 0 ,]*S}E] o0 " Z}o (E-+Z]@ineseStudieSE S]}v v

in History43, no.3 (December 2014);21.

/PP E+U ZdZ Z}o }( WE}( **]}v 0 ,]*S}E] o ~ Z}o ®d}®mQUI[SZX E S]}v v ]J*S}ES
172 ly(]viU Z }oo 8]A D u}EC v UOSHUE o0 ,]*S}HEQW WE} o ue }( D §Z} U[ iid0o

3dzZ E}vU ZZ }veSEN §H6P §Z W «SUJ[ &1

7dz E}vU ZZ }veSEN §HBP SZ W «SUJ[ &1

5dZ E}vU ZZ }veSEpW S]vP §Z W «SU[ 006X

76 dZ EIvU ZZ }veSVEpSSPBREZ

Az E}vv W EoU ZdZ D C s Zaplethéps:1//mvAe.bEfwad.com/jewistife-andreligion/278768/the
myth-of-the-jewishnose(accessed on January 2, 2020).
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semiotics suggests that they doeth constructed, which allows stigmattian to occur and develop;
similar patterns and structures to represent mental illness begin to occur which may declare these

components as official.

Consequently, film, television, fashion, interior design, adgentients, museums and historicat re

enactnments associated with the Victorian era have continued to impact on our society, creating a
memorable experience for the audience, and allowing them to envision their views of the Victorian

era through the construabf the medial”®Mitchell argues that ousociety still follows some of the

SE |8 v A] A« § pPzs (E}u 8Z s] 8}E]v & U o A]JvP pes A13Z ( o]v
E % E} ZU v Weanb@impled that modern society resembles pd&ttorian society,

ZAl15z Ju%oo AERESYO ST}veZ]] U %}0]8] *U %C Z}o}PCU v &S }( }u
society is fascinated by our Victorian predeces$®raccording to Miles Taylor and Michael Wolff in

Victorians since 1901: Histories, Repntéations and RevisionZ s] §} & yevween made and

remade throughout the twentieth century, as successive generations have used the Victorian past in

JE & 8} o0} § §Z ue oA ¥Soddy mayEttempttpXring back Victorian ideas

concernng power and hierarchy; for exampléargaret Thatcher (British prime minister 197990)

LEP E SUEvV 8} s] 8JE] v A op » 8} E e+ ES Z53Z SE ]J8]}vo v v
VIEU o C v Al v CU u}@® o0]3C Vv % E de @nttd QOrfthod&deerAdspo v }uE
othered!®?1t is not certain where Victorian values proceeded and diminished beyond the Victorian

era itself; my thesis aims to demonstrate that the Victorian era in terms of values has continued

through to the 2% century, withsome of the cultural ideas from théictorians still being enforced

today especially in film and television. My thesis develops the argument that the collective memory

(often used selectively) from the Victorian era influences many of the ideas in coatanggdilm

178 Mitchell, History and Cultural Memoity NeaVictorian Fiction40.

179 Mitchell, History and Cultural Meory in NeeVictorian Fiction40.

180 Mitchell, History and Cultural Memory in N¥@torian Fiction41.

181 Miles Taylor, Michael Wolffhe Victorians since 1901: HistoriRRspresentations and Revisi¢lManchester: Manchester
University Press, 2004) 2.

182 Mitchell, History and Cultural Memory in N¥@torian Fiction47-8.
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and television surroundimmental illness and this is reflectadthe musical, vocal and sonic choices

made.

Present: Medical Madness Developed

By i6ficgU % +C Z}% $ZC U (Jv s Z % Ee+]*3 vs [}E E }E

whichcav E *pos Jv Z v}Eu oseQoushArEsporisible Fonduct on the part of the
%o $] which requiresreatment® Blair et al., inThe Psychopath: Emotion and the Braigue
S§Z § %o*C Z}% S$Ze €& SZ}uPZS S} JoOU*SE § |LEETE T[] ¥, d%do }( Z }

v3]e} ] 0 % E-}v 0]3C ]J}E E[ Az] z & (]v e §Z Z( Jop@& S8}
deceitfulness, impulsivity or failure to plan, irritabilitpcdhaggressiveness, reckless disregard for
}18Z E+ € v « 0 | Y¥REChop@hs pray show three or more of these characteristics and
become diagnosed through the way in which they exhibit these characteri&tice. o C[e 1601
bookThe Mask of Satyi detailed the first criteria for psychopath diagnosé&e notes that
charact E]*S] * Jv op W Zepu% E(] ] o Z EGuU o | }( vAE] SCU o | }( Pu]
egocentricity, failure to form lasting intimate relationships, failure tattefiom punishment,
%}A ESC }( u}d]}veU o | }( ]Jve]PZ3 JVEIAJZUGU%s & [AWE ['€} %0 v Z
Robert Harea researcher in Criminal Psycholptien established a check list to determine how
many of these characteristics the jpents demonstrated to be diagnosed as psychopatfic.
Therefore, psychopathy canb (]v e Z J}E €& S$Z 5§ }ve]eSe }( UPpOS]% 0  }u %o
}v 82 u}8]}v oU Jvd E% E+}v oU v Z AJJUE 0 *% SEpu[ Az] zU }
disregar Vv *}u SJu ¢ % E} 4 ZE % S ]+% 0 C<Conveidelyjogho Z AJ}pE][.
'}} Alv Jv ZdZ ,JEE}E }( "§]Pu W WeC Z}¢]* v D v$ o ;FietsZ & VA

VEHEC ,JEE}E &Jou ~W ES /o[ V}§ ¢« §Z sthZdkies@ Zhehtd) disord€E EC &}

183 A veU ZdZ &}uv 8]}ve }( u3]eu[U 768X

184 James Blair, Derek Mitchell, Karina Bldig PsychopatiiEmotion and the BraiiiHoboken: Blackwell Publishing, 2006) 6.
185BlJair, MitchellBlairThe Psychopath: Emotion and the B6ain

186 BJair, Mitchell, Blaifhe Psychopath: Emotion and the Brain

187 Blair, Mitchell, Blaifhe Psychopath: Emotion and theiBra

188 BJair, Mitchell, Blaifhe Psychopath: Emotion and the Brain

189 BJair, Mtchell, BlaifThe Psychopath: Emotion and the B6ain
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Z E § E]I C ZP@E}e+ Ju%o ], wypically makifestedshy delusians,
Z oop Jv 8]}veU ]e}EP v]e % ZU }E ]*}EP P$ychopathy asd S}v] Z A]
psychosis often become mixed up witltorrect diagnoses in the media. Whilst psychopathy has
become associated through rd accounts with a few infamous stories of serial murder, including
terrorism, this characteristic does not define all psychopath$he realism of such portrayals leads
to misrepresentation and misconceptions by the viewing public, who then come tosbehes

inaccurate and fictionalised depiction of psychopathic disotfer.

Present: Cultural Representation of Madness

Written - Literature & Journalism

Contemporary liteature has developed since the Victorian arad has shown to develop and move

away fran the Victorian cultural views of mentalillnegsv u} &E&v Z]Jo & v[e 0]S & SPE (}E
David Walliamgcomedian and authomentralises lost or hidden identitiés his protagoniss [

charactersthrough their overcoming asuegelating togender, sexuality, clasand racepoth

booksBillionaire Bol?®*and The Boy in the Drel$édeal with parents who are depressed as well as

ideas surrounding gendet e Boy in the Dresand classRillionaire Boy- these two do nofocus

onmental illnesdut make the reader aware that it isxistsX : «<gu o]v t]Joe}v ~ Z]Jo E v[e uSZ
also celves into issues regarding mental wellbeing and disorders to diminish the sflgn@&tory of

Tracey Beakét and Dustbin Bab¥?° both deal with child neglect and abandonmemttereasThe

lllustrated Munt®’ features a mother with bipolar disorder and daughter with dyslexigese

conditions, although significant,} v}§ v ¢ E]JoC VvPpo( $Z Ifrefpective@ ([ ] VvS3S]SCX

these positive contributionsA <3]oo Z Aherdas arfid characters presewithin literature that

190:17v '}} AlvU ZdZ ,JEE}E }( "$]Pu W WeC Z}+]» v D v§ dirst @hiry HEror vVA]E}vu vse
Fiou ~ W P& spactives in Psychiatric Ca@eno.3 (July, 2014): 2@D9.

191 BRaijr, Mitchell, BlairThe Psychopath: Emotion and the Braf,

192BlJair, Mitchell, BlaifThe Psychopath: Emotion and the Braih,

193 David WalliamsBillionaire BoyNew Yrk: HarperCollins Publishers, 2010).

194David WalliamsThe Boy in the DrefisewYork: HarperCollins, 2008).

195 Jacqueline WilsoiThe Story of Tracey Beakidew York: Doubleday, 1991).

196 Jacqueline Wilsomustbin BabyNew York: Doubleday, 2001).

197 Jacapeline WilsonThe lllustrated MurfNew York: Doubleday, 1999).
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arereminiscent of Victorian madne$¥ : (( >]DarkiZDreaming DextE¥efollows the

detective/killer theme. This theme of crime thrillers with portrayals of righteous or vigilante Killers or
rogue cetectives have become poparwithin literature, as well as film and television, with a lot of

the literature being interpreted into filntélevision There are also documentaries and true crime
programmes that are popular features of commercial televisiod streaming subscriptiorsich as
AmazonPrimeand Netflix. These are usually based arosadsationalised crime includimgptorious
criminals and psychopathsgho purport to help the public to understand how the psychopathic brain

functions to lead to tkse types of behaviour.

Vidorian literature is stilemployedwithin the moderneducation system to comg@ient English
literature and dramamodules; the works of th8ront sisters, Charles Dickeasd Lewis Carrolire
examplesThis demonstrates how w&ill look back to the past to inform our modern ideas and
concepts21% century understandings of mental illness may become somewhat muddled by the

}oo 3]A u u}EC }( s] 83}JE] v Al Ae }( Zu v e[ $&}Av Jv up Z }( 8Z]*

Newspapers in the 2tcentury still characterise madness as something to fear and discriminate
against dZ Ju P }( ZustilVappgars to link killings and murder to mental disorders; the
newspapeflThe MirrorNewspapeif headlinesconcerning metal health often involveeither

mothers Killing their children due tiheir mental instability, women and men killing due to jealousy
in relationships and premeditated killings fuelled by sexental illnes3® In each of these themes
there is amattempt to sensationalis¢he killing behaviourbecause osome form of mental iliness,
often citingmental iliness as the sole reason for killmigh no other explanationAnother central
theme inThe Mirror]s Zu v$§ o W&hich&gdainlinkskilling,crime and sexual behaviour to migl
illness an example ianarticlein which adaughterfound bodiesof dadand stepmum after her dad

had postedchillingFacebooknessage sayinghiswife was'the Devil[ The article detailed A& stuff

198 Jeff Lindsayparkly Dreaming Dextg¢t.ondon: Orion Publishing Group, 2004).

19Emily Pennink, James CavénZ "% p EvV &0 Su § Z(]E JY%[ C %}EV op P }lv § Z € §}
}lo]vP A § E Th& MEror(MBrEh 6, 2018) https://www.mirror.co.ukéws/uknews/spurnediatmatefired-up-

porn-12136257

(7,58
NI
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he wascoming out with was like he was hallnating[ tis type of reporting tellshe readers that
the father did not receive enough heljpr his mental health and this inevitably poses him as a threat

to society,thus sensationalimgthe stereotype furtherr®

Visual- The Media
According to Stephen E% & ]v Zhv &+S v JvP D v8 0 ]*S&E e*¢ ]Jv &]Jou v D

Zu ] Vv (Jou E % E * v3 5]}V e ffdmuhe PspchilaBetE tor stuttering and

incompetent social rejecthave long attract €& ]8] o inwept@ndorary mei.?°t Anat Klin

v (v. > u]*Z ]v ZD v3 0 ]*}E &+ ~"8]Pu ]Jv 8Z D 1 W Z A] A }( *5u
}vs vS8U v J/v(opg v [ 8§88 S§Z S S8Z u ] Z - tu E o] o }uE (
cultural issues, yet it also acts to construct percepsiand stigma, particularly with mental

ilness®2dzZ u ] & (o 8¢ ¢ 3 }( A] A+ }v8} «} ] 8C E P & ]JvP u v3 o Joo
E % E * VEEJVPe % }%0 A]SZ u PEKES}EEoejv ZB]}o DS[IX /u P « }( D v
lliness: AReview tfi >]8 G SPUE [ *SE ¢ » $Zad2lws 0@GodDV ve jv( A}JuE o |

stigmaAZ] Z u C  pe Ze]Pv](] v& (( 8¢ }v 33]5pu <+ 8}A E % u v3 o Joov
Moreover, what we learn about mental health appears to be taughtnlythrough the media,

% ES] po EoC (Jou v dsV ]88 Z e pe ZZ Eu(po ul]e }v %S]ve[ }( Sz
fear towards those suffering with mental illne¥8Furthermore, Graham Thornicroft Bhunned:

Discrimination against People with Mentdhdss EPu ¢« §Z § u]e }v %S8]}ve E § Z<} ] 0

« §Z}e AJ8Z u v& 0 Joov s+ E %] § -« ¥KlinzsdlenEh pidte) + 18 ¢ }( pe|

200 yvEC o E U d}u dEangledkexdypar }or S Ev §} $Z Al1§Zz « E( (3 E AE]S]VP «Z - E §Z
0}e Z]Ju ]v pe3}T@e MEBd(Mdrch 9, 2019) https://www.mirror.agk/news/uknews/mumstrangledseven

yearold-12155994

201708 %Z v, E% EU Zhwi@®-3)s5®Peulv (Jou v u ]The Journdl offThe R&WAI Society for

the Promotion of Health28, no.4 (July, 2008): 1-40

202 Anat Klin, Dafna Lemisg,D v§ o ]*}E @&+ ~3]Pu ]Jv 3Z D | W Z Al A}(""8§p]+}v WE} u 3]}v
Inflp v dpurnal of Health Communicatid8, no.5 (JubAugust, 2008): 4349.

208 E% EU Zhv €3 v JvP u vd 0 ]¢3E e+« ]Jv (Jou v u ]W Vv A Pv MU[i6iX
2040ttoW ZoU ZD e+ D ] /u P « }( D v 0 /oov «+W Jonad pf Soinmeridty PsyshdEzgf poE |

(October, 1992): 343.

205t ZoU ZD ¢+ D ] /u P «U Z 781V <o0]vU > u]*ZU ZD vS 0o ]*}E& &+ "§]Pu ]Jv §Z D ] L
206 Graham ThornicrofShunnd: Discrimination against People with Mental llif€dord: Oxford University Press, 2006)

119.
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§Z 838Z u ] v}3}voC € (0 8§ 8Z ¢ Z%pu o] 33]8u « v A op e ]v E c
Joov e U pd o0} 31 % ES ]V *Z %]JVvP $Z u[ AZY K lbppglastheSE }ve3SE
3 E }3C% * }v3]vu 8§} u Jv 8Z u ] U Zes\Rrynalufleof oA Ce+ /]
the makeup of society. No one can eradicate it comgl&tf’Xd Z} Ev] E} (S 5 § « Z/ SZ]vl %o } %
frightened by‘mind illness [as visually they do not know what to expect] wherephysical illness

]+ §Z €& &} ?“amd pepple can therefore better deal with it. As a result of this, those suffering

with mental iliness do not attempt to seek out professional help due to the stigma attached to it and

the negative misconceptions it imposes, with families also suffétfhg.

Wahl found that mental health themes were present in all aspects of the mediananly

within film andtelevision where over 152 films from 1919 to 1978 referenced the psychiatric
S§Z u U u l]JvP Z%+*C Z] SCE] ]J*}E& €& $Z u}*S }luu}voC %] § ]I+ ]ol
* %o HIXtelevision,Ze Z]1}% ZE v] U uowJauv %J@Jeev ZCe+3 (E] 0 0]V Vv o[ §Z
A E pe 38} u%2zZ ]l v /£ PP E 8§ Z3Z ]I EE?Aditicaadiyus }( u vs o
these charactersvere represented to hava lack of social identity, were single and unemployed,
and were referrdtoin 8 GEue e Z + Z }v(pe U PPE ««]A U VvPRTheUus Vv HV%C
concept that people displaying mental illness are violent and dangerous suggests deviance and

E]Ju]v 0]SC o0}vPe] Zpuv% E ] S5 Jo]S5CU % vppiness) VvAE] SCU pve} |
HV% E} B $]A v «eU V“SidfElady,]Kin ah¥ Lemish state that those with mental
disorders are consistently linked to danger, show low intelligence, are unable to communicate
effectively, are dysfunctional within society and lack dedinesecharacteristics label this group of

people as undesirable and othered with the notion that all people with mental health problems

207 <o]vU > u]*ZU ZD v8§ 0o ]J*}E& &=+ "S§]Pu ]Jv §8Z D ] U[ ai0oX
208 Thornicroft,Shunned119.

209 Thornicroft,Shunned119.
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should be avoided® & uESZ Eu}E U '}} Alv 8 § « §Z § Z(]Joue v He S} A&

ideas intrinsic to ctilire, andalso serve as a way to communicate information o EP %% o [X

Wabhl argues that although some media attempt to show positive portrayals of mental
health, more ofterthe media acts taeinforce traditional stereotype<!’ Contrary to this, soap
operas tend to be more sympathetic towards mental disorders by working alongside charities and
experts, in order to educate people of the reality and provide the correct informatiaelebrities
also encourage positive views on ntal health such as Stephen Frye&sing a documentary
Stephen FryThe Secret Life of a Manic Depressivéiis struggles with bipolar disord&f.Although
these contributions offer supporthey never demonstrate the normal person, heightening the
glamaur and distress of a celebritfheapy TV such as Jeremy Kyle purports somewhat to help
§Z}s Jvv U us Jves 13 PJA « §Z ¢ % }% 0 Z@slsdedthéios| v % E}A]
viewerswhilst also creating the fear that they majso become mentally #° There is also the
argument that although positive ideals are enforced, these are often ignored. An example of this is a
1986 madefor-TV movie entitledMurder: By Reason of Insanitiich tells the fact based account of
a man vho killed his wife after being released for the degnfi his psychiatric hospitét! The overall
Uuese P }(3Z (Jou A+ 3Z 8§ ZZ}+%]3 0 «Z}puo 31 PE 3 E E €+} §Z
% S] v8e } v}S P S E o ¢ ]Jvs8} 3$Z JoewmpdiEQilthealth alijors duwe to
its stigmatizindeatures??? Therefore a trailer was used three times during the screening to imply
§Z § Zepn Z Al}Jov Jepuv Z E 8 EJ]*3] }( €+ uvsd 00C ]Joo % Ee}v[U Z
on the audienes negative judgement and thoughts on mental heat#klin and Lemish agree that

3 S]vP §Z ( %« AJoo v}3 Z VP %o }%0 [* % E %3]}ve }(uvs oZ o0o3%

215Kiln, LemishZD v& ]*}E& &+ ~"S]Pu ]Jv §8Z D ] U[ 816X

26'1} Alv ZzdzZ ,JEE}E }( "§]Pu ~W ES /-U[ 1iTX

217t ZoU ZD ¢+ D ] /u P « }( D vS o /oov ««U[ 106X

28 E% EU Zhv E+S v JvP D v§ 0 ]*SE ¢+ ]Jv &Jou v D ] UJioiX

219 Stephen Fry: The Secret Life of a Manic Deprediseeed and produced by Ross Wilson, aired 2006, on BBC.
20 E% EU Zhv Ee+S v JVP D v8 0 ]*SE ¢+ ]Jv &lou v D ] U[ i61X

221 Anthony Pagedir.,Murder: By Reason of Sanit@86; 20' Century Fox Television, CBS Entertainment Production,
Schiller Prodetions Inc, US: CBS), DVD.
22t ZoU ZD s+ D ] /u P =«

}( Joov «sU[ 186X
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E}pe *SE}VP ( 0]JvPe }E Zuu}pE[ §Z § «Z}propelling e¥pans€to 3} % E}A]
those mentally ill, by keeping treudience engaged and entertained; something most film writers

would struggle to successfully d¥.

t Zo §X o Jv ZdZ %] 3]}v }( D v8 0 /oov s+ ¢« ]Jv Z]o E v[e d o A
proposes thathe stigma of mental iliness is learnt and formed withirr subconscious from
Z]lo Z}} SZE}uPZ 3Z V(}E u vs }( Z]o XRAlthpugt snostiedearcherg]ou X
Hep 00C } » A HOS U ] U 8Z]s ES3] 0 *uPP «Zeq8iRdovBsZ « | =+« Z A
lifetime and that their roots are establd v Z]o ?ZThekX TV shows and films not only
enforce the stigma but they disguise it with the visual of animation; it hides the negative moral
attitudes |8 §  Z X t Zo[+ E¥pu E}pCZ]o E v[s (Jous 3§} (Jv E pPEE]V]
regardng mental illness. Most of the characters were villainous Caucasian maleg@mattractive[
physicallu%. @E( 3$]}ve v o]vl 8} } o «<]A Se ey Z o ZI] v % ]VP v S
dz « Z E S E]*S] * }(( E Z% E} o u ey infornoviewersthowtbdhetiave < $
Jv +} 1 3C v %}3 v3] ooC ]Jv] & Z}A 8} 8 8}A E « u v3 o0 Joov sV §Z

and-€ A}PR[X

Within film genres, horror has beconagpopular choice to depict mental health negatively
by stigmatizingpsychiatry. Goodwin depicts that two common themes tend to occur in horror films;
Z %] 3]}ve }(uvd 0o Z 08Z E VA]JEFU VEFv 00CZ U A |Dp ]V X% C Z]
oriP]v & § E}uPZoC 8Z e+ u SJu[ v &Z]e u opylhedforfinméker® v A 3

and viewers? Classic films such &syché*! and Halloweeri*? havebecome iconic for combining

224Klin,Lu]*ZU ZD v8 0o ]*}E& &+ "S]Pu ]Jv §Z D ] U[ 807X

2250tto Wahl, Erin Hanrahan, Kelly Karl, Erin Lasher, Janel $wzykZ %] S]}v }( D v§ o /oov ¢ ¢ Jv Z]o CE V]
W E } P €& Journg[ of Community Psychol@9y no.1 (January, 2007): 1233.

26t Zo § o0oXU zdz %] $]}v }( D v8 0 /oov *¢ ¢« ]Jv Z]0l1%B v[e d 0 A]*]}v WE}PE uu U
27t Zo § oXU%JdZ]}v }( D v8 o0 /oov *« o ]Jv Z]o E v[e d38. Ale]}v WE}IPE uu ~U[ ili

28t Zo § o0oXU zdz %] 31}V }( D v o d @moi]=q}v W ERMEEuw <UJ[ ili

29'1}y AlvU zdzZ ,JEE}E }( "§]Pu ~W ES /+U[ TiiX
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231 Alfred Hitchcock, dirPsychq1960; Paramount Pictures, US: Universal Pictures), DVD.

232 John Carpenter, ditjalloween(1978; Compass International Pictures, Falcon International Productions, US: Compass
International Pictures, Aquas Releasing, Warner Bros Pictures), DVD.
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horror with psychiatry; misinformed depictions of those experiaganental health issues tia
created the character of the psychdllers Kevin Donnelly ifthe Spectre of Sound: Music in Film and
Televisiorstates thatthe Z}EE&}E (Jou Z v e (EC vVvS]SC Jv ]S 0o(JE 8 0 =
which can confuse angiv GEu]v $§Z p ]l v [+ ( o]¥emabling ster€btypigd.
G}} AJv suPP 8¢ §Z § 83Z u V]VPe }( Z%<*C Z}e]e[ VvV Ze Z]1}%ZE v] [ ]
stereotypically inaccurat®* * Z]1}%Z @& v] u ] o00oC ] (]v «Z «AE uvso
characterized by profound disruptions in thinking, affecting language, pticog and the sense of
s 0([ & *po8]VvP Jv ZZ @E]v PR contlaGsvithahes pomaddilmSchizé* which
(Jv * 8Z ] }E E + ZupesdhplsG[YEZI%SPIB «]JPve }( ZA]}o vE v}V
Z Al}UE %=2&EhisEnsednception may indicate how the media could construct the stigma
of mental health and continue to do so, as although this film is over 30 years old, this incorrect
characterizatin of schizophrenia is still being employed in modern horror films suSpiagd. M.

Night Shyamalan2016).
Physical- Theatre, Media

Theatre has moved away from using factual crime as a central theme for script writing, becoming

more open to exploring more identities that are current to our modern socleBBT themes in

musical theatre productions A EC } C[+ d ol]vP 2¢Pyssilla: Qlieen of the Desgfp

Kinkyboot&®and Dear Evan Hansé&H are present,AZ] Z o0 Al§8Z 82 Z & § E[* *SEUPF
mentally as they explore their sexuality and gender within society. Theitahsinuggle is not the

main feature of their identity; havever, some musicals are cast back in the Victorian period, with

23 < A]lv  }vvTheoSpeLtr2 of Sound: Music in Film and Tiele(li®ndon: British Film Institute, 2005) 88.

23411} AlvU ZdzZ ,JEE}E }( *"$§]Pu ~W ES /-U[ 111X

%8511} AlvU ZdzZ ,JEE}E }( *"8]Pu ~W ES /-U[ 111X

236 peter Walker, dirSchizd1976; Peter Walker Heritage Ltd, USA: Coluiaemer Pictures), DVD.
27Goodwin,ZdZ ,}EE}E- }( "$§]Pu ~W &S /eUJ[ TiiX

28 A EC } C[* d ol]vP, scrigt and lyrics by Tom MacRae, music by Dan Gillespie Sells, b2@#tl tbevision
documentary Jamie: Drag Queen at 16, Lyceum Theatre, Sheffield, West End 2017.

239The Adventureof Priscilla, Queen of the Desectipt by Stephan Elliot, October 14, 1994.

240KinkyBootsscript by Harvey Fierstein, music and lyrics byiCyauper, October 2012.

241Dear Evan Hansgscript by Steven Levenson, lyrics and music by Justin Paul, Benj Pasek, July 30, 2015.
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mental illness still as their identisuch asSweeney Tod¢f.On the other hand, music in popular

song has become more open to lyradsout mental health, welbeing and the struggles of sety.

An example of this is the artist Sia who lyricised her mental struggles with drug and alcohol abuse in
§Z <}vP Z Z %2 ThikexBrhple demonstrates how people are becoming mareatand mae

able to share their experiences.

To conclude, by congping the social, cultural, medical and theoretical approaches to mental illness
in the Victorian era to the Z1century, the concept of madness hegolved increased and better
medical research hded to a greater understanding, with those suffering from mental illness more
able to discuss and receive heome sections of thmedia have worked to detigmatize the

}JV %3 }(uvs o Joov s« v Zu Vv e+[Wiors $eties, 506p jepeld add Gilnds] «
featuring characters who may experience mental iliness are sometimes reflected positively.
However, due to misconceptions of various illnessestemporary media have alemcouraged the
stigma, especially im horror flms. Cultural memoy allows us to perceive Victorian madness as
abnormal and othered due to historians and researchers being selective in their writing. Memories
therefore can help to enhance and encourage the stigma of madness, constructed through the
musical scoring by regiition and musical stereotypesiZ v A3 Z %3 E A %O0}E « Z}A §Z -«
stereotypes become reinforced within film and televisiémrough the functioning of semiotics and
codes; horror film scoring becomes used as a model to expbaaring themes adiscussed by film

music theorists, which will then be used within my case study analysis.

242 Sweeney Todd: The Demon Barber of Fleet Stoeigtt by Christopher Bond, Sean Michael Wilson, music and lyrics by
Stepten Sondheim, March 1, 1979.
243 Sja, Chandelr, 1000 Forms of FeaRecorded 7 July 2014, RCA, streaming audio. Accessed March 23, 2020.Spotify.
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Chapter 3:

Music & Madness: The Theoretical and Analytical
Functioning of Horror Film Music

}E JvP S} W SE] | :peo]v SXSignifloanzes BximgthqeiMecBgnisms Underlying

u}sSjtv o Z S]l}ve S} Due] [ *}pv Y e (E] © %o}ee ee]JvP v JvS]Ju §
for a listener, thathe visual alone often lacké? E }u] *]A ]v ZDue] Vv }u%o] v W v '}}
Music Mak he } d Z rgles[that background music consistently accompanies our lives
S§ZE}UPZ Z A ES]e u vieU ds v Ae v «Z}AeU v ]Jv }8Z E }vs /ESe

Vv E 5 p&® vIHE}uv upe] v JVeSEN § 3) Quuov]|%ADUP ZBw JA
feel]JvPe v Z AJJuE Jv u}E }ERobirBeauthimpiDEstdning Sound for
Animationstates that music manipulates and influences through the communication of meaning and
through emotional engagemenit! Kathryn Kalinkin Settling the Scorévlusic and the Classic
Hollywood Filnsuggests thahistorically, theZ & A « E % E + v$§ « Z AlvP JE § v |
access to the soul where emotional response originated. Hearing more than any other sense,

$]A & u }Z%Mugic therefore seenas a trigger of emotion, enables a listener to lean

$}JA E » upe] 83Z 3 UuC E (0 33Z]E ZDEE vy LIE(0n @ 3% %0 [°
% E %3]}veU E3]8p U v Z AJYUE-[ }( 3Z ues oR°Fhiswh@s Z Ee« uE E
applied to fim and television v u v]%opo 3 A] A Ee<[ u}d]}ve v A] Ae §}A & « §Z
characters presentedn-screen This chapter will explore music as an influential and communicative

tool and uncover how the media, particularly film and television, ugettiol to not only trigger

24W SE] | :peo]vU '}v 0o} EE U dp}lu e E}o U Z&E}u "}puv S} MkPgl(] v W A %o
u}sS]}v o Z §]}ve Bie Apedpar Journal of Psycholob®8, no.3 (2015): 28304.

25E }u] *]AU ZDpue] Vv Ju%o]lv W v '}} Due] Mythology df Musiz B,]952984 (2016).

246 «]AU ZDpue] Vv  Ju%o] v [U 6@iX

247 RobinBeauchampDesigning Sound for Animati(@xford: Taylor & Francis, 2005).

248 Kathryn Kalinal§ettling the Score: Music and the Classic HollywoodVFilrecpnsin: University of Winsconsin Press,

1992) 22.

249 BeauchampDesigning Sound for Animatid3.
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emotion, but to construct and manipulate stereotypical themes and characters. thesilexplore

ZYA Ze u]}8] o[ ~3Z +3u C }( *]PvesithinfiE &d telev@ionty ciehies
memorable stereotypes. It thegoes on to look at issues regarding gender and identity in film music,
as many musical stereotypes draw upon @rgtstereotypes within wider society and they in turn

help to create and perpetuate them. It will then uncover how music and its relatiomgttip

madness has become prominent within the genre of horror, by focusing on four main types of score
writing: firstly, noise as sound in horror; secondly the use ofgisting music in horror; thirdly
orchestral scoring in horror and fourthly silencehmrror. Voice andioice-overwill also be

considered within this chapter, as the voice can be versatile andasedcarrator, a storyteller, a

manipulator and an influencer.

Music adnfluential & Communicative: Media

According to Anahid KassabiarHearing Film: Tracking Identifications in Contemporary
Hollywood Film Musjanedia music has the potential for exgsisive connection and communication
with the listener; music may stimulate empathy but also trigger stereotypitigeter Franklin in
Seeing though Music: Gender and Modernism in Classic Hollywood Film Sogues that movies
v }8Z & u ] V VIHE P E (0o 3]}vV % ES] po E 3 VW2 E » v ZA
However, music has become an important support mechanism to imagery,siha \tiself cannot
fulfil the emotional engagement that music ptides. Kalinak implies that film music can be linked to
empathy; it possesses qualities that allow viewers to experience emotional connectionsdo-the
screenaction and characters, this baks the boundaries between what is real and what is
fictional 2°2 James Buhler et.al, idearing the Movies: Music and Sound in Film Histongend that

03Z}uPZ Al A E- u C Alep 00C ZA 8 Z]JvP  u}A] [U 18 ]+ 1v ( 8 Z<*%o

251 AnahidKassabiartlearing Film: Tracking Identifications in Contemporary Hollywood Film(Mulon: Routledge,
2001).

252 peter FranklinSeeing through Music: Gender and Modernism in Classic Hollywood FilriCs@oteOxford University
Press, 2011).

253 Kalnak,Settling the Score: Music and the Classic HollywoodFilm,
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fundamentally and routinely influence our understanding of what we [§X Kalinak summarises
that music in film and television originally intended as background music, has now become so
]J* E 8 v ep 30 8Z § ]85 Z e o 3]upoles 3Z8HMlerexpandstliis( Jo §} o

idea, by implying that mediame+] (puv u vS 00C Z]v(ou v €e¢¢ JUE pv &S v JvP }
Azl z v (( 88Z A] A E[+ u}8]l}ve Vv 1}%]v]}veX Ovedeng¢sands} Z}C o ~
Undertones: Reading Film Masfilm musicservesto fulfil more than just dramatic motation - it
canheightenand establisfemotionallysignificant moments of the shqwvhich enableswudiences
to abandon theiown thoughts v Ju u}E VvP P A]3Z 3§Z 2XAddltigndly, it « X

v % E ]JA 3Z % (Jou upe] ZRZ ¥EE- IA3ZZ SYOIRC 3} +Z80mM %0 E %o 3
music has the potential to teach morals, values and guidance, but also perceptions surrounding
gender, equality, sexuality, race and any abnortyali difference; the representation of identities
may becane stigmatized through the fantasy side of the metifeClaudia Gorbman ibnheard
Melodies: Narrative Filimdicates that film music often becomes critiqued for its subtlety and ability
toinfluenc v p ] v [* e« ve}EC IPE}UV V upd @[CipoB E Z VA]
manipulate their views unknowingf® : ¢}v :}C ]Jv ZdZ & oo v t}u v &Jou v SZ /[u%o

Ve}EeZ]%[ E ]38 E § » §Z]* }V %3 VvV suPP «5¢ 3Z & (JuZwu<A u C
the audience with a definite conclusion that immorality is not justifiable, [and] that society is not
AE}VP Jv u v ]JvP @ES]Jv *3 Vv E [V §Z]c Ju%o] » §Z §3Z u ] U« v
education, can provide viewers with a sdétstandards to live by where stereotypes are bound to

occur?st

254 James Buhler, Rob Deemer, David Neumeéigaring the Movies: Music and Sound in Film Hi@tiany York: Oxford
University Press, 2010) 20.

255 Kalnak, Settling the Score: Music and thesSia Hollywood Filn26.

256 Buhler, Deemer, Neumeyétgearing the Movies: Music and Sound in Film Hj20ry

257Royal S. Brow@vertones and Undertones: Reading Film MBsidkeley: University of California Rres994) 15.

258 Kalinak Settling theScore: Music and the Classic Hollywood E8m,

259 Kassabiartiearing Film: Tracking Identifications in Contemporary Hollywood Film Music,

260 Claudia Gorbmarynheard Melodies: Narrative Fi{rioboken: John Wiley &S, 1987) 12.

61 e}lv :}CU ZdZ & o0 v t}u v &Jou v §Z The¥ag§es-of($iE Censeojdlip driddhe Fallen Woman
Film 19281942ed. Lea Jacobs (Berkeley: University of California Press, 1991).
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Originally stemming from cue sheets, film scamppear to sometimes imitate and embody
many of the clichd stereotypical cues, used as models for many composers to create their own
works Max Steiney a prolificHollywood studio composer from the late 1920s through to the 1960s,
has become noted as axemplar in his methods for writing film music and many have followed his
model. Gorbman constructed a model which she interpreted throughe@|vP S Jv e }E -
states that film music should be: invisible, inaudible, discreet so the audienc®tissvare of its
intentions, a signifier of emotion, a narrative cueing systena aprovider of continuity and
unity.282(Figurell) 'J@& u v@EpO « }( upe] <+ Z]JvA]eJ] o[ v Z]Jvipu]lo[uC Ju%o
should be placed within the background and {ge audible enough to guide the viewers through a
% ES3] HO E Z%}Iv3 }( A] A[X '}E u v[s Z+]1PV](] E }( evjaBiv[ u |l « E (
idea that music can be seen as a trigger of emotfdrd Z | }( upe] % E}A] JvP Zuv]sSC[ v
Z }VSIVU3EEIUPZ & % S]S]}tv ] €& Jv(}&E SZE}uBdiséBsedquv S]tv]vP }(
further in this chapterGorbman mentions that any rule doe broken if it fits in appropriately with

the other principles and does not spoil the overall effect of tbers.

262 GorbmanUnheardMelodies: Narrative Filnid3.
263 GorbmanUnheard Melodies: Narrative Filag
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Clichéd cue sheets and the use of emotive musical language became regularly recycled due to the
pressure and fast production dffjousV 15 A}po 00}A }u%}e E+ v |JE 3}E- 3§} Z
themed cues to associate with a particular character or sgttAlthoughcontemporarycomposers

} v}8 E oG }v Z u «Z 3+ A]8Z 8Z + 0] Z 3Z u e+ vGilapasfett, o 13u}s](

through their repetition and being used to identify a character, place or object.

Semiotics in Film: Music and Méean

}JE JvP 38} '}} AlvU (Jou upe] J* }(3 v eCu }o] ]v ]38« AE]S]vPU
( o]J]vPe[ C ZE 208RPA3Z]1dH }( 32 &E Jv E §ZNangdritecshaveo}P] oX
noted the potential for film music to enhance and perhapss & $Z A] A E+[ u}} » SZE}pPZ
employment of semiotics that link particular ideas and messages to everyday life, cawsingwier
to become engaged and emotionally invested with thesareen actiorf®® Film music can cause an
audience to believe it the combination of the visual and the music are realistic througir the
repeated use, creating recognisable symbolic stereatypmce the audience become aware of the
upe] [ *]PV](] Vv v ]38+ E}o A]38Z]v 3Z (Jou depkeerotion§e ]0]3C 3}
connections can be made to previous films or television that may embody thesefstandards;
repetition is cucial to prolonging lasting stereotypeS}E u v AE]S « §Z § Z8Z u}u vs A
recognise to what degree film music shapes oucpption of a narrative, we can no longer consider

]1$]v] v8 o }E&ESvv} vs§[X

Semiotics (the study of signs) within film astrausical symbols; according to Daniel
Chandlethese} (8 v (puv 8]}v 8} Z]v(op v 38Z}e pv A E PVSZEAFZJUZAE]S E-
}Jve <p v80Ce VvV U V]% PO § v ulpuo 3SZ PEhpAJIEE states bt these (( S[X

Z+Cu }oe[ & edmtdth@e]forms: firstly, the symbols have to be taught in order to be

264'1} A]JvU z2dZ ,JEE}E-* }( *$]Pu ~W ES3 /«[U 111X

265E|leanor SmithZ E I]JvP §Z D}po W 'v EU ~§ €& }5C% U v } JvP Jv §Z Dpue] o ™ }E]V
Z E § E-BUEID dZ -]« 0Of HudpArstield] 2017) 17.

266 GorbmanUnheard Melodies: Narrative Filh83.

267 Daniel ChandleGemiotics for Beginnegfisondon: Routledge, 2010) 1.
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understood, secondly, the symbols mayrepresented through a particular object, character or

action, and thirdly, the symbols may be linked to something that we may understanistanpret

as representative of that particular symtzét These three formavhen exploring the case studies

later, become integral to the characterdentiesU v Z}A Zu v e¢[ ] upe] o00C 3 38} E
this; these characters are inevitably stereoggbby the music used to frame therhrough the

repetition of thematic music

D &EC vv } Meologyand TherBctice of Sound Editing and MixipgeS § « $Z § (Jou
UHe] %o}ee ¢o ¢ v Z vV %Z}YE] [ (pv S]1}vU §Z § Jv ] Saktetev](] vsS u v]v
audience: this suggests that film music is used tegaiimt and isolate significant moments that
enforcecharacter development, identity or setting sty®8This idea consequently magil the
audience where to look when the visual itself maylaeking?® WZ]o]% d PP ]Jv Zd}A & « ~]Pv
dC%}0}PC }( Due] [ S P}E]es » Zupe] o «C @ollavinyasimiat @odel }u%o}v vSe
to Daniel Chandlet?’* The three components are the sonic, the kinetic and tactile. The sonic is
personified as anusical reference in relation to the estreen actiorf’2This may be used to
upge] o00C uju] $Z Z & § @B-pereersuct & emotion and identity. The kinetic is
the relationship between body and time, simitarthe connection between musimd movementZ’?
This creates the notion that the characs are narrated with music, as though part of their
perspective, often timed as the characters walk into a scene. The tactile illustrates the use of
atmospheric music, which creates a mood settingtfier particular themes or emotions presefit.
These thee components when combined together can produce influential symbols, which can

provide meaning and context between the visual and music, creathogearring stereotypes as a

268 ChandlerSemiotics for Beginnerk].

269D EC vv } v U Z/ }ol}&ftre of Soudd Bilitlegva D ] ATheRdJinematic Apparat{slilwaukee:
MacMillan, 1980).

20 v v U Z/ }o}PC v dZ WE 8] }( "}pv ]S]vP v D]AE]JVvPI[X

1 \WZ]0]%ddAPEUZ PV dC% }D}RG [{ D uvJOLB,369378.
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consequenceAn example of§ Z]e ]+ A]3Z]v §Z <Z}A € « v ]9PsyCB@°@hich EEu vVv|
has become iconic to the film for its innovative and constructive music used to complement the

visual. Thénarmony and articulation of stringambody the sonic element as they replicaie fear

and terror of the victim, the movement ohé stabbing becomes the kinetic aspect, as it is replicated

in the rhythmic structuring of the strings, and the atmospheric and tactile aspect include screams,

the imagery of blood and disruptive chordedrd from the cello, creating a hostile afra@jhtening

atmosphere for the viewer (Figud® and example L
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dZE}UPZ E % 3]3]}vU o ]J3u}s]As E u%o}C X }E& JvP §}
Due] o Z (v *<]Jv 0 *¢] o #idaemM§[E-[}E ]|Swloo ZSZ u €+ $Z §
either a character, place, situation or emotion that [are] often repeated [throughout the film] so
[that they become] connected to the ideaon E  v[V SZ]e Z 0% S} ul v pn]v
purpose?’® Leitmotifs are designed to be simple and yet complex, to be easily identifiable and yet
unique to the listener, so when they are employed, the listener acknowledges them and can
associate them with either a character, place or situafi6i.hrough the usef leitmotifs and
repetition, Kalinak proposes that an audience may find symbolic links to their own life, which creates
a relationship between reality and fictich v £ u% o0 }( $§Z]e ]+ Ja®$°tHew] u-]
(minor thirdmordent motif) which is usd every time Jaws makes a kill; it has become so symbolic,
that viewers having seen the film, may now havear of sharks posing them as vicious and

dangerous to humans.

Music has become a vital componénfilm by enhancing emotiona&ngagement and the
ability to evoke moods, allowing the audience to become vulnerable to its true purpose. The
function of semiotics and leitmotifs are crucial in music by engaging and contributing to
characterisation, mood and narrative through the cisisnt repetition ar anaphoric functioning.
This may sometimes lead to perpetuation and creation of these stereot@msiotics, leitmotifs
and themes not only work to pipoint significant moments for the audience, but they also trigger
emotionalresporses as a listener/fgiver, specifically teharacters, allowing the audience to
experience character mood&lentity traitsand perspectives on some form of personal letAim

music can therefore affect the representation of mental illness due to its emasemiotic qualies

276 ;pe8Slv >}v }vU Z> ]J8u}S](s v Dpue] o00Z&{o@E % }€E]V : ¥nr ¥ NedihbyeMustcahd
Cinema(Hanover: Wesleyan University Press, 2000) 87.

277>}y }vU Z> 18u}8](e v Dpe] oZ (E v ¢ ]v 0 *¢] 0 &Jou ™ }E [U 606X
278 Kalinak Settling the Score: Music and the Classic Hollywao®Bil

279 Steven Speilberg, didaws(1975; Zanuck/ Brown Company/Universal Pictures, US: Universal Pictures), DVD.
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and potential for manipulation; mental illness becomesiagiéd under an umbrella which

stigmatizes it as dangerous to society

Diegetic vs NorDiegetic

According to David Beard and Kenneth Glodgusicology: The Key ConceptsZP|S] [ }E& 4 ] P <]-

]J*+ 8§ Gu pe 38} & ( & S} upe] SZ S ] Z% E} p v E JA Al3z]v s

(Jou[ AZ] Z Z(}Eus % ES }( ]5 v EE 3]A dnasj&liveperforhan@e « & }E °

(instrumental or singing in the naative) by charactes in the film, to form part of the narrative and

structure2® This is usually implied visually by musical devices ranging from gramophones through to

modern dayCDplayersor instrumental performerand usually featwgspopular music, armally

representatie of the character ofscreen. Popular vocal music with lyriseften used ast can act

as avoiceover. Heather Laingn i6dis D o} B u v §Z t}augdest&thatdyrical

content (used within diegetic musjenay add to the emotional and narraé structure as a

commentary?! Gorbman stagsthat songs with lyrics maye used in botmon-diegeticand diegetic

scenego comment on the narrative or to address an opimf> Whereas diegetic stands for the

Z% @E v }(upe]l Jv 3Z wmdE®G B3] JMEoupfUZ £5 Ev 0 8} §Z § «3EW ¢
}vs VEN¢én | P §] upe] u C JveSE N § e VZ }u% Vv]u vs }E }uu \

visual dimension of thefimEZ E}uPZz §Z (}&u }( $Z <}uv SE I[V S§Z Z E& § E-

music, the® (}E ]88 A]+8s » Z £S5 Ev o 3§} §Z o-bcignPXdNok}iEgeticE %o E * v 3

music is therefore constructed to address the audience directly and to musically narrate or illustrate

the visual content it aims to evoke emotions and push stetgpical views. These terms can be

oV v JEE}A (E}u}lv Vv}EZ EU ARBRABIBRU 81E W IBE $Z upe] -

280 David Beard, Kenneth GloMysicology: The Key Concefsndon: Routledge Key Guides, 2005), 54.
281 Heather Laingl940s Melodrama andZz t}u v[e &Pdershot: Astage, 2007), 10.

282 GorbmanUnheard Melodies: Narrative Fjl20.

283 Beard, Gloagylusicology: The Key Concepts,

284Beard, Gloagylusicology: The Key Concept,
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not one or the other but using both elements of diegesis. Thess of musiare frequently

embedded within horror films towkea character] emotions, mood and setting.

dZz § GBue Z ] P 8] ] PvsEkvye&@imulatedcontinuousdebate in film music

academia, questioninghichmusicreally classifies as diegetic and ndiegetic, and where does the
other musicnot fitting between the two termssit. AcademicgStillwell, Winters, Neumeyg#®
Yacavoe, 2 Cecch?®’ Smith®) have questioned whether these terms are now appropriate to use
due to their simple but complexr v]vP X v t]vs &+ PiegetiZFalagy. Film, Mic, and
EEE S]A "% [ EPp e+ 3Z 50] PEIVZILE S w}E} » % E § 13 (E}u
of the narrative, denying it an active role in shaping the course of oE v A2\Winfers
dictates that rather than labelling the music men-diegetic and diegetic, as a separate level of
narrative, we should acknowledge that the music is part of the overall context to create a realism
within the fictional space of the filff°Robyvv ~$]0A 0o Jv ZdZ & v§ «3] 0 ' % SA v
Nond] P 8] [ *uPP ¢3¢ §Z E ]+ P % 3A v 3Z 8A} 3 GBuevV §Z C & Z°
with the possibility of overlapping and moving from one to the other and yet some soundscapes still
do not fit into this ide&®! She suggests as statedinhegt $Z § §Z & ] Z( vS *8] 0o P %o[

e« E] upe] Jv SA v EZ e 38 EueU 3} u v Z( Vv8 «C[ Gl Z(E %o
Heldt inMusic and Levels of Narration in Filiiscisses further the complications of such basic terms

inZdZ }% Su o dMhdh &fts as a guidd the termsand their developed suberms within

that- that occur in diegesis research that mapblematicallyoverride or contradict one anothef?

285pavid NeumeyerZ 1 P §] 1B}RP 8] W dZ }E §] o D} o[ Dpue] v,ndZ(2MPREB®. /u P 1
2% Daniel YacA}v U Z7% U ' %°*U v > A oW &E}u §Z ] P $MSH) Mudic Sousdasd ]v &]ou dz
the Moving Images, no 1 (2012)21-37.

87 g ee v E} Z]JU Z 1 P 8] s Eeue E}v ] P §] Gbnceptugd\OppodHon 33 a Ggntiution to

the Theory of p ]} A1+ Warlds of Audio Visiof2010): 110.

288 . (( Mul$ZU Z E] MRecénsiBring te\Border between Diegetic and NondiegeticefMusic and the Moving
Image2, no 1 (2009)1-25.

29y t]vd E<U ZdZP BE}v& oo CW &JouU Dpue] Wusic afid EHESE hd.2 (R0600): 1.

20t)lvs (Ee+ Zd-DiegefiwFoo C[U oX

217} Cvv ~"8]oA ooU ZdZ & v§ *8] o0 ' % $§A BeyohdRhes$oundtraBid.\DJréPGslHnjark,
Lawrence Kramer, Richard Leppert (Berkeley: University of California Press, 2007) 186.

227810A ooU ZdZ & v3 3] 0 ' %[U i60oX

293 Guido HeldtMusic and Levels of Narration in Filmellect (2013).
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OneideaSZ § u | -« }vv 8]}v 8} u v8 o0 JoovtadiePv S JE]Z/]vSZEVY 0 ]| P §]
Du«]Az] Z , 08 =+ E] « +»38Z (Jou S8]vP «v EE §]}v ]v & o §]}v &}
state - the music here could be imaginedremembered bythe character, often used for dream

state scenarios or past evenor flashback$’* His guide of definitive terms are set up within a table

which demonstrates the four basic terms of diegesis, with referenced sd{lalbels and

descriptions also preselifsee Figurd. 3).

Who ‘speaks’? Who perceives what? What is

(= Source of music?) | (= How is information focalized?

< Narration restricted?) > Focalization
‘Realistic’ diegetic Character/object in Physical sound of music (as heard | Music (in its
music the diegesis by diegetic characters in general) | physical reality)

Branigan: External focalization
[focalization on|

Diegetic music from | Character/objectin | Sensory perception of a specific Music (as heard

particular point of | the diegesis character by a particular

audition Branigan: internal focalization character)
(surface)

[focalization through)

‘Metadiegetic music’ | Narration of film Character (mentally) Music (as
(Gorbman) (relating a character’s | Branigan: internal focalization imagined,

% : 5 mental music) (depth) remembered etc.
Internal diegetic

[ focalization through) by a character)
music’ (Bordwell s ;
& Thompson)
Nondiegetic music Narration of film Character (mentally) The character’s
as representation of | (using music as its Branigan: internal inner states or
interiority medium) focalization (depth) processes

[focalization through)

Another term he uses to describe mugic S} v EE § Z E S E[* uvVvS 0SS ] Z

% E 00 O]eu[V Z&§Z2}wigA]vP S} pe §Z 3§ %opuSe pe Jv §Z «Z} « }( ] P §]
v Z }u o \XThiEtefX(in }JVSE 3 8} Zu § ] P 8] [ AZ Ee®Z upe] ]- Ju
remembered Se S} Ze}luv SCE I[ §Z u vS 0 ¢35 § }( ]S IndESingth@&rU e« SZ}uF
thoughts and feelingfNon-diegetic musi¢hrough psychological parallelistiherefore acts not just

e Upde] U us8 «]vigsy vZ}A 37 audiBlywhat thecharacter orscreen is mentally

experiencingvocal narration is often exempt her& Therefore, the audience experience the same

294 Heldt, Music and Levels of Narration imEFiL29.
295 Heldt, Music and Levels of Narration in Film, 67.
296 Heldt, Music and Levels of Narration in Film, 179.
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horrors as the character, through the mirroring of music. Diegesis will be explored within my case
studies wlere this appliedJ A]$Z o} (} me }v 8Z %6 §)Euv ZA%&EC] Z}o}P] o
% E oo dhefofus-of myhesisis how the mental states of therotagonistsalter during the

course of the films

Music and Madness: Horror Film Scoring

It is suggesedthat horror film has become popularchoice for representing mental illness and

specifically madness, as stated by Good#inmentally ill characters are fullyevelopedwith a

musical identity, often cast with their own leitmé&ti The horror gnre is unusual in comparison to

other genres, as the characters displaying mental illness are often cast as the protagonisait;co

in other genres, they are often cast as doat sidekicks, villains or monsters with very little or no

musical developrant or speech. When watching a horror film, it is the musical scoringethta@nces

the fear and terror, the visual aloneould be lackingmotion - the music becomes integral thé

onnr« E v S]}vX }E JvP 8§} >]¢ }uo0SZ EdHBmpathy(Sosind v ve]S] «U v
IvE u%}®& E®C ~ E v s]lov [SZ E & A E] 85C }( » YE]VP %0 % E}

violent scenes): firstly, orchestral scoring is still prefd to orchestrate violent scerge music can

dictate every moment; secongllwhen music is not used it is replaced by noise or sound effects;

thirdly, horror music appears to be more anempathetic than empathetic, and fourthly, there is a

degree of silene used to emphasise significant momefitéThese variations of horror scorimgll

be explored the research results will then be applied to my case study material. To tackle some of

these recurring themes, three iconic horror films that were influertbathe horror film music genre

are used in these subections to demonstratéhese particular ideas. The three films are Alfred

.18 Z } Ppychg® :}v §Z v uBilpnce of the Lam¥¥ v 2§ vo C <fh€E] I[-

271} AlvU ZdzZ ,JEE}E- }( "§]Pu ~W ES /+[X

298 >]e  lpuoSZ & Z (( SU /vS ve]S8] *U v u% SZCW ~}uv v igupVReataEheaEC » CE Vv S]]}
Routledge Companion to Screen Music and Sdiewd York: Routledge, 2017) 54.

299 HitchcockPs/cha

300 Jonathan Demme, dilSjlence of the Lami$991; StrongHeart/Demme Production, US: Orion Pictures), DVD.
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Shining® According to Kevin Donnelly iThe AntiMatter of Film Musidin The Spectre of Sound:

Music in Film and Tevision whereas most film music dmmonly thought ofis background music,

~8} e 30C Jv(op v 8Z p]vVv ¢ ZZ}EE}E (Jou upe] [* vV EE 3]A u%
obvious [than other film music], [as] it clearly has an additional psychologicabased on

(UVv U v3 0 V}S]IVve }( % @E e v | o v U % E JA kioWhs v %ZCe+] o0 £
foreground music®®? JE E}E (Jou upe] (pv S]}ve e«  Zhewth#R the[ushal %o}v vS E §
ZAlv -} & «+]VP }u% v]u vS[U =« ]8 }are of $he @i k &nibpdies thé

horror itself in the musié? The music in film becomes highly symbolic within horror, as it is integral

]Jv ]E& S]vP §Z pu ] vinformytiem $vBal type of character the viewer may expect to

see, by using stemypical musical @rameters and codes. Donnelly states that horror film

Zeluv Y(JE + suyEE v E }( }vEE}o[]v ]88 m]lv UAZ] Z v Ju%oC
i§ % @E A vSe pe (E}u «Zpuss]vP 13 }us v 3Z E (}@&ndwgtitdde inth& Jve ES (C
0]s$ v“@efording td\eil Lerner ilMusic in the Horror Film: Listening to FéarZupe] Jv Z}EE}E
films [has] tended to allow greater freedom for cposers to experiment with harmony and

]JveSE& pu vSbéddmwing regarded as a comon ground for twentiethcentury music with the

He }( ZUVE <}0A ]Jee}vv U S}lv o]SCU v SJu E o A% E]Ju vs S]}v]

structure 3% These ideawill be explored within this chapter.

1. PreExisting Music in Horror

Stanley Kubrit[ The Shinin{®uses preexisting music which at #time this film was made, this
Alpo zZ A v 0 **](] « Zv A upe] [X A] iping]Mugical Z E]vP §Z ~Z

hv & PEE vse Jv §Z KA Eo}The SHiniods nétablesfof Z séaZhat relies on its

301 Stanley Kubrick, diThe Shinind1980; The Producer Circle Company US: Warner Bros), DVD.

302 < A]lv }vv oo C Wdtddf FilsMusi [The Spectre of Sound: Music in Film and Teleglisiodon: British Film
Institute), 36.

303 lvv 00CU Z u}v] Wl}hee ee]lvW[UIGEERE &]ou Due]

304 lvv 00CU Z u}v] W}ee ee]}lvW JEE}E &]Jou Dpe] [U 606X

S5 E Jo > EBv €U Z/vMuEqinthé HaoUHilrhv Listening to Fead. Neil Lerner (New York and London: Routledge
Music and Screen Media Series, 2010), ix.

306 Kubrick,The Shinig.
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E ] 00C Jee}v vSU ¢}v}E}ueoC ASE u u} EV]*S up+]*0 o vPuU P o[
<pu E] I[+ « }WBRINnrEFIsesa small orchestiigpalette which manipulates time and

rhythmic structure and creatdsarmonic dissnance through the careful placing and overlapping of

motifs. This can be seen example 2vherevarious string parts are added in graduatiyshow

Z]vePo]SC[ Jv 1}8Z v\ owerlappihy of parts createtdend of harmonic and melodic

textures alongside techniques sucham sordin@ndglissandogreate a confuisig and

disorientatingsoundscape
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This method of using excerpts of pegisting music to fit the scenes contrasts against the traditional
score that is written specificglifor a film to enhance the impact of what is seen. Usinggisting
music creates an unpredictable and roonforming structure, which creates both excitement and
anxiety for the listener. Kubriakften enhances there-existing musitdy making minute ats and
adding additional seconds of sileritecreate the impression #it the visual and music were written
together; this enables a personal relationship with the audieffeec p E] [+ W -exXistirtep E

music inThe Shiningncluding works by &a Barbk, Gyrgy Ligeti and Krzysztof Penderetkis

%7 Al } U ZZ Z E]vP 8Z A~Z]v]vPW Dpe+] o hv E pEE vs3Music bZhedohorEo}}l ,}§ o[
Film: Listening to FeaiNew York and London: Routledge Music and Screen Media Series, 2010) 133.

308 Kubrick,The Shining

309 jeremy Brham, Z/v }E %} E $]vP D}ves E*W Dpe] =« v FSU Z EIZ8 E]V]VvBVI¥EP §]}v ]
Terror Tracks: Music, Sound and Horror CinEdited by Philip Hayward. Sheffield: Equinox, 2BBBip Hayward(2009).
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introduced anewstyld ( « JE]JvP (}JE& §Z Z}EE}E P vVE SZE}UPZ 18« Z% EA
%o E } u]v ¥ Cddéciting Donnelly, asserts that the use of avaarde music iThe Shining!

demands a change in the wuescriptions for film's multimedia interactionas instead ofmusic

acting as inaudible background music, it is now thrust to the fore, asserting its dominance and power

on the overall film3*2 This concept prompts the viewers to acknowledge its purzosk

importance. (H@ESZ & Jv ] 3§1}v }( }VA sedrijgmoviig towarls @ postodern

film music aesthetic is discussed by Code (quoting Brown); he contends that the complex integration

of pre-existing music into the later work of Kubrick }u ¢ «]JPv](] v30C Z v Ju P ]Jv ]38+ }Av
right % Code, referacing Brown states thak p & Jcdinplex approach to composing film score

marks a move morgenerally towards postmodern aesthetic3!4.

Lerner states that thidhowever is not the only matel that composers use for the horror

PvEV Z }viveszZs§ SE ]8]}voupe] o0 SEU SPE Jv Z}IEE}E -
unexpected and creative way&> Consonance and dissonance continuously play with our ears, as
the audiences waits forthei pe] 3} E *}JoA X > Ev (E *puPP ¢3¢ §Z § Z5§Z u}+s S$CE

o°} Ju 8 EE](C]JvP AZ v ]88 ouoC Vv p%Z}v]}iueoC Ju% v] ¢ ¢ v
music accompaniment allows our minds to imagine imagegifeater than those showin the
visual- 3¢ using two extreme components can create more anxiety in the viewer. This idea is
demonstrated in the employment of classical esting music in many horror films, often used as
a leitmotif to depict acharad E[* ] Vv3]SCX ZVSCwu %]z A]3Z §Z AJoM Dupue] }( ¢
PsychdPostPsychd 38 & « §Z 8§ §A} 8C% * }( » }E]VP -exisng clagsizdl ugic %o E

to characterise psychopath]oo &+« Jv Z}YEE}E (JouW §Z (]PEF]|PUBZE U Zupe]

810} U zZz zZz E]JvPHR& NZXv]v

311 Kubrick,The Shining

32 y U zZ Z E]vP §Z ~Z]v]vP[U iiiX

33} U Z2Z Z 3E]VR]V]VP[U iidX

314Royal S®wn, Overtones and Undertones: Reading Film Music, Bet®éleyniversity of California Press (1994): 240,
in] } U 2ZzZ zZz EINPIEEZ[UZidX

3> Ev EU ZDpe] Jv 82 ,JEE}E &Jou[U JAEX

36> BEv U ZDue] Jv $Z ,JEE}E &]Jou[U A£X
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experimental muig was deemed as the traditional sound for a horror film, as the violent actions
combined with avangarde music would enable the audience to become immersed in the viSual.
Secondly, an alternative to this was using-présting classical and popular niwgvithin horror film

scores. This choice creates a significant contrast to thgcoeen action, due to the use of light

Z &35 upe] 8} Ju% vC 3Z Zu}v3 AJFo\AELipRIEtessthat audiences

have become influenced bgnd accustored to, the traditional sound as it implies and narrates

when significant moments are about to occur and describes the nature of charactssesn,

allowing the audienceat experience the same emotion as the victim when the music mirrors the
visual**®Cortrary to this,dZ}u « & ZC ]v Z<]oo E HOSUE W o0 ¢¢] 0 Dpue]
Silence of the LamlzxdSe7er{f ¢ uP P« SwhérZcldssical music is introducedchiorror films

(such asSilence of the Lamp# distracts the viewer from feeling srform of anxiety or danger; this
ultimately leaves them with a false sense of hépfeAn example of this ihe playing music of Bach

when the audience are first introduces} , vv] o[ o}A }( vv] o]®¥iTheterm]}o v

Z v u% SZCJ[ ] scribe thé inability to develop a connection or relationship with the on

e E v ZE 38 EV Z + ul]vPoC J*% E 38 (( 3]A & o0 3]}veZ]%o
nar€E S]JA U 38]}v v Z E 8 E[ & &+ 3Z v}3]}v $Zosmol Z E §
responsibility and realitythis polarity is replicated in the sco?& A] /& o v ]v ~/§[s <]V
using Ludwig van like that. He did no harmto anyone,5Z}A v ip+8 AGE}S upe] _W dz

Incongruent Soundtrack in the Represenfati }( SZ ]Jv u 8] @&Ju]v o[ spuu E]Je -

<
(7514
N

X

SA

E Z
€Y.
Z}o

*Ju]

regardinghigh art musideing usedo depict criminalitylabellingitas Z <3$Z 8] o00oC ]Jvif}jvPE&pu v§|

the visual andmusic do not matchlyreland contests that thiallows the criminal to selecheir music

W Ag v >|viU ZACu% $ZC Al8Z §z A oRbyEhdSdreen$5 3 Sphivig Q0®@) 1W } « §

38>]vIiU ZACu% 3$ZC A]s3Z 5Z AloM[U iX

39 >]vIU ZACu%Z &7C ARAJo[U

80dZ}u ¢« & ZCU Z<]Joo E HOSPE W o0 *¢] o0 Dpe] v 8Z (ES TheJborodhvd® ]v ~]o v
Popular Cultur87 1 (June 27, 2003): 22.

321 ZCU Z<]oo @2.uodpE [U 16

22>]vIU Z*Cu% $ZC AI®z 57 Alo[U o
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that motivates them, but for violent purposes, making it unbearable to wéttHannibalchooses
his musicdisplays no remorse for his actioasd is highhstimulated by this; thenusic and visual
arenot Z u}s$]}lv ooC 3%&nlike Hakylreland argues that anempatlgncourages

]J* Jvv & v ( E ]JvsZ Al]A EU E 3Z &2 VEPQ * 87 3§(, ZZ]%0[X
E o0 3]}veZ]% Alsz Z v (]v Z]Ju e v ]vS§ 00 Spo Vv Z UuS %Z}E
Z %0 ve FH} BIvESE § PChiPvictim$? It also depicts ideas surrounding social class,

¢« , VV] O[* % E C %% E 5} O0}A E 0 *+V §Z]+ suUPP 8+ 37 § 7]+ A]
society,therebylosing their right of humanitand being eaten (ocannibalisedf?® , vv] ofe
intellectand |PZ «8 v E « & +¢} 18 A]S8Z Zv & ]Je*]*8] % Ee+}v 0]3C ]
§Z ue OA ¢ o Zep% E]J}EU % ] 0 }E pv]cp [U A% S]vP }8Z E-+ 3§} E
allowing them to prey owictims3?’ Classical music may inspire Hannd $} |JooU SZE}uPZ Z[e
superior skillsn composing; Hannibal may see qualities in Bachhkatees in himself, which
encourages the narcissistic personality disordee Jdene belowf{gure 1) is accompaigd by

Z [Goldberg Variatiorig® (exampé 3)to demonstrate this idea of Hannibal being stimulated by

classicamusic before his killing spree, as though zoning in and focusing on his prey before the
attack. When he does Kill, the music changes dragyitalclassical horror components of stkée
screams and timpani roll3heGoldberg Variationthen returns after the kill, as thougldannibalis

unremorseful, and the previous event never occurred.

323David Irednd, A[/$[+ *]v €Ye pe]vP >u A]JP A v o]l 8Z 3X , ] v} Z ®&u 8§} vClv U $Z1}A
}(38Z /v }JvPEW vS "lpuv SE | ]Jv §Z Z % E + v Ebpstri¢titgZlrimer Discdlirse @pludurtucse] U
Representationsof E]Ju v Z Apndon[Ralgrave Macmillan (20137-8.

348 ZCU Z<]oo @2.poSuE [U 106

25 >]viU ZACu% 3ZC Al§z 52 Alo[U 6X

26 >]vIiU ZACu% 3ZC A]§z §Z Alo[U &X

27 >1vIU Z Cu% $ZC A]sz 5z Alo[U ioX

328 Johann Sebastien Ba&@wldbeg VariationsBWV 988, ed. Carl Ferdinand Becker, Leipzig: Breitkopf und Hartel, 1853.
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Using classical music as opposedtoais]}v o « }E S} (€ u Z E S E[+] vs]scU
that classical music now has alteredpurpose. It becomes used dgetically to either frame these

Z E § E[+] vS]S] *U S} v EE S §Z «]Su S]1}v }E Zacasd& E[e ( o]vP
disguiseto conceal heir true identity. These characters often choose their music to accompany their
kills, which suggés they control and act as narrator in their scenes of violeAteexample of this is
Jv :}E v W oGgedutio } %o gwsfene that useshe pre-existing sondrRun Rabbit, Runand
violin scordatura to accompany the predator searching, stalking élivtgkhis prey, as though it is a
game®® & UESZ Eu}E U >]¢ }H0oSZ €& ]Jv Z (( SU /vS ve]8] ,arwv  U% SZC
NE vsllov [ EPU -SERHVIRREMIEZ v U% $Z 3] 00C[ Z]PZo]PZ&.

counterpoint, ironic commentary) v oo}lpe Jv J(( E v [U % E 3pdgvP 3Z A]}o vs

329 Jordan Peele, dilGet Out(2017; Blumhouse Productions, QC Entertainment, Monkeypaw Productions US: Universal
Pictures), DVD.
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Z +8Z 8] @E&S](] & $Z & $Z ¥%Ehis sgGedsthat)wdve@® are $8ppdsed to feel
}8Z Z vi}Cu vs§ v § Zu v3[U 8}« 8Z + v « A]3Z duitha vV ] e}

notes that the use oSingin[in the Rai®! epyvP C $Z I1]Joo E & @ockworkOrd@fd | e

created controversy * SZ e }( SZ § ZC *}vP Z]vA]8 « 8Z punu]lv &} vilCc &

Y v ¢]vP o}vP =« §Z 3$MEEEENIEIy thsaeamhpysuggest that

anempathy in these scenes not only provides irony but comedy, which dilutes ardgitises the

violence Alternatively however, the contrast of the music to image may invite us to see this

disjuncture ando equally become disturbed by il\nother ideafor using classical music for these

characters is that they share a European idghCV Z} Cvv ~3]000A 00 v [/ ip*3 %op$

ZJuY_W }oo P v ep A Ee]}v ]v 8Z < }E }(y&oddline@defu v3]}ve 72 .}

Z WE}% Vv *3Z 8 ]+ 3} 1 Aloo ]Jv 3C% }( 3Z iddis[U &SpeE v JVP (

also makse note of the use of classical musiedto reflect these European villains. This idea that

characters cast as villaiase European may create a constructed stereotype to suggest that not

only do these villainous characters associate with classicatirudithat their foreignness may

pose them as villainous.

Z]o €& v[e upe] v e} ] 8]}ve A]BApId&ed irdhoror MSSSpilar
to the use of classical musicSilence of the LampB¥ Z]o & v[e- inplededira scendo have
a dual purpos; it suggestideas ofvulnerability and innocencand suggests that children are
Zlvv} vSe Jvand@dsdBJvv} vSe -« 3Whe@dmbiningsimplistic Z]Jo & v[e upe]

to scenes of horrorthe sceneembodiesinnocene, vulnerablity, danger and horror making it

380 lposzZ E U Z (( SU Ewmp §ZIGWeVUlpv v }vS u%}E EC » & v s]lo v [U ATX

331Gene Kelly, Stanley Donen, dirJvP]v[ ]v $B52ZMpireGoldwynMayer, US: Universal Pictures), DVD.

332 Stanley Kubrick, diry Clockwork Orand&972; Polaris Productions, Hawk Films, USn&/ Bros), DVD.

333 lposSZ E U Z (( SU /v8 ve]S] U v u% SZC[U ATX

3371 Cvv : "8]0A ooU ~[/ iued %op$ E}v pv E ZJuY[W }oo PMusic &\ett&r3&«]}v Jv §Z2 A
4 (Noy 1997): 559.

38 A5 v >]viU ZdZ D}ves BoAEWSZ]®OE]V v §Z "}luv SE | }( MusE@ & Horrof E Jo > Ev &E
Film: Listening to FeaiLondon: Routledge Music and Screen Media Series, 2010) 38.

33 Demme Silence of the Lambs

¥ >]vliU ZdZ D}veS E v SZ Dpe] }HBWEZ]b}E, VEE}ISZ[UPIX
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hard for viewers (who are parents) to wattgfiThe dual con¥%o}v vSe }( Z]Jo E v[e ¢}vPe v Z}
goes against our expectatioregain enhancing the idea of anempaffiyit also links to the idea of

Z% E vS o-wedahndtfevent the situation or controlitwe can merely observe, aribis

unsettlesan awience®*° The Shinint! uses ghostly twinfFigurel5) that want to play with Danny

Z(}E& A E[U 3§ ZajdEoitedEeragainst chilling strings and tuba illSSE 3§ vvC[e ( E -« §Z

two girls show him what happened to thesegExample2).

2. Noise& Sound Effectsn Horror

Noiseand sound effects havan equally important role within horror filmthey Ze u & % E&] Vv
[suggesta comic indifference [and] lack of care [due to the] mechanical, automatic, and
dehumanized techho}PC[ AZ] Z P]A §Z }E ]v-itBt@mentsnigortandet*aNoise

Vv ] 8} E JVOQE 3Z IV %8 }(Z vV u% 3ZC[V 158 Z A£Z] 18 Jv 1(( !
w]sZ v} }v Ev (}& $Z SFiwe BEEI %8S }[(XZ] ] PsycHahEre} [
Z+Z}A & A § E[ v}]* }v8]vu « 8} Euv (3 & §Z Iv}feo P u vs }( D E
continuation of this sound is anempathetic towards the situation withsaetdjard for her deatht

cangivetheimpree]}v SZ § Vv U% SZ S] v}]e Z << Z o | }(( o]JvP[ v 8§82 5§ Z

38 >lvlU ZdZ D}veS E v $§Z Dpupe] }IEW Z]Jo ®v v 8Z ~uv sE | }(,JEEIE[U 08iX
389 >]vliU ZdZ Dpue] v dZ Dpe] }EW Z]Jo Ev v §Z ~luv SE | }( ,JEE}IE[U 80X
#0>]vIU ZdZ Dpe] v dZ Dpe] }AEW Z]of FEYEFT 365V $E |

341 Kubrick,The Shining
32 luos¥zZ € U Z

(( V. u% S$ZC[U AiX
343 lposSzZ & U Z (( SU /vs§

V. u% S$ZC[U AiX
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uvp®A systemofZupe] U v}]e U wallowanewtype ofhorror scorethat enables

immersive and experientiahtensis ] ¥f Xlusique concretd + @E] \ell{cdbposer fothe
Televisiorseries Hannibal) describeddre soundeffectsthat become transformed and manipulated
Jvd} Z+}v] 8§ EE}E[ 8§} § + u}E& SZ v%Aspellthard argue%dt semay [ X
more than a score, it i€} uv *]Pv  upe] [ Ju 38} Z]Juu E- [-feerA] A E ]v §Z
action®*” zZ ( €& v JvP &] v Z 131 oo[* HapnibalC}® dSEPZ4A $Z § §Z ZuVHeH O
sonic textures and instrumentation shift the music away frmonventional scoring and taavds an

E% E] v§]l o e ve [ 8} ul} C SZ Z E ¥ Oikhddrgakespdmdulan 3§ § X

}vv §]}ve 8} Z]V(E }pv [ v Z ASE u 0}A (E <pv ] e[ 8} Zv pe U Je

]*3JE] v §]}v ]v « E*°thedd he pronjient featurediscussed further within the case
*Spy CusS E]oXdzZ E ] o0°} o u E E ] v Bom&cantempbragyhbrrorv vi]e [ v
scores, as thegnay  }u VEE o ]Jv Z &E §]vP AJ}o v ]8e o([V 8Zs,* }E]VP Z
}E JvesS v8] § [ §Z & onisareeryateoth@n just accompanying the action and
emotion 3t In our modern technological society, it seems appropriate that thendsshould
reiterate those ideas; these become more embedded within the scoveedsave become

accustomed tanoise and effectas sound.

Atuv o (( SoldyE ZZ A Ju v ]vS PE 0 % ES }( Z}YEE}E *}uv ¢« % V
depth within the overdlscape and can add realism to a fictional setting. Sound effedisclude

everyday sounds such as door or floorboard creaks or everyday ohjeaysbe added to a horror
soundscape; these can be manipulated to mutilate their overall sound, which srdeeaotion of

familiarity versus unfamiliarity. Vanessa Theme AmerfithaFoky Grail: The Art of Performing

34 tpnosSZ E U Z (( SU /v8 ve]S] U v u% SZC[U AiX

35 lposSZ E U Z (( SU /vS ve]S}5sU v u% SZC[U o

36 lnosSZ E U Z (( SU /vS ve]S] U v u% SZC[U AfnX

37 lnosSZ €& U Z (( 8SU /vS ve]S] U v U% SZC[U AoX

348 Hannibal created by Bryan Fuller, directed by Carol Dunn Trussel, Michael Wray, Dom Mancini, ai&l 3068 NBC.
349 lposSZ € U Z ((] 8V /vS whsS SZC[U fioX

%0 lposSZ E U Z (( SU /vS ve]S] U v U% SZC[U A6X

%l lpuosSZz E U Z (( SU /vS ve]S] U v U% SZC[U A6X
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Sound for Film, Games and Animatipn % 0] *FOBY[E ZE § 3} p }A E 3Z Alep o« ]
Z ¢]Pv U p U % E(}EU U v disttact dr ¢réatevichpect ah the listener and to
support the musical materialnal the visual®*? Boley[ *Ju]o ®EoC (}oo}Aes '}E u v[e u} o §}
discreet, inaudible, invisible andway tohighlightparticular ideas to the audienc&ment argues
SZ Bogy[ S+ + +S}EC S o0 E vV v e v e v ceewthihloorrar, E 3§ E §}
ZSZ espe% Ve ] & o 8Emetimedpithidhorror scenes of suspense, dialogue will not

e v Fdley Ju e ee vS8] 0 S} ¢ § §IZvS cywPP <30l8Y GlE ZIEE}E
UHReS Z o vU <% ](] Weryweditgd efidet 3| pdecise. The style is natuyat,
foreboding. Any overplayed sound effect, whether editedroteyed, would have diminished the
§ vellv }( 3Z S¥“FimaMyRoley[* %o U E %o} A]3Z]v ZYEE}E Z VP ¢« % v VvS3 }
the visual displayed oscreen- loud scenes must be accompanied with loud effects, and vice versa,
quiet effects for quiet sceneghey mustcomplementone another to get the ght balance and
overall effect on the listenet?® This demonstrates how sound effect v Faley[havebecome
integralto enhancing the overall visual and music in horror film and television; it also demonstrates
how sound effects are constructed and mauigtted in horror to scare the audiengasuallyabout

the character displayed esaeen.

3. Orchestral Scoring in Horror
NS %Z v pSRsyEhpwzZsSZ KE Z «SE& S]}v }( vAE] SC[ EPp sz s ]
musical goal iPsychoA « 8} & & Z (( &8 E 8Z & 3Z v %wilhpanorthdstral( p£ E o
scorg this would heighterthe emotional impact for the audienc€Herrmam (Psychde }u%o}e E-
u 8Z Z(JE*3 P v E 3]}v}I( Vv AS3SC% }( (Jouv }JudL}-Z4 ESE% 32

u} o }( (Jou « JE]JVPU E % o0 ]JvP |3 AP¥EromuhisPsythdetadie the fisE Co [ X

352Vanessa Theme Ameitthe Foley Grail: The Art of Performing Sound fo(Adiimgdon: Taylor &&ncis Group, 2014)
24,

353 Ament, The Foley Grai@7.

354 Ament, The Foley Grai27.

35 Ament, The Foley Grai27.

6 NS %Z v UEYycHdUvZ SZ KE Z «SE $]ThelSoundEelid @ [July, 2010) 55.

357 use P&ycHmnd the Orchestraliv }( vA] SC[U fio X
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basic model for this style &fm scoringivriting; however, italsobecame known to enhance and

construct the psychdiller tropeon-screen

A: INSTRUMENTATION

L v & <X, 0(C & ]Jv zD]* Z] ( (}}5Qonfedis afththé fi@uin, } E E } E

Due] [ *8 8 ¢« 3Z § +SE]VP JveS3EpNU vEe Z A Vv Ju%k}ES vS E}o Als5Z]v
JvP Z Pv E o & ( Ev 3} 5Z Al}o¥iteEpddsdyholiec meaning, which

can cause audienamnxietywhen hearinga vidin sola The Shining® pe « & $Mudiefor String

Percussion and Celee(}E 3z zZD 1 ~ v [ AZ E 5Z (JE+*3 u o0} C ]JvSE}

violin sob that glides over the top of the texture, to create the feeling of anxiety amehsiness

(example4).
8 P |
Adagio . > T
O fom oot 2 i3 efitle SR
¥ - L] JI L | | L1 Tr1T I — }._ I I Yy | W)
(g - il I e W S N 4 7 N — —— Ty
v Expression

Within horror film (through experimentation), instrumental techniques are pushed to their full
potential. Strings technigues such@w sordindmutes),glissandostremolos harmonicsgcol legno
(wood of the bow onto the stringscordatura(detuning theinstrument pegs of their natural note),
accents angbizzicatoare frequently employedo suggest dysfunction, abnormality and otherness
within the overall film. BothPsychand The Shiningise strings as the central paot their scoring
often usingsmal chamber ensemblet® not only enhance the details of the scene due to lack of
movement and texturebut to create that personal relationship with the audience andaghten

their anxiety.

358JanetkKX , o(C €& U ZD]e* Z] ( (}}SW-1Mu%] EvvS8Z o0 ],}EIE Dpue] [ MuXicth]o > Ev EU
the Horror Film: Listening to Féblew York: Routledge Music and Screen Media Series, 2010) 34.
359 Kubrick,The Shiing.

360 Bela BartokiMusic fa Strings, Percussion and Celestaorded 1936, Universal Edition, 1937, compact disc.
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An example of this is demonstratedThe ShiningAz G W v Bolyrhpfphié®is carefully
He 38} «Z}A t v Cagshe redises Jack is mentally unstaBliezicatotremolos harmonics,

col legnoand muted strings are used simultaneously with slammed chords on pia@mple$ and

6 show extads from different sections of the scoye

124
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361 Krzysztof PendereclkplymorphiaHamburg: Schott Music, 1962.

86



B:RHYTHM

Horror film has been noted for its experimental approach to rhythm, often bending the traditional

rules. An example of this isRsychoAZ] Z pue « Z oopo E o0 u vFermemorabltheZE « U
that are susceptible to being placed in different mubimantexts)>®2 This is similar to a technique

employed byStravinsky?3®® an examplebeinghisRite of Spring® These motifs are represented as a

variation of ostinato patterns whichprdy §Z ( o]vP }( Z( u]o] E]$Ethiscafe }vS]vu]s(
precigtate anxiety levels. These rhythmic changes are used at crucial moments within film to

illustrate a change of mood or to warn the audience that something bad may ddoeiopening

credits ofPsychact as a tool to provide the audience with an insightlom events that are about to

occur; its repetitive stabs and eerie violin melody become its main feature. This sequence returns in

§Z Z&o]PZ% (E}u WZ} v]E[ » v AZod.anDdi@Erkpsed affan stealingemoney

from the bank. Withinthis v U A ¢ v pupu ] v E JvA]s 38} Z & v /K% E] Vv
worry and guilt; the audience do not realise that the music acts as a warning through leitmotif for

the eventstocomedZ }ve]*3 vE30C E % 35]5]A % ZE « Zul@E @B 0 H+S
}Av u]v [ v lu e v JoopueSE S]}v }(Z & (€ v8] }tve ] Vv V Ziues =« [
Z EeU ¢} } ¢8Z plv VA SEpeS]v 8Z o FantligscEBn® C (( 8§ Z}v 3
Herrmam uses a muted string orchestra inwhichhe % 0}Ce Z(]A u}3]A] pv]se 3Z 3§ AE
v v}8Z E[ 8} & 3§ %°UThe first AGLEEIENE dpening chord (example the

second motif is the semitone quaver passégend in the viola (exampl8), the thirdmotif is a

triplet rhythm that begins in the first violing@xample9), the fourth motif is adotted semiquaver

362 pge ZU ZWeC Z} v SZ K@E& Z «38E S§]}v }( vAE] SC[U o
363 pnSe P&ycHo and the Orchestratignl vA&] S&[U fid

364]1gor StravinskyRite of SpringK15, IIS 28, Moscow: Muzyka, 1965.

35 p&e ZU ZWeC Z} v 8Z K@E Z +3E 3]}v }( VA] 3C[U fidX
%6 & v]ul®E U Zs}] e« §Z §5»] t]8Z]v[U 60

37 & Vv]ul}®E U Zs}] e« §7285.>] t]sSZ]v]
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passagedxample D) and the fifth is the violin theme which moves in chromatic scalic intervals

(exanple 11).
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With no clearstrucure for time, the motifs continuasly overlap on@nother simultaneously

creating irregular rhythmexample ).

Allegro
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There is also a constant shift between slurred and dotted notes whiclyigathe impressionof

Ztabbing] which maypre-empt the stibbing that will occur later on. The violin theme is the longest

phrase in this passage, which provides a false notion that the audience can relax. However, no

sooner has the melody bag to develop when the opening chords bombard the hamyponce

again,cE S]JvP v Ju ov X dZ]e SC% }( Z

Ve [ % ZE *]JvP o0]Ju]Se

development and instead focuses towards the rhythmic structtéhusresembing D E]}v |-

madness or nervous heartbeat.

tz E

e .18 Z } I[ We(sdrivehdyuhthm, >]P Edfitand”in The Shininglisregards

rhythm as ituses violin harmonics and tuba, acting as a pedddwer temporally without strong

implications of pastness or futuriff* This is employed primarily for scenes where Dasegs the

ghostly twns and the telepathic conversation with Danny and Hallor&oentanopushes the

vC %o}

boundaries for time and space, discarding the structural conventions that the viewers have become

¥9& v]Jul}®E U Zs}] « 8§Z §
370 Gyorgy Ligeti,ontanq Germany: Schott Publishing, 1982.
UZzzZ 2z E]JvP §Z1-2Z]v]vP[U {8

371 }

>] t]18Z]v[U 60X
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accustomed to hearing, which consequently creates thaeuainty andinstigatesfear in the

audience

C:HARMONY

Harmones featuringmicrotones can be used to create the notion of anxiety and unfamiliarity in

horror scoring. Donnelly argues that unresolved dissonance is heavily used in horror films as

Z ]ee}oeseemstosuggest E *}opusd]lv 8} upe] o }velvv [ AZ] Z AZ v ]§ } «

Z V % $ 3Z pup]v C o00}A]vP $Z2Thewse of tiifon@s &eloftgnX

employed, which are intervals comprised of three whole tones, ditaditionally associated with

thedevi®*d@E]8}v « €& | §Z upe] o }uv E] * }( Zt «§ Ev 8}v o Z Eu}v(C|
v (JopE 8} E <}0A Zu% “Jhistdereférepeatesdixiety for viewers, which

AZ v pe JHo u v]% uos $veralderdpa@Eifabout a character. An example of these

harmonic tensions is ifihe Shiningvhere Kubrick uses an extract from@ES}I1[¢ Dpue] (}E& ~"SE]JvP e

Percussion and Cele3tawhich consists of tritones, minor thirds and trills from the violin, creating

the feeling ofuncertainty 6eeexampled). Themelody of theviolin soon creeps in with celesta

AZ] Z u}A « v -3Z I }@EE foscrédieve melodic state of confusidf

4. MUSICAUMITATION OR/ISUAL

Within horror films, key components can include dark lightmgkeup, pointof-view shots and

Zigu% H3e[ ~u}A]JVP }ve]ed v30C SA v «Z}8e AlJ3Z v} 0 E % E}PE -
H]lv [« vHIJZS@Xa@@on symbol used in [horror] filmis that of the] E E}E[U ~} E

something that can create a refigan) which is often used symbolically to inform the audience that

§Z Z & § E[*uvS 0o Z 08Z Z » lu Z(E Plo [ }E S$2This|éganz « &}l v

also be symbolic of a splitpersoa$Z u]J]EE}E <] Joou*SE SstatetBattley}v[e «Z SS

372 tvv 00CU Z u}v] W}ee ee]}vW JEE}E &]Jou Dpe] [U 061X
37 o(C & U ZD]e* Z16( (}}S[U in

374 o(C & U ZD]e* Z16( (}}S[U in

375 Bartok,Music for Strings, Percussion and Celesta

36 } U zZ Z E]JvP dZ ~Z]v]vP[U ii6X

77'1} AlvU z2dZ JEE}IESHPE]RUX ~W E

378'1} AlvU ZdZ ,JEE}E-* }( *3]Pu ~W ES 7T«[U 110X
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have now lost, replicated in a mirré®® Kv }( §Z Eo] *S &£ u%o0 * }( §Z]° ] ]e Ke
character Dorian Gr&$ who sells his sduo prolong his youthful beauty whilst his portrait ages and

fades from his immoral behaviour. Hiertrait changes to reflechis dark deedsfunctioning like a

mirror to show his true self, }E] v[e % } &S E h&leougevesagingand changing

reflection, so much that Doriabhecomes mad and kills himself. Kubrick cleverly uses this iddzein
Shining®*in the scene between Danny and Jack to show Jack at his worse stage of mental health.

dz u & Z - v & (pooC %e0 §} «Z}A : I[*+ & (0o 3]}v ]v 8Z u]lE
mirroring the darker side of a persqRigurel6). Jack apgars to ke in a hallucinairy state his

profession of love for his son is overcast withings and xylophonehich informs the audience that

he is physically unstable and not mentally present. A xylophbyhmic ostinato agairnsa

contrapuntal string chloguebecomes a key component in this scene and demonssrate | [ ¢

diminishinggrasp on realitydxample B).

379'1} AlvU ZdZ )} E G} @t ), 229] P
380 Oscar WildeThe Picture of Dorian Graly >] %0 %0 ]v }33[+ D}v3ZoC D P I]v ~:poCU i6dieX
381 Kubrick,The Shining
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Adagio, J ea es allarg. - -

Timpani F4= : = E E====s
nf

This idea of the mirror is alfound within another scene ofhe Shining® W v & The e
Awakening of Jacdf? accompanieshe bath scene as Jack halludesma naked woman emerging
out of the bath. He is easily aroused astdrts to kiss and hold her, only to realise, with the use of
mirror effect again that she is nothing more than a corpse (Figdy€% The music becomeafused
with muted brass, trembtig strings, stringlissandi overlapping of parts, a heabeat rhythm and
cackling laughter to further emphasize the hor#&rAt the pinnacle of Jack losing all sense of

reality, the music cleverly replicates this througgtinato glissandin the strirgswhilst the image

382 Kubrick,The Shining

383KrzysztbPendereckiThe Awakening of JagdBchott Music, 1974.
3} U ZzZ Z E]vP §Z4BZ]v]vP[U i8

3 } U ZzZ Z E]VvP §Z B Z]v]vP[U 88
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Z0o}e ¢ ]S PE]% }vtime iisthiEQoradnt Hag become suspended as Jaaic is

brought into focus®®

5. Silence in Horror Film

Silence is equally as important as sound in develogiagdnd anxiety in a soundtrack. Although it is

rarely dominantA]13Z]v  AJ}o v§ ¢« v U ¢]Jo v J]e % E}u]v v3 Z3} uU%Z ] Vv

(J00}A[ }JE 8} vZ Vv AZ E Ze}uv 8§ u%}E EJoC E}%- }pud (3 E A]
Al}o V¥ Actordingt o] t ol E Jv Z, E]vP §Z ~]Jo v dinMiehdeloo =« 3Z upe
, V1 [* &]Joue[ Z§Z ev }( vC Z Eu}lv]}peU EZCSZU] U }E u o} ] %o

devastating inconclusiveness thaf ia the film, connected to fear and instabilif{f® Whereas a

soundtrack can help eliminate anxiety, offeringgsarance, silence does the opposite of thithiat

it allows the audience to acknowledge the silence and thus the power and content of the film.

dJu}8ZC t 0+Z Jv ZdZ }PV]S]A J}v }D]u-3}) &Nv &S[ suPP +8e Z3Z LAY
soundtrackZP v E § ¢« v VA]}he A% S S]}vU % 0% o0 ‘]E U (JE& Az
}voC AZ v 8Z /A% 3§ 3]}v }( upe] ] ZS8ZA ES }E (EE [ Vv v

listener 38 Walsh suggests that silence is an integral part efdtructure, it may evoke our

B/ } U ZZ Z E]vP §Z ~Z]v]vP[U id0oX

387 lposZ & U Z (( SU /vs ve]S8] *U v u% SZCW "}pw U A8X u%}E EC ~ E Vv s]
% ge] t ol EU Z, E]vP §Z ~lov e« ~ « A oo < 270 Wypid and|the Dpvihg Inade 3 (Fidl

2010) 1.

8 dlu}$ZC t 0+ZU ZdZ }PV]S]A v DJu 3] &Mosai} AWJdurnal fowvthe Interdiimidry Study of
Literature25, 2 (Spring 1992) 79.
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Z }ve J}pev e[ u S} SZ 3@The $ilence]of tie Lambses this approachor § &

v S Eo]JvP[e (]E*S u S]JvP 8} u% Z e]re musidb&gifs whenSt#hingE*}v V §
reveals that Lecter ate hisietims- to emphasig that this character is not to be truste@ilence
therefore is considered within the case study material as an equal process of contemporary horror
scoring Contrastingly, Henann uses silence iasychdo emphasise an acoustic blow, particularly in

the shower scene, just before the iconic motif is first heard as Marion is stabbed.

Gender & Identity in Film Music

This next section uncovers issues surrounding gender and tigevithin media, by explonig how
the music may function to enhance some of these identitigs) often becone negatively
stereotyped.dZ }v %S }( Z] vS§]SC|[pasdigm@dancedy French sociologist
Emile Durkheim as reiterated by Beard ano} PU 3$Z § (Al Was tHedroduct of society,
Al13Z «} 1 8C & Eu]v]vP v ]Jv JA] p of%¥ D33Z3qu &3 uv pAsous§X 372 § Z v
]Jv JA] H 0 ]* }VveS3EN § SZE}IUPZ Z]e }E Z & %}*]3]}v]vP?]lv E o §]}v
he]l]vP 8Z & Eu3l MSTZFWEFfr 3Z JEC uPP ¢3¢ 372 5 v Jv JA] p o[+ ] vVvS§
manipulated throughhe social hierarchy system. This when applied to mental illness can raise many
issues, where those seen to be displaying acts of o#msmor behaviour out dhe norm were cast
e E% E] v JvP v Z] vS]SC &E]°][ ¥YtHediities suchlds: Paceyclassi$]8 C X
poSuE U Pv CEU 8§Zv] ]SCU & o]P]}vU P U e« £n 0]SC Vv ] ]0]S8C
identity ard segregate them as shiccreating stereotypes. When applied to the media these
stereotypical ideas may further be encouraged amaly stigmatize individuals with these identities

. Z}8Z & [X

3t geZU ZdZ }PV]S]IA v IPIU(8] UV Iy ES[U 68X
391 Beard, Gloagylusicology: The Key ConceBts.
392Beard, Gloagylusicology: The Key Concejg.
393 Beard, Gloagylusicology: The Key Conceg.
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Gender heavily linked to mental illness has become a discavitiin film and televsion particularly
for women.According to James Buhler BBender, Sexuality and the Soundtrgaarly sound
§ Zv] ] ve (]J&S P v 38} pye ZP v E[ S Eu]v}o}PC 8} u S %Z}E] oo0C
Zu EEC]VP[ *}pv 32BThsé Bouridirepk was %o] $ e vV ZUvVEMHOC (}E S8Z S v

E (Ho0oC }VE3E}oo [V e}uv A+ 3 « 357 Z]EE 3]}v oU #}3]}v 0o Z}¢
This personification of these two concepts suggests that the emotional other inifem

stereotydngwomen as weak and fragile.

HZO E *uPP «3« 5Z 8§ 3Z E Z A oA C- v oJul]S S]onme (}JE  <S]v
screenfrom the start, with a clear difference in the music provided for males and females; male
emotion was perceiveds fundamentally ldgal and sustainedr(egardless of how much they are
moved); the music only demonstrates the presence of emotiéGontrary to this, huge
underscores for women may suggest to the listener that they are over emotional and unable to
cortrol their emotion®®” Erno Rapée ikEncyclopaedia of Music for Pictustates that music beame
even more gendered within film and tefe] «J}v « JE]JvP p 8} 8Z SE& ]18]}v }( Z } JvP U
(ulvl]v [ v Z e} ] SJVvP §Z % E]Ju EC @h thaeonePthe Iove théhe (Jou
becomes doubled to theme the heroif& This suggests that heroines only existed in film and
televis]}v 8§} & « 8Z Zo}A } i 3§ }( 38ZszZ] ®}Y B[B}ZVE]|EE 0 $]}VveZ]%o /
male; the male howesr has his own defined theme and musical identt§These gendered
conceps will beexploredwithin my case studin regards tdoth female and male protagonists, the
Zu [ Ajuvu C 13Z & &}u v3] ]l A]8Z o0}A §Z u URISZ 8Z ] 3

Ze A [JE }v 8Z }3Z @)D $ U(E}u *} ] §CU % E}%}e + B}SZ E [ v

394: u e pZo EGU Z'v EU ~ A£p o]8 CThe Oxfard Hahdlpomf - Mysig\Studiesd. David Neumeyer
(Oxford: Oxford University Press, 2014).

¥ pnZo GU Z'v U N £Ap 0]SCU v §Z ~luv SE I[U 8X

3%Buhl EU Z'v EGU » £Ap 0o]SCU v §Z ~}luv SE I[U &8X

%7 nZo EGU 'v EU ™~ £p 0o]SCU v §Z "lpv SE I[U oX

398 Erno Rapeé, Encyclopaedia of Music for Pictufdew York: Belwin, 1925) 14.

399 RapéeEncyclopaedia of Music for Pictyrg4.
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Kassabian suggests that instrunt&tion within film also encouraged problematic gender
characterisations by acting as symbols or codes for the list€hian example of this is brass
instruments and fanfare structureghichare often associated with military, strength and power;
these ae often used to objectify male characters as powerful and stf8hglomen however are
often orchestraed with soft higher raged instruments such as strings and flutes to characterise
women as tranquil and gentfé@?Kalinak argues that two female charactevolved classified as the
virtuous wife and the fallenwomali®* dz A]JE3Su}pue AJ( A« %] & « Z3&& ]vv} V&
devoted sisterdefined by an orchestral underscore of high instrumentation such as expressive
violins withlyrical melodes** dZ ( oo v Alu v Z}YA A & A « %] & « Ze /Epn 00C
could be a character cast as a prostitute or displayingvigginal qualities, ofterscored withjazz
musig the blues, low instrumentation, chromaticism, syncopation, dotted rhythmstamdiing
notes’® 8§z Elv , AYESZ Jv Z/vEE} p §]}vW ' v EU ~ £pu 0]3CU v §Z
}voC i 11 pSOBEZE Zwupe] (Jve Z @ 8 E+ %] § -thisdvamo vU }E }5Z
includes male characters who may feeinine or emasculatetf® This style ocoringbecameso
deeprooted within Classal Hollywood writing that it became mandatory to ugend understand

its purpose?®’

> HE DHOA C ]Jv Zs]*p 0 Wo *pE Vv E EE 3]A Je u [ *8 38« 37
actorswas Z*SEU SuE e *% 3§ 0 $Z 8 & A & propasing®aiGilm ¢ polv P I |
writers were more concerned with the imagéfemininity.*®® The gaze according to Kaja Silverman

in The Acoustic Mirror: The Female Voice in PsychoanahdiSinemabjectifies the image of

400 Kassabiarklearing Film: Tracking Identifications in Contemporary Hollywood Film 30usic,

401 Kassabiartiearing Film: Tracking Ident#tions in Contemporary Hollywood Film M&fc,

402Kassabiartearing Film: Tracking Identifications in Contemporary Hollywood/Egic 30.

403 < 37 E Cv Jhe Palle Wbman and the Virtuous Wikepie] o ~8 € }8C% < Jv 3Z Z/v(}&w E[U Z'}v A]
v Z> FRill® Reader 8.982): 7680.

W< o]vIiU ZdZ & oo vitluv v 8§8Z s]ESu}ue tJ( [U 66X

W< o]vIU ZdZ & oo v tluv v SZ-7EB]ESU}ue t]( [X 60

06 37 E]v , AYESZU Z/vEE} p §]}vW ' v E X MusiE,|Sonhd grither Mavihg riag®, SAE2 | |

(Autumn 2012): 115.

07K o]v IU ZdZ & oo v t}juv v §Z s]ESu}ue tJ( [U 61X

48> NE DWUOA CU Zs]ep 0 Wo +pEScreerl€ IFAMUSHIHA975)U2u [U
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Aluv « VSE o038} 38Z ]E E}o V ZA}u v[e A}E « E Noks Uo7 Z & }Av
becomes consticted to be silent, only given a small script in comparison to her male &etaaing
statesthat film direciors would consistently rely on close up camera shots alongside over

E u 3] upe] 8} vZv 38Z P 1 UAI38Z 8§z }v sthauldizes Alu v[e u}3])
expressed in their facial expressicarsd not through theirspeech or body languad® Thissuggests
that women as Buhleimplies & S ¢ 7ZS8}} wu}S]}v o[ v pv o S8} }vSE}o SZ ]«

therefore the image must be controlledt

Laingconop <« 5§82 S8 p 8} (uo o <« JvP (} pe }v (uo JuP v
u}s]}v o[U A}u v A iEtheirjspgdch;Zu v « C AZ § §Z C $Z]viU v 38Z & ]« &
Jeep }( u}s]lv A EEuvIVIRI &2 AJE P A E « E]% Srefully #BEE §
uttered motionlessly; this creates a disadvantage for women as they are caged and corurslled
screen providing viewers with this depiction of women as weak and fe&BIEE. AnrKaplanin
Women and Fih: Both Sides of the Camer&E P pu + 3dfneén vére] ultimately refused a voice, a
]* }HE- [U §Z § §Z ]E }voC <]E <Z}po ]JE § S}l uo *]J]E V Z§
frustrated lives, or, if they resist their placing, [will] sacrificefl®8 o]A « (}E&E 3ZThiE€E E]JvP[X
statemert makes connections to gender and madness, as the ideas that women must be silent or
§Z C ZA]loo « (E] (i} reldtedtd e mpa thdt independent, verbal and ndeminine
women were to be caged andstaas mad as stated in chapter two. Amy tenee inEcho and
E G JeepuesW t}u v[e s}] * ]Jv o0 <] ecpods@isldea, pdding that when the
speaking woman is present, it causes issues as it disrupts the dominant hiefaidighel Chion

implies that the limitation of female voicevi (Jou v & o Ale]}v v IVIAv %z Z7 P

409Kaja Silvermarfhe Acoustic Mirror: The Female Voice in Papahwsis and CinenfBloomington: Indiana Univefgsi
Press, 1988) 31.

410] ging,i66ie D o} E u v S§Z thudt]s &]ou

41 nZo EGU Zz'v EU » £Ap 0o]SCU v §Z AMluv SE I[ oX

412] aing,i6 0i* D o} E u v S§Z thLude[]s &]ou

413 SilvermanThe Acoustic Mior, 31.

414E. Ann Kaplawyomen and Film: Both 8&lof the Camer@d.ondon: Metheun, 1983) 52.

45Amy Lawrence, Z} v E @& Jeep*W t}u v[e s}] < ]v o «-](Bavkelpg:dJQidersity of California
Press, 1991) 32.

416 Michel ChionThe Voiceni CinemgNew York: Columbia University Press9) 89.
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It stems from the idea that a male director can control the female voice, by limiting her script and

A}] SZEIUPZ 83Z Z P }( 8Z 3E}or[¥BZ( u o0 [*}v% ZU pe<]vP ]38 }vo
intensify the pleasure that the female voice signifies for him, perhaps as something sexual or

romantic*’ dZ]e ] }(Z P [ PJv E +}v e Al3Z 37 ] }(uo Jve vV]SC
mad were usually &t as sexual, deviant and were often caged a@ndu | §} « v]SCX t}u v[e
voiceswhen applied to horror may present defeminised female characters; the case study analyses

will consider these ideas to uncover whether these concepts which have stemmmedHeo1940s

are still present within contempary film and televisionp]l SZ & % & * vS S]}v }( Zu v e¢]

The Voice in Horror: A Constructed ldentity

Voiceoveraccording to Chion, forms a large part of everyday life; our first experiences afdife

Z E SZE}uPZ }uE H3WHerEpplicktp]filmXvoiceoverfeels almost natural as our

ears have become accustomed td'itthis can pose the idea thabice-overcan be used as a tool to
manipulate and construct particular ideas-eareen,wZ] Z }uHo0 o0 §} 2z & S E[+] vs]§]

becoming streotyped.

Voiceoverwithin horror film and television can be used to narrate or illustrate internal
A}] e+ * S8Z}UPZ <}u }v [+ §Z}uPZs8e E pu]o U AZ] Z A13Z]v  %+C Z}o
impose}v $Z p ] v [« ( @&« }( vAoidgpvercan hlso3kt to provide characters
with a verbal identity; hearing the voice enables the viewer to acknowledge this character as
E o0]+*8] X }E JvP &} "]oA Gu vU §Z A}] ]+ @ @ oC Z(u o[V &§Z u
Z% E}S}SQoan\oigéover p S} ]S« ZPE v§ ]* HE]JA pSZ}E]SC[ v Z]vs
femalevoiceover |+ %o0] $ e« ZvVvy}i 8§ 1}( % 38¥Thevoice thetafare@gcomes

a powerful tool in manipulating a viewer. Lawrerstgpportsthis by statig $Z § Z§Z Zupu v A}] -

417 Chion,The Voice in Cinem@r.
418 Chion,The Voice in Cinenyo.
419 Chion,The Voice in Cinen9.
420 SjlvermanThe Acoustic MirroB1.
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oA Ce ]3Z Euo }JE (uo v ou}es oA Ce E }PvV]e e opu Z[V AZ v
present in film, a listener seeks to determine whether the voice is male or fefftdlbis idea could
demonstrate thatvoiceovermayaos G o0]*3 v E[* ip Pu v3 8} AZ § §Z C & A] A]
whether the voice is female or malas Silverman suggesthijs canpresentissues as femaleoice

overis so unusual that it can atd Zage[women and pesentthem as undesirabler threatening

Within Psychg??two femalevoiceovers are used to demonstrate both charactgnner
Uvs o3 3 W (JE50CU D EJ}V[e % E Vv}] &1« A E + 8Z A}] « % E
suggests she is experienciaigxiety and fear. SeconglU E}Eu v[e u} S ZvaEeov&sbueis
never seen, to create confusion. FindlyA Z @& E}Eu v[e $§Z}uPZ&s SZE}uPZ 5§72 A}]
when he is institutionalizedhis could suggest that Norman is mentalhystable or is undergoing a

personaity disorder(Figurel8).

As an audience we trust th@ice because of its naturdmiliarsound, butwhen we cannot
pinpoint where the voice is coming from or associate it with a body, a sersm®eaipathy may be

created Spokerand sungvordsin the soundtracks as a form wbice-overare said to affect th

421 _awrenceEcho and Narcissus.
422HitchcockPsycho
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mood of the listener; research in this area has focused on how the mood @fdhdscan affect the
L] Vv [* % E*?Kpdbitive voicenayinduce positive associations and a negativieemay
impose aggression and violen®éThis idea when applied to horror and thriller films could allow the

voice-overto openly manipulate and influence the listener to respond in the desired way.

Although thesehorror films with associated mad charactare entertainingfor an audiencethey

are not accurate representations of those displaying different forms of mental illness. This is clearly
apparent in the character of Norman Bates fr&sychoAlthough Norman is diagnosed to have

schizophrenia by th doctors who definet ias splitpersonality, he does not possessmmon
characteristicessociatedvith this condition*?®> Moulton argues that Hitchcock may have confused

e Z]1}% Z@E v] AlSZ Z+ Z]1}35C % the¥%igr®Efwniah]|¥Co | » paefEdlations,

do]JvP % }}Eo0oC ]Jv ¢« Z}}oU ]JvP ]¢}o § U v§E] v Z}o JvP } o] (]
and hard to identify?® D}po8}v }v3]vp » 8} e85 8 5Z § Zu}eS %o }%0 A]SZ $Z -
H% |]oo]vP?%oweses, foma(]Jou u | [ of %ieW, tese intriguing and monstrous

views of mental illness appears to make more exciting and horrifying writing.

d} }vopu U Zu J [ upe] Z « 8A} (pv 8]}veX &]E30CU ]& « EEA « 5} Jv(c
content; withoutmusic the visual add not show its full potential and meaning. Secondly, it can

establish characters, settings and idélaough the employment of semiotics. Semiotics can be

constructed toalsoinform the audience of identitiegmbjectsand moods througheitmotif. The

repetitive function of leitmotivs can encourage stereotyping as the listener begins to link the motif

Al3Z % E3] po E ] X dZ]* AZ v % %o0] 3} ] v3]8] « }(u vs o Joov
connections to the horror film genre wherbay are cast as matrous, animalistic and dangerous to

the audience. The horror film genre, although developed in its musical writing through its

4287Z1]AU ZDpe+] Vv }u%o0] v [U 8fidX

424Ziv,ZDpe] v  }lu%o] v [U 6A6X

425DonaleeD}po8tvU Z,18 Z } | v D vS o0 /oov *»\V @@ ZHF%DSPwe3vCAljo o(E ,]18 Z } I[*
D}A] U us ,}JA D VG }(dZ u }po & } uMed]cal P&t 357 28qAty@EtR4], 1999) 26.

426 D}puosd}vU Z,]8 Z} 1 v D vs o /oov «<[U 70X

27 D}pod}vU Z,]8 Z} 1 v D vs o /oov «<[U 70X
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experimental approaches to rhythm, structure, melody and harmony, its use efxising music to
E § Hd% SZC[U fldoisqias spund, and its use of silence, continaescourage the
cultural attitude b mental illness as something to fear and avoid. The connections between these
upe] o v *}v] %% E} Z o S} ZZ}E E} E[Utedsation axd theictanan] o Z &E
constructions of mental health discussed in chapter two will be the focus of the subsequent case

studies.
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Chapter 4:

The Mask of Sanity: Dual Personalities in Coraline, The
Girl on the Train and Hide and Seek

Klultiple [or Zplit [personalities arédormsof mental illness that are oftemisrepresented and
stigmatizedin society a process that the media has contributed to in its depictions of these
conditions Thischapter will firstly examine the meaning of@ual personéty [by understanding the
terminologyand definitionsof this disorder and the confusion that has come to surround it. The
overall premise of the case study centres around the musical score of the chosen films, by observing
how the music or sound is comstted to enhance stereotypes whose origins date back to our
collective past. Through the semiotic functions of music that often draw on key components of
horror film music, this case study demonstrates various ways in which film and television series
continue topromote the stigma and stereotype associated with mental illnéks. films chosen for
the case study demonstrate how these associations and misconceptions are still being used in
contemporary film and TV, with a close focus on the use of musidsitarstructed to enforce the

Zu Vv e[ 5§ E }SC% v §8Z wu]lv }(S8SZ pnulv X

The chosen filmCoraling(2009)728 The Girl on the Traif2017}?° andHide and Seek
(2005¥%° offer different perspectives to observe the concept of a dual personality balso
demonstrate similarities in the way mental illness is constructed. All three films are linked
thematically as they represemiie idea of adual personality, making oneepsona appear good and
the other bad and disturbed; both personalities appeadé&al with past trauma. All three films use
similar approaches to the musical writing, taking some inspiration from the model created in chapter

three, but equally differ in tleir method of writing for horror with new techniques and advances in

428 Henry Selick, dirGoraling2009; Laika, Pandemonium Films, USA: Focus Features), DVD.

429Tate Taylor, dirThe Girl on the @in (2016; DreamWorks Pictures, Reliance Entertainment, Marc Platt Produtiids
Universal Pictures), DVD.

430 John Polson, dijide and SegR005; Josephson Entertainment, USA? @éntury Fox), DVD.
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scoring, forexample electronic music and processing. The depiction opeysonaen the

characters across the film is also consistent, with all films keeping them as two separsteae
throughout. This case study demonstrates that this concept of dual perspigfiresent in

numerous genres and situatiorSpraline]s v v]u S]}v ( SHE (Jou Ju S Z]lo & V|
audience,The Girl on the Traiis a live action psychological tier film aimed at an adult audience
andHide and Seeik a live action horrorlfn aimed at an adult audience. As stated in chapter three,

the representation of mental illness is thought to have b&®ulcatedduring childhood through the
reinforcement d the media This idea is explored througPoraling to see how animation with &
employment of music can be used to inforrand potentially manipulate younger viewers about

mental iliness. The case study explores the techniques usédralineto examine differences and
similarities in comparison to a live action film, which aimed at an adult audienc&he Girl on the

Train,a live action film, uss new technological approaches to writing music, often developing more
ideas from an original motif with numerous processes such as reverse technique. The film also raises
issuesof gender and mental iliness (female protagonist), and | wanted to exphisdrt comparison

to Hide and Seekvhich focuses on a male protagonist dealing with mental illness, to uncover

whether the music differed in approach and whether the focus becameaesed around gender.

Dual Personalities: Context

From Jekyll and Hy¢fé'to Norman Bate§2and horror in contemporary media, thenceptof the
Z*% 0]S[ u]v retyeled, moulded and reinforcemdithin horror writing film andtelevision thus
enhancirg the stereotype Jekyll and Hydilly demonstrate this concept af dual persoality
through good and bad persoeatruggling for supremacy in an individu@his model has been

employedin The Shining* TheAmityville Horrof** Split**® Fight Cluf?® and Shutter Island*¥’

431 Robert Louis Stevensofhe Strange Case of Ixkyll and Mr Hydglarlow: Longmans, Green & Co, 1886).
432HitchcockPsycho.

433 Kubrick,The Shining

434 Stuart Rosenberg, diThe Amityville Horrdfl979; Cinema 77, Professional Films Inc, USA: American International
Pictures), DVD.

435M. Night Shyamaia dir.,Split(2016; Blinding Edge Pictures, Blumhouse Productions, USérsdinRictures), DVD.

436 David Fincher, dirGight Clul§1999; Fox 2000 Pictures, Regency Enterprises, Linson Films, USént2@y Fox), DVD.
437 Martin Scorsese, difShutterlsland(2010; Phoenix Pictures, Appian Way Productions, USA: Paramoumspi@wviD.
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Although each of these examplesus& Z: 1ICoo v ,C u} o[ ](( & v8oCU A]3Z v /
original idea of Jekyll and Hyde, these fikti representdual personalities split between good and

evil, which may suggest to viewers thsome multiple personalities could be dangerousia

potentially lifethreatening.Jekyll and Hydputs forwarda dual natureof humanity; Jekyll is

presentedas awell-educated man from a reputable familgnd hisbehaviourwas favaired,

however this is anask, his dark identity is high® pv ] P v.1¥]ekylbegan toattempt to separate

his twopersonaein an attempt todestroy the evil ongapart of himself, ang part of his identity#3°

The &kylland Hydepersonaepresent the idea thai person is nbjust one person, butwo, there is
an ongoing struggle betweeangel ancenemy.*4° This suggests that as individuals we can all have

two personalities and have our own inner demons wanting to possess our good side; this is what
fascinates ad draws us tdhese types of representation. It is the fear of the unknown and the
concept that there is something hidden within, that ultimately scares and at the same time

captivates us, which is why the appeal and the model continues to be used.

As staed in chaptertwo, the lack of knowledge and the evehanging theories of physicians
often counteracing one anothemeant thatmany incorrect diagnoses were made throughout
psychiatrichistory. Antithetically, the current diagnosis for those experiencing multiple pagdities
becomes labelled adissociative identity disorder (DID)y Z Je+} ] 8]A / v§]BIDis]}E EJ[U
defined -« ]*}E & Z]v AZ]oizepejs@nali§yZexists in the same indivi. Each
personality has uniqgue memaories, characteristitié@eéours, and social relationships that determine
§Z v ]JA] p o[+ &]}ve AZ v 8Z § % E-+}v 0]3C J* }lu]v v8V 8Z A E]}pu-
different from one another and may even %o %o} 15 ¢YdZ Z}*S % Ee<}v 0]SC ]* Ul 00C

thealt Ev § % € «}¥ Th¢d]ctidnanalsonotesto the readerthat Zptit personality[is not

438 StevensonThe Strange Case of Dr Jekyll and Mr Hyde

439 StevensonThe Strange Case of Dr Jekyll and Mr Hyde

440 StevensonThe Strange Case of Dr Jekyll and Mr Hyde

418 Eo £ /v U Z ]+<} ] 3]A THe Freg] BiGtioraried mdHified, accessedtduly 2018, https:/medical
dictionary.thefreedictionary.com/dissociative+identity+disorder
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an accurate ternor DID and should not be uséal describeschizophrenia; this is important to te
as oftenschizophrenias misrepresentedby the media something especially noticeable in thénfi
Split**? The dictionarytells usthat misdiagnoseare present§ ZE}uP Z}us Z]*8}ECV ZS$Z Eo]
of persons reporting DID symptoms were metorded until the 1790s. Most were considered
medical oddities oruriosities until the late 1970s, when increasing numbers were reported
[especiallyjn the United States. Psychiatrists are still debating whether DID was previously
misdiagnosed and undeeported, or whether it is currently ovetiagnosel [**3 The dictionay

0 Jue 3Z S uvC [/ % 3] v8e E ul]e] Pv}e o heZr|thp¥altdls v] « $Z C
§ ol]vP Jve] $ZEBIpokr is epother term that becorsenisinterpretedin the media- the
publicmayassumethat bipolar, schizophrenia and DID aienilar when examiningymptoms and
diagno®s, however thelnternational Statistical Classification of Diseases and Related Health
Problems(ICDXisregards this ide&® Within chapter 5 of this document classifiedMental,
Behavioural and Neurodevelogmial Disordes, there areover 10 main categories, with 99
subcategories, where schizophrenia, bipolar and DID asetirely different sections from one
another. Thevarietyof disorders shown in this pubation demonstrates the arrayf disorders and
illustrates how somef thesedisorders may ovelap with one another or as stated befgieow

patients may become misdiagnosed.

428 Eo EU Z e} ] 83]1A | VvE]3C ]1E E[X

438 Eo EU Z <vB]3A]1E E[X

448 Eo EU Z e} ] 31A | v8]3C ]}E E[X

445World Health Organisatiointernational Statistical Classification of Diseases and Related Health ProbletogWaoid
Health Organisation, 2012).
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Coraline:dZz ZKSZ & D}SzZ E|

The story focuses on Coraline, a young girl struggling to settle into her new home and feeli
neglected by her workahiz parents. Exploring the house, she finds a secret door which leads her to
a parallel world that mirrors her own house, with the exception that everyone has buttons for eyes.
Her own parents are mirrored, labelled as the Othtther and Father and paygnattention to her

basic needs. As the tale begins to unravel, it becomes known that the Other Mother has created an

alternate reality to lure Coraline in as her prisoner.

dZ K3Z E D}3Z & (]85 "CoA] &E|EM-+* Aud] WS %% P ~ E]Y
and Narratives of Women Who Kill Their Husbands in Canada; i8863 [W Z& 00 v A}u vX hvE p
women.Deviant women. Women who kill. They are dark creatures, dark characters who disturb and
( » ]Jv ¥¢These women challenghe typical constructions of femininity through their lust for
UPLE EV Zhhurderer is unspeakable and does not fit social norns eodes of
( u]v]vi®®afbara Creed ithe Monstroud-eminine: Film, Feminism, Psychoanabsisies that
horror films are heavily populat A]13Z Z( u 0o u}EZ@Ev[*3E}us (uljvlv|[ v E o
as such: witch, vampire, the abject mother,man with monstrous womb, possessed woman,
ZAYu v e us](po s 0C l]Joo EB[U P %o pyZ3The Otherv u}veSE} e |
Mother definitelyqualifies «+ ( u 0o u}ved GEU AZ} § 1 + }v §Z (}JEuU }( }E o]v [-
disguise her true identitgf the deadly killer.: p ]$Z <v olwistipg in the Wind: The Murderess
and the English Pressnsiders how the concejpf female disorder and hysteria influenced the
picture the public had built up of the criminal womas monstrous*® Frigon argues that the media

%] S $Z § Alu v I]Joo B+ A E =+ v « Ze Aandomykill, Adwertt@ess pE [ AZ}

46 CoA] &E]JP}IVX ZD %edatives of iBIrendWhowillEheir Husbands in Canada; IS8B8 Inscribing the
A CKillpg WomerfJanuary, 2006): 4.
47 & E]IPIVU ZD %o % ]VvP N E]%Ss v E EE $]A }( tluv AZ} <]Joo §Z ]E ,us v *[U &8X
448 Barbara Creedvionstrous Feminine: Film, FeminigsychoanalysjgPsychology Press (1993): 1.
449 Judith KnelmanTwisting in the Wind: The Murderess and the English @a@ssito: University of Toronto Press, 1998)
20.
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other studies show that women who kill tend to choose loved ones, normally abusive partners or
their own children, making therappear worse than mef° Additionally,loved ones as the main
victims of female murderers raised more outrage from the public;pbdectimage ofmotherhood
began tofalter in the eyes of the publid Z u}3Z E[* uUpE E }( Z @&idencevat A « Jv ]S
Jve v]%!CThX is the case with the Other Mother as her victims are predominantly chilidtegs
been argued that linking insagiwith Victorian female killers may have been a viable excuse to
JVEE}o 3Z 5 Spe «u} A]dilyproviddd & Gchzneater social explanation for [their]
JUSE P }ue -réflécted in contemporary medi&? Additionally, some questionedhether
classing murderesses as mad rather than evil helps to justify their actions and protect the view of

Vi 3JE] v (u]v]v]E3CV Z 383 E Zpuv E 3Ju » 8Z § «Z +Z}u® % E}A u

Jonathan Broxtofie ¢ A] A Z XHEHuw]v } es¢rfesBruno Coulai§ « }E]JVP (}E
Coraline » Zpval[vy }po Jo pHe © SZ U %o *S "Cu%Zjov EKWE ZZ43E W & vP
of solo instruments such as glass harmonicas, waterphones and African and toy percussion
instruments** This is not tht unusual for the timbral body; it is how these instruments are used in
}Ho ][ « JE SZ § udl -} hrdhestration seems appropriate for the
representation he is attempting to conveyn-screen glass harmonicdsave strondinksto
psychatric therapy, which linkto madness’>® According toStanley Finger and William Zeitler in
Z Z %S & AW vi u]J]vZEovbe]¥ ®u}lv] W &E}u Due] <+ dZ E % usS] §]
Benjamin Franklin invented the gldssE& u } v ] vV Z %o 0 t@merik jor pleasure, to
manipulate thepassions(em}$]}vee v §} SE § (P°boweieyothe[dfasBarmonica

*}}v u oJulv s (E}u %+C Z}3Z & %C e+ uvC o] A ]38 }luo Z p

40 & E]P}VU ZD %o % ]VP ~ E]%S$+s v E EE 3]A }( tlu v AZ} <]Joo §Z ]E ,ue Vv *[U &8X
%1Gamarh W PPU ZD v e+ ]Je¢ t}u V[W 3}lveS v < v8 v s] §}E] v LUwergod paw]}ve }( & u o
Review 30no0.3 (December, 2010): 219.

%2W PPU ZD v e+ ]e t}u v[U 177X

S3W PPU ZD v ee ]#222t}u V]

44 :1lv §Z v (E} A S} vBrubo Gl oo Mdvie Music UKmodified on February 6, 2009) retrieved from
https://moviemusicuk.us/2009/02/06/coraliAgruno-coulais/

%578 vo C &]JvP EU t]loo]J u ¢ ]SS0 EX Z Z %S E AW viom]music@s theodpeutic toZ]e Po ¢ Z Eu]
pathologic oHrogress in Brain Resead6 (2015): 93.25.

456 &JvP EU « 1S5S0 BGU Z Z %S €& AW vi u]l]v &E vio]v v Z]s Po ¢« Z CEuldMb. W (E}uUu upe
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mental % E} d°"we finduce]a trance like(]1.8f, $Z €& , o} | Jv Z*"}v}@odmen } | «W
v §Z '0o ee , CEu}v] [ }v e SZ] ] % E}%}e]VP §Z § «Ju AE]S E+ %
for its health benefits but others thought it would damage the body physically and mef#ally.
Coulaiauses thiknowledge to write for this style of musilee includesthese musical tools in his
scoredo create deeper character developmegmd question its purpose in the scerfgome viewers
may acknowledge the glabarmonicas and know the ideas surrounding thehis tstigmatises the
character of the OtheMother asglassharmonicas are useds she transitions from melancholy
madness into raving madneddroxton implies thaCoulai§ ¢« }E&]v P (} keegmglthe audence
ihtentionally offbalance, using instrumésin odd or unexpected ways orsarprising
tu v §]Y¥°¢lhig demonstratesiow experimentation in horror film is key to creating and

driving this representationf madnessas it shows the characters as unpredictable and unstable

Personality 1: Melanboly
Ouir first introduction to theDthermother at [17.09 focuses on her appearanc8he is more
}JoJuE(po v A] E v 8Z v }E o]Jv [* ZE o[ u}83Z EU o}}I]vP u}E& 3§58
Her wide smile almost looks devilish and sinister, asigh she is feasting her eyes on her prize
(Figurel9). Her superficial charm is aggent in this scene, her false, forced smile masking her
insanity. According to Frigon, female killers were stereotyped as manipulative seductresses and
fallen women (sexueed) who have the ability to lure their victims in with their appearance and

charm?*! Here, Coraline acts as the victim, who is led aricalternate realityoy the Other Mother.

®7&IvP EU ¢ ]SS0 EU Z Z &idin@dhl glassiaunjonida®onum] ¢ SZ E % WUS] S} % $Z}o}P] o[U T
%8 A E(}E U Z vi}v DheuvEU@®CiD ] Tdahce@M&sICdnd Music Therapy: Haverfiast modified

2018, sites.google.com/site/musictranceandmusictherapy/am@smerand-musictherapy

49Heather, o} IU ZA}v}E}Iue } ] W t}u v v §ZJoumat of An@Erichm Musgicology Socktyno.3

(Autumn 2000): 50B42.

#60 E}ESIVU ZEEVvDIYpHO J*W Z A] A[U D}A] Dpe] h<X

WL E]IP}IVU ZD %o, %]VP N E]% S|
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The music orcherates the doubts that we as an audience begin to feel abioai Other
Mother; chromaticism, experimental approaches to rhythm and texture create this morbid
atmosphere. Ashe Other Mother is shown fullffigure 19) the xylophone and piano in bar 1 dot
kinetically mimic the Other Mother smilingh& scenghen focuses in on her button eyeghich is
sounded with musical pausgegiving us a hint of her wild intentionsjinor third intervals and
chromatic leapdecome common throughout the scor@ chaacteristic of horror writing. The
texture is sparse, allowgnnumerous solo parts to leap out of the structure to demonstrate the

KSZ & D}SZ E[* puyv% E ] § o Z AJJUE v ZME ( o ]Jv3 v8]}veX ~ £
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Physical appearance became the main focus of press coverage for female killers (in the Victprian era
o}vP A]8Z Z Z A]}pEU (u]v]v ]%F]sHFIE® exampke, the famous
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her dress choice and makeup; other women were scrutinisethfgr weight loss and for appearing
Z% MOtz E D}SZ E[s *p% E(] ] o Z EuU SSE S]A v e v 18 (pc
throughout the film, to lure Coraline in. Duriffg7.10]JU §Z K&§Z & D}3Z €& § oo }&E o]v Zi
even the proudest spirit cv E}l vX t]3RguwéM).[This is justaattempt to play with
JE o]v [+ ul}3]}ve v 8} ]v(o] 8Z E3 Z X dZ upe]l] Z}IAA E E JV(}E
sinister persona with her button eyes becoming heightened as though crazed, withtstatioags,
pizzicatg howling voicesglassharmonicaand violin harmonics used in a loop; this varietyimibral
differentiation through extended techniques indicates that the Other Mother is othered, abnormal
and abjectlexamplel5). The overall scoreould besuPP «3]vP §Z § A & Z E]JvP }E o]y
musical thoughts (psychological parallelism) to suggest that she is fearful of the Other Mother. It
may alsre- u%S }E& o]v [+ %o;}tBe vanhpeoof(nstrumental motifs could metaphorically
mimicthe voices of the other childrethat were victimsbefore CoralineReferring back to chapter
three andthe pe }( Z]Jo & v[e A}] Jv Z}YEE}EU §Z]- ] luo UlveSE ¢
Z]lo & v[e A}] « «Z}A]JVP Jvv} v v that v olldike ZqttinhuiSee 0]
dangerousFast strigssonicallyprovide a sense of urgency and warning, the movement of strings

JHO 0°+} U}VeEE & §Z KEZ E D}EZ E[* %o E+}v 0]8C EE ve]&]}v]vP

463 & E]P}VU ZD %% ]VP " E]%3+[U &
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The Other Mother appear §} Ul}E -l]Jo(no $Z v JaEshe]eodks, bdkez, gardens,

sews and cleans the housher skills make her attractive and appealing. She has an authoritative

E&}o ¢ SJvP < 8Z Zu v }(8Z Z}pe [V §Z KSZ ®BGuBmisdvero her }SZ &
and are punished whenstbeying orderst}u v[e Z AWas@so central in determining their
potential to be killerdJ Z «% ] ooC ]( ]85 A] & (E}u 8Z /A% 5§ U v SuE o]l
%0 E thropighindependerte, a nonconventional lifestyle, ofulfilling the rde of manof the

house*®*The Other Mother displays striking similarities to tiisdel of independence, confidence

and strength; women killers were often stigmatized as mentaliytilley adopted a lifestyle tha

contradicted the expectations of wideosiety.

Colour is an important aspect of this film as it allows the audience to visually see the two
A E-«]}ve }( 8Z Z}ue X dZ &E 0]8C *] ]* % Jv8 Jv PE Ce 0 % 0 §¢
yellow macas the only glimmers of colo[®.56]. However, the alternate reality shows every aspect
of the house in high definition colour, which appears to be more attractive and vibrant than

}E o]v [+ }JAV Z}pe V % E}A] VP  u}E[17.46)Egume2l)Z}] (}E Z E

464 & E]PIVU ZD %% ]VP » E]%E+[U 11X
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Figure20: Coraline Comparison of two féers in reality [9.56] and alternate universe [17.4]
through colour.

Although the Other Mother pretends to be the better mother, she clearly masks the fact that she is
childless and has nokeuse for this destructive and possessive behaviour. According to Frigon,

female Kkillerswith children could usuly make aplea forinsanityand manipulate the jury through

claiming their rights ofmotherhoodand implying direeonsequencefor these childenwho are

beingdeprivedof their mothers*®® This wouldesult in a kinder sentence innaental institutionas

opposed tothe death sentenceChildless women were said to have no such justification for their

actions according to society. Women whowergo o0 ¢+ A E }(5 v ¢ v o Alu vV ZAZ
could a woman with no children and no tenure in a home do?...a waal@are in a house may be

Al 3]u 3} u vCtEsGmplies fhat because she has not fulfilled her duties as a woman

(marriage and childrenshe could easily venture onto the wrong path and become deviant. Court

case examples show that juries had liglgmpathy for those who acted out of jealousyough

being childlesswith no justification for their action&3’ Contrary to this, Pegg argsi¢hat these

AjJuv A E « v v} «7Z Aluv p3u AluvU pv o 8} E «SE ]Jv §Z u
desire to Ki.*®® This judgement of childless women demonstrates how Victorian society enforced

motherhood onto women, making it their only option anale in life.

465 & E]P}VU ZD %% ]VP A E]%3+[U i8X
466 & E]P}VU ZD %% ]VP A E]%3+[U i8X
47 @ E]P}VU ZD %% ]VP A E]%3+[U idX
4#8\W PPU ZD v = o t}u v[U Ti6X
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d} (LESZ E %] S (uo IJoo e « Zu [U 8Z }% v]vP & ]38 « <
Z E upvsRiiglusing slurred speech and evokpsyahedelistyle of the 1960s, with its
associations to drugs and hallucinations. Dreams, halticns or a dreanlike state, all associated
with madness or mental illness ansedthroughout this filmto suggest fragmented realityThe
K§Z E D}SZ E Zuue }A E $Z 8}% }( 8Z }E Z «8E o « }E U AZ] Z }u
This theme igliegeticallyused several times for example when Coraline enters the other universe,
when the Other Mother is preparing®d and when the Other Mother is constructing the Coraline
doll. Although we do not see the Other Mother initially in the openingsé¢n$Z Zu o v Z}oC|
musical theme becomes used as a leitmotif so that when it is heard again, we instantly recognise it
from the opening scene and can associate this with the Other Mother. Normally, humming can be
associated with a mother singing or hummiher child to sleep, but in this case, it distracts the
viewers from knowing her true intentions, making her appear wand loving (Exampl&6). It can
also show the Other Mother experiencing a daydream as humming can be associated with this,
which agairsees her losing all sense of reality and delving into a dddemmental state; this
mental state is illustrated througtine key signaturei=b major with lots of play on flattened notes

andglissandos

Examplel6: Coraline Humming theme that defines the Other Mother melanch
state.
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Transition: Melancholy to Raving Madness

dZ K&Z E D}SZ E[* uovVv Z}oC u}s](s %% E A 0o *3EN SPE U Z E
the careful placing of p&s to not over complicate the music. However, wioraline refuses to
sew buttons into her eyes and stay with her forever, the Other Mother begins to transition into
raving madness; the music mimics this sudden change. As the Other Mother begins tatieseep

v Alep 00C A 0}% e ]vSiacter@etEsiddnidally afdkineticallyreplicates this
idea[58.10](figure 2). The music becomes sparse, experimental, with no evidence of structure with
a disregard for time and rhythm; a complatentrast to the melancholy ideas that came befola.
she begins to visually change into her haggard appearance, a sparse double bass and cello melody
descend in step to replicathis (a form of Z BkeyMousing), which is followed shortly by
percussive ecented timpani rolls and rapid string passagebédighten her development as the
audience is shown her new identity (Examp®. Rhythmically, cellular motifs are incorporated
disjointedoC $ZE}UPZ}us §8Z « }E 8} u}veSE § ShalikeSAtaBinD}SZ E[- SA}
quietly with little interest this scene is built up using a variety of motifs to illustrate uneasiness and
unpredictability. This is a common characteristic of music for horror films as stated in chapter three,
not only for the rhythmicstructure, but also for its method of adding ingtnents to build in tension

and fear.
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Personality 2: Raving
}& JvP 8} <vou vU Z upE&E & - Z 5§} %o E ¢ VS e« }18Z & SZ v Z
social norm of acquiescent inferiority. Fortramly had she flouted the human taboo againstitgl
another human being, but she had also challenged the social stereotype of femininity: gentle,
submissive, passive, self E](] JVPU**® o} o [X }vS v e §Z § Z( U 0 % E% SE S}
be dem}v]li v Z pu ¥PWhigh becomes apparentithe film when the writers physically
and metaphorically transform the Other Mother into something less human, to make her more
acceptable. This idea of an animated female villain transforming into songeti@inhuman
reoccurs in filmsuch as Madam MinmiThe Sword in the Stotféor dZ >]380 D UBsuwla¥f?[-
dZ K&Z G D}SZ E[+ ZE& A]vP[ u}} ]+ PPE ++]A v igvapitlyA]sZ Z E %
rigid back, a tiny waist and visible collar bdrezome visual characteristics of this new persona

(Figure22).

Figure21: Coraline [58.16 6 Xide dZ KSZ €& D}SZ EJ[* %o Z
Zu ov Z}oC[ ]Jvs} Zz&@&. A]JvP[ u v

dZ K%z E D}3zZ E[- } C Ju o %] 8 e uv ¢JE o v E ulA « o0o0
femininity, being seen awmore skeleton corpse than human. Her extreme height causes her to
overpower Coraline, which reinforces her authority; this countésabe maternal behaviour the

audience has warmed to, by labelling her as not only undesirable but also unlovable. Frank Perri and

469 Knelman;Twisting m the Wind: The Murderess and the I&hgPres0.

470Knelman;Twisting in the Wind: The Murderess and the English Reess,

471\Wolfgang ReitHerrmann, diThe Sword in the Sto(E963; Walt Disney Productions, Walt Disney Animation Studio, US:
Buena Vista Distribution Co), DVD.

472Ron Clémats, John Musker, difThe Little Mermai{L989; Walt Disney Pictures, Walt Disney Feature Animation, Silver
Screen Partners IV, US: Buenga\Rsctures), DVD.
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reason women are seen axapable of murder is the belief that they cannot display aggreséion.
This concept stems from the notion that male dominance could be expressed through aggression

v 8Z 8 Alu v «Z}pe EAZ-us $J Thewpythological depictions of motherrla and
mother nature contradict this statement; mother earth was the nurturing image of femininity,
associated with motherhood and the most prominently used stereotype for femininity; mother
nature was often depicted with images of strength, wrath andtdegion, images which are
ignored?”® Perri and Lichtenwald, referencing Freud, propose that aggression was objectified as
Zu o ]Jves]v 8[ v 8Z § ZA}u v (pv §]}v o gressiohyvtRis ifplieSth&} $Z]e P
] §Z Suvy A} u wrjizy &nd gentle nature to balance out their aggressith.

13]}v o0oCU ZA}u v AZ} ] Vv}3 E % @E ++« 3Z |E VP E A E }ve] E

labelled as irrational and in need of psytherapy?’’ It can be concluded that there was a lack of
female psychopathy research in the Victorian era, as the majority of writing was dominantly male,
with female aggression always linked to s##fence or a hormonal imbalan¢& Another common
but misteken belief for women was that those who commit theselemb crimes must be either

E ICU %+*C Z}8] YE ZZ A v %% [V 8Z+« ] «AE E|VOE v §Z

transformation scené’®

The use of mirrors, a common device within horror films (chafiteee) is said to demonstrate a
% E-e+}v[e u v sleteriogatiig and becoming fragmented. It is firstly use€oralinewhen the
K§Z E D}SZ & o} le }E ol]v. A C « %puv]*Zu vd v 038 E AZ v «Z SE

visual is carefully paint v u}v} ZE}u 8§} €& Jv(}E& §Z dJpérents (Figurg8e o]v |

WBKEE vVIW EE]Ud EE v >]Z3 VA o U ZdZ > «3 &E}vSo GAFFBrESIEExamingrZ & u o We
(Summer, 2010): 52.

a4W EE]U >] Z8§ VA o U ZdZ > +3 &E}vs] E[U ATX

W EE]U >] Z8 VA o U ZdZ > +3 &E}vs] E[U ATX

W EE]U >] Z§ VA o U dZ > «§ &E}vE] E[U AiX

MW EE]U >] Z§ VA o U dZ > «8 &E}vE] E[U AiX

478 Perri, Lichtenwald,Z > S & E}vsS] E[U fAiX

9W EE]U >] Z8 VA o U dZ > 3 &E}vE] E[U AiX
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how disturbed she is in the mirror. The scene becomes darker than the real wadelans of colour

and the music heightens the changenood.

Figure22: Coraline the use of mirro» «Z}Ae §Z K3Z €& D}$Z E[* u vS 0 e
trapped within the mirror.

Themusic in examplé7 provides abackground to the Other Mother transformation into her raving
character, as she drags Coraline to the mirror. §dwic movement of théast semiquavesfrom the
violinswith continuous drones from timpani, cymbals and piano act as a symbolic referetioe to
mirror idea, as she has become fragmented and snapped (like the mirror); violin harmonicddtave

been added for extra emphasis.

In addition toCaaline[s pvpepn o v AS v JveSEUU VS 0 % 0 §S U Z]Jo & v|[-
throughout the film which can be linked bat& chapter three; pe]JvP Z]Jo & v[e A}] v E S8
anempathy and distract the viewers into a false sense of security, bing#&vo opposites together.

Similarly, the closing crediton-dieggtically featuresa choir of childrev [+ A}] « 8§} }E Z «3E § §Z
scene. Whilst sung, no known language is used, rather the words are gibberish, clearly a reference to

the mental state ofthie Other Mother or Coraline herselhd the other worldly surroundings she has

embarked onThis sectia of music also contains other references; to childhegdz Z]o [¢ ]Jvv §
playfulness; to their ability to use their imagination in make believe pday; 52 K3Z & D}SZ EJ|-

(Jv v ee (JE %0 C]JVP P u « A]3Z Z & A] 8Jue v & to}ke siajatiofeitC}puvP u]
]* JvX uE]VP s] 8}E] v §]Ju » ~ v C}v * uvs 00C ]Joo % 3] vie Z A

§} v P p-or[gibberish, as whear in this section. Although the language is not understood, the use

117



of hushed voices, accents andndynics may act as a warningtorput fear into the audience about

the Other Mother (exampléd8).

Examplel8: Coraline b9-24 of Ending Credits @foraline,A} 0 % E&Syg]] ¥EJZ4 A}A 0+X

The musical background uggigzicatoon syncopate strings with sudden dynamics of tensitm

create a tactile atmosphere é&ar andhostility (examplel9).

Examplel9: Coraline b1-4 of Ending Credits @oraling instrumentalpizzicatoin strings creates tension.

Rhythmic imbalances are also present within the musical structure,umigirennotes becoming
more prominent and closer together (not landing thre same off beat) within the texture. The
music illustrates thats Z K3§Z & DOrjtérhal@égntal statethrough psychological parallelism,
suggess thatshehas become fragmented or removed from reality as she plots her devious plans

(example20).

Example20: Coraline:b25-28 of Ending credits @@oralineuses accidentals and a fragmented structure. 118



When Coraline meets the Other Father in his st[id}30] he too is initially shown to be a complete
and pleasant contrast ther real parent (father); he sings with the piano, is full of life and wants to
spend time with her. He writes a song just far&ine which at first glance appears to be loving and

a sign of devotion; music here is a tool of seduction and enticementekiawa closer, more

detailed examination of the lyrics suggests otherwise as though warning or giving Coraline false
promises Figure24). Although he can play some piano, he requires special hands to help him play a
harder repertoire. This is an exammlethe Other Mother using her authority to manipulate and
control the situation (the hands are controlled by her); he becomesghned later in the film when

he has revealed too much information to Coral{ffégure29).

Makingup a songabout Coraline.
She'sapeachshe'sadoll. she'sa

pal of mine.
She'sascute asabutton in the eyes Hidden
of everyonewho everlaid their eyes mess@es to
: warn Coraline
on Coraline.

Whenshecomesaroundexploring,
Mom and| will neverevermakeit
boring.

Suggesting a better life | QUreyeswillbe.on Coraline

Figure23: Coraline: v oCe]e }( >CE] * ZD
tus }E o]v [X

At 58.34Coraline meets the gtsb children.They tell Coraline of their experience when the Other
Mother lured them in with gifts and treats, and then consuntkeem, giving the audience an insight
Jvd} 8Z K3Z & D}SZ E[* %% $5]5 (}E « E] o lJoo]vedle p@}AJvP pe 37
meditated (Figur@5). This illustrates to the audience that what is happening to Coraline is not a
one-off/accidentao IJoo]vPU §Z]s ]Js E ]S E S JvWEE] v >] Z8 VAo [+ E
who kill do so because of mental illneabuse, or coercion. Some kill because they are antisocial

v Z AJ}JUE 00C £ Z] |5 %¥PQ/hen semalZ killets®® e@niided, explanations

and reasoning are often used as an excuse, includinglstdhce, periods of abuse or mental illngss

480 W EE]JU >] Z§ VA o U ZdZ > +& &E}vE] E[U AiX
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the examinations appear to ignore the women that portray psychopathic traitszoidally[have

no motives to kilf8!

NZ *%] }v }JUE O0]A ¢« SZE}IUPZ §
v « ASZ3A A EV[EZ %%C
So she lured us awaytitreasures andreats,
And games to play, gave all that we asked
Yet we still wanted more
So we let her sew the buttons
She said that she loved us. But she locked us here.
And ate up our lives.

Figure24: Coraline:Interactionbetween ghost children and Coraliietails of
how the Other Mother lures in her victims.

The opening credits scene [00-2®5] includes a variety of symbolic references to the stereotype of
mother-askiller. The visual shows the Othktother deconstructing a doll and recreating another

from the same skin (Figu@6). The Other Mother is manigating the dolls and stripping them of

their identity, grooming them to be as she wants them, essentially making them into her puppets.

The OtherD}§Z G 00+ }& o]v Z}UE o0]3530 }0o0o[ AZ v % E + vi§]vP Z E A
referencetowantingtoge}}u v }vS8E&}o Z EX dZ KS§SZ & D}SZ EJ[*s Zpuu]vP u}

this scene

Figure25: Coraline:Opening creils 0.00 to 2.25 of Coraline as the Other Mot
deconstructs the doll.

#LW EE]JU >] Z&§ VA 0 U ZdZ > +& &E}vE] E[U AT
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Iv §Z]e }% Vv]vP o v U §8Z K3SZ & D}SZ & Z + (}uv v A Zlo 38} %E C
ul}( }E o]l]v A]J§8Z AZ] Z 8} opE Z E ]v Xghbot theg iho as a puppetof 3Z E}
§Z K&Z E D}$Z E 8} ASZIAE YE o]v VvV Z & % & vEsV ]§} « EA

to enable the Other Mother to succeed in luring her in further (Figiie

Figure26: Coraline:The dolls are used as eyes for the Other Mother.

It later becomes cledb5.21]that the altemate reality is just a trap laid out by the Other Mother to
groom Coraline, and the vibrant colours designed to impress Coraline begin to fade away, becoming

nothing more than black and white drawings (FigRgg.

Figure27: Coraline:The alternate reality visually fades [55.21].

In this scene [55.21], the music e&ly kineticallyreplicates this idea of colours fading with a
recitativebassguitar solo, a percussive rhythmic motif by the woodblock and fexged string
harmonics to illustrate the emptiness of the Other Mother and her inability to express real@mot
(example2l). The placing of harmonics appears irregular which creates a polyphonic texture, which
«Z}A+ 87 K3Z E D}3Z E[+ wnviy bagdested and the ideal reality she

constructed is deteriorating.

121



Example21: Coraline:[55.21] of Coraline imitates the alternate universéh an improvisatorystylescore.

In comparison to reality, thalternative universe uses buttons for eyes, just like the dolls, which
eUPP ¢3¢ 37 8§ 0038Z Z E 8 E+]vsZ o088 Ev S]JA pv]A Er E u E
to be manipulated by her as the master puppeteer. In the Victorian era, femaleskilene ofen

%] § §} He]vP 3Z ]E 0}A Ee« - }u%o] ¢ (}E SZ ]JE EJu *U Z}(8
}(8Z « E (3CU « #RerdaAd Lictédivald argue that these women would apparently
seduce a partner to kill for them or with the however research suggests that only 32 percent of
female killers actually kill with a partné Scoring ab4.30becomes constructed to exposiee
Oth &E D}SZ [ SEMN Vv SPE Vv §Z vP & } @Eeottivetgd paapto V $Z upe]
the curent onscreen action v S]vP + }&E o]v [¢ ]bdltdpona valiety ofhords
and accidentals to evoke fear (examp®. The Other Fathescreams for help as he is manipulated

and restrained back to his original position (Fig2ee

Figure28: Coraline Her father becomes restrained, he is merely a puppet; ‘'Mustn't talk whe
u}sSzZ EJ[e v}sS Z BA48ENO XTI

W@ QEIPIV ZD %% ]VP ~» E]%Se[U iiX
W EE]U >] Z8§ VA o U ZdZ > 3 &E}vs] E[U fAdX
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Example22: Coraline Musical imitatiorof her father becoming restrained; drones, accented st|
and dissonance orchestrate this.

Thistactile soundscapés built up with timpani rolls andisjointedoutbursts from brass and strings
which appear to be in free time; no sense of time is a common characteristic of Iscos

(chapter three)The music then reaches the bigwdix in the example above, wiltring bows all
moving freely to create a busy texture and the feeling of uneasiness. It then preludes with fast
semiquaver passages in the strings and scratching of the bows in high register which shows the
K§Z & D}Sagileestatg @<amplal). It aso mimics the panic both Coraline and the audience

experience- tapping into the psychological parallelism as discussed by Heldt in chapter 3

Example23: Coraline:[54.48]Coraline's fear as she runs away from her father.
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The Other Mother at [1.24.27] becomes transformed into a spider as she attetmptstch Coraline
(Figure30). The spider is a metaphespiders especially black widosyare known for killing their

peers. This agaicreates confusion, as Coraline nhow reed she is the prey to be caught.

Figure29: Coraline:[1.24.27]shows the Other Mother turns into a spider in
attempt to capture Coraline.

Visually, her nose becomes shailela knife, and she has spikes all over her body; her body
becomes a weapon to be used for killing. Her maternal figure is replaced by weapons, sharpness,
associationsvith danger and pain. The music becomes heightesmacallyonce more, using a
signifcant amount of reverberatiokineticallywhen the web moves, a snare drum in the distance, a

e (OuS u 0} C S} U%Z ¢]* }E& o]v [* ( & vragethgbBorrorSE]JvPe §}

(Example24 and 5).

Example24: Coraline [1.23.35] the musiorchestrates the prelimax (before the web emerges).
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Example25: Coraline [1.25.00]As the Other Mother transforms into the spider, the music becomes more inteiteesnare now adding
to the rhythmic structure.

Conclusion

It is evident that despite itbeing& § (}&E Z]Jo E v[e u ] vCoulideollowge&E]vP (}E&

classic horror score due to its rhythnsicucture, use oharmory and instrumentation, as well as

the symbolic references such as use of the mirrangying into a spider to catch hgrey and the

theme of games running throughout. This film analysis references various texts (both academic and

fiction) about female killers in the Victorian era, which show that womsieowing any signs of

mental illnessvere transformed into these monstus others, or the monstroueminine. The Other

Mother transforms significantly throughout the film, ensuring that the audience becomes aware of

Z E MO % E-}v 0]SCX dZ KSZ E D}SZ E[* u more &tfacGvethaE *}v ] |
}E o]v fimother; however, her raving madness persona becomes physically transformed to

resemble a grotesque skeleton, depicting her as horribly abnormal. The music reflects this as the

scoring becomes improvisatory and fragmeshte reflect her fragile state. tilearly demonstrates

§Z 3 u Vv ee v Z] Vv S3ZE}UPZ 8Z wu el }( » v]SEC =« «Z}Av ]v 8Z K§&Z

melancholy- this idea of the mask is imitated musically with rhythmic structuring to suggest stability

but enhanced with dissonant harmas to imply she is in fact unstable. Aurally, the music works

well because of its experimental approach to writing; the underscore appears somewhat improvised

to match up to the orscreen action through the use & @keyMousing[ which in turn causes the

audience to acknowledge it and use it to create their own judgements of the characters. The music
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acts as a narrator throughout the film, being used at the forefront of the film, as without it, the
characterisation wouldot be understood. Harmonically dhythmically, Bruno Coulais uses classic
approaches to writing music for horror, by building up his palette gradually to illustrate the Other

D}3Z E[* u v3 0 JooVv e+ Vv Zp@ESGAd }VSE «3]vP
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The Girl on the &m: Rachel

After her failed marrage, Rachel hdsecomea loner with only hememoriesof the past andcher
alcohol addictiorto sustain her Rachetravels bytrain to New York and baaan her daily commute
to work, observing the neighbourhoodhere sheonce livedas the train passes thugh it Her ex
husbandhas anew wife AZ} o]A « v Z Z o[-owotherppdivesa stunning blonde who
seems tdhave the perfect life thaRachehlways wanted and will now never achieydter a night
spent birgedrinking which included a drurda visit to the home of her eRusband, she wakasgp
the next morningcovered in blood, bruised and completelgaware as to what has happened to
her. Rachel begins to retrace her steps and she finds outMlegan the stunning blonde observed
during hercommute,has been reported as missingpuld Rachel have done something the night

before when visiting the house?

In the film, Rachel is shown to hatweo personae In herfirst persona Raché$ hungover

but sober vulnerable and emotionally disturbednd unable to recall heactions when intoxicated;
in the secondpersonaRachelsintoxicated, displaying anger and aggression asskrting
dominance over othersThroughout the film, ware led tobelieve Rachel add be the mairsuspect
for the cause othe disappearance of Megaand it is interesting to see how tlmeher characters in
the film view her. Both theimageand the soundtrack throughout the film enhance the idea that
Rachel is indeed both mad and dekil As already noted above, the filmplets Rachel as displaying

}8Z u 0o Vv Z}oC Zu V e[ ~% Ee}v ie v E Aptie same way af thedo E+}v

Other Mother.

In an interview with the film composer Danny Elfman, he talks about Bwnargle [for The
Girl on the Traihwas a basheavy, rhythmic motor using (among other things}tdaed mandolins
and screaming electric guitaf¥ IX §ome scenes, musical phrases are run in reverse for a
disorienting effec{ YMost of the score was made with synthesizers and sampled instrumerds, an

Elfman said he had fun taking a break from orchestras, spending half of his time programming
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sounds late at nighi®* This overview of the musical writing demonstrates how Elfmars use

rhythmic structure as the central feature of the score, a reversingrtiggie to create the illusion

that reality is lost and the employment of sampling, which allows him to manipulate exactly what he
wants; distortion, reverberation and reversing arems®of the sound and music components used

effectively torepresentthe darker side of Rachel.

Transition: Train Noise Theme

As a daily commuter, trairere arecurringtheme usedto demonstrateZ Z alfering
mental state Trainand other nortonal noiseis used throughout the filnto representthe switching
between Z Z s@prsonalitiesand to showtime passing quicklyas Rachéd]l graspon reality
diminishes Thecommutertrain has its own musicaheme as Rachéboksout of its windowinto
the windows ofher dream houseThetactile underscore usebass guitar that emipys consistent
minor third quavers, and small rhythmic ideas from piano and glockenspiel to create the sense of

busynessvhich musically mirrorsZz  Z o [ «aljiNty &nd her increasingly fragile grasp on reality

(Example26).
Example26: TheGirl on the Train Train Theme: Multiple parts are introduced to create
busynesand pv ¢]Jv ¢¢ S} E %o0] § Z .Z o[ ]JveS [o]SC
44 LATimesZdZ ']Eo }v §Z dE& ]Jv vvC o(u vWImepsA| ee  lv id

www.latimes.com/entertainment/moviesHat-mn-girl-on-the-train-dannyelfman20160936snapstory.html
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As Rachel transins into the raving state of madness, notes from the cello or double bass drone

with consistentglissandosand piano notes descend in chromatic scales. Ele and piano motif

Aloo vi]30 ZZ AJvP Z Z o0 8Z u [ ]v §Zijed$#ifoudhr Xn amplif&E] Pu]s E
creates uneasiness. Many different rhythmic patterns occur reflecting the mental and physical chaos

}( 8E v v}]e U Z Zes pnd fliEkdring lights (exami@).

As Rachel begins to lose control (fig@dg, the soundf the train is manipulated using the reverse

technique as discussed by Elfman, resulting in an overall feeling of confuglanusically mirroring

her current mental stateAn example of this is at 23.51, where the soundscape relies on small motifs
andc}vEE «3]vP EZC3Zu] A op » 3Z & }oo] P Jvedlv Vv}3Z EX dZ ]
theme) builds anxiety andetr, with the distortion becoming gradually more aggressive. The strings

create dissonance with a triplet mordent alongside which timpani acts as a pulse, to simulate

Z Z o[* VvV A % Ee}v <A]8 Z]vP A]3Z §Z293Z & % Ee+}v ~ £ u%o0

Figure30: TheGirl on the Train{24.00-24.28] as Rachel transitions into raving madness.

Example7: TheGirl on the Train{23.51] illustrates Rachel liwgy control as the raving theme becomes heavily built up.
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Raving Madness

Linking back to the horror tropes of chapter thremirrors play a significant role Tthe Girl on the

Train Our firstencuvd E § 11Xid *«Z}Ae« Zsiv& dupkenRid€FEwhich gives the audience

§Z (JE+3]v ] 8]}ve I3 Z Euvd o338 Vv }(AZ S +Z ulPzs %o
of a bar, Rachel engages conversation with a stranger telling her aboutsTomA A]( vv U Az} ]
livinginR Z o[* }o Z}ue A]3Z d}uX Z Z o0 &8 00+ 8Z 3 VvP € Z}A +Z }p
house. Left on her own, Rachel continues to talk to herself in the mirror discussing what she would

say and do to the new wife. This v e « ipe3 Z Z o[rohidkgrouihd music to fully

U%oZ o] Z Z 0[* %*C Z}Oo}P] 0 88 Xt « Z Zo }u tus }( }IvSE}
Alpo Zeu «Z Z E € vv [+ Z 00 }JA E 8Z (0}}E[ Adlo*s «Z o A« A]}
Kviu 3}%} ] (}E 3Z ANE ZAUEDC JvSE} e« Z Z o+ & ue §3Z U
32). The perpetual myth that women cannot display anger was discussed in the previous case study
Coraline anger is seen as ndaminine, if a woman exhits anger they must be mentally ilt mad

Z Z o[* Epvl vv ee Je (E}AV u%l}v v e« v 3§} (VioBuchatacterBE u]v U «

§Z (Jou « Z2}8Z E |

Figure31: TheGirl on the Trainf22.01-1i1Xdie UJ]EE}E *Z}A* Z Z o[ & A

At 31.31, we are shown a memory of Rachel in her aggressive drunken state. Tofforimasdrher
that she smashed the mirror with a golf club on the landing whilst drunk, portrayingshtre

aggressor and mental abuser in the relationship. This shows Rachel at her worst time, with the
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mirror completely smashed; she has lost all contr@jyfe33¢X /8§ o0°¢} %0 ¢ Z E <« §Z Zu v
Ziue [ * Z ]* }A E%}A E]vP ZereEshoicteverh\shéis Rachel in a higher

position than Tom as he crouches on the floor adding to this impression. Again, in the Victorian
understanding omadness, aggression was yet another indicator for the female killer being mad;

women should not beéhe aggressor, they should be subservient to the superior male.

Figure32: The Grl on the Train [31.3031.50] Rachel smashing mirrors completely as she loses con
showing her as the aggressor towards Tom.

The music for the scenbegins with synthesized strings, that are introduced gradw@aity repeated,

to build uptensionasZ Z o[e Z A]}e@ncontwllable. The use of dynamics, accents and
mixing to cut the notes suddenly creates a fragmented socaple for the events occurring

(example29). As the scene develops to tpeint of the mirror smashing, thezZ AJvP Z Z o 3Z u |
heard from a bass synthesizettagered on top of the other stringand thenmanipulated with

distortion and reverpration, the music thus underlining that thisRsichel at her worstegample

30).

Example29: TheGirl on the Train[31.13 synthesized strings with crescendos and sudden fortg
emphasise Rachel's state.
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Example30: TheGirl on the Train[31.31]
Bass synthesizer is manipulated heavily
distortion and reverb.

Later, at [34.58], when Rachel tells her housemate, Cathy, about herdld€land memory loss,
Cathy talks about a man blacking out and killing a victim. This causes Rachel to daydream about what
she could have potentially done to Megan (fig@4). Metadiegtically strings provide a drone to
E & ep*% Ve o0}vPe] -oves ZlharmMdrly of stringsdds tension and the sparse
V *% S] 0 %}0C%Z}v] S AESUE ]JOoOU*SE S« Z Z 0 0}*]vP PE *% }( 2
supported by tle music, subconsciously informs the audience about how they should view Rachel

(example3l).

Figure33: TheGirl on the Train [34.58] Cathy begins to tell a story, Rachel zones out and ima|
what her raving state has done.

Example31: TheGirl on the Train{34.58] replicateskachel as she zones out an
tries to imagine herself as a killer.
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§ €1iX10Xide Z Z 0 ] pe  3( p SJvP vv v d}u[e Z]o X t]§Z]v §Z
the melancholy and the raving side of Rachel (fi@ie A double bass pedal is introduced as Rachel
takes the baby, which signifies that something bad mayp@E X dZ ZZ ARjenke[@turfis o
with glissando®f the bass pedal alongside the descending piano quaver passage and string
synthesisers to stw how disjointed Rachel has become (exangeX Z Z o § oo $Z uU Z/ A v
P}IJvP 8} ZUES & WB[U &/ Zpe3 Z E[U 3§ ZThelLaEdlyBorg¥dusEs $imilar

wordingwhen trying to justify killing children.

Figure34: TheGirlonthe TrairlW €1iXi0Xi0s A} % E*% S]A « }( Z Z 0 es-
drunk and vulnerable, the other as a kidnapper.

Example32: The Girl on the Train[01.04.39Jusesglissandcand chromatic
V JVP %] v} « Z Z o § 1 vv [e

Other charaters help to consolidate the idea that Rachel is mad and a potential killer. Throughout
her train journeys she is often judged by other passenfirbeing drunk in public, becoming

unstableand therefore devalued by society (figusé).

485 Peter Jackson, diThe Lovely Bon¢2009; DreamWorks Pictures, Film4 Proaungt, WingNut Films, USA: Paramount
Pictures), DVD.
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Figure35: The Grl on the Train:Camera angles demonstrate Rachel's eye view of thg
watching her. The close ups and distant shotsate the impression that she is always be
watched.

In thesescenes, Rachel is seen to be experiencing dizziness from drinking and from the anxiety she
feels as people watch her; she is unable to stand or act normally on the train. This camnlerafang

the other commuters watching her creates empathy and a conaratiith the audience it stresses

her subjectivity. ToreplicatZ Z o[ JvS E&vV 0 ¢ %the musie is rever§dd and

manipulated with the use of computer software.

Tom, Annaand* }38 o<} ipn P Z Z o[+ Z AdignuEdvuda a@arratep thoughts

v ] +8}y38Z upulv X vy *+ E] *Z Z o «ZPPE «¢]A[Y ZeZ [+ Vv
§ Eu]vio}PC AZ] Z ]« <]Pv 3} u v]% po sand dpinigns] Scot, M&gahu P Z 3
,]% A oo[s Zpe v ~3Z uw]<E]vP Z]®&oeUs+ Zd}u[s & IC A[X Z Z o u}v
Z EIC[ Z Al}uE A]38Z v}3Z t@&n[QLulir.G5] @ho} whilst attempting to recover

Z E uulE] *« (ERZEEZ «Z & o00° * (VP v <} fadieEbecomest *S]}v Z]u
panicked and aggressivaheturns physicall violert by pinning the commuter up against the wall

(figure37). This encourages the audience to think of Rachel as disturbed and dasger indeed,

Zu [X
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Figure36: TheGirl on the Train{01.17.35] Rachel shows her aggressi
side as she confronts a commuter.

Example33: TheGirl on the Train{01.17.35] three
extracts piano descending motif witeynthesised strings

The extracts from the score above & «SE S Z Z o[ (EM*SE S]}v v VP E = «Z ¢
Juupd & 8} 8Z A ooU AZ v SEC]VP 8} Jvd EE}P § Z]JuX &E Pu v3e }{
heard, but we have more development melodically and rhythmicallshiow her faltering stability

(exanple 33).

§ €iXiI1X00 Z Z o Z =+ }u 8§} 8Z & o] S]}v SZ § d}wve}jso §Z 1l]Joo
Epn]o *]8 ZVP «3Z plvVv [* % E %3]}v }(d}u v Z}A Z % E ]/
e Z }YuYedn kick them, but they keep cdma P | 8} C}u[V 8Z]e PE +« Z Z o
demonstrating that Tom wants to remove her humanity. Tom also blames Rachel for killing Megan,
} Al}upe Jv Z]e }uu v3U Z]v A C Clup l]Joo Z E[YZ }o®4 mariiell vC ] /

§} (p I]vPntoig §E4r¢, Rachel is forced to drink alcohol to bring her drunken persona to the
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fore, eventually having a drink thrown in her face and her head smashed by Tom after she retaliates

(Figure38).

Figure37: TheGirl on the Train[01.22.24] becomes victimised by Tom.

The silence here emphasises the intense dialogue éetwlom and Rachel, with the camera angle

positioning Tom above Rachel to assert his dominance.

In the final encounter between Tom and Rachel (fig28g we hear the noise of a train on the
tracks, as they struggle yet again; this time, Rachel Killsifi @ef-defence the train soundsonically

*]Pv oo]JvP v v 8§} Z Z o[+ & A]JVP u ,or-anolg ihter@twatian, o p3]}v

eluv ¢]JPv oco]JvP Z Z o[ & o0]e S]}v SZ § ¢Z Z - lu §Z Il]Joo €& +Z

Figure38: TheGirlon the TrainW €1iXdiXidoe Z Z o l]Jooes d}u v

Melancholy Madness
At [26.27] Rachel wakes up covered in blood and panics when seeing herself in the mirror, sending
her into a melancholy state (figus®). Having blacked out, she is completely unaware of what

happened the night before; her mind become=sy activetrying to remember.
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Figure39: TheGirl on the Train[25.27716 Xfifie Z Z o[ u o v Z}oC u
the mirror and panics as she wipes blood from her face.

dZ]e ]* ]Jv }u% o0 3§ }JVSE 35 Sthéne[ Z}p AP Zo®& AJ}p*0oC v SZ upe]
orchestrates heinternal confusion witha drone from synthesized strings, unevenly spaced

outbursts from piano and manipulated andstlirted synthesisers; a sparse texture without clear

structure or depth in harmony, with rhythm and melody shoginstability. For ease of recognition

in this discussion, the repeated minor third piano motif wutictionasZD o v Z}oC Z 4 o $Z u
It is used here to signify the fragmentation of her mind as she looks at her current state in the mirror

(example34).

Example34: The Girl on the Trainv €1

0 X
Z Zo[SZu +<Z

0« D]JV}IE %] v} u}s](

A
Z o o Z E 55 v sz

*]JvPo *SE]JVP Z}E § €iiX0die o0}vP+]8Z dZ]odP®d@& XPpol Z d[o( E
when she discovers Megan is missidigappearing from a place close to where she passed out

drunk the night before. The leaping minor sixth intenzale sJu]o €]8] » 8§} §Z ZZ [Z o Z A]vi
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and the idea of emotional longingich suggestthat Z Z o ]« & u]v]e JvP PE} Z & ZE A

state, desperately trying to remember whether she could be involved (exaBaple

Example35: TheGirl on the Train[33.41] single chord with leaping 6ths intelwaéminiscen
of Raving Rachel as she thinks back.

Voiceover is an important tool ithis film, often used as narration to communicate and stress

subjectivity. When applied to Rachel, it can be usedhigor her nmental stateor to audibly hear her

thoughts;it allows usto hear what Rachel is thinking and to see her vulnerable, weaker state. An

example @ this is at [29.59] when Rachel attends an alcoholics anonymous meeting; here, Rachel

breaks down and discussksr alcohol addiction. This shows her helpless but rational (figilye

Silence is important here too, as it emphasises the seriousness @ Reee ™ §]}ve v 00}Ae« pe 3§}

see her vulnerability.

Figure40: TheGirl on the Train{26.31] Rachel at an AA meetir|

V}8Z E /E u%o }( Z Z o[e-oveniswa[8B.179 wihefd Rachel is undergoing therapy
and uncovering more information about Megan Hipwell who we now know has been murdered. This
voice-over shows Rachel breaking down and confessing where the problems began in her own life. It
reveals that she stdred from a previous trauma, she struggled to get pregnbatl unsuccessfimh

vitro fertilisation and when there were no other options, bega drink her emotions away. The
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audience learn that her husband cheated and left her fordtieer woman; RacHeblames herself
(}E& $Z ]Jv( ES]o]SC v SZ (JopE }(Z Eu EE] PV Z]S ip*s E} u
EuY 3Z }}V ®E E}l pub2). FRPcGA E P ]Jv u%Z ] « Z Z ofe

vulnerability, and it indicates tothe audie AZ E Z Z o[es ]Jves ]0]3C P vX

Figure41: TheGirl on the Train[53.17] Rachel in her counselling meeting.

Z 0V D v e dZ u

This next scene at [18.49] demonstrates elements of both the melancholy and the raving madness

and how these sometimes become intertwined. During her daily commute, Rachel fantasizes about

the perfect couple; her internal voieaver shows Rachel becoming fixated in this relationship, as

though she believes that she is a part of it. Her eyes become dilated as though crazed when she sees

Z & Z% E( 3[ AJuv Z S]VPV «Z PP@u = JAE EvS]MWPEEX ZtZ} ]+ §Z § u
tZ § ] «Z }]VPM ~Z [+ $ZE}A]VP |8 0o A C[X Z Z o[+ E §]}v uPP

she found out Tom was cheating (figut®); this change in emotion resonates in the musical score.

Againthemus] o ¢ }E& ] JvS v §} «Z}A Z Z o[+ ]ViheGen®beginsvenypue] 00C)
calmly with quaver stringsMlelancholy Rachel themldeveloped) using both bowing and plucking

techniques to create busyness and a steady pulse, with desagptinooctaves over the top; this

is the first time aconventionalstructure and rhythmic ideas are present within the film. Rachel is in

her daily routine and therefore comfortable with herself at this point; the music appears relaxed to

reflect this (eample36).
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Example36: TheGirl on the Train[18.49] Rachel sat on the train looking out at her perfect couple

Figure42: TheGirl on the Train Rachel fantasises over the couple aesorts to her raving state
[18.491950].

e« §Z ]Sy 8]}v Z vP eU SZ wupe] o} %S 8} «ZYA Z Z o[+ ]Jv E -]v
reminisces back to her past with her cheating husband. The string synthesiser now ascends in leaps,
with the minor third intervals still preseninderneath create a choppy polyphonic texture; string
harmonics on top add anxiety as the high range cuts through the texture to create eeriness (example
37X dZ }u Jv u}8](e & Z dhemelindhiswhesis; this thesuggests that both

personae are present.

Example37: TheGirl on the Train Themusic illustrates theituationand Rachethandgngat [19.19]
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At [1.18.13] Rachel retrieves video footage from her phone taken on the night Megan went missing.
As she watches the video of herself clawing atrttigor (Figure32), she begins to doubt her

innocence, as she sees the otheresaf herself the Hyde pesona as discussed in the introduction

to this chapter. She becomes very emotional and unstable, unaware whether she has killed Megan

or not (Figured4).

Figure43: TheGirl on the TrainRachel imagines the worst situation from her video, mistakiiegan
for Anna [01.18.05].

Example38: TheGirl on the Train{01.08.05]:Beginning of the tape audio as Rachel listens in, the descen
octave motif becomedeveloped again, with repetition to signal importance in the visual

Example39: TheGirl on the Train{01.18.21] The tape discusses Megan cheating and
she would go to house and smash her head in: the musicraeedent minor 3rds 142



The two musical extractsbove (example88and39) demoneSE& § Z Z o[e u}S]}v o Z vP U
SZE}uPZ A 8§ ZlvP 3Z Al } (}}18 P }(Z E+ o(X dZ upe] [oz} » 3Z Z o
ascending quavers and minor third intervals as Melancholy Rachel watches her Raving Rachel

persona on video, to suggest theyedyoth present in this scene. Dronéiemolos harmonics and

repetitive quavers are used carefully to create a small yey lpadette that gives both a harmonic

and rhythmic structure and a mix of distortion and effects to heighten the moment.

Aftertheap ] v E +Z}Av Z Z o[+ }oioFi§Jral6 (31.30-8.60) they and Rachel

then learn at 1.20.31 that Tom is tlaggressor and she, Rachel, is the victim. Rachel begins to recall

how Tom abused and hit her (figu48) and the music suddenly ifs to reflect this; Tom could be a

%}3 V3] 0 spue% S ]Jv D P v][e §ZX dZ e}uv ¢ % He o SSEZAudEe o0 }( 3:

as it moves down in step, to reflect the word painting in thesoreen action.

Figure44: TheGirl on the TrainRachel's realisation that Tom is the aggressor a
[1.20.31], posing Rachel is innocent.

Although we have found out that Tois the killer, Tom manipulates the situation to continue to

make Rachel look guilty. Rachel stops drinking, and sober, finds a new perspective on who she and
Tom really are; she begins to be assertive and stands ugefeel, berating Tom for his many

affairs and abusive control towards her. In response to this, Tom attempts to force Rachel to drink

alcohol in an attempt to take back both control over Rachel and puresfiigure38).
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In conclusion, throughout thislifin Tom has not been a suspect UiiRiachel speaks to Martha. She
has let herself go due to her divorce and depression which makes her undesirable within society.
Tom only becomes known for his true identity later in the film. It raises the issue whetbhkeRa
judged by society due toen mental issues or the fact that she is female and not adhering to
*} 1 8C[s A% 3 S]}veX d}u;Z&®heropRHa%ethilr Z "pu SZ]vP v 8Z §Z &0 *Z
Music, Gender, and Medical Discourse in the 1940s FempE Z] &Jou[ S § « §Z § (u o
Z E § E-+ }(i08is ,JooCA}}o[Pazs A I ZPopo $ » C 3Z ]JE u o  }u%o
Jp S v Je}E] vS § §Z ( u 6°Thergfore Tonvapplies this idea tonake Rachel
think she is going maand daubt her reality; the music responds this, by making it unclear
whether Tom is manipulating the situation or whether Rachahistable from drinkwith processing
techniques such as reverberation, distortion and reverse techniquiistort her perception
Distortion, as an example cai§A Z Z o[ SEP SE pu = 7 }u e pves o X dz
many of the traditional methods found in writinclassic horror scores such as rhythmic and
Z Eulv] *SEMP SUE puS pe e u JvoC v}]e v v A u]l]E]JvP § Zv]cu * 3§} }
change in personae. The use of these techniques such as reversing, distortion and reverberation are
centraltoth « }JE AE]S]vP v E - e 37 (Jvl]vP «]Pv 0o 8} 83Z pn ] v
rapidly changing personality. Recurring motifs becarsed and developed throughout the film,
including a combination of both raving and melancholy motifs to sugdestsuld be displaying
both personae or transitioning. The use of mirrors is used significantly throughout the film to show
the audiencethatR Z o ]* o}*]JvP }vSE}oX dE& ]Jv v}]e & S8 e+ S$Z SE& ve]S]}v
*$§ 8§ 8§} Z & ZE AhwPoptkgersonae the film does not show happy moments for Rachel;
this still prevents the audience seeing Rachel in a positive light, 5&@% JvP Z & +« Zu A}u v[
dZE}uPZ}us 8Z u i}E]SC }( 8Z (JouU A &E v (thoughowsikjvP Z Z ofs

moments where there is silence, Rachel is still the main subject to focus on as her voiceover

486 Catherine HaworZ U Z”~}u SZ]JvP v SZ §Z &0 *ZW Dpue]J] U'v U v D ] o ] }uE* ]Jv §z
& ] oJdofirnal of the Society of American M@sico.3 (2014): 33870.
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becomes the central theme. Hef [« ] }( %o C Z}o}P]isousically demoodtrating

~

Z Z o[* uvsS o 3§ 8§ X

145



Hide and Seekavid& Charlie

Hide and Seefocuses on a widower and his daughter. After the death of his wife, David and his
daughter Emily move away to staffresh. Emily soon creates an imaginary friend named Charlie
and begins to display unusual and disturbing beha@uA15Z Zz & zZv A[ (E] v V A] (]v -
cat and the neighbour, on separate occasions, have been murdered in the bathtilsame
manner]v AzZ] Zz Al [« A]( ] X u]oC o0 Jus 3Z uuE E-+ A E EE] }
continues to intimiéte David leaving him messages all over the walls; throughout the film, both
Al v Z E®o] *Z}A Z & § & Jefiekted])irithg musicat s¢oringCharlie is
% E ]A e Ju Plv EC Vv %}S v8] o00C v}SZHeuer,thergldqustibtlelv u]oC[e
op » AlJ3Z]v 8Z (Jou 83Z 8 }Vv(]Eu Z &E & pprsqnaktgPagdand GHarlig « H
are very much in tb Zekyll and Hyde modgMavid iportrayed aghe smart intellectual, a
psychiatrist, who demonstratdsoth a caring and a worried personality, strugglwith post
traumatic disorder. Charlie on the other hand is his dadter-egowho is playful, ceeky,
dangerous, and capable of murder. Although we do not see Chistiallyuntil the last thirty
minutesof the film,an identity is formedhrough his actionshis accomplice Emignd the musical
« JE]JVPV Z Eo] ]* %] § .ltcdud bp angued that &ndly interprets the two

personalities as two separate people due to her age andl@tially young mind

:}Zv K33u v[e }A E oMideland %e8k&3 Escore that started with a subliminal
feel which then becomes more sifjoant as aspects in the film develéi./v]$§] ooCU $§Z « }E& ]° Z
interplay with sound design elements adl |E  *CVv3Z % <Y 3§} Ju% vC&Z o] § u

Ottoman avoids this becoming boring by the use of a harp motif which breaks up the initial score

§Z]e ]+ o0} pe (}E uloCG[e §Z u JU% VC]VP Z 4& %}e+] 0 u EP]JVP

487 :1Zv KSSulvU Z, ™ | 11iA][ oo Jhinve 2618,
|http://www.johnottman.com/work/project/57 hide and sefk
88 KSSu vU Z,] v N~ I TIiA[X

89KSSu vU Z,] v N~ I TIiA[X
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Transition: David b Charlie

dZ S& ve]3]}v S8A v A] v Z Eo] ]+ 8Zu E}pv Al [+ *3u C } @&
Throughout the film David regularly retireshgs study, puts his headphones on and begins writing
his assessments about Emily in a psychiatric mannereséng music appears to act as a trigger
for the transition between the two personalities; he appears to listen to jazz which becomes used
diegetically forthe David/Charlie realisation. Jazz has connotations to deviance as discudsged in
NederveenW] § @itieeon Black: Images of Africa and Blacks in Western Culthieh
emerged from the African culture; it was frowned upon by whiteurd@tdue to its existing views of

0 Iv seU }(3 v olvl 38} 38 GBue *puZ » %FJuREIROCUE JREEGO @ pB|w%] [
dZ]e }vv}3 3]}v }uo UlVeSE & 32 8§ A] Il Z Eo] [+ o}A (}E i Il P]A
there are also links} , AJESZ[s }v %3 3Z § i diz¢}8ulve® 6E[u usS u * po §
men, being linked tdilm genres such asrime, thrillers and film noif®* In the flashback dreams, jazz
musicismeta ] P §] o00oC Z & U AZ] Z }po |. TheEeanoergsin|tRefiiE S} 1] o
occur when Charlie and Emily are together, either playing hide and seekvimdedisturbing notes
for David. The podfransition theme is recurring such as when David is asleep. He dreams the same
dream, wakes at 2.06am to ¢rsound of a dripping tap and often finds the aftermath of Charlie in

the bathroom.

As David comes to réze that he is in fact Charlie, through a montadduried memories, the
mirror in his study becomes used to show David changing into the persooflitharlie, with the
u & VPO %0 8} *Z}A u]oC[+48TKE fdar inEiily ah& tea|is@ion that

Charlie has taken over, shows the audience how dangerous Charlie is.

490 Jan NederveeRieterse,White on Black: Images of Africa and Blacks in WeStdtare Yale University Press (1995)
p.11.
41 A}ESZU Z'v EU » Fp olS5CU v §Z ~yuv SE I[U iioX
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Figure45: Hide and Seek€ i XidXdfe }(  A] [« SE ve]5]}V §
by preexisting music and shown through tharror.

2.Melancholy. David

The introductory musical theme ggests instantly that something sinister may occur within this film.
The opening scene at [00.28] uses Emily screaming in the distance, pizzicato strings and flutes, with
unevenly placedaents in strings to create a horrtitemed soundtrack; this contrésagainst the

fun Emily is having with her mum which creates the idea of anempathy (ex@®)pld descending

piano scale progressively develops and transforms into a melody that later§ji}ve <« Z u]JoCJe
dZ u [ ~ ] pee ok @ESds@Nding mement suggests a form of word painting,

lv ] S]JvP §8Z Z vP }( SpersoZaeds it roGtdases (exampdd). As this theme

(uv 8]}ve <+ u]loC[*U |8 *uPP «Bag thedid tirougtEheriesspitive.

Examplet0: Hide and Seel00.28] opening theme as we ai@troduced to Emily.
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Example4l: Hide and SeekV - u]oC[e dZ u ] JvSE} p €11Xai*X

AsDavid walks ind the camera shoand takes over the scer{igure47), the musicsonically
changes intensely with fast percussive strings sustained note$o support this which suggests
that David is not entirely to be trusted (examgd®). The instruments are douldeup (two oboes,

A} Al}o]veeV %}3 v3] o E (pa&sonaes} A] [+ 3A}

Figure46: Hide and SeekFirst Impressins of David at [01.24].

Exampled2: Hide and SeekEirst Impressions of David who on entering the sce
upe] 00C J*EU%Se Z uloC[e SZ u [ €i
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Z uloC[e S$Z u [ ]* %0 C }ve]es v80C SZE}UPZ}us $Z (Jou 8} Jv ] §
JE Z «} PEE X dZ]e u}s]( Ju o 03]S|WYSIG[S}ve |BRP p& Zwe}8Z A]
Emily. An example ohis is when David first awakes from a flashback to find his wife dead in the
bathtub. He wakes to heavater dripping at02.06amV $Z]e *}v] u}S]( ]* H* <Ju]jo EoC S}
§Z u [ §} Ae@iehZe that something sinister has occusréflv 3] o0oC uJu] IJvP  A] [e
movements Drones are addecdis aZ+3]vP E[ §} VE] 3C v 3 ve]}v « A (}ool}A
the bathroom; a snarerescendgrominently builds tdineticallyaccompany Dad sliding open the
bath doors. Distortion thettakes over the soundscape slew motion is useth this moment to

U%oZ o] Al [+ Z} (®8E HE crie® HRqisEreams are heightened in the soundscape, to
characterise him as vulnerable, and prooddsing emotional stability; this could gheascuinise him

and depict him assomehowfeminine.

Figure47: Hide and Seekv. A] (]v « Zbrpsk Jif the bath at [6.10] .

The descending scalic quavef§E}u  u]o C [ has&beertranspo®d to aminor keywith
multiple accidentals clashing with one anotheiolin harmonicsvith astring drone gradually build

up the texture to reveal the despair in David and Emédynd to show that their mental wellbeing will

be affected from this event (exampfs).

Examplet3: Hide and SeekZ u]oC[e dZ u [ SE ve%o}e v
finds his wife deach the bath 150



The theme of flashbacks, waking up at 2.06am, and finding somethihg imathroom becomes

used four times within the film, becoming slightly more developed each time, as we are shown more
of this flashback memory (figu#9). The soreimitates this ideasonicallywith noise (built up

distortion), sudden dynamics such @escendossudden forte pianos and added reverberation to

create tension and show David losing control.

Figure48: Hide and SeelFirst Flastback for @vid at [04.50].

« A] v u]loC u}A 3} v A % *3puE e (}oo}A]JvP Z]e A]( [* §ZU Z u]c
orchestratedA]13Z sapice[cello, bassom and oboeaccompaniment to create a sinister
atmosphere [9.16]. Children in horror (as miemted in chapter three) can be used to create
anempathy, as it forces the audience to engage with polar oppositessreen Emily and her voice
may represent innoence whereas the soundscape echoes remnants of classic horror scoring to
confuse the audiereeand create a disturbing moodiohn Ottman comments that the idea for
ZuloC [+ S[Eeaame constructed to show Emily with a host of conflicting feelings esevof
e VvV ee ~uloC Jv 8Z (]Jou Z ¢+ 0}*8 Z E u}SZ & S8} eplitflegiry), Z]Jo o]l ]Jvv.
Z}% ~+Z [+ E]JA]vP A]3Z Z & ( 8Z & &} 8 ES v A o]( ]v v}3$zZ E 3§}
bad seed from her trauma?), and forebodiftigis is going to be a thriller and we should feel a little

}v P e 00V }EV[KSSU V[e % %sEVOZAILY & 5} Z pjo p%o}v  }ES }( vuUE

492:17Zv KSSu vU Z,] v N I TIiA[X
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EZCU %% E} Z[ 8§} Juls § §zZ Z]d*dhke vpwal nelody uses a WisQyxand

JEC 8}v AZ] Z u%Z ]  uiar@dvoick]anddigr inpacencexampledd). As

ul]oCle A}] ] ( SHE U ]88 3@]=39}MY AZ%Z])ESZ Z]vs Ev o upe] [ }(
non-diegetic.Similarly, toCoraline the use of humnmg and norverbal vocal sounds adds to the

idea of psychosiknked to hallucinations.

Examplet4: Hide and Seek uJoC[e dZ u ]e (po0oC }E Z SE § o 3
[09.25]

Violin harmonis, fast stringquavers, trills and dynamics accompany the vocal melodyggest

anxiety and uncertainty through its use of chromaticism, unusuahdeffects andlisjointed

% Z@E *]JvP §} uPP ¢35 A] v u]oC[* u v3 o Adb@aijdRetiopdves o ~ /[
The descending motif has been orchestrated for the harp, whéshconnotations with lullabies

(again choosing childhood motives Emily).

Examplet5: Hide and SeekA and B section ofavelling scene with harp which can associated with a llaby or nursery idea [09.16].

The travelling scene iRlide and Se€@.16] has a strongesembénce to the travelling car scene

from The Shinindfigure50). It can be argued that this is a hiddgymbolicreference to the film to

493 :1Zv KS8Su vU Z,] v N L THiALx
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inform the audience that similarevents@a } HEX &}E A u%o U }SZ (Joue ue 1E
angle to demonstrate the families botravelingto their new houseX  A] [¢ ] pee]}v A]S8Z §Z

sheriff andthe realtor about the remoteness of the house is another possible liffikhe Shining

Figure49: Hide and Seeland The ShiningComparison afravelling car sequences.

Throughout the film, we slowly see David begin to lose mental control. His daughter and her

imaginary friend cause horror and display disturbing behaviour causing a feeling of inatrer

audience. An example of this is 8[54 where Davidfinds Eu ] o @¢stroyeddoll in the trashthe

facial closeup shot demonstrates his fear (figusd). dZ upe] u]JEE}E+ A] Mthivd Ev 0 3§

sudden &ing tremolos violentpizzicatoand portamentosto disturb the audience (examphs).

Figure50: Hide and Seek23.54] as David releases his daughter is being manipulate
Charlie.

Examplet6: Hide and Seel{23.54]the music demonstrates David's fear of Emily's relationship 153
Charlie.



A] paranoia becomes rapidly mosenphasised throughout the film, for example when he
becomes suspicious of his new neighbolmsone scene [34.11], he becomjeslous othismale
neighbourwhen hespendtime with Emily resulting in him tellindgemily off ér talking to strangers
(figureb52). dZ e}pv ¢ % Z ¢ v} CE uv vSe }( Z uloC[*s SZ u [U SZ &
structure, rhythm and melodydisjointedoutbursts from the harp alongside multiple dronies
musicallyJ]oopeSE § Al [+ %o *@E%WF]}* » EZZ E o}ojnvades(pxampld?).

David believes his neighbour could be Charlie, as he keeps turning up at his house uninvited.

Figure51: Hide and Seek34.11] as David becomes distant from Emily as sh
befriends the neighbour.

Exampled7 a, b and cHide and SeekRemnants of David's panic as Charlie appear invisibl|
imaginary.

154

].



The scoring for David has no repetition which suggests he does not have his own leftraciis

no «SE}VP « ve }( AZ} A] ]eX A] [+ & %] oC o]Jv]vP u v3 0 8 § e
new ideas and motifs continuously overlapping one another and not recurring. At 49.53, David

begins to despair and cleans up after Charliekiéed the @t (figure53), pizzicatofrom the harp,

brassy drones (examp#8) and violin harmonics are used. Two violin melodies begin to move as one

within the score, with syncopated rhythm and harsh harmonies, the music metaphorically showing

the two personalitiesbecoming as one; David is much more aggressive here, inheriting some of

Z €o] [+ §E ]89.~ £ U%O

Figure52: Hide and Seek€ 80 X80+ « A] 0 Ve U% Z l[BEpthegeatu o-

Examplet8: Hide and Seel{50.05]dissonance in brass and harp, with two violin ideas completely separate from |
other.

Examplet9: Hide and Seektwo violin melodies come together ttarmonise ashough both personae
are coming through.
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These extracts of scorindyythmicallydisjointedbut radically developed in terms of orchestration,
continue to become mie chaotic as David reaches breaking poin{.1At0.5(, at yet agair2.06am
Charlie ¢aves the phras&Z v C}u « writtdvbh the wall for David to see, accompanied by
the neighbour, ®]1  §Z[« } C ]v 3 Zhis isStA&Smondent within thelfn where David is at
his lowest point mentally, he becomes unable to control his fear @despair (figuré4). The extract
example ® shows the score building up the tension, with each new instrument being gradually
introduced§} u]ju] Al [+ o }rot. Bff-bgat accentsind repetitive motifs are used

frequently to demonstrate David lseming unstable as he approaches the dreaded bathroom.

Figure53: Hide and Seekl.11.201.11.35] as David finds neighbour dea(
the bath.

Exampleb0: Hide and Seek1.10.47] off beat accents and repite motifs show David at his worst point.
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dZ « v % E]}E 3§} Z Efmhrg BH)JanicaljdEses fast semiquaver strings to

accompapy accented brass stabs; these motifs rhythmically pulse the scene and create tension, with
timpani rolls anda cello bass line enforcing this further. The repetition of these stahg be

*]Pv o0o]vP 3}A E . aZosEmaioi§ deMeopedvhich mplies metaphorically that Charlie

Aloo e}}v %% E} Z]VP }E §Z & Al [+ u vs o A oo ]BB. ]+ § E]IE :

Examples1: Hide and SeekW vpos]u 8 oJu £ (}E Z Eo] [+ E A o £€1iXil

Figure54: Hide andSeek: % vposS]u § olJu A& (JE Z Ebd]4e3]E A

At the realisation of the true identity of Charlig.17.24 (Figure56), the moment is heightened by
highly pitcha violins continuing to acend higher and highéexample52). Flashbacks of David as

Charlie are accompanied by pedalling violins pulsating and building the ténsgnchronization
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visually and musicallyvith occasional bass drum and mordent quavarthe flute to support this

(example3).

Figure55: Hide and SeekRealisation that David is Charlie [1.17.24].

Examples2: Hide and SeekMusic replicates David at the realisation whg
Charlie is.

Examples3: Hide and Seek01.17.41] music replicates David at the realisation of who Charlie is

A flashback montage of the night of A] jwfe [ deathat[1.17.46 shows therecurring dream as
an actual memaorythe audience finally realise th&tavidkilled his wifeby suffocation afterseeng
her being unfaithful (Figur&7), dumping her body in the bati he underscore replicates this
throughthe manipulaion of instruments, which araccompanied by developed cello pedal

(exampleb4). Themetadiegeticuse of preexisting music once assated with this dream becomes
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distant and is replaced by jazz music and its associations as mentioned prewihsleviance, to

E % E * vS Z]* AJ( [* Jv(] 0]8C v Z]* }Av }v(pe]}vX dZ]e » v (]v 00C

what he is capald.

Figure56: Hide and Seek|1.18.44] flashback montage reveals that David killed his wife aDldadie]

Exampleb4: Hide and Seel{1.17.46]Cello pedals with continuous acce
heightened and more developed tonally as David is revealed to be C|

A closeup of his facialeatures shows his change in personaliffrigure58). To emphasise it even
more, at 119.36as stated before, airror (recall the reference to Dorian Graychapter three)

becomes significartb showthe change of persordy: David is CharlieSilencesd crucial at this point

to enforce the horror that Charlie is David.

Figure57: Hide and Seek]1.19.32] Close up shot to show that David is transitionif
Charlie.
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Raving: Charlie

Charlie, until the time of hisbigE A oU ]+ AJep 00C v}3 IV}Av 8§} 8Z punu]v X ujoC
daughter, is used as an accomelio Charlie but also acts as a narrator to warn the audience of

what Charlie is capable of. Narrator as veiser becomes important to show authority and

emphas]s ep i 3]A]S3CX dZ upe] Ju e v JuU%k}ES vS S}}0 S} JoopueSE §

allows the audience to be awar@n-diegetically} ( Z Eo] [*+ AJoo Jv}ue ] v3]3CX

Links tochildreninh}EEE®}E v o]vlie 8§} Z]Jo & v][e ushisfi@toghow SZE}uPZ}pu

Z E&o] [+ o}A ;thé¢ game of hide and seek as stated in the titedmes used to identify

Z Eo] Vv Z]* E 0 8]}veZ]% A]8Z u]loC =+ 8Z C }(3 V %0 C ZP u *[X Z
suggests that he is playing witls victims to lure them ifilhe first encounter with Charlie is at

[17.23 whenEmilyisexploringin the garden (FigurB9¢ X KSSu v EPu « SZ S Z Eo] [ ZSZ
Z 8} v AES vellv }(Z E ~ uloC[ee %0 C(po Jvv (Hle Rjang¥, psS <« SZ]\
Z]* 8Z u o0°¢} Z 8} suPP 5 8Z § §Z] %0 C(puo¥*+Z WEQhefmdv ( 3 u o A}
takes}v u vC J(( & v8 (}JEuUes SZE}uPZ}us 8Z (JouX &}E /£ u%o U ZAZ
Z E%O0}E]JVP[e Z]* $Z u 4+ UPBAOCEE]*% J 0 %0 *° The scBneds}} «[X
accompanied by string chords, repetitigaavers in the piano and wind instrument phrases that

become built up and heightext to suggest Charlie i®ot to be trusted(examplebb).

Figure58: Hide and Seel{17.23] Emily finds a special place in the woods, a ¢

494 :1Zv K8Su v Z,]~ | THiA[X
495 :1Zv KSSu v Z,] v N L TIHiALX
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Exampless: Hide and Seel16.59] musical accompaniment as Emily finds the cave, that leads to her firshignegth Charlie

The extractshow Z E o] [* %00 Gdnically withialing and sliding motifs in flute and oboe,
string trills andanascending and descending p@%. 3§ EvV §Z]+ & A« Jv Z Eo] [+ A] 3]

Emily.

ul]oC ]* pe 3} uju] Z Eo] [+ Z Al}pE v SeU o SZ}uPZ u v]% o §
example of this is at [21.20] after seeing a childd#la swing, a closap shot shows Emily with
sinister smile (Figur&0). When questioned by David about her disturbing behaviour Emily tells her
ZZ u u -jJ ¢lear illustration of how much Charlie (David) has manipulated and
Z P <0]P ihiy; this places Emily as an accomplice (SimE S} §Z ZKS3[Z2 &% | Bops Z8 €E

Coraling.

Figure59: Hide and Seel{21.20] closeup shot of Emily smiling as a chil
falls off the swing.
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The puppet ideacontinues after multiple heated discussions betwdemily and Davidd§.47,

Az @ Z o] Z+( Z & ZA}YE [ vbeZhe]top|c ofthei} uanpersatioss. One

example of this isvhen David asksto meet Chalfe Z Z o] [* $Z u ] u}E& (& Pu vs U !
simple violin harmonics wittve §So]JvP v JvP  o00] v “SwhighvmpliestheseZif

more to this chaacter than first seenAt[51.39 EmilyE *%o}v « A]SZU ZZ '} «v[3 A v3 Clpu
Z %o %XCIU[E P}vv ul ZlJuu [X "AZ SZ v ] pee o« ZZ& &pufh ®@o0]5°00° Z
] Z A}lpo zZ A . &fek61)ZTHE [ntense scenshows agaimow Emily acts as a

puppet to upset her Dadstrings and timpani rolls act as a drone with crescemeimolosto

emphasise Emily screaming at her dad (exarbp)e

Figure60: Hide and Seek[53.20] Visual as Emily screams at David as though controli€tidnyie.

Examples6: a and bHide and Seel53.03-53.22]strings and timpani are built up {
orchestrate Emily's behaviour.

4John GS8u v Z,] v A | TIiA[X
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On aplaydatewith a friend (Amy)Emily tellder- ZC}u «Z}po v[S ZCEZuE}IWNW R § ZuES]
which is mimickedh § Z *SEU S]}v }( loo[* ( 62).ThesdodScapé&niimicsihe

fears of not only Amy but the audience as wal internal musit) « $Z C & +Z}Av Z Eo] [-
behaviour rubbing off onto Emily. &lviolinsglissandaup to the top note in free time, which creates
the sense of busyness and the feeliriginease generated by the scene; this sense of improvised

experimentation is often a key component of horror score writing (exarbpje

Figure61l: Hide and SeekV €11 X176+ u]JoC u v]% po S ¢ Zredhel GH
and imply she will get hurt.

Examples7: Hide and Seel{32.38] Violin
glissandosnd timpani pulses to show
Emily's dangerous behaviour.

OuE (JE+3 v }uvd E }( Z Eo] [rsthe frstBathtub s@&nA h} the new house
(second flashback), where Chadig29.13 o §+ A] Iv}A ZC}y; as thodghdpinning the
blame on him (figur&3). The music as shown in example #&tures timpani rolls and screechy
strings alongide brass and cello drones to almost4arapt the events to come; the cello drone
sounds at the pinnacle moment of the scene where David finds the writing left by Charlie (example

58).
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Figure62: Hide and Seek2nd bath occurrence from CHee [29.10].

Examples8: Hide and See29.10] A] [+ ( & }(witd wilHe]
rangedstrings brass droneandtremolos

Thesecondencounterwith Z & dogHawviour is the third flashback/bathtub scene, where Charlie
taunts David48.10 Zv}A o}}l AZ § C}lhe bathtul reveals thatharliehaskilled the

cat, even thougiavid still believes is Emily (Figuré4). The underscore appears to be slightly
more developed from the previous bath scene, which could demonstrate that Charlie is becoming
more manic, his behaviour is becoming uncontrollable and sinister, with trombones replacing the

cello line to give a haner effect (exampless9 and 60).
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Figure63: Hide and Seek{48.00] Second encounter of Charlie as David findsat has bee
killed in the bathtub.

Examples9: Hide and Seek{48.00] nusic from the first bathtub sce
has become slightly developed with additional trombone &edholo
strings.

Examples0: Hide and Seelf48.20] violin falling glissandos and percussive cello adds to the textareate tension.
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At[38.40eU Z Eo] [+ Z Al}pCE Ju ¢ Jv E <]vPEQyBecdmes }vEE}o ¢ A v

frightened durhg their game of hide and seek (Fig68; thetactile music suggests to the audience

that somethinP Z}EE](] u C } HEX K33u v pe » ZZ puvs3]vPU C § ul]e Z] A}
E } u¥7 rhaking the scene appear more unsettling and mysterioufii@ing a secret door to the

basement this game becomes sinister, and not fun for Emily as Charlie dutrtbe lights and hides

in the dark, scaring her like prey. Piercgtdngs,brass andimpanirolls alongsidewhispering voices

behind Emilycreate theclassic horror filnscene; the extracts below are added gradually throughout

the scene becoming moiiatense and sinister (examplé4, 62, 63,64« X dZ]e *Z}A+ u]JoC[s E o0 (

of Charlie (not under his manipulation) as it demonstrates how she todeaome prey.

Figure64: Hide and Seekf38.106 0 i Xiie u]JoC[e Z] v « | Pu A]sZ
and dark.

Examples1l: Hide and Seek: [38.40] Emily counts before seeking Charlie. The asceg
motif illustrates that Charlie may be lurking.

497 :1Zv KSSu v Z,] v N I THiA[X
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ExamplesZ: Hide and SeeK38.40] Emilysets out looking for Charlie. The quabarp motif using a minor second intervals and
independent string lines keeps the texture unstable.

Exampleés3: Hide and Seel{39.24] Emily finds the basemeritorn and trumpet areadded to the texture, trumpet alongside piateke
on the minor second interval idea.
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This fearbecomes heightenedihen Charlie lets Emily out of her roofh.13.04] as tlough playing

cat and mousavith her; this is in reference to the concept of the predator and the prey as stated in
Coraline where the victim unknowingly becomes caught in a tidpn-diegetically violin tremolos
andglissandosind a creepig bass line &m cello move in parallel fashion symbolically

demonstrate the two personalities becoming one and working together simultaneously (example

65).

Examples5: Hide and Seel1.13.04] Emily sneaks out of her room to try ¢
awid Charlie. Violitremolosmove parallel in both an ascending and
descendingnotion to create instability.

dZ]e upe] u C u}vesdnternalfedoss Ehe tells her doctaZ /  } v [ té play with
Z Eo] v CAI L EFofrirket playing the lullabyAushLittle Babyfis used as Charlie is revealed,
showing his new identity. The song accompanies the actiescogen which is the polaypposite to

soundings of aweet nursery tunéexample66).

Examples6: Hide and Seek#ush Little Babjmelody theme this is used when
Charlie is playing games and trying to control the situation.

A further example of this is whebharliebecomegealouswhen Emilyrefusesto play with him At

[1.24.47 with a bloody knife in his hand, Chardiarts to play hide and seeks thoughtaunting
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Emily (Figur@6). Charlie sing Aush Litle Baby[ashe seeks out Emily, looking through thieower
curtain andusing his knife to catch his prephis idea also ties into anempathy; he uses this nursery
rhyme in an attempt to lure Emily back in and reveal herself. The score uses a varfgtghofic
motifs that increase the tension and confusj@as Charlie seeks out Emily; themolosand
}Jve]ed v§ vie ¢ A 00 * CVv U] %ZE *]JvP v (*8 « uJ<pg A E v E -
nature (example$§7 and @8). These musical devices are chaeastic of horror films as they are

forced to the faefront; thus the audience are forced to heatr it.

Figure65: Hide and SeelV €11 X16Xdis Z Eo] PJve 8} }upvs (}E Z
lissSo C[ «Z « €& Z -+ (}E& uloCX

Examples7: Hide and Seel{1.28.40] Clarinet runs, trumpet minor third intervals, violin and cyneaholosbuild up the fear as Emily
tries to hide from Charlie.
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Examples8: Hide and Seel{01.28.59]snaredrum semiquavers pulse the scene, with trombone, timpani
cello stabs mimic Charlie's intentions as he carries a knife.
Having summoned her doctor for help, bdtte Doctorand Emily are lured into the garden cave by
Charlie, using the musical trinkplayingHush Little BahyHere, Charlie is presenting himself as
playfuland in control (both physically and musicallyacked up by the nursery rhyme, displaying his

inner child and superficial innocent charm (fig&®.

Figure66: Hide and Seek[1.32.28] Charlie opens the trinkef#E S} Pash
little baby[and lure Emily into the cave.

At [1.33.44, in seeking at Emily in the cave, Charlie continues to play his game of cat and mause
predator and prey, bysing his flasHight andthe nursery rhymeas he gets closer tioer, as though
stalking his prey and claiming his prize (Fidi8e Musickinetically andsonicallyimitatesthe

flashlight coming on and off, to build tension aswspense; brass synchronise with the torch
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switching on and off, and chords become built up by woodwind and strings to emphasise the tension

(example69).

Figure67: Hide and Seek[1.33.46] Charlie stalks Emily, using theHlight to
indicate when he is getting closer. The camera shots mimic this idea, as tH
throughthe eyes of Charlie.

Example69: Hide and Seel{01.34.51] the music imitates Charlie
getting closer as he flicks the flashlight; trombone and snare use
pauses, sfz and accents to create suspense.

Throughoutthe film, dE A]JvPe v Z]o & wiieh ar&iK, vwisted andisturbing show

u ] o @grtrayal of Charlie « Z u (Fjgureg9).
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Figure68: Hide and SeekV €Ai1Xd6e A] /& u]v]vP
of Charlie, using a dark palette.

At [56.07 whilst Emily, who is in the bath, iBumming in the backgroundavidlooks through
ul]oC[+ ma& }ihd she has got rid of heolls The underscore® (o 3+ A] [« ( & }( uloC]

Z u Hehaviour with the pounding gdizzicatosn harp and cello and flute mordents (examgla.

Exanple 70: Hide and Seel{56.51]pizzicatostrings emulate David's fear.

On finding her thry, adrawing on each pagehows she has eated a flippbook showing cartoon of
her mum killing herselffigure 70). Voice, flute, cgnbal crashes and stringpild upthis scene to

«Z}A Al [+ ( E }( Z o] v & PEE]|VPTS3Z Z pvs]vP ZJu ~ /£ u%o

Figure69: Hide and See56.07] u]oC[s @& A]JvPe «Z}A Z E uul
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Exampler1: Hide and Seekl57.12] violin chords, voice drones, flute trills and cello stabs are freely added in t
tension.

After waking up from a sleegt [1.06.14, Davidlooks for Emily in the house wherecartoonof a
killer with aknife stalks his prey is featad on the television (figur@l). This becomes an ironic
metaphor for Elizabeth being killed by Charlie; the diegetic cartoon music itestitze irony with
descendingizzicatosn celloused kineticallyo show the killer creeping on its victim and the

ascending quavers wiolin and trumpetto showsonicallythe killer going in for the kill (exampi2).

Figure70: Hide and Seef1.06.16] cartoon is on in the backgrourftea Charlig
has killed Elizabeth.
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Exampler2: Hide and Seel{1.06.16] the cello here imitates the cartoon character's movement and trumpet and violin chromatic §
ascend to implyear.

As the police break intthe house to investigate a reporg sreaming cartoons used in the
backgroundagain to illustrate the situation; the cartoon becomes used to create anempathy and

confusion, by matching two extremes together.

dZ o *8 +« v }( 3Z (]Jou etAfawing ag si@[rasomeved in with her Doctor/family
friend. It suggests that she too has a dual personality like her dad (ff@uréler theme is heard to
indicate that something bad may occur again. This scene begs the queistidiis disorder

heredtary asprevious medical research suggests?

Figure71: Hide and SeekV €iXi6Xiie u]oC[s & A]JvP
has two dual personalities.

In conclusionHide and Seedtems from a classic horratructure, that follows the archetyjcal
characters of the Victoriadekyll and Hydedemonstrating two characters that deal with their

mental ilines differently and eventually become as one charactdthough we do not medhe
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incarnation ofCharlie untilwe approactthe end we have already built upur impressiorof his

character due to his puppet Emilgverwhom he appears to havgreatinfluence), the messages he

leaves behind, and the music scored for this character. The music is clearly a significant element in

telling the story of the two characters, with key moments where the music attetopgsgmbolically

demonstrate that two characters nyebe oneperson such aghroughusingtwo melodies

intertwining and meeting at the end of the phrasEhemes are presentddr both Emily and Charlie

which slowly become more developed and move away from their original motif as the characters

begin to log stability. David is given no musical leitmotif or theme and is instead scored to reflect his
emotions rapidly changing drto dictate the potential of twgersonae Preexisting music through

i 11U Z]o E v[s opoo ]+ v VuEs EG EZCuH pev SIESYRM(@ I VvP EJU
ZSE pu [ v Z EJu [U ep Z <« i dll JvP pe &} v}&Theréfdrd,heE ve]5]}v
musical writing suggests that bogiersonaedisplay some form of mental illness; reinforcing the idea

that mental ilhess can cause those suffering to kill and hurt others
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Conclusion

Although these three films offer differembusical backgrounds to orchestrate the scene or
character either electronically, orchestrally, or borrowing pegisting musicthey consistetly refer
back to the representation of mental illness and the concept of dual personality as a stigma. The
musicin the filmCoraling(2009) illustrats }E o]v [* % E*% 3]A U ¢ $Z}uPZ }uu v§]v
emotional state and her impression of the otherachcters. The underscoresing conventional
scoring and mickeynousing techniqueis used between the interactis betweenthe OtherMother
and Coralingit illustrates how Coraline perceives thi@ther Mother, which informs the audience of
}E o]v [ememt 8d the concluding message that beéher Mother is not to be trustedThe
Girl on the Traif2017) howeveuses anon-traditional approach to scorinig that it usesnoise,
processesscoringand effects tgprovide its characters with developed idéfes. The structuring of
these sounds } po « ] 3§} u]E& &EheHitWar Gl ofthe Traipcurrentmental state, in
which the musidsreplicating her internal thoughts and fears, allowthg audience to experience
the chaos that occurs ingln two persona but also tofeel some form of empathy towards hddide
and Seek2009) useboth scoring technigesfound inthe other two films in its musical writing and
construction;both noise, orchestral scoring and pegisting musiare used in thescoreto identify
its main characters (David and Emily)ctonment on the situation, or to inform the audienabout
what is going to happen, especiallycireating an identity foCharlie~ A] [+ -egd) WiBo we do
not meet visually until the end.hIs personifieshis charactefor the audienceThe music is used to
]JooueSE § Al [+ ]vE E vV reas Adpddmésunstable and losawental control-
SZ & & (Jvld u}u vi3e AZ E 8Z ] P ¢]* ] v} o @V |3 ujA « S3A
% E 00 0]-ufiegesivhetween scenes, making it hard to distinguish and to confuse the
audience what isiot part of reality and what is internal musithis may add to the fragmented mind

of David, Charlie and Emily

The representation of the nia protagonists, The Other Mother @oraling(2009) and

Rachel infThe Girl on the Traif2017) raises issues around gender and mental illfeashefeels
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victimised and unwelcomebly societybecause she cannotbeaz]o E vX dZ SE& pu }( Z Z o]
failure to match up tcher ownexpectationsof motherhood, as well as these perceived expeotatdi
of others leads heto become an alcoholic, creating twé A ] pegjonaeas a result of her
trauma. TheOtherMother is transformed in body and imagasodue to her childlessessand her
need for children, as the creatood the filmmanipulate he body and image of this character
graphically and metaphorically so that she becomes grotesquely anorexic, not conforming to the
ideal physique of a womaar of ideas surrounding motherhoadrhis concept of image and body at
the heart of good health andellbeing is a central featuref the Victorian era, as those not able to
(15 8} <} ] 5C[- wereoutddstsand depicted aslisplayingotherness, leading torks with
mental illness. In comparison, iide and Seek-1iifie A] [+ u v3 o isZofnectiono
Charlie is not revealed to the audience until the end of the film. This can question wiisdikriet
JVP u o U ]e A u%sS (E}u SZitorsikéthe ordan, as heiidalisedthrough
his fatherhood and his relationship wittis daughter. Do the writers want the audience to feel
*Cu% 3Z 8] 3}A & - A] He }( Z]* 8 pu 8] +]13p Slhagd]3Z Z]- A](
and music sbtly hintat A] [+ }vv 3§]}v 8§} Z o] U 038Z}uPZ 3Z op e+ E V}$§
time viewer, whereas theOtherMother and Rachel are depicted as fallen from the very beginning of
their films, regardless of their past trauma. The issues of gemdgimental iliness as found in
chaptertwo demonstrate that these genderonceptscontinue to be usedwithin these types of film,
to depict women displaying mental iliness as bad womenséfins, ranging over a teiyear span,
demonstratemental illnessasbeing depicted negativelyas something to cast away from society
rather than sympathising and helping those sufferifgrther examples may demonstrate that this

model is further reoccurring.

All three films use elements associated with classic homasic, but they also integrat
electronic techniques to demonstrate the depictions of mental iliness; the reverse technique is used
in TheGirl on the Traio show Rachel losing all sense of reality, or her change from her melancholy

state to her ravingtate. Distortion isa popularZ}] Jv oo (Joue 8} u}veSE § S§Z Z &
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adopted anexperimental and improvised approadhe majority of recadings for instruments were

performed by himself in his studid@hisdemonstrates how the studio and one artist may create the

same effects to that of an orchestra with a score. These films in particular demonstrate that there
arefewer ruleswhen scorindor this genre of film, and @it adapting and rénventing archetypical

ideas and approaches can still drive the stigma of mental iliness.
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Chapter 5:

Asylum: Monstrous Patients and their Mad Doctors in Shutter
Island (2010), A Cure for Wellness (2016) and The American
Horror Story: Asylum (2012 -13).

Although less common in modern society, the asylum became an iconic part of Victorian society and
is still representative in contemporary horror film and television. While most contemporary films
featuringfictional asylums and psychiatric hospitals areiser before the 1960s, issuesntinue
throughout the current era with archaic ideas of mental illness linked to contemporary mental

health treatment facilities, making it harder for mental illness &dpenly acceptable within society.

As discussed ichapter two, the Victorian representation of madness, especially in asylum patients
depicted those receiving treatment for mental heafteinhuman and animalistic. Treatment within

the asylum was poor,ral patients were often ridiculed instead of beinglpped by staff including

nurses, doctors and psychiatrists. This chapter examines how the archaic depiction of the asylum is
still employed within contemporary horror film and television series even thabgbe practices are

no longer in use; itshows how v o0o0C ]Joo % S§] vS8e }vS]vu S8} %] 8 e Zu |

and examines the way in which music is used to reinforce and enhance these stereotypes.

The three case studies for this chapter obgeitvese themesmonstrous patients, setting and mad

doctors Shutter Islandollows the protagonist Teddy Daniels, who is investigating a missing patient

at the mental institution for the criminally insarfé® The music illustrates the overall context of the

film such as setting, characters, atmosphere ant} $]}v SZE}IuPZ d Cl[e % E+% 3S]A U |
00}A« 3Z pulv 8} d C[*]vd Ev o §Z}uPZse v ( Ee+ « Z Z]ue

Jves ]o0]SC v ] Z}$Z €& [ o]l Sduredef el asde praxistimg®music] the

soundtracl Ju * u v]% po 3§ V U}E%Z &} «Z}Ad C[s+ ZE 3§ E A o}

to patient.

498 Martin Scorsese, difShutter Islan@2010; Phoenix Pictures, Appian Way Productions, US: Paramount Pictures), DVD.
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In A Cure for Wellnesth)e musical scoring also illustrates the overall structure and themes
of the film, acthg as an informant to the audience of what to lamkt for and expect, often used to
pinpoint themes or event$?® This film follows the protagonist, Lockhart who has come to retrieve
Z]* A}EI }oo Pu (E}u ZA oov e+ Vv3E betumeZtrapgefeas apitiet >} 1Z E
at the centre and mu 3 o Al3Z §Z Zu } 8JE[ v 18+ }v Z 08ZC Alouvs &
slowly deteriorate. The musisused to show his emotion and responses as he explores the centre,
causing the audienc® feel as though they are within the scene; traditionalisical scoring to

mimic emotion and actions is applied here.

The television showmerican Horror Story: Asylswitches between modern day and the
1950s to show two sides of the stof$ The protagonist Lam a news reporter, sneaks into the
asylum to epose its abuse and neglect of its patients, only to become trapped and to experience
asylum life for herself. Her sexuality and issues of gender are themes within this series. As this is a
television show, th music is recycled for each episode, which weéeitmotifs and allows us to
recognise the themes of the series. The music illustrates the overall view of the patients and Lana, as
she delves more into the asylum; the scoring also usegyisting musi from previous horror films,

as though payingdmage as well as triggering stereotypes

Context: Asylum

IvZ }vVA v] v§ Wo (JE /v }JVA v] v38 W }%0 W D Vv eeU » £ v &
EPM « §Z 8§ s] S}E] v Zu Vv <[ }vS3]vgern cohckptiang of merdtal ilineks due
to preex]*S]vP ¢85 €& }SC% U 8§ S]vP §Z § 1§ u C ]Jv E*“Th&Zagyllms Jve UE]
and psychiatric hospitals have generally been shut down, but the terminology is still used and

understood widelyA]3Z]v }v8 u%}E EC pos3 uldEn prodides a (hagihkpd spaceC

49 GoreVerbinski, dir.A Cure for Wellne$2017; Regency Enterpris&ind Wink Productions, New Regency Productions,
US: 2@ Century Fox), DVD.

500 American Horror Story: Asylucneated by Ryan Murphy, Brad Falchuck, produced by Ryan Murphy, aire2D2@]¢h

FX.

500 EE] S Eo U Z }IVA V] vE Wo % d}® /D }viA v 3EW Aeican-booriStdffhe
Journal of Popular Cultus@, 2, (2017).
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onto which the contemporary idea of madness can be imprinted and into which a cast of characters
can be placedoastore v § }JUE ( Ee+ Vv U] PKVv% S}we[X (Z}pe *[U u vS o
hospitals have been in usefn as early as medieval times to provide shelter for those depicted as
Z}s$Z @ OliXcontemporary portrayal of the asylum stems from the eighteenth and nineteenth
centuries of patients found chained to the iiga with mediocre diets and poor treatments as

explored in chapter two.

Research suggests that the appeal and fascinatiorctidriial asylums emerges from the

empty abandoned asylums that still stand derelict amid our contemporary landscapes; they exist
alongside us unused, an historic reminder of the stigma created by them around mental health.
dZpeU ¢} ] SC ZedthenS]«4sS « }(u v e v Z}EE}E[U C o]vP]vP }vs} §
memory of what they once were and what occurred within the#llg?* The concept of collective
U ulEC }E Ze o 3]JA[uu}ECU u C %o%0] Z E 38} *U%o%o}ES SZ ]
modern places of treatment follow the same ideas of torture and negféct. Eo EPpu » §Z § Z]( §7
asylum is no longer a veryakpossibility, then we find a way to represent our fears thitoagylums
« § ]v §Z 1%BTnis [dea demonstrates that waeay look to the past to understand our own
lives, and our fears. Therefore, horror films and television can be a way to deabwiigth and

HOSUE 0 }v Eve v ( E*V Z C E A]JvP-E%}vy %p@E}i }EJvE]IHNZ ufE]Z3T
films may povide us with space to refle€t’ In addition, certain tropes and films have become
ZS}u Z+3}v « }C%He@asiAyraEhdd becomeart of this genre; these films are not usually set
in contemporary times, but in the 1960s or before which suggests a§@ins Z }oo 3]A [ u u}E&C

enhances the stigma and stereotype.

502 Eo U Z }VA v] v Wo (JE /v }JvA v] v§ W }%o0 [U TAdX
503 Eo U Z }VA VI (ME Wo}lvA v] v3 W }%o0 [U 10iX

504 Eo U Z }VvA v] v Wo (JE /v }vA v] v8 W }%o0 [U 707X
5 Eo U Z }VvA v] v Wo (JE /v }JvA v] v§ W }%o0 [U 707X
506 Eo U Z }VA v] v Wo (JE /v }JvA v] v§ W }%o0 [U 706

57 Eo U Z JVA v] vd Wo v&(WE}%woly® vdaX

508 Eo Uz ] MAWO (JE /v JVA v] v W }%o0 [U 108X
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ANMPupv &E p (Jv 8Z 8 GBu Zhv vvC[ + «}andddu®® $Z 3§ A E }
recognise at the same time, something familiar and unfamiliar at 61id&sEarlenotes, & E Y [
ideas canbe applied to horror and the asylunt'® quoting specificalljiis comments thain the
Zu v]( *S S]}ve }( Jve V]SCYSZ « torEhd §mplessor of eMtomatic, mechanical
processes at work behind the ordinary appearan} ( u v3 o &[T ESi@xXrise, there is
something human and thuman found in madness and asylums, something that enhances the
difference between us and themareating the idea of otherness as mentioned previously. The
asylum fits into this defition, as it follows a similar structure to a hospital, but does not follow the
same procedure; the patients weomntained and restraineth asylums rather than treateand

helped.

Theme: Monstrous Patients

Earle suggests films set within an asylurmdbdepict patients with common mental ilinesses,

Jves 8Z C E E % & » vd Al8Z Ze% SEpu }( pVU'pH O Z AJIuCE-])
normal part of everydaiife (breast feeding, eating, sexual engagement), become abnormal in the

patient bytheir obsessive and compulsive use of them such as compulsive masturbEte$soul

Keepet'?) (Slaughter HotéF), making it uncanny*It is also suggested in Claude J SijnthZ & Jv Jv P

Warm Place for Someone We Know: The Cultural Appeal of Recent Natitait and Asylum

&Joue[U §Z § u}+*S (Joues $Z § 0 AJ3Z u v3 0 ]JooV s %}%e eo Z 0 U VSe
particularly with patients and their unusual behaviourstigats are presented as spectacles, rather

than human. Extreme habits and abnorma Z A]}uE Z A Ju VEE o ( SpPE }( Z

S9APupvy &E p U Zdz ~"s v & 181}v }( 8Z }u%o § WeC Z}o}PJ-Amalt}cEle }( "]Pupv
Wu o] A tdntile Neurosis and Other Wo{2801) 17.
510 E & Cor&enient Place fdv }vA v] vE W 6o [U 10
SLEE p U Zdz ~sS v & 181}v }( §Z }u% o § WeC Z}o}P] o t}EIle }( "]Pupv &E p [U
512Roberto Faenza, diThe Soul Keepg003; Jean Vigo Italia, Medusa Film, Leandro Burgay Publishipgr®, Les Films
de Centaure, @vboy Films, Italy: Adriana Chiesa Enterprises), DVD.
513Fernando Di Leo, diSJaughter Hoteg[1971; Cineproduzioni Daunia 70 Sitoro, Italy: Media Blasters, 2004), DVD.
54 Eo U Z }VvA v] v Wo (JE 2686}vA v] v§ W }%o0 [U
515 0 p X ~u]Sding &EWarkh&lace for Someone We Know: The Cultural Appeal of Recent Mental Patient and
*Copu &pomalof Popular Film and Televigadrl (1999).
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(Jous[U AZ] Z & V() EvEs E ZE@/ P To T B+(}E /AE%o0}]8 + Z EV]
o] «Z}¥ABimonCros Jv Zs]*pu 0]*]vP D v ««W D v3 0 /o0oV ¢« v Wu 0] Z %o
thaS§ Zu v ee Je e u Vv ¢ 0}}le[U ¢uPP ¢8]vP S§Z § u v3 0 Joov ¢ ]Jo }ves(
and appearanc€’ , u v3]}ve ZAJo U pvl u%3s Z |E Vv -%i¥s (E 5 @VP|VEV. [®

§Z « Z E § E]e&]}ve & 0 E WBoERE]IZAD]DISF(EEY[ * }( %% E

Z AJJUuE € E 8§+ +Cu }o] }uv EC A v Zpue[ v Z3Z u[X

*COHU %o 8] v8e o v o+ Z}8Z E [U 8 v S}hanjuwlistiéadd § E]e A]S

monstrous qualitiesvhichagain is a recurrintheme in chager two andits corresponding case
studies.Foucaillt documens §Z § Z ES Jv ]Ju P }( v]u 0]SCYZ pvs S8Z Z}*%]S
[Victorian] period. Madness borrowed its face fraéhe mask of the beast. Those chained to the cell
walls were no longer men whose minds had wandered, but beasts preyed upon by a natural
(E VICdZX]* Ju%o0] » 3Z 8 % 3] v3+ A E +« v s+ ]JvZuu v v Z}3Z E [U 3
identity. FoucaoS[* }uvsS o]vle | §} v @atdmeéntabowf asylum patients being
treated as verminn chapter two,as those displayingnadnessZ Z lost [their] claim to be treated as

Zuu v Pu@tp their lack ofisoul, like an anima&f® EarleacknowledgesSonia Sha |
ZW E+% 3S]A W &JouW inthhtShab¥s S+ € §Zu$ % 5] vi8e A E (E <p v30C Z
walls, naked in solitary confinement for decades, harassed by guards, and deprived of adequate
SE Su*Mbdhess theefore could be stedlvP %0 §] vSe[ Zuu v]SC o0}vPe] eCoOpuU-U

AGE « vE P AGC oD+ WBapd E+[U &) %REHS nokonly jreaeX

56Ay]18Z :EU Z&]v JvP t Eu Wo (JE ~}u }v t <v}A[U 81X
517Simon CyeeU Zs]ep 0]*]vP D ov/ieoW O v W o] ZSAGEETelevisiod B Méw Mg@ia04): 197
296.
518 (E}eeU Zs]ep 0]*]JvP D v ¢«W D vS 0 /oov ¢ v Wp 0] Z %E& + vS8 §]}v[U id6dX
519 Michel Foucalt, Madness and Civilisation: A History of litgdn the Age of Reasg¢bondon: Routledge, 1964),68
Eo U Z 1IvA v] v Wo (JE /v .}JvA v] v8 W }%o0 [U 700
520 Scull,The Most Solitary of Afflictions1.
521AYy] AZ ZU ZW E+% 3$]A «W & e ance20%0): 87in « (Foqu Udnzenient Place for Inowenient
W'} %0265[
522 Eo U Z }VvA v] v Wo (JE /v }JVA v] v§ W }%o0 [U T00X
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first placethrough stereotyping and stigmatization.

After the abolition ofasylumg1960 onward} patientswere often neglected and
abandoned with no treatment, resulting in homelessness, a life of crime, or prison lifeydrey
therefore sill % E + v 3§ €EZ)5205Z}uPZ $Z C A E Flikissliggested-thal 5 C X
although some asylums were places of horror, they were a safer place for many patients than the
public domain, as patients would fail to survive on their own, anottoenmon theme within thee
films 524 Denise Jodelet iMadness and Social Representationsing with the Mad in One French
Communityimplies that even after the closure of asylums, former patients brought into society were
*$]oo « v *RkiorotedXhat although therera films that show more positive aspects of
some types of mental illness suchRain Maf?® and Farest Gunp,>?’ these can often make the

character endearing and even comical, thus they do not treat the subject particularly seffSusly.

Within more recent haor films, another characteristic for asylums is sometimes present;
§Z Z E]Ju]v 00C ]ve ‘vajeltoimjtted didigntzacts and have been hospitalised for this
behaviour®?® This immediately creates confusion between both ideas of asylums and theliyent
ill, as it promulgates the notion that all mentally ill patients are deviant and prone to vialence
Although these mental health treatment facilities in reality only make up a small percentage, they
are prolific within the films, which makes the publhink otherwiseThe horror film genre has
continued to promote the idea that madness and devianeelarked; inHalloweenfor instance, the

psychotic killer Michael has escaped from an asylum to seek his re¥&nge.

52207 ZU ZW E+% S]A W &]JouW | 8} 8Z +Copu[U io6fAX

54Ay18Z :EU Z&]v JvP t Bu Wo (JE ~}u }v t <v}A[U 8iX

525 Denise JodeleMadness and S@tiRepresentations: Living with the Mad in One French Comrtdeitel Hempstead:
Harvester Wheatsheaf, 1991).

526 Barry Levinson, diRain Man(1989; Gubefeters Company/Star Partners Il Ltd, US: MGM/UA Communications
Company), DVD.

52T Robert Zemeckis, mjForrest Gum§1994; Wendy Finerman Productions, US: Paramount Pictures), DVD.
5287Ay]8Z :EU Z&]Jv JvP t Bu Wo (JE ~Ju }v t <v}A[U 88X

59 Eo U Z }VA v] v Wo (JE /v }JvVA v] v8§ W }%o0 [U T0iX

530 CarpenterHalloween
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Theme: Setting

Earle argues that therare similarities in the setting of the fictional asylum, described as a-ikaze

prison, with barscells, uniforms to house their patients, ipatients usually portrayed as lower

class™! This idea demonstrates that class was a central theme withiniasyand with mental

illness, as clothing and physical appearance contributed to the stigma. Stzhaipter two details

the asylums holdingZz Z JveU «3E AU (]o3ZJV}®I3u AJEEIVZIA v Po 33U Vv]u o

treatment and a prison like settingfgatients®®? Z'E & u%Z *]* ]* %ous }v Z AC o} | ]

E *3E Jvi.U v EE Alv }Ae[ v 8Z P E ve E KkpptbrE } 0oC Juu |

}JA EPE}Av v Alo ~3} E (o 3§ 37 The Srjicwid of th&sel}igings are

uninviting, are cafined and restrictive with hidden passages and tunnels underneath fitiese

were typical of Gothic Literature in the eighteenth and nineteenth century, and now, Gothic film

adaptations. This setting visually adds to the horror and fear®ftidienceas it sets the mood for

what is to come. As mentioned in chapter two, some asylums housed too many patients with no

consideration for a lack of beds, therefore, patients were often squashed into rooms together;

Caroline Knowles iBedlam on thé&treetsre 00 % S] vS|[e Juvs }v o]AJVvP Jv <pu ES
e (E] §Z u + Vv}$Z]JvP u}&® 8z v Z v ¥FtSeulldocdudEents that Po S[X

asylums held negativpositioned similarities to prisons and concentration carfis.

Theme: Mad Doctors Staff

Kv %}ESE C o }(3Z Zu [ } SYE ] ] vs]ed AZ} o]l » 8} /A% E]u \
Jve% ]E S]}v (E}u DOFraBKenst&irtd’ ofh@ plector is portrayed as mad when attempting to
recreate and resurrect human life, by experimeugtivith different body parts. This in turn creates a

Zu}lveS E[V SZ % S] vS Z « o}«&E VP Bpu EHCX Zu Jmedical %o+ pn }

81 Eo U Z }VA vorve Waé v](vE W }% o0 [U 106X

532 Scull,The Most Solitary of Afflictions1.

5 o U Z }VvA v] v Wo (JE /v }vA v] v38 W }%o0 [U 706X
5 Eo U Z }VvA v] v Wo (JE /v }JvA v] v§ W }%o0 [U 706X
535 Caroline Knowle®&edlam on the Stregt@\bingdon: Tayleand Francis, 2001) 32.

536 Scull,The Most Solitary of Afflictior&l.

537 Mary ShelleykrankensteifNew York: Harper Collins, 1818).

186



torture has remained a constant [theme] in horror films and television, in part because torture is a

contempor EC SZE 3§58 d}@E&ESu Egokhpmowrfilms that cente }v Z o ekbHieBtp

excite, pleasure and arouse an audience) @some a staple gredient in cinema and television, it
VZIE (o 8§ v €& (E 3[ }JUE ( E- ath5¥POfw rgasonvbehing @his UBZAf %o

extreme violence is to raise social issues including race, gender and identity. Psychiatrists similarly to

doctors areoften portrayed in media as abusing their power over patients in order to gain control.

This promotesthe idea that society, through the guidance of doctors and medical professionals, can

transform madness into this monstrous concept; patients lose thgnanity and their sense of

identity. It may affect the relationship between doctor and patient, vifits stereotype continuing

into modern culture and media.

D vC (] 8]}v o *Copus A E }(5 v o]vl A]8z &§Z}o] -Z}EE}EU A
Catholice v§]u vS8e E u% vsS Jv '}8Z] >]8 €& SuE }( $Z |PZ&The$Z v vVv]v
Z v@&dtholt Gothic saw Catholicism as an inherently evil and an unnatural institution that preyed
}v Jvv} v v (}uPZ% 3} u Jvs ]v E]P]% Aocsrdingoto}Zarl&E the) Chtlalid X

ZUE Z %% 0] A]s8Z]v (Jou v Z]v$ vendos@crameptssith dszexpEisthsE 3] o
and penance are particularly favoured within film and televisidWWhen religion is involved with an
asylum (oftenasv  u]v]*3E S]A } CeU §Z §Z}o] ZME Z Z s Z p o (} pe
asylum and its abuse and a negative, bleak version of Catholicism that is rich in cinematic
« Cu }o ]¥tlhis demonstrates that religion and the medical professionshedohpower on those

%] & + Z}8Z & [ C % E * vE]VP §Z}o] 0] (+ ¢ }EEU%EX

5 @Eo U Z }vA v] v Wo (JE /v }vA v] v38 W }%o0 [U 701X
59 Eo U Z JVA v] vE Wo & (\ME %o }WA i X

50 Eo U Z 1}VA v] v Wo (JE /v }JvA v] v§ W }%o0 [U 701X
%1 Eo U Z 1}VvA v] v Wo (JE /v }JvA v] v§ W }%o0 [U 701X
52 Eo U Z }VA v] v Wo (JE /v }JvVA v] v8§ W }%o0 [U T0iX
53 Eo U Z }VA v] v Wo (JE /v }JvVA v] v8§ W }%o0 [U T0iX
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From Detective tod@ient in Shutter Island (2010)

Although the media has become more open to the idea of psychiatry, psychiatrists and their role in

mental health, thdictional institution created foShutter Island A}l « Z ElI ES % o }( &E]
the sane to madneg8X The storyline is based around Teddy Daniels, a US marshall and war

veteran, who on investigating the disappearance of a patient on the islamdntes trapped

himself>* }@& JvP 8§} "Z ZU §Z % 8] vS§e €& Z(E]PZS v UthedZ lo U | %8
painting the walls with their own blood. They screech in the halls and some suspect the psychiatrists

of performing Nazstyle experiments othem, involving forced lobotomies and secret drugging. The

leering warden, dressed in pseuddilitary garb, }}o0oC SZE § ve §} ]S $PTh& C 00+ }(
(Jou[s (] 8]}v 0 *Copu u C }ve] & asylufh nstitei@hsvErkpréseGip to

theidoisU AZ] Z * 8} §Z %op o] [+ (.Shaistaigssthat this fille Go} aBly

providee Z | E&}%o (}@&and nCEter?thig credible SE]% JvsS} §Z %0SZe }( U Vv eef
*Z}Ae §Z Z]vs E]1}E }(HEQC vSv] 0}ye[ + Z +SEuUPPo0 » 3} }u 3§} PE]%
mental instability and past traunr’ This film continuouslyupstions whether Teddy is as mad as

8Z %o 3] v3e }E AZ §Z B 3Z %*C Z] §E]+8 E Z E]JAJVP §Z e« v ]ve
min]*SE& S]}ve[V §Z }v oue]}lVv %o E&}%o}e » SZ § ZZ 0O]JvP ] Ju%o}ee] 0 v

€V 8Z ¢ ZAuvw}ves EeYulved Ee upe&® o3} % % [X

o¢] t ol B[+ ZW+C Dhdersta§ding [Squndtracks through Film Mddieory
usesShutter Islandis a case study to explore how the soundscape engages with elements of
psychoanalysis, making the viewer sesarity and difference in bothmage andmusic*® Martin
Scorsesgdirector forShutter Islandappointed Robbie Robestn asmusical director Robertson,

instead of writing a new score, recycled modernist and ostlernist works from the 20Century

54nA7 ZU ZVE]E %/ &JouW | §} 8Z +Copu[U i6fX

545787 ZU ZW E+% S]A W &]JouW | 8} 2 +Copu[U io6fAX
5467A7 ZU ZW E*% S]A W &JouW | 8} 8Z +CopulU i6fX
S47AZ ZU ZW E*% S]A W &JouW | 8} 8Z +Copu[U i6fX

54877 ZU ZW E+% S]A 3W &JQoMu[UIig}
549Elsie Walketnderstanding Soundtracks Through Film Thg»rord: Oxford University Press, 2015)-386.
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classical musi® VE U 8} Z]Joou*SE § 3Z (Jou[s v EA}pue § ve]}lv v El 3u
unprecedented powef®¥ dZ « }E ( SpEPentafUSHAZ] Z A « o0} pe v <p E] I]
The ShiningU /vP & u DEGgTZomeg P Zo & [eishad(Piano Quartet, and multiple works

by John Cage andenderecki. Robertson also employs 1940s and 50s pop sahgding Lonnie

:}Z v e} ullomorrow NighfUu :}Zvv CZZy[C+ < C " SiMEeEE ¢ Fortundwhich are used to

both match to the settvP v S} & S Z v u% SZC[U SZpe }v(pe]vP SZ p ] v
Su}e%Z E X &]v 00CU Z} ES+}v }u ]v o ]W¥&hE BiteeZ Fafi@ifvie A} o+ ]v

string piece by Max Richter.
Theme:Teddy Daniels:Water: A Depiction of Instabilty?

Teddy Daniels, the main protagonist, embodies the stereotypical elements of madness: he becomes
stripped of his identity on the island, becomes treated as a patient, experiences psychosis and post
trauma, disphys a mask of sanityhas aralter-ego andsuffers from mental instability. It is not until

§Z2 v USzZz38s8Z pulv (v }us 8z s zd C[]e ipges % E-}v & 8§
he is in fact a patient o8hutter Island Andrew Laeddis. Thughout the film, as more secrets and
information are revealed about Teddy, flashbacks, a dark past, collective memory and a high

intelligence suggest that Teddy is masking more than just his sanity.

dZE}uPZ}us 32 (JouU d C[e }vvsa¥platiosghipbstw@&Een e viSual andeth
music. Water was often used negatively by Hitchcock in his films, in the form of rain, sea and
§Zuv € ~D] Z ql8 @ JEU DFs1(el E }ve] E- §Zespetillyth&sea
ismostoftenas}pE& }( SZE S[U ,]S Z épictfiemaleSchiracdgrs being drowned or
committing suicide through drowning? The murderer tends to be male in these water scenes;

A S E v §Z]e » ve Juse u s %Z}E (}JE Z & &°®dlkeru}s]}v o A o]

550Star> P & ~S ((U ZNZusSsS € /eo v [ "tuv SE | 8¢ &E] "% oo[ E:X }u ifU D & Z T1iii
https://www.nj.com/entertainment/mwsic/index.ssf/2010/03/shutter_island_soundtrack_cast.html

551 Michael Walker, 18 Z } [+ OA®$(erdam: Amsterdam University Press, 2005) 388.

552\Walker,,]$ Z } I[+ D3&8](-U

ss3\Walker,,]8 Z } I[ D3&9 (-
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v v « §Z § Z5Z (& rplatdRo ¢13c idmer Werld of one of the characters: the storm
would seem to arise out of the desires or tensions felt by the character at this point, expressing
§Z u ]Jv Al}o ¥Theg)wame ] xotifcan o} %] § ZeCu }o] & |J@EsgZ[ + $Z}uPZ
away sins$>Walker also notes that rain can have associations with dreams; rain creates a dream
realm in which emotions can exceed their limitatichsdZ « A @&] §]}ve }( §Z ZA § & u}s](][
stemming from,]$ Z } I[* (Joue Z A «]uShutt@&siahdand {ieZcharacter of Daniels as
he embodies each association of water; an irrational fear, a potential threat to society, a murderer
drowning his wife, the rain and storm become more prevalent thraugtihe film as Teddy loses his
stability, and #empting to wash away his sins as he realises who he really is. Béfeamhan v [
main theme folPsych®’ & «}v § « A]3 Z a& MaSorEfives to Bates motel, heavy rain blurs
her visual musical motifs within this scene featuring minor third intals; descending scales and

spikey accents overlap with ommmother to mimic the falling of rain continuing to surround her.

Our introduction to Teddy begins with him travelling by shijstater Island Thefoggyweather
and the shifting state of the watearound him symbolically shows his continuously changing mental
state. It is implied that Teddy has a fear of water from the start of the film, as he constantly reminds

Z]ue o( Z]8[* BUE S 0}8 }( A & E[X

Below, in figure 3, we are showra dose camergerspective which implies Teddy is trapped by the

M

A S E -uEE}uv JVP ZJuU « 3Z}uPZ P £€iiXi0eX +d C[s Z E
wife drowned their children, rasdting in him killing his wife, which may be why Teddy nowthiss

fear. Water is used throughout the film both visually and musically to show Teddy mentally losing

control.

554\Waker, ,]8 Z } I[+ D396] (- U
555\Waker, ,]8 Z } I[+ D3%] (- U
5%6\Walker,,]$ Z } I[+ D3%] (- U
557 HitchcockPsycho
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Figure72: Shutter Island [01.26] camera angle showgddy is
surrounded by water, his fear.
Although he presents as a US Marshall, a strong and authoritative role, in this scene Teddy is
depicted as fragile and unstable. He tellssh]vv E « o( 8§} Z% poo C}puE-+ o( S}P SZ CE[ ]
mirror andshies away from his reflection when he vomits from sea sickness (Figui@1712]. The

mirror depictsinstability and showTeddyhas become fragile and broken.

Figure73: Shutter Island [01.12] Teddy looks at himself in th@rror,
seeing himself as vulnerable and unstable.

Exampler3: Shutter Island{01.06] Z&}P dE&}% <[ vZ v =« d C—+ (mi@r irdnen@) 4
becomes his motif to show instability.

The underscorg(}E d C[e JVSE]} u S B)uses the ap¥ning iars frolog Trope§®
whichsymbolicallyreference the ship, théog and the opening setting, with falling minor thirds and
accented pulsating drones to suggest a warning to the audierfoefirstinital E}v }( Z&} P

d  } %ade¢d mimics the sound of a fdwprn, seeming appropriate to reference the ship-on

558 Ingram MarshallFog TropesNew York, Hamburg: PeerMusic, 1984.
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screen;tZz E - ] P38] SE] I § Z v Usto x&yd3sdE absshdwn Guf ¥irst

glimpse of Teddy. This diegesis acknowes $Z § d C J¢ }vv § 8} Z&}P dE}% [V
become more manipulated and prominent, Teddy is shown as \aiteand fragile. This could

*UPP ¢85 §Z § Z&}P dE}% [ ]* % ES }( d shi€ertalstéEevheussof v &E (o
two brass lines and the panning of the soundtrack where the brass parts are distanced on either side
represent bothpersonaeof Andrew, both his own and that of Teddy. We later become aware that

d C ]* %&}i $]vP Z( o Vv}3]}v }( ¥Z A}ECZ)@WIE AZEDEZYvd CJ-
%*C Z] SE]*SU Jv(}EuUes ZJu §Z § Z UJE « Z]e Z-S@ydighceKnow u Z v]e

that Teddy steers away from his own truth.

Occurring at moments where water and an unstable Teddy are together, thareblow of
A S & ] «]Pv 00 tllen$ed- a Zaling ntEor third ofourth interval. An example of this is
when Teddy looks for clues to the missing patient [13.20]. The storm reflects onto the walls to show
water trickling down (see Figui#) and the music mimics this by using an extract fropzv P [
Klusic for Marcel Duchamff® AZ] Z pe  $Zth@de[$}EU]V}E SZ]E ««u A E-U A 0}%
unevenaccents and diminished chords to demonicallythe feeling of water ebbing and flowing
(exampledeX d C v SZ wu]ee]vP % 8] v8U Z Z o "}othemdfiti3isteZz E S5Z
used as they enter her room and throughout the film whenever she is mentioned. This suggests that
there is a connection between Teddy and Rachel, theyessiailar characteristics and are both
mentally unstable. We later realise that Rachel Sol} ]+ v v PE u }(d C[* AJ([* Vv u

Dolores Chanel, and his daughter, Rachel.

559 Walker,Understanding Soundtracks Through Film Th2égy,
560 Phillip Vandre, John Cagéysic for Marchel DuchampComplete Short Works for Prepared Pjaecorded 2001,
Hessicher Rundfunk, compact disc.
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Figure74: Shutter IslandWw €iiX1ie d C 3 v JvP Jv Z |
storm reflects on the wall.

Exampler4: Shutter Island{13.20] Zt SE u}S|([ |]* % & * vs =+ d C e*SvVvelvZz Zo-e E}}UuV
disjointed accents and diminished chords to depict water and instability.

dZ ZA & & u}3](§ } QE(JwZ |nmetatliegdticallyn :}Zvv] ZEZ§%inthe
vocal line [27.32]. It suggests that his mental instability, so far contained within his memories, is

beginning to surfacand that songs may be part of his trigger to another idgriexample B).

Examplers: Shutter Island[27.32] :}Zvv] Z C-—+ Z (& C [Tdddyhas aA
flashback.

There are several verbeeferences to water throughout this film: Teddy, in his dreams, continuously
askshisw{ U ZAZC & C}u oo A SM[U VuE+ S 00 d CSZ3Z ZoA-.
Z E PE}u% 3Z E %C « s¢]}vU 372 } 3}E Jv(}EHued@lu C &Z &J3uzZvo Z A
Teddy is informed that Rachel Solando had drowned her children ilakieedoehind her houseas

d C[+AJ( ] 8}38Z]E Z]Jo®EvXd C v Z Zos$Z E (JE Z A }v

theme.

561 Johnnie RayGry, The Best of Johnnie Ragorded 1996. Sony Music CMG, Compact Disc.
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As the filmprogresses, the t¢(Eu A}Ee+ ve v d C[e* u vibraies &s &e attdmpts to

E%}e 8Z ZSEPSZ[ E P & JvP §Z u vs o Jve3]sus]}vU o] AJvP §Z (
are abusing their patients. His flashbacks become more vividvildly unimaginake, which causes
uncertainty in the audience E 3Z « (0 *Z I+ E o }E (] §]}v oM dZ ZA § EJ &
musically to coincide with this. An example of this is when Teddy examines a note he has found in
Z Z o[+ EIIUTB)&ERXES+X dE IIE]E[ ]* *5]00 % E » vZ3U PSS ]38 Z » +SE §
space to create dissonant chords split between two voioesiggest strain on Teddgxample76).
The music isymbolically /£ % E s+]JvP d C[* }Av Jvv E uls,«dd he b€Eomes SZ}uPZ
determined to find out the truth. laving to share quarters with the staff in this scene, Teddy

JU o «8E]%% }( Z]+ MEZI}IE]EC v ] VE]ECU  YulvP }v }( Z¥Z u[X

Figure75: Shutter IslandW €70Xdd« d C ]« E ]JvP

Exampler6: Shutter Island{26.39]T C (]Jv ¢ Vv}§ Jv
E}}uV §Z ZA § & u}s]([ Z *ntineand$@Eca Z ]
over two violin parts.

At the height of the storm, Teddy is at his worst and most vulnerable; hersuftan migraines,
which are often triggered bffashbacks, the stormy weather, and flashing lights [56.40]. Here, Teddy
is most like the other patientshe has been provided with medication and a hospital bed, as they

have; his mental state is at its ntdsagile at this point in the film (Figui&).
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Figure76: Shutter Island{56.40] Stormy weather and flashing lights trigger
d Cl[e UJPE Jv ¢« v (0 *«Z X

Exampler7: Shutter Island [55.20]usesSuite forSymphonic Strings: Nocturrie} A 0}% 35Z ZA 3 @
“$E]JVP o]v e+ }uo & + u o0 upodl%o A}] < 5 ol]vP Jv g
The music for this scene, runs on from the previous scene where Teddy has had an emotionally
@& Jv]vP v }uvs E A]3Z Ao streans}io his faEl and pushes the social boundaries

[55.10] He becomes almost the opposite image of himself: weak, vulnerable, timid and unable to
Zvo Z Zo[* }uS pE+Se « Z S§Z v «|ncapdle ¢fEBitling behjirids hvadk of
sanity. The music herea]Ju] « d C[* u}S]}usiog t8u$&E E | Shitd for Symphonic
Strings: Nocturr&?and ~ }u e A 0o}% A E<]}v }(8Z ZA 8§ & u}3]([U Al8Z 5
descendingnstrumentallinesto mimic the movement of water as Teddy falls from sariitye
multiple voices hersonicallyresemble voies within his head or the chaos he feels mentally; the
two violins continuously play off against one another to create syncopation and this idbaasf ¢
(example77). On the other hand, the two violins could also represent both personalitiater
egasfighting one another. Flashing lights and stormy thunder sound efteatde heard whichre

amplifiedto overpower Teddyfurther enhanénghis bss ofcontrol as hefallsinto despair.

5621 ou HarrisonSuite for Symphonic Strings: NoctuBgtefor Stringsrecorded 200330000C52FL, Compact Disc.
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Theme:Monstrous Patients

Unlike Teddy, the other patients dmtireceive their own musical theme; the soundscape is used to
«Z}A d C[* % GnPhis enjdtions towards them; they lack their own identity. Electronic
processes are used to manipulate the soundtrack of musical anemusical instruments, indicatin

d Cl[s ( & }( $Z % Sihhuskahcotnponerits suggest that the patients atien and

inhuman.

The first encounter with the asylum patients is when Teddy, with his colleague Chuck arrive

at the institution. When being given protocol and cue (}E& $Z <CopuU d C § oo« 3Z }(

S o]l Jve v]SC ]+ §thq inplie€ thdiXTieddy too may become institutionalised and
8Z v} v 0o A« 38Z Jeov }E Jve3]3us]}vU =« Je 0} o038 E }v C 3Z
hidden cave. It is also a reference back to the Victorian (or earlier) idea that mankegbopght
insanity could be caught like an illness, and this further reinforces the idea of otherness by creating a
divide between those with mental iliness (them) ahdse without (us). Teddy sees that the
patients are chained around their feet and handarrying out manual labour such as gardening

[08.10]. As Teddy walks past, the patients look into the camera as though making contact with the

M ] v §ZE}uPsheadspeddive (figurés).

Figure77: Shutter Island[08.10] Teddy sees the patients for the first time; chained al
performing manual labour.

The patients are dressed in drabfilting uniforms; the uniform demonstrates their degraded class
and position within the asylum, a further reference backhte values of the Victorians. Teddy

begins to lose focus wittine surrounding voices and sounds when he comes across a patient [8.45];
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a piercing squeal cuts through the scene as the voices begin to disperse and fade and the visual

slows down around hipwZ] Z ¢uPP o8¢ §Z]e Jo d C {re bueéne@Becoms silent,

enhancing the visual content. The patient becomes the sole focus of this scene, placing her finger to

Z & 0]%-+* A]3Z +]v]ed & sujJo X d C[* A% E «-JherisctllAhetZ § Z ]« o

actions; this patient could be warning Teduafywhat the asylum holds for him (Figure).

Figure78: Shutter Island{8.45-9.08] The film slows down as Teddy focuses in on
patient, who gestures for him to be quiet.
Throughout the film, there are continuous depictions of the two types of Victorian madmagisg
V UOV Z}oCX Vv /£ u%o }( 3Z]* ]+ ]Jv & Ao C[ }((] V €iiXide d

drawingson the wall depicting patients undergoing treatment. These drawings characterise the

patients as animalistic, with one patient on all four lindosered in hair; they are chained to the

walls, barely clothed (Figu@+X @& Ao @ferAddictsthatsz €& A]JvPe & Z udE 3§ [U
% S] v8e §Z C 08 AI3Z A @ Z+Z lo v o0 (3 ]v §8Z ]E }Av (Jo3Z[U Z
them bloodC A}puo @EJA }ud §ZA%E}A}ebe[E Ae JvE} 3Z JE E Jve[X , ooy
that the patients now rec] A 88§ E SE 3u vs v E U Av 3SZ}uyPZ Zv EoC u}

are murderers.

Figure79: Shutter Islandw €iiXid6e @&E A]vP e dfiice@epictd pat@fis as
monstrous and animalistic.
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Throughout the film Teddy labels the patients 2960 E]*}v E*[V (}E& ZJuU §Z <Copu E -« |
and he sees the patients as criminals being locked awahdarcrimes. This strips them of their

identity yet again.

Another example depicting melancholy and raving madness is on a tour of the asylum, where two
types of patients are present [14.55]. Firstly, a group of men are playing cards and smoking within a
dark dingy setting, depicting melancholy madness. Thisesitgghat the patients are gamblers and

smokers and prone to deviance (Fig8dg.

Figure80: Shutter Island [14.55] two types of patients: first group are playin|
cards and gambling, depicting them as devious.

Thescene hen depicts raving patients, disturbed and out of the ordinary, shouting out loud and

disruptingthe ambience of the room (FiguB2).

Figure81: Shutter kland [14.58] two types of patients: second group arg
depicted agaving, disturbed and out of control, making loud and excessive
noises.
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The soundscapepon entering the room of patients (exampl8), uses two brass drones that act as
an echo, panned on opposite sides of the soundtrack. The two drones could be musically illustrating

both types ofpatient; although different, they are cast with the same rieusosing their identity.

Exampler8: Shutter Island{14.50]

meeting the two types of patients

two brass drones d@s an echo tg
show both types of patients.

When Teddy and Chuck return from the storm, they have been stripped of their clothing (to be
washed) and are givemhite uniforms [49.09]; thistrips them of thédr identity as they blend into

the bleakenvironment (Figur&3).

Figure82: Shutter Island [49.09] Teddy and Chuck become dressed to resemble the patients, wl
clothing ensures they lack identity (ScorseSkutter Islanyl

Teddy and Chuck sneak into C ward, the section where the most criminally insane and highly
dangerous patients are kept [01.05.37]. The scenery consists of dark and dreary brickripgiisgd
with water, with rows ofpassages, resembling a mdiee prisonvV §Z]s }po €& ( Ev d CJ[-

internal connection to darkness, water and a mdike state of confusioFigured4).

Figure83: Shutter IslandW €i1iXiAXi6e« d C v Zpl 199

t € [ (Joo}A]JVvP 37 }5Z (EaMsS d(dary and 8iipging wit
water.



The soundscape focussesnicallyon the dripping of water, fotsteps and the cries of patients from
afarto createatactile atmosphere of anxietyrhe lack of music here allows the audience to focus on

the more detailed audio within the sae, mimicked in the open cave like setting. Teddy becomes

startledbyapativs ipu% ]vP }us S Z]JuU C oo]vP ZS P Clu[E ]S[X dZ]e % S]

game occurring which references to the idea that the criminally insane often play gameseiith
victims, luring them into a false sense of security; in this case Tiedldy victim. Thelectroacoustic
%o | Z&E P}E[ C d§addédmtdiréoundscapaeon-diegeticallywhichuses industrial
non-tonal sounds (machinery, tool#)at use reverse, reverberation, distortion and pitch
manipulation techniques to fther enhance the alien setting, characters and ther?®é3he
improvised style of these sounds creates uncertainty and unknowing. The metallic sound of
machinery and tools akes reference to the metal cage in which the patients are enclosed for
ZS$ u]v R[s€edezchanges as the hadked patient jumps on Teddy to strangle him; Teddy turns,
revealinghis trueviolent nature now strangling the patierdand in control of the rasic as it
kinetically mimics his movemefit.07.29]. The patient embodies raving dmess, with an
animalistic hunched body, lack of clothing and adentifiable features due to a shaved head, like

most of the patients shown so far (Figug®).

Figure84: Shutter Island{1.07.291.09.21] Patient attacks Teddlike an aimal]

Thesemetallic motifs therbecome transformed when Teddy takes control, with furtheraligon,
manipulation and pitch bending to show Teddy losing control of his authoritative identity (as a US

marshall) and becoming his true self (a patient in the asylum).

63 dJu ,} Pllve}v ZSketehPfBWwecorded 2006, compact disc.
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When Teddy inspects the cells, [1.11.10] the camera shows that the patients ammetatogether,

are stripped naked and are showing twitches and agitated movements, reinforcing them as uncanny
(FigureB86). Patients are cutting their skin and writing oretvalls in blood. A hand reaches out for

Teddy from one cell, followed by screambeBcene is dark with only the light from a match, to add

to the intensity and scary atmosphere. Voices, screaming and howils fill the scene and become more
aliveasTeddyr Z » §Z v }( §Z ooUAZ & Z |- PE & C S4XAZ]*% E
The absence of music is again used to emphasise the scariness of the scene, with only howling,

whispers, and echoes from a distance to accompany Teddy and thus evoke tleaaudience.

Figure85: Shutter Island [1.11.10] Teddy exploring the block finds patients chaine(
and crammed into cells like animals.

Theme: Setting

The opening scene &hutter Islandtartswith Teddy and his egartner travelling by boat to

Shutter IslandFigure87) [01.01]. The music is used to ggept a buildup of suspense and fear, to

A v 3Z upul]v 8Z 88 "Zpuds E /o v ] Vv}S v] o0 %oFogs} A]«]8X /vP
Tropes®is used as the ship comes into focus; the fog begins to clear, showing thus the far

mysterious destination the island, the horn calls adding to the suspense felt by the au(serce

example B).

564 Marshall,Fog Tropes
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Figure86: Shutter Island [0101] opening scene shows the boat in thésm
approaching Shutter Island.

The suspense continues to be enhanced by a halody consisting of a repeated motif which
E «}v § « A]3Z §Z ZA synBolichBinifics the motion of waves, leavitige audience

wondering what could happen nefgxampler9).

Exampler9: Shutter Island [01.40]the opening scene is accompanied by a horn melody
mimics the motion of waves to create suspense.

As Walker notesW v (& Plddsacagliz®isadded into the sundscapeof this scene, arguing that
Z5Z & % 3]3]tve }(}v V}E ~%0 C }v } 3 A % ESe spuPP ¢35 Jve]es v
Ju% E Z vellv }J(PE § VP EX dZ VvS]E %o] ]+ P@ERisv ]Jv §Z « G
already suggests to theudien® that Shutter Island is not a place of care and welcome [3.38] (figure
88). Thigrepetitive rhythmic ostinatobecomes developeth durationto build the mood and
Sule%Z & }( "ZuSS & /0o v U (pv 8]}v]vP O Sihe fEtsi@starceudf$id [ ~ £ U %o
z & u } &ipetichtlysynchronized with the first visual of Shutter Island to enhance its
unwelcoming sight. Teddy (and the audience) are informed that the dock is the only way on and off

the island; this reinforces that there i® mscapeand that Teddy will most likely become trapped.

565Krzysztof Pendereci8ymphony no 3: Passacag®chott Music, 1988.
566 \Walker,Understanding Soundtrack&rough Film Theor94.
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Example80: Shutter Island]03.38] Z & [ u}3]( Ju s % @E}lulv v3 e« §Z A] A
the first time.

Figure87: Shutterlsland [03.38] first view of Shutter Island as the boat approacl|

W v & PRa$sacaglif’ continues to orchestrate the scene, as Teddy and Chuck travel on shore
to the gates of the mental institution, where they meet the wardens, who arelyighuipped with
weapons [04.57] (Figur@9). Accented timpani, and bassoon now accompany the lower strings to
vZv 8z zZ & usj(flu & Ss]vP Jee}v v8 v Jvs ve u}81).3} §Z }A
There are visual and musical warnings of wBltitterlsland may have in store for Teddy and Chuck;
Z A E v ]ve]ede }v E uj}AlJvP d C v Zp I[* A %}ve A]JSZ}Iu3 % E}A]

ines](] ,%E%this [strips them of their identity and removes their power and authority.

Figure88: Shutter Island [04.57] Police officers guard the entrance to Shutter Island

567 pendereckiSymphony no 3: Passacaglia
568\Walker,Understanding Soundtracks Through Film The&e.
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Example81: Shutter Island[04.19] e<}}v Vv SJu%o V] tu% vGC §Z Z & §Z u [ 8§} *Ue%o Ve

Teddy and Chuck aredrive$} §Z Z}*% ]S o0 C Pu E *V ZSZ Z}*%]5 0 PE}uvV «
by high walls with barbed wire which visually allude to catidion camps, and when the gates
}% v 8§ «Z o0](( Z C EA oP E v PE}uv » §Z § eusings}} Zzv 3[ (JE

VP E}ue v  EJulv 00C Jve v % 8Q)¥%e[ €ifiXifie ~&|PUE

Figure89: Shutter Island{05.1506.10] hospital grounds are surrounded by barl
wire and high walls.

Upperstrings u } C §Z Z & 4nda&call and responseeabetween brass and timpani
rolls develops the motif. The uneven rhythmic structuring of the repeatesoDiealy adds suspense
and fright as the audience catch their first glimpse of the asyhsrthough theywre experiencing

d C[*]JvS EGv o u}S]}exampled2).o0C X

569Walker,Understanding Soundtracks Through Film Theow,.
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Example82: Shutter Island[05.01]1Z E [ $Z u ]e VIA A 0} %o
between strings and brass and timpani; barleide and large walls around the institutid

dZ upe] & (0 $+38Z (@&l v ¢ EC % E+% §]Aofy¢psdedlagopu A]SZ Z

notestZ § E& HV% E ] S 0C %o Al3Z *%}E ] & 5[ v [0}A % E p-
to build the texture®”®which are then bombarded by violins aoéllo, who imitate the timpani

repeated motif this creates a chaotic climas they reach the gatde the hospital (exampl&83).

ExampleB3: Shutter Island [05.30]Strings are now extended in range to enhance the dread theme and brass @
are more prominent.

t ol E EPp « BaksaadliaZ} » v}S A 0}% ]Jv § €ue }(uo}] }E Z Eu}v]

US Jv Zep v «Z](S[ 8} & §'She %ggesth that {ree]eeAted notes could be

interpreted as anusicalform }( ZD}&es } [ 8} *uPP ¢85 §Z § §Z (hichisptE&ESZ E u

570Waker, Understanding Soundtracks Through Film Theow,.
571Walker,Understanding Soundtracks Through Film Theog.
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*]JoC } [ § $Z7%as &wvigwes, \this Morse codiie concept gives us the idea that there

]+ UJE EZ vu $+8Z C AlJ§zd C[» Z E & EX

Thez & uhag igwmoved up an octave with violins and piccolo sounding onwgth

repeated Dsbrass underneathisesFquaversto announcethe institution asTeddy and Chuadinter
through the gate$06.12] (Figur®1). Snaredrum creates call and response between the violin,
piccolo and brasfRhythmicallydisjointedcymbal crashes are added momentarily, and brass drones
make up dissonant chords that build up to thirst sight of the asylum building he overaltactile
structure of the music creates chaos with continuouslgirding rhythms and accented outbursts to
instil anxiety and fear in the audience (Exam®®. This music used here seems to be inspired by
Klars [°t¥ from The Planet Suitey Holst; it carries similar rhythmic ideas and concept of a musical

version of chao$o replicate the orscreen action.

Figure90: Shutter Island: [06.12] Teddy finallyeaches the gates of Shutter Islan
institution.

ExampleB4: Shutter Island[6.19] Z & ulsl([ z » A dasshythij&ahange, high ranged instrumentat
and continuous accents.

572\Walker,Understanding Soundtracks Through Film The&.
573 Gustav HolsPRlanet Suite: Margecorded 1921, London: Goodwin and @ .atbmpact disc.
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On inspecting the island [16.04], the musical underscore depicts the instability and danger from the
area surrounding the mental institution (figue2); horn drones clash agest one another to

sonically réerencethe crashing of waves; stringemolosbecome heightened as the camera focuses
on the caves and cliffs surrounding the island. The motif has become stretched to show the

openness and size of the surroundings, thandlis potentially a death traywith no escape.

Figure91: Shutter Island [16.04] horn drones clash against strings as the viewer is showr
caves and rocks surrounding the island.

Timpani rolls now accompany the brass drones; when Teddy asks about the lighthouse, extremely
high-pitched (and therefore barely audible) strings are introduced [16.34] (FRR)tel he effect of
the soundscape is to create fear ardimply that the lighhouse is more than just a lighthouse, it
has another purpose and is depicted as dark and uninviting. Later, Teddy becomes convinced that

the staff are performing medical experiments on their patients within the lighthouse.

Figure92: Shutter Island [16.34] timpani rolls accompany brass drones asmeshown the lighthous
on the island.
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Theme: Mad Doctos & Staff

dz ~Zpus8s € /o v 8 (( & S$Z u upe] o0oC C u}s]( ~(nv S8]}v]vP

features stringpizzicatq interrupted by rests to show depth and uncertainty; again, this could be
from the perspective of Teddy whdoes not trust the staffiWhen the detectives both meet the two

% C Z] DM padidy and Dr Naehring, the surrounding setting shows authority and intelligence;
D Zo @finished Piano Quartét*plays diegetically on a vinyl record player placed laxurious
sitting room(Figure94). This is a huge contrast to the highly contained and -tiagepart of the

asylum, given to patient care. The imagery instantly shows the authority and power that the doctors
hold over the patients. Classical music cqgaP P ¢ § Z Eelligeded,»sdphistication and
classTZ Z<S (( u}S]([ ]1* %}e+] 0oC [Rate(Brtet, Wwith Dhuked b@E4e and strings

as the main featurevhilstalso embodying some of th&ater [motif (minor third interval) As

discussed in chaptehree, classical music in horror/thriller films can be used to create anempathy
creating a mismatch with the current situatipthe doctors may be hiding their true identities

through classical music and/or their own sense of-belief through class athintelligence.

Figure93: Shutter IslandW €TiXiie & Ao C[e }((] ] ol
Ju% E]Je}v 8} SZ % 5] v§[e & 0Q-*X

574 Gustav MahlefJnfinished Piano Quartgtiolograph Manuscript, 1876.
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Oninterviewing the staff, Teddy finds them rude and condescending towards their patients (figure

95¢X dZ ]JE o | }( ]Jvd E +3 3}A E « 3Z u]**]vP % 3] v3 ~Z Z o0 "}o Vv }e
demonstrates theiinabiltyto @& (}E& 3Z JE % 3] vi8[« A oo ]JvPV }v VvuE- (Tv
ZUVHUed O[X DS E}v e« pifEGalo E »>EVYVPe ~ZS (( Uu}S]([* v S]u%o Vv] M-
$Z]E ]Jvd EA o0 ~ZA § €& u}3]([*U sp 30C fthdstafshulEnotbe pe (}E }v

trusted (examples5).

Figure94: Shutter Island [17.07] Tedg does not reeive any help fror
the staff.

Example85: Shutter Island[17.05]3Z Z+3 (([upj$ » 00} %o]II] §
as well as a brass mute to create tension and suggest a warning.

Thescene]s *]Jo v3U pv3]Jo @& ~Z] v ]e u vs]}v U AZ & 5Z Z+3 (( u}s]([ }(
timpani and stringpizzicatoresurfaces; bassoon and muted brass has been added in. As the

audiene do not get to meet Dr Shien until the end, the music here is aajrelement to create a

persona for this character; Teddy and the audience become intrigued to know more about the

UCeE E]}ue & ~Z] vX dZ Z% (( u}3]([ Judusted: $Z & Z &}} ] v}§ &)
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Teddy slowly begins to become suspicious of the staff at the institutletells Chuck that staff

luo Jv U S]VP E% EJu vSe }v §Z %o 5] vSe-}¥ "EApEEe &} /300VU §8[X
o]l 8Z C[E + & }( *}u ZAIMPIX § & ol %o }%o0 U ue Z8Z C § olU
0]*S ve[U E 8Z % E( $ *pi 8¢ (}JE A% E]Ju v8eX «d C § oo Zypu
truth and expose the institutionf} E SZ JE& JvZpu v A% EJu vSeU Zp | <p *S]}veU
wanted you here, what if they faked an escape to get you on this island, because you threaten to

%} SZ u[Moickpveéibecomes louder and more agitated, his stresgeteovempowers
Teddy; Teddy becomes filled with anxiety (Fige8e The musienirrors d  CJ[e Jvs Gwitb ( &
§Z Z+5 ((u}S]([ PE p ooC o & SJvPU } ulikePa (aiseh€artbgat u} E %o E }

until the door finally swings open to show the police waiting outside for them (exa8@ple

Figure95: Shutter Island [47.40] Chuck implies that the island is not safe and that tk
are being watched.

Example86: Shutter IslandW €30 XTfie —¢8 (( SZ u [ J*» % & » vS ¢ Zpu Il § oo d Cl
pizzicatadbecames accelerated as the scene heightens.

Theme:Flashbacksiooped PreExisting VinylRecords

Towards the end oBhutterIslandJ §Z pup ] v Je u A E 37 § Zdltergfo]s 3u oo0C

of the most dangerous and criminal patient at the asylum,rtfen protagonist of the film, Andrew
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Laeddis. Reference has lepreviously made to the record player a central theme used throughout
§Z (JouU ]Jv }SZ €& o0]85C v Jv E u 38358 U3} E %E&E »v3 d C ~ v E
E A o+ $Z $hdsalréBdylived the fantasy of being Teddy over and over@ef¢V <Ju]jo CEoCU
tol E <« E] « VEA «28Z v o0 }(8Z E }E %0 C & €AZ] Z+ *%o
center of the turntable but can never reach the center without the music %opvPAdxdrew wants
to leave his pain and trauma behind by betdng Teddy, but inevitably becomes caught up in a
vicious cycle where he must face the truth and snap out of his delusion; according to Walker,

v E A A vVv3]vP 8§} Z] (E}u Zthe itlea<as tircirigoe\@& abasento the object of
desire withous A E JvP o ¥F{DEawly jifdins Teddy/Andrew that he has

}vslvp S8} Z&E ¢ §[ Z]Jue o( v ZE %0 C[ Z]* ( vS *CU }u% E]JVP Z]u 3
onanendles 0}}% [V §Z]- Jues U3 %Z}E 8} suPP eBkadare@rldv E A (pv 3]
player>”” Andrew as Teddy experiences dreamy flashbacks which show an angry and darker but
vulnerable side, through loss and grief for his loved oneseRisting music theff®re becomes used

§} SE]PP & v & Ald C[* u u}djnméifedEs. us v }A

D Zo @rfinished Piano Quart§t®resonates multiple hidden meanings for

v E Ald CX dz ZzZ}] Biffibshed P@EfoQuartde (]JE*S Z E v 3Z } 31 CE]-
office; throughout the film Teddy has continuous flashbacks where M&[s <p ES S v }SZ &
popular music feature in the background diegetically, becomietpdiegeticas he recognises these
songsas amemory. The first flahback returns to his time as a soldier, where he has an encounter
with a German Officer whom he hdsad and killed. Teddy watches him die a slow death [20.33];
D Zo E[* Yu ES § ]* 0+} ]JVP %o otcCackrowlddge idasvdgetibio tigeede
(figure97). This moment allows the audience to see the other side of Teddy, as they ard tavite

experience his past traumas and conflicts, the music unveiling this darker side. The seemingly

575Walker,Understanding Soundtracks Through Film Th&6g.
576\Walker,Understanding Soundtracks Through Film Th&6g.
577Walker,UnderstandingsoundTracks Through Film The866.
578 Mahler,Unfinished Piano Quartet.
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positive music of Mahler against the violent sceneates anempathy and draws the audience into a

false sense of security, as it creates confusion aboaitiiie meaning of this juxtaposition (example

87).dZ]e u]Jeu 8 Z <p *8]}ve AZ §Z & 5Z]+ (0 *Z | ]+ P vulv }E AZ 3727 E
work butobscured by his mental statelisassociation to Germanic musi{so resonates with the

idea that hischoice of classical music atite foreignnesf it pose him as criminal, derived from

~3]oA oo[* u} o0 }( ,}Jo0CA}} AJoo Jve ~ Z %3 E i+X

ExampleB7: Shutter Island[20.33]M Zo E—-+ Zhv(]v]*Z W] v} Ypu ES §[ ]* pe (MghleiZGAstdv.
Unfinished Piano QuarteNew York: Holograph Manuscript, B3.7

Figure96: Shutter Island{20.53] the vinyl players becomes shown in the scene when Teddy refe
to a flashback, where the same piece is playing.

As the scene progresses [23.09], so does the music; it heightens what isragomstreen, with

the richstrings becoming progressively more agitated, more chromatic and playing off one another,
as though playing a game of chas&gmple88) Themusic is a reference to Teddy searching for the
hidden answers, his true identity (Arev) wanting to emerge. Theris also a relationship with the

severity of his flashbackwivid scenes of Jews being caged, bodies in the snow, a German officer
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dying and Americans shooting down the German offieesdremely violent images for

Teddy/Andew to have as enduring memies (figure98).

Figure97: Shutter Island [23.09] Flashback gaence of Teddy killing a German officer.

ExampleB8: Shutter Island{23.0923.50] piano becomes more intense with continuous quavers and accidestiatg)s
ascend and descend as Teddy sees a flashback of himself killingnanG¥ficer(Mahler, GustavUnfinished Piano Quarte
New York: Holograph Manuscript, 1§76

dz ] §Z § D Zo E[* %o] Aev AE (]v]*Z U]e 0} E038 38}d C
piece becomes associated with his flashbacks and his time as a solider, it is clear that this piece was
chosen to show that Tely is fragmented and menilg ill and that he is unable to distinguish

between his own fantasies and his own reality.

dZ pe }( D BwingJuarte{]v d C[+ E wu- Ju s ¢} 18 A]§8Z vP E v /
with his past as a military officer drhis hatred towards the &man Nazis, and with hadter-ego
Andrew Laeddis [59.26]. At this point in the film, Teddy does not acknowledge hiegitemd

disassociates himself from his true identity by posing Andrew as an individual separate frortf;himse
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Teddy believeAndrew]s v Ee}v]e3U AZ} « § (]JE 3} d C[* % E3u vsd v l]o
JV(}Eues Zp |l 8Z 8 ZA}] e« 8}o Z]Ju € v & A« 8} } ]3[U Ju%oC]JvP 8Z §
unstable; Teddy sees Laeddis as physically flawed avgttar across his face aodd, differently

coloured eyes. Laeddis is posed as a monster, ensuring that there is a clear distinction between him

and Teddy (figur&9).

Figure98: Shutter Island [59.26] sees his enemy Laeddis who he has seen in his flashied
apparently kio d  C[e A](

Duringd CJ[* (E <p v8 (0 *Z [P7.3%], Eden fhiqughout the fimD /&£ Z] Z3n E [

the Nature of Daylighit®is playechon-diegetically which uses rich sonorous tones from strings,
accompanied by a blend of 1950s sontggtadiegeticallyjo complemant the era in which the film is

set. This musical theme uses a continuo@s}¢E o }+3]v 8}U AZ] Z Ju%o] » §Z §d C]J-

playing in a loop, never ending as though he is persistently waiting for an answer (exénple

ExampleB9: Shutter Island{27.60]Richter'sOn the
Nature of Daylightuses falling semibreves as an ostir|
to imply that Teddy's dreams are on a continuous Io|

Even when the violin metly enters, there is still a sense of uncertainty, due to a constant régetit

this repetitionsonically references tahether Teddy will find any meaning in the answers he longs

579 Max RichterOn the Nature of DaylightyK: Hal Leonard Europe, 2004.

214



for (example90). His flashbacks of his wife represent loss and-pasimatic stress as he searches
for a reason for the loss of his wife. Whenevee shintroduced throughout the film, Teddy imagines
her dying in different ways; blood, ash and water are used to show his wife leaving him (EgQure
The scene continues to chg® again the violins here reference this by continuously moving
melodicaly every barithis makesit clear that this is not reality and a flashback but a layered fiction

with a dreamlike construction with which he is attempting to uncover his grief sg.

Exampled0: Shutter Island{29.34] Teddy flahbacks to his late wifeviolin melody is added on top ¢
the piano chordsits syncopation with several ties over the bars is used as an ostinato.

Figure99: Shutter Island [27.55T1 X iie d Cl[* (0 «Z 1« 3} attempd to remember how she
died.

The 1950s songZomorrow Nighfby Lonnie Johnsot®® :}Zvv] ZZ&{%and Zhis Bitter
Earthf®> }u% vC Z] @sth&Nature of Daylighft® | v Z}Y(8Z « v E]}s Al3Z2 d CJ-
wife; they are heardnetadiegetically within the scenes to suggest that this is part of the

memaory/dream. The songs are tlisged with reverberationalsoto suggest that Teddy is in a dream

5801 onnie JohnsoM,omorrow NightKing Records, 1970.
581 RayCry

582 Dinah WashingtorT his Bitter EarthClydeOtis, 1960.
583 Richter,On the Nature of Daylight
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like fantasy state ratherian reality. The choice of song reflects the 1950s in which the film is set,

but it also sends subliminal messages during these scenes and for other eventartavitiein the

film. Zryf®* C :}ZvvC Z C Jvopu ] <« 3}( Z( oe u}Sjéemfeaywiththe ue-[ $Z §
prospect of heart ache from your loved one; this rings true for Teddy as he struggles with the loss of

his wife and children (figurg01). Ths is used in the first flashback of his wife.

If yoursweetheart sends a letter @gfoodbye
It's no secret you feel better if you cry
When waking from a bad dream
Don't you sometimes think it's real?
But it'sonly false emotionshat you feel

If yourheartaches seenothang around too long
And your blues keep getting bluer with each song
Remember sunshine can be found behind a cloudy sk
So let your hair down and go on and cry

If your heartaches seem to hang around too long
And your blues keep getting bluer with eastng
Well now remember, sunshine can be found behind a
cloudy sky
Solet your hair down and go right on baby and cry
Go on and crv

Figurel00: Shutter Island Zry[ oC&] « pe ]Jv d C
scenes of his late wife (JohnriRay, 1970).

Similarly, Lonnie } Z v « } flomorrow Nigh§® discussess Z ] }( Zu uB}SEZ CE }vP ]v
uG Zz &S S} o]J]vP & }v[V §Zues €& JVv(}E JvP §Z ] §Z8§d C[euu}E]
by music and the words of song (Figur@?).

Tomorrow nightwill you remember what youasd tonight?
Tomorrow night, will all the thrills be gone?
Tomorrow nightwill it be just another memory?
Or just another lovely song thats in my heart to linger on?

Your lips are so tender, youeart is beating fast,

And you willinglysurrender, tell me darling, will it last?

Tomorrow nightwill you be with me when the moon is bright?
Tomorrow night, will you say those lovely things you said tonight?

Figurel01: Shutterlsland Tomorrow Nightyrics by Lonnidohnson
(Johnson,1950).

584 Ray Cry
585 JohnsonTomarow Night
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:}YZv P [« WRoefof an Unfocuf®is used as Teddy has a different repetitiveaireabout the
same young girl, who becomes merged into his flashbacks of Germany, making it unclear whether it
is accurateor whether he is confusing and muddling the truth [58.30] (figL@8). This girl
}Jv8]vu}peoC 3 0ooed C ZClu *Zhp@)ido <ZAA 4 B Cloo }( pe[X , E % E

within his dreams continues to haunt him and this is replicated in the music.

Figurel02 Shutter Island [58.30] Teddy dreams of a girl.

The harshness of the prepared piatihwough its use of hammer techniqgues becomes more
Z |PZ3S v « §Z Z]lo [+ C <9I)%s thoughdellingpdim to open his eyes and see
reality (example2). This repetitive dream loop is apparent in thee of repeated Ds on piano, to

suggest tle music is too in a loop.

Example91: Shutter Island [58.30]lhammer techniques are used on piano as Tesees little
girl in his flashbacks.

ExampledZ Shutter Island [58.30] Hammer opiano adds SUSpense

586 John CageRoot of an Unfocyudohn Cag®iano MusicTim Ovens, recorded on 2015.
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Teddy is remorseful every time he sees this childthede isno clear indication as to why she is
present within his dreams. This becomes clear at the end of the film; shéaig inis daughter

Rachel, one of the children drowd in the lake by his wife. His regret and sorrow that he could not

protect his child allows the audience to see how his dreams torture him visually and musically. The

only real memory Teddy experiencesat the end of the film, as he realises the trufthow his wife
and children died, and that he is really Andrew Laeddis [1.58B&ur Hymns: Afonorously

JE Z «S3E § » 8Z uluvd v E A (Jv - Z]* Al( A 8 SZE}uPZU v

wet MP§XThe cello and double bass play dissonant m¢le $} Joou<3E 3 v E A[« Z ES

internallyand fear of what his wife may have done (exanf8g

Example93: Shutter Island{1.58.58]high cello lines and double bass pizzicato shows the lesdilfack of Andre|
and hiswife.

This leads into Laeddis finding his children drowned in the lake, his sobbing and the splashing o
water are the only aspects of audio in the scene [2.00.03]; the music before this has disappeared
from the scene. This heightens the-sareen action and alvs us to take a moment to grasp the
ultimate concept of the film (figur&04). This flashback nyaguestion whether this is an actual

uju v3 }(d -8Z+ upe] pe (JE d C[* (0 *Z Ie v & usZ A
untruth, although from Ted@ [+ %0 E+% 3$]A Xdahd instiulEdiéatien unheard in other

scenes may imply that thisesge is in fact real and not fantasy.

587 Torleif Thedeen, Entcho Radoukarfesur Hymns:,IRhino Entertainment Compariy990.
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Figurel03 Shutter Island [2.00.032.01.48] Teddy realizes who he is; he ig
Andrew and his Ve drowned their children in the lake.

It is now evident that Teddy is Andrew, a lelegm patient at the asylunhe is delusional and
hallucinates frequently. He has been using role play to understand his true ideatitym of

therapy employed ®the doctor.

Conclusion

Shutter Islangrovides the audience with a visual and musical depiction of the mental institution,

giving them a stereotypical view of its patients, its staff and its setting. The film follows the dual
personaeof Teddy Daniels/Adr A > ]J*U v 8§8Z un]v E% E]vVv «d C[ u}s]
( E+ SZEIUPZ 8Z (Jou[e *3E oo }v Z]* % E+% S]A X dZ]e ]Jv SuEv E
and a fear of mental institutionsno-}v. A v&e 8} 0o]A A]§8Z §Z Zu PKor,dZ 3 (( & -
treating patients in an inhumane way. The storyline provides a clever twist on the character of Teddy
Daniels, are some of his views about the asylum and the treatment of the patients valid or is he just
mentally unstable and delusional throughotetfilm, as the doctors suggest. In the final scene, it is

initially suggested that Andrew has regressed back into the persona of Teddy; however, as he

% E % E 5} 0} }8lul]e U Z «le Zpul ZAZ] Z }po A}E- U 38} o]A
goodu vM[ , ¢« E]J(] * Z]Jue o( (}J& 82 PE 8§ E P}} U Z pv &3 v e« 38Z

and adapt to living in wider society.

dZ upe] 0 *}uv e % }( SZ (Jou pe « U]ESUE }( * }E]JVP § Zv]<u W
§Z u [V Z]- warg €Edpednetadiegeticallythrough preexisting music of the 1950s, the

patients are defined by netonal or musical instruments that are heavily manipulated but given no
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identifiable musical theme and the staff and the setting are depicted with thrapdiiones to

*UPP ¢ Z E [X dZ e}uv ¢ % M ]V Z }( SBlesing gtability daud] 5 d C
his grasp on realitgften presented sonically as internal mydicrough their rhythmic, harmonic,

and melodic development. The music refle€ts C[s % E+% S]A v (}E u}+8-% ES Z]-
it is only when we are shown the scene of how his wife and children died, do we question its

P vp]v v ¢ v & o] Jo]S8CX } « 8§Z upe] E o00C & (0 §d C[* E o

simply a fragment of his imagination that he created in his head and reflected in the MilsEg

leads up to question whether to engage with this character; is Teddy himself a product of

anempathy?
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Public to PatientA Cure For Wellness (2017)

This film tels of a young executive who has been sent on a mission to retrieve his CEO from a
wellness centreat a remote location in the Swiss Alps. When he arrives, he realises that too many
things surrounding the wellnesgiatre cannot be explained and that thereeamany secrets. He
becomes suspicious that the treatments are not as miraculous as patients there suggest. When he
Pl]ve 8} uvE& A o0 §Z VEE [+« E SeU Z ]¢ &8 (}E ZledpAv « v]3C
a patient, unable to leave and suffieg the same fate as the other patients, who are searching for a
cure to their ilinessA Cure for Wellnesalthough set in the present day, has numerous references

back to the archaic Victorian asylums and tipeitients.

Benjamin Wallfisch in the onk journalThekKnocKurnaltells us that his inspiration when composing

(JE&E 3Z]+ (Jou A « 3} E 3§ Zi}JWEV C }( ] }A EC[ (}E 3Z u ]V % E}S
out what is real and false at the wadlss centré®8this suggests that the musiill illustrate the

% E}S P}lv]eS[e u}S]}ve v SZ}uPZSe « Z o« Alseig]Musicalys] o v u
Walllfisch aimed to lull the audience into a false sense of security (a common horror sitorg w

SE}% * v 3Z vU Z ]3hose pilldrs@ sed¢ukity until you find yourself in a very unstable

%o 0 .°%°Not only does the protagonist develop in character, but the audience too experience the

scene, fully immersed in the horror and terrivat will open out before them. Wallfischxplains

that thematic material composed for the film begins simdyt thenbecomesmore complex as it
progressesfor the overall premise of the scor&Z & [¢ v} | CU ]S8[ }veS v80C «Z](S]VvP ]
guess one of the things we try to do istjgenstantly change the centre of gravity in the music and

| %0 %o }%0 <+0]P Z3o0&°Thisld@njornsirates how Wallfisch constructs the music to

reflect the wellness centre and its patients becoming mextreme in their madness. Wallfisch has

taken inspiration for his composing from classical horror/ thriller film score composers such as

88 K: tJoo] usU Z /£ ou*]A W }u%l}e E vi u]E tt oo(freknockd lirndetrieudd from
https://theknockturnal.com/exclusiveomposesbenjaminwallfischcurewellness/

589t]oo] u*U Z /£ Op*]A W }u%}e E vi u]Jvtoo(l]*+ZdoleZ pnE (}JE t oov **[X
50t]oo] u*U Z &£ Op*]A W }Ju%}*Z@® oVvd A]v t@o(}<E t oov *<[X
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BernardHermam (Psychd? Vertigo®2 and Cape Fedf?) - and this is demonstrated in the way in
which Wallfisch utiliseadvanced techniques of thetring orchestrao create a unique sourgdlso

see chapter three).

Musical Theme:'Lockhat: Sanity to Insanity
When the audienceésfirst introduced tothe main protagonist, Lockhart, he is shown to be driven by
business and money, hattbaded and with a busy lifestyle [BD]. Within he first few minutes of
the film, we learn that Lockhart has experiencagneroustraumas in his life; his relationship with
his mother, who lives in a cateme,is inadequate. His mother appears disturbed, when Lockhart
tells her he is gomto the welln e+ vS3@E U § 00]vP Z]Ju Zz}p A}v[E J05). I[ €iiXifie
The audience later fir}us §Z § >} 1Z ES[* ( 8Z & A « u v3 00C puved o Vv }ul
>} 1Z ES (}00}Ae Jv Z]s ( 83Z E[* (}}3+5 %o+ Z As|hifd. Blieredawscenpinv %o}e]3
which a trinket box is given to Lockhart by his mother, during which the rdiegjetically
functioningasZe+ v]SC u}lsS]([ ]* (JE*S Z €& U }u]vP (®IuThiEchBdkdvI § }AE ~
lullaby hints at anempathy, buhe key of C minofan unusualkey fora lullaby makes it a darker
piece of music altogether. The use of a lullaby suggests a childishness or even a simple mindedness

Jus >} 1Z ES[« u}8Z EU AZ}  ofiherSSurroupdings bl awaref what may
h %% v §} Z G «}vX dZ opoo C AJoo o<} opE 3Z pupu]v ]Jvsd} (o-
display of postraumatic stress suggests that he may be vulnerable to manipulation and lose his

stability when faced with the Wellness Centre.

Figurel04 A Cure for Wéness [11.fifie * E v PE =+ *Z}A
unstable relationship with mother.

591 HitchcockPsycho

592 Alfred Hitchcock, dirVertigo(1958; Alfred J. Hitchcock Productions, US: Paramount Pictures), DVD.

598 Martin Scorsese, dilGape Feafl991; Amblin Entertainment, Cappa Films, Tribeca Productiondnty8rsal Pictures),
DVD.
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Exanple 94: A Cure for Wellnes®V €iiXides Z” \psdghatlyZfram thetrinket box.

lo 1Z E&[+ u}3Z E § oo+ ZJu 8Z SE]vl § }/&E o00 E]v ]Je pv A E 357 8
This is an indirect reference to the Wedbs Centre patients who are brainwashed; the final scene of
the film shows them dancinig the melody of the trink §  } /& ~Z e+ v]3Gawdrs llidtthe

wellness centrés burning down

dZE}uPZ}pus 3Z]e (JouU >} 1Z ES[* u VC 33 u%s3* 35 o A]JvP 8Z A oov
(HooC Jv E E 8 U E O0A Ce 3ZA 5 v Z |v|ECSIZEY [ B} Z]* Z %o
continuously repeatedo referencethis - synonymous with Lockhart trying to grasp onto his sanity
by escaping. Musical manipulation througlectronicprocesses, as well as additional instrumental
] U }u & 3§z Z-+ v]3C $Zsed {o AcRompaay the first escape attermbtich

}uo vi]v] S}E }( §Z <3 (Thserds iah cavaccEgnthichbrings on vivid

hallucinatins, a montage of images peampting future events, warning of what is to come [36.23].

Figurel05: A Cure for Wellnes$36.23 montage of images as Lockhart begins to
hallucinate.

The scene of faghoving images presented in a montage creates the impression that Lockhart is
failing to grasp realityFigure106). Distortion and@®E A E & 3§]}v Ju% vC 1]E#Hs Z+ v]SC u}:

A oo oo (E-uu HZA ZipEbnly shows Lol Z ES[e «p i 3] Arpat€dtensian,] 3
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confusion, and manipulation as the violent scene mismatches against the lullaby. It creates polar

opposites 3} *Z}A >} 1Z ES[* u]v }u]vP (& Pu vs X

Lockhart wakes up back in the wellness centre withst oa his leg [23.11] (figur07). He is

dressed in the white patient clothing and is receiving treatment; he is in a plain, bare walled white

room; hehas lost his identity through the stripping of clothes and colour. Lockhart is now a patient.
Thesilen }( $Z]e = v ]e AJS oV ]85 U%Z *]* « >} |Z ES[s Z VP ]Jv % Spu-

identity both physically and musically.

Figure106: A Cure for Wellnesg23.11] Lockhart has become a patient, dresse
white and his legs are cast in bandages.
Lockhart, continuing to hallucinate, is unable to distinguish between reality and fiédioexample,
he noticesaleech like micrebug in his water, the audience is left wonderirig this bug really
there? [28.30] A synthesized minor third motif against repeated pedal notes suggests a new theme,
§Z Z]ve v]SC 3Z u9%),whih sufjgests that this is Lockhpe ]v S usicdeing heard.
This themes used to represent the other patients; all the patients are cast under this one theme

with no individual identity. (figur&08).
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Exampleds: A Cure for Wellnesg24.49]1 Z/ve v]SC $Z u [W }&E
minor thirds and repeated pedal notes.

Figurel07: A Cure for Wellnes428.30] Lockhart hallucinates a leech in his drink

Hallucinations and dreams become more prominent for Lockhart. An drashfhis is in the steam

room [1.24.20] where Lockhart finds another patient, Hannah, naked in adbaéls (figurel09).

, VV Z ¢ v e o Vv Jv }u% E]e}v 8} $Z }SZ & % 5] vSeU ] }u%e V]
%0 C }v 0 3 X dythmicstuc{ure@®egins to alter, with some sections stretched

over bars to show manipulation. Againkid, a heavily reverberated and manipulated vocalised

A Ee]}v }(8Z Z+ v]3C S3Z u [ v8 E+ SZ +}uv s % U pe . Viv]e
free time) to disrupt the flow against the celesta,make a sonic reference tbe eelsas theyare

revealed. This is accompaniedtbgmolo, timpani rolls and distortion that emerge to show

>} 1Z ES[« Jve V]3C Sntdmal sjale Mmmitked in e musical transformation (example

96).

Figurel08 A Cure folWellness [1.24.20] Lockhart hallucinates Hannah in the bath surrounded
eels.
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Exampled6: A Cure forlWellness{01.24.15]tremolo, timpani rolls and distortion show Lockhart losing control of his sanity, as he |
Hannah in the bath.

In another hallucination, Lockhart destroys the bathroom suite to try and find the eels he has earlier
imagined to be in the toilet. He looks at himself in the mirror [0148% (see chapter three for

further discussion about the use of mirrors in horror films) (figiit®). He pulls at his teeth as they

S ES ( 0o0]JvP }usv E}v u H% }( Uu]v}E « }v ]Jvd EA oU v}s Z d@

}E Z]ve v]SC SZ u [U % poe S ¢ himBelf frokEliZon@inal kd&ntity by disfiguring

himself- this may be sonically referencing this disfiguration by using a theme not connected to

Lockhart

Figure109: A Cure for Wellnesq§01.25.45] Lockhart looks at himself in the mirror and bedg
disfigure himself, the music plays on minéf idtervals to create tension.
Eventually the doctor gains full control over Lockhart; he is restrained andfiedoeels as

SJESU U %o ES }( Z]* ZSE 3Su v3[X €iXdtiiiswith-Dddor VolmeEstandifg +Z} A

over a prone Lockhart §Z}A Bymphony no. 6 in F major: Pastoral®1Is heard diegetically in

this scene, thematicallgefining the doctor discissed in more detail below undéfad Doctors and

594 udwig van BeethoveBymphony no. 6 Op @8eipzig: Breitkopf und Hartel, 1826).
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Saff). Usingthe } 8} E([s §Z u & §Z E S§Z v >} |1Z ES[+U «Z}Ae §Z § >} 1Z ES]
The juxtaposition of soft gentle music during scenes of violent abuse and torture makes this an

uncomfatable and disturbing scene (Figutél).

Figurell10: A Cure for Wellnesd1.59.36] Lockhart is forefed eels. It references back {
Victorian torture methods of forcible feeding.

Theme: Patients
03Z}uUPZ 0 e- e« ZA oov ee VSE [ 3Z 53 (( V % 3] vi3e (E oo o §Z
112); everyone is dressed in white, creating a clinical atmosphere and taking awaydasiguiality

from all the residents patients and doctors alike.

Figurelll: A Cure for Wellnesg15.40] patients are dressed in white|
losing their identity.

Throughout the film, Lockhart and Watki(@other patien) have regular encounters where they

discuss the gruesome storiesaruC3Ze spE E}puv JvP 8Z A oov sciradlSE U ]Jv opu ]V
A S E[X KA E 3Ju Ut Sllve %% E+ 3} 3§ E]}E anexamplelofthigviE}o }(
]* AZ v «Z ]s pee o /E% EJu vie 5Z 8§ A E Z %% E vEaQImMt pEE]VP
down [1.02.10]; she informs Lockhart that farfE e ZeSpu o }v Zpu v } ] U Je(]JPpE !

227



u ]38 U E] p%U o]l 8Z upuu] » ]Jv PC%S[X t §l]ve Z « E A o 8§}
whisked off by staff for another treatmentand statdZz sU «Z Z « o0& C Z }v 8§} CU Z/
not be feelivP uCe o(X] 00} @E}v U}A]JVP pu% Jv 5 %U eu 00 u}s]( (E}L

suddenly cuts through the scene as thowsgimicallyA Ev]vP §Z p ] v 97> /& U% o0

Exampled7: A Cure for
Wellness[1.02.10] a cello
drone is used as Watkins
warns Lokhart of the
Z EIlv o[ % E

t SlJve § oo >} 1Z &S ZS5Z E ]+ § & EP) as dongs fromsy@heRizers-dridP u E
celloalongside a pulsing repetition atistorted %] v} u | p% $Z @& u Jv]vP Z o( }( §$Z Z]

UYST([ ~ ADB8L% 0

Figurell2 A Cure for Wellnesq1.02.10] Visual of Watkins as she tries to wari
Lockhart of the dangers ahead.
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Exampled8: A Cure for Wellnes§V €1 X1i1Xi0e « 8§Z A}E Z EIv ++[ j}espsdd
tremolosare added in to create suspense

Lockhart next encounters Watkins, during one of his secret exploratory tours of the welbrass;
after her previous treatment she has deteriorated further, her face has lost its identity, resgmbli

nothing more than a corpse; he sees the staff throw her body to the eels.

On learning that he intends to expose the wellness centre for its barb@atments,Doctor Volmer
threatens LockhartThe other patients individually rise up and zombie like, approach Lockhart
[1.58.41] (figurel14). They speak loudly and simultaneously over one another about their ilinesses,
creating a cacophony of soungthich becomes louder and more prominent as ttagproach him. In
§Z]e e v U SZ % 5] vie E =+ v e« slou E[s %op% % SeU E JVA «Z
surround Lockhart, trapping him in a cage of bodies, and begin clawing at him, abusingéiim. T
Zlve v]S3C ul}3J([ Z} - P ]wthbdédfe@ndhgiieEldwing of the patients as Lockhart
suffers abusand now scrubbing stringsonicallysuggesthat there aremore than one voice

(example99).

Figurell3 A Cure for Wellnesd1.58.41] Lockhart becomes m# o C s}ou E]J
patients.
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Exampled9: A Cure for Wellnesg1.58.41]

§Z —]ve v]SCtrarhslband(pauses
becomes prominent as the patients are
controlled by Volmer to attack Lockhart,

In the final scene, as the Weess centre burns down to the ground, it reveals the patients laughing
v v JVP A]8Z % ESv Ee+ e« $Z}uPZ 385 v JVvP ooV (E}lu >} |1Z ES][-

patients are actually mentaliynstable P.17.21.

Theme: Setting

As Lockhart trasis to the Wellness Centre, a car scene, evocative of similar scefles Bhining

and Shutter Islandis used to show Lockhart on his journey (figlité). The music effectively

suggests that the end of the journayaybode Il for Lockhart (as in the ber two films), with a
synthesizer and string motif looped and replicated. Although in 4/4 time, the motif itself consists of
seven quavers; this means that when the motHergers it is in a different part of the bar, becorgin
staggered to create ener@nd chaosa reference to>} [Z @tefral mind (examples

100,101,102). Reverberation is added which adds to the impression of energy and multiple voices.
The motif modulates down a sevenéimd becomes more chromatic in tditg to suggest a change

in the sceneor events to come

Figurell4: A Cure for Wellnesq410.18] car journey show Lockhart en route to the
wellness center with the same camera shoffée Shiningnd Shutter Island 230



Examplel00 A Cure for Wellnesg9.48]ascending quavers do not rdge and continue to fall
before ascending again to match to movement of the car.

Examplel0l: A Cure for Wellnesg10.05] descending string ling
create dissonance against the ascending quavers above|

Examplel02 A Cure for Wellnesq10.20] cello
descends with accidentals to create dissonance

Looking down on the car from this camera angle is suggestive of a predator looking down ready to
claim its prey; as the camera focuses in on the car looping the mountainous road, the synthesizer
and string moif develops with strings descending on a misecondalso on a continuous loop that

does not resolve, creating uncertainty about what will happen next.

As Lockhart gets closer and closer to his destination, he becomes more and more isolated. Not only
is the wellness centre remote from anything elseette are no media servisand therefore all

electronic communication devices are rendered useless, including of course, his laptop and cell
phone [11.3217.00]. Cut off from the outside world, Lockhart ispjppad at the remote and

unfamiliar wellnesscerE V }v % S] vS Jv(}E&ue Z]Ju Z]S[* % ESBE)SZ SE Su v
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Figurell5: A Cure for Wellnes411.32] & [17.00] Lockhart becomes isolated frg
the outside world as he enters the centre.

Intertwining brass els top the gates to the wellness centre, the first thing a new arrival like Lockhart
will see (figurel17). Eels were used in some medical practices as it was believed that the eels could
be used to shock patients back to sanitiius, seeing the eels ahe gate in this early scene is a
pre-cursor to later events. The music associated with this imagesiyifar to a waltz; here entitled

Z o0 u}S]([U 18 pe » ZE}u 8] u]v}@zzicathw eJoke afxietyoand fear;

constantly changing cbmatics add confusion to the overall key (examp08).

Examplel03 A Cure for Wellnes§I3.57]SZ P § » VP& A AJSZ o0+ & - | EvaltAiks HealVeminsid s
for Wellnesy

Figurell6: A Cure for Wellnesg14.04] Gates of the cére show brass
eels.
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As the car travels around the wellnessitre, (which resembles a ruined castle) [15.10] (figli8)

the chauffeur tells Lockhart of the incestuousry of the Baron who married his sister to create a

% UE 0}} o]v Jv 3Z ]E }((*% E]JVPV 3Z (} Sue A« uSdrphedi( 3Z )-8
by villagers. Theanage ofmountains and impressive castle remaarsd creates a contrast against

thevoice }JA & +3}EC 5 o00]vP }( ]Jv 83X dZ Z o u}s]([ ~- JA o Z e }u
modulated in key (now up a minof®§ with the melody doubledby vocal and violin) now ascending

in pattern to mimic the car travelling upwards to the wellness ceirfexamplel04). This waltz like

melody consistently shifting in ascending and descending intervals creates suspense and suggests

sonicallythat this wellness centre is not a place of care.

Figurell7: A Cure for Wellnesg15.10] first views of the wellness centrit is archaic.

Examplel04 A Cure for Wellnesg15.30]— o u}3]([ ]« Z JPZ& v C - $afges Ard A hiodulptéoup a ming
third.

The first view of the centre shows a calm atmosphere, with patients receiving treatment, performing

yoga and other recreational activities [14.57] (figad®).
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Figurell8 A Cure for Wellnesq14.57]the wellness centre appears calming an
inviting.

Immediately after this pleasant see, however, [17.50] Lockhart finds an archaic window with bars

on resembling a dungeon, which suggests the centre has secrets. All other audio becomes blocked

out of the scene apart from a pulsing distortion (Rosica) which lures Lockhart in (figue0).

This nommusical pulse as opposed to the musical scoring previously heard, may suggest that music

is applied to mask or to cover the secrets of the asylum; themanical timbres are an accurate

depiction of theceSE +3 o]vP ]v ]JA] sithefdose theéid isical score as a restiis

Z pvP }v] tu e }( VvVSE o ]Jvs & 85 S} >} 12z ES SZE}uPZ}pus SZ (Joul
being moved there in the night and not returning. He eventually bréatksthe dungeon to discover

a hidden chamber, a shrine to the late baroness and signs of experimentation. The camera shot (see

below) cleverly demonstrates that Lockhart will become trapped at the wellness centre, with this

perspective showing Lockharebind the bars.

Figurell9: A Cure for Wellnesq17.50] Lockhart finds the dungeos the audio becomes dulle(
with a pulsing distortion.
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Theme: Mad Doctos & Staff

At the wellness centre, the staff are dressedid-fashionedvp @& e [¢ pv](}EuU*X }SZ §Z }uSe]
inside of the building are archaic, as though they are still living in tfiedBtury. The staff seem

coldand unhelpful towards Lockhart, Witho consideration to provide appropriate care and

treatment, similar to the staff aBhutter IslandAZ} u} I d C[* Jvd EE}P §]}vX Kv u §]
(]E*S } S}EUDE W 8§ E-}vU 8Z pu]v @ office exvlleSRautBafits $Z } $} @
and powert A]$3Z opAPUE]}pe (LEV]SUE U 3§ P[e Z 121)[18.25]. ]+Z }EV u v§e
comparison to the nofidentifiable patients with their drab clothing, the staff, particularly the

doctors, are Bown by their trapping to possess all the power and aathty and therefore control

the overall situation. Mr Peterson seems unmotivated to provide Lockhart with answers or help in

Z]ls» €& Z (}E 3Z u]es]vP K }( Classial@@sdmuchaseo YTPA v[e

Zymplony no.1 in C major op 21 II: andarcantabile con motdP® §Z}A Bymphony No. 2 in

D Major Op. 36: II. Larghet{§® §Z}A Bymphony No. 4 in-Blat Major Op. 60: 1.

AdagioP®” §Z}A Bymphony no. 6 Pastoff v ~ Zp GEphony in Bb D.44% are
hearddiegeticallywhen the staff are present eacreen; this matches to the idea that the staff are

portrayed as intelligent, higher class and in powksstated in chapter threethis creates the ideaf

anempmthy, as the music clashes with the-screen visual, creatingpntrast and a

misrepresentationr something that is used in many films to depict doctors who are corrupt, such as

Hannibal Lecte®® There isaconnectionto the doctorslinked characteristidéy with European

classical musjdt reflectstheir foreignnessand suggestthat their character could beillainous This

isillustrated visually byhe Swissetting, as well as the staff speiak in Swiss Germato one

another.

595 udwig van BeethoveBymphony no. 1 in C major Op(Rdipzig: Breitkopf und Hartel, 1862).

596 | udwig van BeethoveBymphony no.2 in D majop 36(Leipzig: Breitkopf unidartel, 1862).

597 Ludwig van BeethoveBymphony no. 4 infBat Major Op 60~> (% 1]PW € ]81}% ( uv , ES o[+ W ES]SuE ]
598] udwig van BeethoveBymphony no. 6 Op @8eipzig: Breitkopf und Hartel, 1826).

599 Frarz SchubertSymphony no.5 iBb D.48%Leipzig: Breitkopf und Hartel, 1884).

600 >]vIU Z Cu% $ZC AI®Z 57 Alo[U o
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Figurel20: A Cure for WellnesgV €i6 X1he §Z } S} E]
intellect and class.

AsLockhartwatchesthe doctors experimenting on their patient& E vI ~ Z Byrd@Bdny no. 5
in Bb D. 485Andante con motd®tis hearddiegetically giving the overall impression that the staff

are intelligent, sophisticated andf ahigher classs they dominate the patien{d.30.4Q.

It is not until near the end of the film thdttis revealed that Doctor Volmer too has a mask of sanit
His face is metaphorically and physically a mask of sanity as he pulls it off to reveal a burnt decaying

face, with no nose and flayed flesh (figdr22) [2.12.16].

Figurel21: A Cure for Wellnesq§02.12.16] Volmer hasraaskof sanity as revealed whe
he pulls off his face to reveal himself as monstrous.

Volmer loses his musictileme (of classical music) and is now defined in this scereetnolo
strings and percussive stabs (exam@déSand 1®) to emulate both} |Z &S v , \nterfdle
thoughts « 2 C « 8Z } §}E[* SEN < o(V , vv Z » &E nforcingtBaZ PEN <}u

he truly is monstrous and othered.

601 Franz Schuber§ymphony no.5 in Bb D.4@®ipzig: Breitkopf und Hartel, 1884).
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Examplel05 A Cure for Wellnes§02.12.19]
strings mimic Lock ES v , vv Z[e (
e §Z } S}E[e SEpn -

Examplel06: A Cure for Wellnesq2.12.16]
timpani stabs mimic Volmer pulling off his fe
mask.

Dissonant brass calls and percussive quaver passatiessiring sectiorsonicallyorchestrate this
scene alongside irregular time signatures to create tension (exaidgleX dZ } S8mE hass Z

become lost as irregular rhythms and harmonies invade the soundscape; he is shown as the monster

within the film.

Examplel07: A Cure for Wellnesg2.07.03]dissonant brass calls and percussive and si
quavers with irregular time signaturese enhanced with disjointed accents acrééscendog

Intertwined with this scene, we see a dance taking place in the main hall, resembling a patient ball.
As mentioned in chapter tay these were put on for the public where they could come, be
entertained and see the spectacle of the patients. In flaisne, members of staff are the ones

dancing; this could be a reference to show that the staff too resemble zombies who are controlled
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by Doctor Volmer (figur&23). The waltz creates the illusion of fun; a metaphor for a predator

playing their game as #y lure their victims in.

According to Mark Knowles Tthe Wicked Waltz and Other Scandalous Dances: Outrage at

Couple Dancing in the&d® and Early 20 Centurieswhen the waltz first emerged in the Victorian
era,society were scandalised by the walz+Z} | C 8$Z ]JvS]Ju C Ju%eo] C $Z A os3I]

u & JvP %}*]8]1}v[ v}8 8} u v3]}lv 8Z ZE A JATRe Raltkthtssefore }( ( u]v]v
was deem * Z]V %0% E}% E] S pe ]S E}ee SZ }tpv E] - }( %0S

ES ]Jv 0 ¢+ }E P v E[Vhadsugicedhat dHrGEA « Zuvz o3ZC[U Z -

%ZCe+] o ]0]18 3]1IV[U ZOA «3ZSZ WBDBEZIvall]d[« Z]v v v
] u u} E*%Hgil Bakka et.al Waltzing Through Europe: Attitudes towards Couple Dances in the
long Nineteenth Centunpakes a connection to the waltz and mental health, as they note of German
writer Florian Paul writig a book that waE v} ( ¥erdrehten[twisting] Aju v AZ]o v JvP[V
the idea that the continuous turning movement of the dance may cause them to lose their reason or
sense$% Paul continues that dancing in such a way is immoral by making connetctidriaking,
ganbling, prostitution and the lower clas®; $Z -« Al vd] =+ v uvs o ]oov ** }JE Zu
A E % E}Iu]v v8 §Z u Jv Z %3S E& $A} AZ & Z3sElthoygidan€E]Ju]v o[ A -
was part of theupper classocietybefore the 19" century, it was only orderly court dances where

group dances and minimal hand touching were acceptable.

This waltz idea could provide semiotic meaning musically and visually to the overall scene, to
suggest that the staffe  Z A]}gc@dabous, and #t there is deviant and mad behaviour
occuring. dZ u o} C ]e ¢Julo & 8§} §8Z Z o u}S]([ M8 SCE ve(}E&uU ]v ]Seu

chromatic scales to create dissonance and failing to find resolution, through the continuous

602 Mark KnowlesThe Wicked Waltz and Other ScandalcarscBs: Outrage at Couple Dantcin the 19 and Early 20
CenturiesUSA: McFarland & Co (2009):188

603 KnowlesThe Wicked Waltz and Other Scandalous DaBces

604 Egil Bakka et.alyaltzing through Europe: Attitudes towards Couple Dances in the inetgeNth CenturyCambridge:
Open Book Publishers (2020): 34.

605Bakka et,afWaltzing through Europ&4.
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ascending and descendjmpattern scheme. The scene and use ofwlatz music also creates irony
as it switches between the staff waltz and Doctor Volmer who, having been set alight by Lockhart, is
VIA ZAE +30]vP[ A]13Z (JE X , 8}} ]* ]J*% o0 C]vBnattempttopufous Al v

the fire; after hisreveal of his true identity, the waltz acts to identify that he is dev{figure 124).

Figurel22 A Cure for Wellnesq2.12.54] the eel motif is transformed to sugge
that the staff are also being controlled.

Figurel23 A Cure for Wéness [2.12.47] the previous musical example also orchestr
Volmer dancing around as he gets caught in the fire.

Theme:Water: Treatment& Signs of Madness

Within the opening scene of this film, the first audio is theogdimg of water. The theme of water

becomes used throughout the film to show instability. The dripping, a ticking percussive device, is
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He 38} «Z}A >} 1Z ESE[ » v]3C <0} A devicedp¥otsepniore Arathiedizad the

film progresses.

On becaning a patient, Lockhart explores the different treatments receivedhatdentre [29.18]; all
the treatments are focused on water: hydrotherapy, water aerobics and steam rooms (fighixeA
e V]JVvP v e« v ]VvP <p A & ul}s]( }u dud o itZ tAll andRvave SR [

soundto reference A § E[« u}A u mgle 108k

Figurel24: A Cure for Wellnesg29.18] images of hydrotherapy within the
wellness centre.

Examplel08 A Cure for Wellnesg29.08]5Z ZA § & u}S]([ ]1* }JE Z «3E § C }vS]vulpe o v JvP
flowing water.

Duod]%o A}] e+ v ]JveSEpu vs 8]}v & Jv 8} «Z}A A 0}%u v ]v
use of imitation, call and response, repetition and reverberatmbuild up the sound palette for

this scene, creating chaos and confusion (exarif. Multiple voices are used twice here, once to

sonically referencéne patients giving a warning to Lockhart and again to symbolise that Lockhart is

unable to controhis emotions and feelings of anxiety as numerous voices talk inside his head. The

240



example beo}A pe ¢ Ju]ld 3]}v v u]v}E S3Z]E Z}E - AZ] Zz &

(above) to create chaos.

Examplel09 A Cure for Wellnesg29.23]$Z ZA
ursi([ }u < opdd with imitation and descendir
quavers.

On trying to find his colleague Pembrookecklmart enters the Steam Room [31.53] where industrial
rattling sounds accompany a scene of méke rooms, with endless brick walls to create confusion
(figure 126). Distortion, manipulation and procesg are added to drones of voice and strings to add
to the intensity as Lockhart becomes lost and vulnerable with an ultimate climax by vocal
portamentosas he begins to panitis internal feais presented sonicallfexamplel10). The steam

adds to the sene, creating a screen in which he becomes unabfitbhis way back.

Figurel25: A Cure for Wellnesg31.53] Lockhart enters the steam room whicl
resembles a maze; he becomes lost and vulnerable.
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Examplel10 A Cure for Wellnes [33.15]
tremoloand timpani rolls with crescendos cred
tension and fear.

On agreeing to undergo treatment, Lockhart experiences hydrotherapy [52.00]; he becomes locked
in a water tank which resentds a cage (figurg#27). Volmer, as &oice-over, speaks to Lockhart
whilst he is in the tank, da}veSE 3]vP s}ou E[* %}A E }A E >} 1Z ESU « Z
and control him. Strings build up in chord form, whilst timpani putsescally resemble>} |Z ES][-
steady heartbeat (exampl&ll). Harmonic strings are added to warn the audience #wahething

bad may happen, as eels begin to attack Lockhart (exairi@e

Figurel26: A Cure for Wellness5R.00] Lockhart underges hydrotherapy and
becomes surrounded by water.

Examplel1l A Cue for Wellness[52.05]string chordg
warn the audience that Lockhart's hydexperienceamnay
become tainted.

242



Examplel12 A Cure for Wellnesg53.00]percussive rhythmic pulses and octave leaps warn the audience that Lockhg
hydro-experiencemay become tainted.

Lockhart panics and begins screaming under water [55.25] (fii#)e Percussivetabs represent
his rising panimternally, synthesizer, voice and stritiggmolosaccanpany his traumatic experience
using minor second intervals to create instability (exanidi@). When he finally gets out of the
tank, he is told by the doctors that he hallucinating and that the eels he thought he saw were
Z3}/AE]ve[ o A]vPe Zihgle ho@ Bn thé second stave in examila resembles his lifeline

on a heart monitor as though he has stopped breathing or lost consciousness.

Figurel27: A Cure for Wellnesg55.25] Lockhart gets attacked by eels in his hydrotherapy s€
and begins to panic.
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Examplel13 A Cure for Wellnesg55.57] voals are doubled up a minor second apand
double bassremolosand a pedal are sustained as Lockhart struggles to breathe.

Conclusion

A Cure for Wellneggesents numerous ideas surrounding the @ated asylum ands residents.

The film set in modern timepresents many issues that hark back to the Victorian stereotype of the
asylum alongside the persona of the monstrous patient and the mad doctorsAdugs that the

ideas surrounding nostalgia and novelty of tiistoric asylum and its characters are still heavily

used within horror music in order to scare audiences. The music uses thematic material to show
% ES] po E SZ u W SZ Zte kepp Cenminding Ldckhast of his sanityough internal
muscU }(8 v AZ v, vv Z ]e % @E « v3V 8§Z Z]ve v]3C u}s]([ ] n* &}
identity is lost physically and musically with no musical theme to individually identify thechpiDo
Volmer is initially themed around classical music and lalses his musical identityhen his true
characteris revealed. He }u ¢ upe] o00C $Z u C,vvzZ v >} 1Z ES[- &
and the connotations linked to the waltZlassical Hollywoestyle musical scoring is used to create
leitmotifs forthese characters, developed to show the characters losing their stability, however,
modern electronic processes are added in to show this lack of stability, because of theirugical

and unusual sound. A small palette is used, including strings, bmdg#gani and often voice to
create a sheltered ambient space. Rhythmic imbalances and ostinatos create both instability and
stability to enhance the notion of madness and altsitrasting characteristics. The two main

characters of Lockhart and Doctdolmer, although conflicting in their outlook and career, both
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demonstrate the stereotypical view of Victorian madness by starting out with melancholy madness

and transforming theaicharacter identity within the film to become raving maithe two known

tropes of madnessLockhart not only loses his identity but his masculinity as tertisred with

ZSE SWVEP[IZ ES[s upe] o0 ul3]l(s A 0}% 3} ]eu uma€eulivitg s} ] 3]}ve
(strength, power), showing him instead, as vulnerable, frighteand delusional with strings

tremolos timpani rolls andjlissandosWater, likeShutter Islandis used thematically to accompany

>} 1Z ES[« Jves ]0]3C $ |]vRBic)lawiigubadk dnd férth touimitate waves and

rhythmic motifs continuousi overlapping one another. This becomes adapted through time

stretches, rhythmic and harmonic development as he becomes unable to grasp reality.
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From Journalist to Patienrdmerican Horror Story: Asylu(2012)

American Horror Storisylum(hereafterAsylm) is a television series first shown on FX TV; it is the
second part of théAmerican Horror Stognthology. There are a number of recurring actors

although each plays a differepart in each series in the anthologuch as Evan Peters, who plays

Tate langdon inMurder Housdthe first series) and Kit Walker Asylum(second seriesAsylum| ¢
storyline follows Briarcliff Manor, an asylum for the criminally insaviéch seamlesgljumps

between the 1960s and the present day to show the asylum in andfawge. The asylum is run by

the Catholimuns Jude and Mary Eunice, Doctors Arden and Thredson and Monsignor Howard. The
main character, journalist Lana Wingntends to uncovethe abuse and poor treatment of patients
within the asylum. Lana finds rself trapped in the asylum as a patient and is treated for her
homosexuality. This series considers the three themes of the asylum: monstrous patients, setting
andthemaddoctor E & v (]v e« Z(}JEU E E 1] » ] vV8]*3[ %0 E(}EuUs L%
p §] v8e Z]v Vv S$3 u%S$ §}o |ECH®/ejpedmndnts are unsuccessful but create

hideous monsters who survive on raw human flesh. He follows a similar character portrayal to that

of Dr Frankensteiff” in which the monsters are not born, they areeated within the asylum.

There areideasoZ 5Z}o] Z}EE}E[ % E » v3 AZ] Z A}oA (E}u E uv \
literature. Earleargues$§Z § Z v «Copu CEpv C S§Z §Z}o0] ZuE Z Z - no Z}
grimness of the asylum and its abusasd a negative, bleak version of Catholictbat is rich in

Jv u 8] <Cu ¥8In-AsyXim there are a number of features reminiscent of classic Catholic
horror film and television with ideas of penance and abuse, as well as exorcisms. An exorcism is
performed on a patient, as ifhe Exorci§® v €] €& o](( ]J* &® ( EE 8} ¢ Zev Il %]S

occasions in the last episode, which is of course a reference to theTfienSnake Pit°It also takes

606 Eo U Z }VvA v] v Wo (JE /v }vA v] v8 W }%o0 [U 701X
607 ShelleyFrankenstein

608 Eo U JVA v] v8 Wo (YE /v }JVA v] v8 W }%o0 [U 70iX

609 William Friedkin, dirThe Exanist(1973; Hoya Productions, US: Warner Bros. Pictures), DVD.
610 Anatole Litvak, dirThe Snake Ri1948; US: 20Century Fox), DVD.
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inspiration from a realife institution: Willowbrak State Schodt! Although not an asylunthis
school housed people with mental health conditions and intellectual disabilities; abuse and neglect

were present at the schodlhus reinforcinghe popular cultural view ofin asylumé2

According to Earledmerican Horror Story: Asyluth(( < EdedrgP of cultural and

historical reference, meshing a rich selection of historically inspired characters and locations, along
with the allusions to popular culture and common cultural tropes, to create a postmode
% *3]°2ApMitionally, Earle argue $Z § 3Z A] A & ]+ Z]vA]s 3} o} & €35Z ue+ 0A
(v8 3] ov EE S]A pe]JvP 8Z « & }Pv]e 0 §@&E)}¥%This seriesusgse]}ve < 3
intertextuality to exaggerate the uncanny naé of the asylum by emphasising refieas of reality
through the images of horror and fe&® sexuality, gender, torture and religion combined to trigger
our own personal feardsylumpresents worries concerning sexuality and sexual repression; for two
patients Shelley and Lana, they are punished and tortured for their sexuality. In our modern culture
this seems astonishing as we have become more accustomed to different types oftgeandlyet
in this series set around the 1960 asylums, we must wascthe women endure torture as they

§S U%S 8§} Z phE [ SZ J]E « AU 0]SCX /eep o }( P Vv & AmercdEp 0]SC &

Horror Storyseries and this is examined in neadtepth in this case study.

The musical content of the series uses mudsom earlier horror films, popular music and original
sound effect cues to evoke nostalgia; if the audience recognise a theme then they will associate it
with that particular genre,ilm, object, character and so on. The series borrows themes fromclass
horror films and popular music, an example being the music by Pino Donaggio used in the film

Carrig®!® these themesare embedded within the sourgtge to make reference to Catholiokor

(Joue v S8Z ] }( S8Z ZulveSE} e[ }EeE Ivezmain edmposer (@mericam} [ e

611 Eo U JVA v] v8 Wo (JE /v }JVA v] v8 W }%o0 [U 108X

62 Eo U Z }VA V] VE WA V](VEW }%o [U 108X

63 Eo U Z }VA v] v Wo (JE /v }JvA v] v§ W }%o0 [U TASX
64 Eo U Z }VA v] v Wo (JE /v }JvA v] v§ W }%o0 [U TASX
65 Eo U Z }VA v] v Wo (JE /v }JvVA v] v8§ W }%o0 [U T0iX

616 Brian De Palma, diCarrie(1976; Red Barfkilms, US: United Artists), DVD.
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Horror Storcreates a new main title (credit) theme for each series but within each title, uses

extracts of an experimental noise piece by musiciasa€ Davildrizarry, thus combining his own

and Davila/ E]1 & @€' €harlie Clouser, having written music 8aw®'8 Dead Silené&®and

Death Sentenéé takes inspiration from previous classic horror themes sudHa®weei?* and

The Exorcist?borrowing and reconstructing parts from the music to create new pieces for the

series. He uses unusual instruments, such as the discontinued Paul Vo Moogthattaett

E *}vsS 8§} E § ZepeS]lv U E}V]VvP § ASUE «[-shites atEdelfayE} <+ S

Hv]Se 8§} E& 8§ ZE o00C ¢« EC S}v 3537} & HpHso u3esuifféreht types of

synthesisers which he mixes and expensewith to create the right sound, as wakbowed metal

instruments, (any type of metal which can be scraped or banged to make a pitch) creating a haunting

sound®®Clousefs JvS v§]}ve @& 8§} Z]vi § =+ ve }( & v (}J& } JvP[ us
o] § wu}S]}v]vs8Z e+ vee3SZS3v 13V Z/[u oA Ce 0}}I]VP (}E } %o %o}

§Z Z & § EP¥Aqusef @Eriggs<in atonal and dissonant sounaid the approach that

Z VCSZ]vP P} «fIn this cas&stddy | will exane the music linked to the three main

themes of asylum (monstrous patients, setting and mad doctors) plus any other thematic music that

enhances and manipulates the stereotygdicharacterisation of asylums as they occur within

American Horror Story: Asyh.

6171y §Z v €Il vU Z Z Eo] o}us & ~* AU u E] v ,}EBOpGYDISHUEROIEY Z]+ Due] €/v3 C
retrieved from https://bloodydisgusting.com/interviews/3366623/charitousersawamericanhorror-story-on-hismusic
interview/

618 James Wan, dirSaw(2004; Twisted Pictures, US: Lions Gate Films), DVD.

619 James Wan, diQead Silenc€007; Twisted Piates, US: Universal Pictures), DVD.

620 James Wan, diQeath Sentencg007; Hyde Park Entertainment, Bald&ntertainment Group, US:®2Century Fox),
DVD.

621 John Carpenter, difjalloween(1978; Compass International Pictures, Falcon Internationdli€trons, US: Compass
International Pictures, Aquarius Releasing, Warner Bros. Pictures), DVD.

622 Friedkin,The Exorcist.

623 €&l vU Z Z Eo] o}ue € }v Z]e Due] [X

624 €l vU Z Z Eo] o}ue € }v Z]e Due] [X

625 @&l vU Z Z Eo] o}ue CE }v Z]e Due-] [X

626Berken,Z Z Eo] o}ue G }v Z]e Du-] [X

248



Opening Sequene

The opening credit scene sets up the entire concept of the asylum and the ideas associated with it
prevalent in contemporary society. The main asylum tesrfmonstrous patients, setting and mad
doctors and staff) are richly embedded within the sequenc@jag the asylum as horrifyingly

chaotic with experimentation, uncanny behaviour, torture and abuse by religious and medical staff.

During a music fomm in which Clouser discussed the soundscapé&ytum he talks about
how he and Cesar Davildazarty were inspired by the title sequence from the 1995 f8ei7erwhich
usedaremix of a sondgpythe band ZE]v /v ZofEvHicr Clouseis a membef?” Clouser and
Davilalrizarry agreed to create something similar Agylum combining his owninusual sounds
with the experimental noise piece by Davilazarry®?® The opening sequence 8&7eruses non
tonal noise to create an avaigiarde or concrete mugue sound (heavily processed and distorted);
§Z o ]JveSEpuU vSe Jv §Z (}@salggaduallyjaddéd inta the texture, as a fast
paced array of images are shown. The opening sequenéeyifimis similarly themed; both centre

around portrayds of madness.

The opening sequence froAsylumis initially sparse, employirdjsjointedoutbursts of granulated

and percussively atonal timbres, that according to ClouderE u ] £ &haadfdl of Zvire coat

hangers on a tiled bathroom floor, someter drips, and somfreverberating]low percussion

hitsf® dZ « 3]Ju E A tilBe-sfrétchedto extreme amounts 3} E § ZS@EB%ZC[ e}uv Vv
Davla-/ E]I EEC[» A}EI A « §Z | (}E §Z]*U A]$Z o}ps & |JvP AESE
must, to kinetically match the eacreen action. Clouser telise forum readers that the time

*SE S Z]vP & 8§ ¢ 8}v 0 <u 0]8SC 8} §8Z Zv}]e o0 5[ 8Z 5§ v Zz &

size settings, a mixing process, to merge his ideas withaDa@ ]I E E C[+ } @ Pévast ups] X

627 David Fincher, dirSe7er(1995; Cecchi Gori Pictures, Juno Pix, UB:.LNe Cinema), DVD.
628' EMNoPSIX }uU Z u E] v ,JEE}E ~"§}EC dZ u ~}vP[X
629" EMNopSIX }JuU Z u E] v ,JEE}E *"$}EC dZ u ~}vP]
60" EMouSIX }JUUVZ WEEE}E "3}EC dZ u ~}vP[X

631' EropudIX luU Zu E] v ,JEE}E ~"S}EC dZ u ~}vP[X
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paced and disturbig imagery shown oscreen creates anxiety from the stadontinuously

changing kinetically with the percussive soundscigrire 129); musically it lacks melodic tonality

for the first few momentdJ pe]vP v p]lv 8} e & Z (}E <ganan@ seempsE v V Z ]

§} uPP ¢8 (€ <}ops]}v 8} upe] o }velvv [AZ] Z AZ v ]E } e+ Vi3 E -«
nlv C 00}A]vP 3Z u v}-*3a ¢Ra@tésistie df horror films as discudse

chapter three.

Figurel28 AHS[4.00-4.20] Opening sequences [episode 1].

The images abovehowthe asylum adark, monochrome and archaigiving aninsightinto the
screenwriter/director [+ A] Avhpafthe asylumlooks like [4.00] (figure 13. As the scene

progresses, musical elements are slowlyadticed, particularly rhythm and melody. A rhythmic
percussive motif is then added in to set the mood,; this drives the pace of the scene as the images
become more distrbing and vivid. Although this motif appears simple, placing the motif on a

weaker beat reates syncopation, with addestescendasaccents and a heavily amplified distortion

to evoke fear (example #). Rhythm in ths motif is representative of the audie [¢ %o poe ¢ §Z C
become anxious about the images which may appear; it could also besesgative of the madness
slowly emerging from the patients, as the images become more exaggerated and the motifs become

less structured in their placing.

62 lvv ooCU Z wdv]]WW ,JEE}E &]Jou Due] [U 61X
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Exampé 114 AHS4.05] percussive drive in the
opening sequence [episode 1].

Throughout this score, rhythmic, ngonal ideas araineveny placed within the texture, which

JE JvP 8} usde ZU v % E}AT - S N FISBEFRadhgodthe music can
increase anxiety in the audience, keeping them alert to more musical outbursts. The use of multiple
rhythmicostinatosare looped individually in their own tiento diminish a sense of rhythm and often

colliding with one another, to create a fragmented texture.

Imagery of patients (crawling upside down, rocking in a corner in the bedroom) leads onto flash
images of experimentation (flesh, blood, disposing of bediestrained patients controlled by the
doctors)(figure 130). There are images that conneksylumto the Catholic Horror films (a nun
getting on top of a restrained patient, a priest in the shadows) thus showing that the nuns are as

corrupt as the doairs and are willing to abuse their powers over faients.

Figurel29 AHS[4.354.57] imagery of patients, experimentation and madness lin
to religion [episode 1].

The only melodic motifs heard in this opening sequence are made up fimmstrings and some
tiny drums (909 rim, vinyl snip snares and hats), processed through Logic plugins likel giadetra

and autofilter[®X These are looped over the course of the title sequesoajcallyrepresentative of

633 pse PYyclo v §Z KE Z «SE& S§]}v }( vA] SC[U AdX
64' EropSIX }uU Zu E] v ,JEE}E ~"S}EC dZ u ~}vP[X
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§8Z %o 8] v8e[ u}} v 3Z }A & 00 Jved ]0]3C }( 8Z =+ E3]VP ~ ¢ «Z}Av ]
the melody inpizzicatostrings continuosly attempts to move away, but the looping means that it

reverts back to the same harmonic phrasing, withdewelopment (example B).

Examplel15 AHS[4.05] openingsequence usepgizzicatostrings that attempts {|
resolve but unable to do so [episode 1].

This is a high energy opening sequence (lasting around a minute) with flashes of imagery to
suggest that this asyluri ] o o JEEU%SU ZYEE](] Vv (}oolA 8Z SE}% }( &z
many associate with madness and mental iliness still todag nTusic and sound production for this
title sequence enhances this tropgénods to both familiarity and uncertaiyy the rhythmic riff is
not harmonically or melodically catchy, designed to keep the audience off guacdeding an

unpredictable, almost improvisatory score with little structuitkeepsthe audience on their toes.
Theme: Monstrous Patients

Our frst introduction to Lana is as she meets one of the patients, Pepper [12.12], who is visually
Zuv vvC[ v pvuep oU v JvP E}uv V % E-e]*S vSo0C SyvP > v 8§} Z
her condition microcephaly is exaggerated here to make het fomakish She is perceived by Lana
e Z]o ]*ZU *Ju% o0 u]v Vv Z Euo **V Z}A A EU > v ]J* 8}o C <3 ((
C v -0] Z ]« -th€mugi¢ 6fops ére and silence emphasises the horror of the
information. This ide#s replicated when Pepper offers Lana a rose, which Lana admires for its
beauty but then pricks her finger on one of its thorrike imagery is clearthings are not always as

they seem.

Figurel30: AHS[12.12] Lana meets patient Pepper on her arrival who app
freakishlooking due to an exaggeration of her condition feple 1]. 252



Musically, a chromatic violin melody seems to warn Lamtheaudienceof dangerhereas Pepper
jumps behind her; the minor third and second intervals and the broken leaping structure of the

melodyreference Lana as she is startiégécoming anxiousrad uneasedas the melody fails to stay

harmoniously in its naturdey (example 18).

Examplel16 AHS]12.08]a chromatic violin melody is heard as Lana meets Peppei
chromatics and higher range of the violin may actko Ev > v }( W %% @[ Z A]IpnE
[episode 1].

dZEIUPZIuE §Z + E] +U §Z & (( € Ppo €oC E ( E &)} §Z %o §] vEe

]* opEI]VvP A]38Z]v 8Z uX upe] o 38Z u v3]80 ]Jv §Z]e ¢ *3u C Zu}v
§Z o Zu}vesE} st fitst dcurs whenik (the second protagonist in the series) is sent to

E] & o](( (8§ & JvP pe }( JVvP Z 0}} C( [ €10XifieU u ss o E] C

uses string quavers which are loopsshicallywith a graduatrescenddo heighten the moment,

they are then transposed up an octave as he enters the asylum (exadif)le

Examplell7. AHS:€i0 Xifie Zu}lveS B SZ u [ € %o]e} e
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}JE JvP 3§} <]SVUamtli3dR @ @i v[ ~ 0] vee A E 3} ou (}JE Z] AJ( [*

monstersas a fictional nofnuman speciesS]*3 E :p U Z}A A EUmdkskes aresZ § Z
ZUu v[ SZpue ¢3JVvP ZJu ¢ §8Z % E% SE& S}E v euPP ¢35]vP §Z § Zpu \
quality; the camera angle positions Sister Jude in control as she stands over Kit. A pulsating looped
piano motf, a tritone, couldsonicallyrefe E 3} ~]+3 & :p [* %o E % FPhAmGeE <] « Aljo
118)and Z |PZS ve S§Z Zu}v fdrtiEr asSistef Jude continues to taunt Kit about his
ZulveS@E}pue[ Z AJ}UE pvslo Z Zev %o-ester-BadpeineBns Kit BveE mcBd 0 X die X ~
by her further treatment of him he is cold washed, talcupowdered, restrained, shackled to the
bed and mjected; Kit has lost his identity and has now become a patient. Musically, violin harmonics,
squeals and mutilatedynthesizers replicate Kit as he endures pain and has his identity stripped

A CU 3130 Z% 3] v3 §PO)uthp harginas%obthiimbres enhances the cruelty of the

actions displayed oscreen.

Examplel18 AHS]16.41] Piano motif is looped {
A 0}%e $Z Z% 3] v3 3Z u |

Examplell9 AHS: €10 Xdie —% 8] v8 §Z u [ ]eng
harmonicsglissandosheavy pauses and sudden dynamics [epis
1].

Lanais also referred} <« Zu}veS @ister Pudg; after trying to sneak into the asylum, Lana is

restrained and also becomes a patient [41.21]. Sister Jude tells Lana that shezeglled

ulves E Jv 82V &4pesy | « &E ( & v Sily sher skxualdéntitycas a lesbiais

e VvV ¢ VvV ]JooVv *¢X N]eS E : [ S HElvjw 3L SA23L QIESZE S}P SZ €& C}y
§Z & Bu Z+*0 C[ Ju%oo0] » 8Z 8 8Z]e Zu}ved EJ[ Aloo *8§}% % U v > v

~

This scene starts with paft( §Z Zu}ves$ @utilds is developed with a range of timbres
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including harmonics;ol legnoquavers (strings struck by the wood of the bow), manipulated bells

(religious), atonal cluster chords, distortion andbignding in brassthe multitude oforchestral

techniques % %0] Z & u C *lv] o00oC & ( & v JvP SZAlthouwghite Z o] v[ } &
appears musically sparse, instruments are added irsystematically which builds up the texture

as the scene and content unfolds; descendingd#pds by the brass iply danger alongside high

strings with alautandotechnique (over the fingerboard) descending witglssanddo create an

airy and ghostly sound (example@2

Ex. A Ex. C

Ex. B

Examplel20: AHS{Ex A: 41.21/Ex. B: 42.22/Ex. C: 42.44] three extracts used as Lana be(
E (EE 38} ¢ ulves BY 8Z[ J2u} A D )Iklusteh $Batds in strings, lip
bending in brass and close harmonies to show her distress [episode 1].

Bells although starting off as diegetic to suggest the religious context and todéraita where she
is, are added into the musical scene but are heavily processed by distortion; the music is suggestive
of corruption and an abuse of P8 E C §Z §Z}0] Zp E&vackovdresthik point [«

enhances this idea of corruption, dsesstands menacingly over the patient.

e AN]e3 E :p S 00e>v ZA[E P}vy P S Cly MHE [ (}Eegins} IJvP Z E
tuned aound notes Eb and A, to suggest Lana is losing her idémttfynally [43.16] (examplel22);
the notesare separated to add depth and spateis could be musically ardetaphoricallytelling
§Z H]lv }(>vI[e]v ]o]5C 8} e« %shedzHelds %he sphue Aehjeen the
notesmayalsometaphorically demonstrate thdifferenceand distane between the patient and
§Z *]*8 E+X dZ SE]8}v U IVIAv « §Z Alo[+ &jgGestshatLleBas ]v Z %o S
will be trapped within he asylum.
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dZz SE& Su vsS pue S8} HME > v [¢ Zu}veSOEHifufelsZ;thdr ®RAUIGES % C €0 X1
experience is illustrated witheverberated synthesizers unevenly placed with distant but rasping
religious bells sounding asstr Judeassistawith the therapy again controlling the situatiohe
synthesizers create an airy, ghostly and almosnaignosphere surrounding the ematural events

taking place before the audience, the music speaking of the phygcigew of Lana and the

barbarity of the treatment used on her.

Figurel31 AHS{7.30] Lana is pinned down and given shock ther
[episode 2].

This extract(examplel2l « A 0}% A E-+]}v }( 3Z,iLbetdledin fRE time[
allows dissonance to be formed as intervals such as minor sevenths begin to overlap one another;

this could be makingn internal musiceference to Lana losing grip on reality as time slows down.

Examplel21: AHS[7.30] Developedversion of 'patient' theme as Lana begins to lose her identity [episode 2].

> v [+ « }v §Eis duwersian therapyseeing and experiencing female and male genitalia

alongside shock treatmentesults in Laa being violently sick (figurE33).

Figurel32 AHS[28.50] Lana receives aversion therapy for her sexug
and becomes violently sick when shown galidt [episode 4].
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Musically, sistained string chords of rich dissonant harmonies are heard to acconyzarayin this

scev ¢ |8 Juepuyv E o 8} A S Z Z E u(( GapthduBhadGing} Z pE [ Z E
sympathetically commnting on the situatiomon-diegetically This scene mimics that A Clockwork

Orangé®* AZ E 3Z o0 ]JVvP % E}S P}v]e3U p ABSZ> AEE}Y+3Z8E % C }ve]:
of vivid, horrific images whilst listening to classical music and undergbik treatment, making

him sick every time he thinks about killing or raping a victim. In the eyes of the church and in the
psychology ofhe %0 *3U > v [+ « Eu 0]3C Jo = v e« <u]JA o vs 8} 87 Z AlJpu@E
offender and convict; thiextremist way of thinkingnables stereotyping to occur regardirggntity,

sexuality and gender.

Episode 1 iMMH: Asylunalso suggests thatthE @& Zu}ved E+[ ouEI]VP AZ} % E-+}v](
v uCsSZ] o] ¢ ue 8} (]Jv SZ Za}yed EiXEXujoBa®noRZ v}S -
cameral A Veve (E}uM*S EDEC pv] [« (E]JPZS vV E% E *]}vU
are (se@ when asked by Dr Arden) and their hunger for human bodies that these are in fact non

Zuu v v Zu}ves @lowihy us o see this monster enables each audience member to

imagine their worst fears (figurg34).

Figurel33 AHS{30.20] Sister Mary sees the monsters that live outside of
eCopuV §Z Zu}vesS E SZ uofmply t@aPthe rdor&er and
patients are connected thematically [episode 1].

dZ « v pue o §Z Zulv] Ju@Episzquavergexample 17)to match the onscreen

action (kinetic function) to show the perspective of the creature chasing Mary; this type of camera

635 Stanley Kubricld Clockwork Orandé&971; Polaris Productions, Hawk Films, US: Warner Bros), DVD.
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positioning is characteristic of horror films, usually with a killer stalking their vietigitile main
theme fromJawsuses the samguaver motif as this, as the shark staltis victin®®). Themusical
theme is built up with accents armtescendosalongside an acceleration of quavers to let the
listeners know that the creature is getting closeMary. Lana, when approaching Mary,lasZAZ 3
]l* 2 sM ~}u I]lv }( v]u oM[U «Z $§}} } e v}S e &Z]e E SUE =+ Zpu
upge] o0 sSZu (}J& >v v <]JSU S§Z C & }4iKethdédarmonstersu}lveSE} e[
Prominent warnings tthe listening audience, through the @®f horns, alerts them to the truth

behind the asylum the patients become the monsters.

Theme: Setting

ThroughoutAsylum each episode juxtaposes th860s, andhe modern day. In modern time, the
asylum is derelic the building a metaphor for the medn idea of the asylums of the pastary

places full of torture and horrga concept explored previously by E&#e00.00-1.00] (figure 135).

Figurel34: AHS{00.001.00] the present day shows the asylum as derelict and cree|
[episode 1].

Note thedoll with a stethoscope trapped within overgrown wildises further metaphor for the
relationship between theloctors and patientsit the asylum and a chillinlink to childhoodHorror

narratives and themesombinedA]3Z Z]o & v[e upe] }E } i &« E 3 8 U% SZCV

636 Speilbeg, dir.,Jaws
67 Eo U Z }VA v] v Wo (JE /v }JvVA v] v8§ W }%o0 [U T0iX
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disturbed because the ddibses its connotations tohildhoodandbecomesan objectto be feared
and avoided The musitiearduses classic horror musical tropes to add to the creepy and sinister
feel the asylum is characterised wititonal syntlesizersblend together to create atwpstly palette;
string harmonics creata tactile atmosphere aension and unease. Brass drorggsn pominence
as the couple enter the institution; the drones havsimilarity to EogTropes[usedin Shutter

Island, as though warningutsidersnot to goin.

So, ouffirst glimpse of the asylum g&etin the modern dayasa couple break in to theld

gated institution to explore; the femaloiceover (Teresa)veaves a story as sliiscussesnd
explains the history of thasylumto her husbandallowingthe audience tanaketheir own
judgements as they are invited to erpé it as well Built in 1908, Briarcliff manor was the largest
psychosis ward on the east coast. 46,000 people died here. They shuttled the bodies through an
underground tunnel calleche deathchute[Y Z€Z&Z}0o] ZpE& Z }uPZS §Z]e %0 Jv [O1
turned it into a wellness centre for the criminally insane. Legend has it that once you were
committedto Briarcliff, you never got out. Their most favourite resident was a serial kdlliexdc

0}} C( [X dZdverAives some background history tetaudienceand sets the scend;
clearly tells the audienctnat the staffin collusion with the Catholic Churalere killing offthe

patients

d & < [+ -BVE]is accompanied biloon in my Mindf* by Frankie Rose, whidfas an
introduction of psycledelic guitarandbass drums (examplE?2). & € vI] ZA}burpeis described
« ZSZ@E}A ebfli&musichut using modern approaches in the producticombining the
two to createa new sound® Themusicis suggestive ofthe E] [ }vS]vulpue *A]s Z SA v §:

present and the 1960s areminently suitdhe scene,as the couple reminiscaboutthe past

638 Frankie Roséloon in my Mingdin Interstellar, recorded 2012, compact disc.
639A e8] v &}ve U Z&E vi] zNwdBtudisBlodhedieved i
http://mindequalsbbwn.net/reviews/albunreviews/frankieroseinterstellar
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SZE}IUPZ d E-telipy. Thé Gigiceof Z E 5§ E]+S] pspoBeddcaujtarswith their

connection to drugs, rock and roll and hallucinatienskes the madness of the asylum

Examplel22 AHSW /vSE} S} ZD}}lv Jv uC DlJv [ C &&E vI] Z}e pe Jv §Z2 JvSELln S1}]

The next scene switches to the 1968sdthe audience isntroduced to Lana Winters, a journalist
who has come to expose Briarcliff for @rruption and theabusve behaviour of staff towards its
patients (figurel36). As Lana arriveat Briarcliff, the institution looks well kept, with manicured

gardens compared to the same place in this previous scene, this is a vibrant plac§1d.02].

Figurel35 AHS{12.02] Asylum in the 1960s; it is wk#pt ard vibrant in contrast t¢
the moderndav deniction [enisode 11.

Due] ooCU §Z JE& S}E pe » W]Jv} }v PP]}[* Garrigi®tisusé acfnpt o}} [ (E}
only preexisting music but music from a classic hofilon shows similarities in thematic ideas and
characterisationsln Carrie the music is usedt the moment before Carrie loses control and stability

as she is dunked in pjglood; Carrie unaware of what is about to happénenjoying being popular

asthe prom queen, but the musigives a warning tthe audience who can sem-screenwhatis

going tohappen.Similarly, on entering the 196@giarcliff Lana is unaware of the horratfsat will

640Brian De Palma, diCarrie,(1976;Red Bank Films, US: United Artists), DVD.

260



unfold, but the music again warns the audience, who already have the backstting asylum told

by Theresa.

String quavers and brass drones using a callrasponse motif build up this scemdéth dynamics,

chromaticism and accents; these components add texture and create uncertainty (exB28plé

stringmelody (exampld16)casts§Z « v <« A P § (]JE+3 PoJu%ee }¢3Z <Copu ]
C [ Vifa &k gradually added in and doubledlmpxylophones and woodwinghich are

resonant ofthe multiple voice®f the patientsat Briarcliff as they continue to interrupt one

another,indicative of their growingnstability.

Examplel23 AHS{11.37] string quaversral brass drones imitate a calhd response notion build up the scene, to enhance texture
structure [episode 1].

This is followed by anothaxtract takenfrom the filmCarrieU pe]vP W]v} FEor tAdl]ddte

d]Ju t [oof*VislG@na entershe asylum with one of the Sistefigure 137) [12.50] screams and
shouting from disturbed patients accompaayuaverpianopassagevith surging atmal strings,

trills and bass drones (examd@4). The multiple voices can Benicallyinterpreted asth %, 5] vS§|[e
voices, as they struggle to remain stable in the asylum. Mixed dynamics are added to build up
tension and resolution between the voice Is€eThis fowbar motif islooped, modulaing between

two dissonant keys every two barhisagaincreates anxietyin the listenerand enhances the

monstrous persona of the patients; the screen shows the difference between Lana (an outsider) and

the patierts, showing that theyare unable to adapt within society due to th@iherentnature.

641De PalmaCarrie
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Figurel36: AHS[12.50] Lana sees the internal space of the asylum for the first {
[episode 1].

Examplel24: AHS [12.44] multiple voices becomes looped [episode 1].

During recreation time, the patients are gathered int@tommon room atBriarcliff During this
recreational time, the patients are forced to listen teetekame track omaloop (this is heard
diegeticallyby the audience)a typeof therapy or more likely, tdorainwash. The song
Pominiquef*2by Soeur Marie is popularFrench song, performed in the 1960s by Jeannine Deckers
Az} u IviAv « §7Z BN PR JP inthe Ranslation below) discusses Saint
Julvl<pg ~ % @E] 3 v (Juv E }( 3Z }lulv] v 3IE E+ AE%o0 JVv]vP Z}A
with his song and word of God (figut88). Appropriately, the nuns are in charge of this scene,
attempting to driveaway the sin®f the patients through the over playing of this deeply religious
song.On the other hand, the simple wording and melody of this song may suggest it acts like a
Z]lo € v[e ¢}VvP }E& vuEs EC EZCu Updignt&:theits aciind \aé thad pargate $Z

or guardian.

642The Singing Numominiquerecorded 1963, compact disc.
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French (OrigineVersion) English Translation

Chorus: Chorus:

Dominique, nique, nique s'en allait tout Dominique, nique, nique, over the land he plods
simplement And sings a little song

Routier pauvre et chantant Never asking for reward

En tous chemins, en tous lieux, il ne parle gyeHe just talks about the Lord

du bon Dieu He just talks about the Lord

Figurel37:AHS:Z }u]v]<p [ C ~} uE D E] ~dZ ~]whRiheRhepatentZaredh thelcomon
room [episode 1].

The sparse structure of guitar and voice with the main body of song centred on the chorus, means
that this catchy loop continues to return and beconietating to the ear. Musically, this is mated
Jv AE]S8]vP (}J& Z }u]v]<p U v]cp U v]cpu [ A18Z 8Z & % 3]3]A E% PP]

three main notes (exampl&25).

Examplel25 AHSW A} o o]v « }( Z }u]v]«on[a r@etitive arp@ggiated motif that moves on three notes to appear cal
or irritating [episode 1].

The foreignness of the song atite cheery vocals against thmatients with their unusual behaviour
disturbed expressionsockingnon-verbalnoisesanddancing creates a polaingeffect and
heightens the unusual concept of this scene (figl8®8) [18.10].Because the song is sung by a hun
as a voiceover, the sggestion to the listener is thaeligion is gaining powener the patientsThis
form of therapy[becomes too much for Kiindhe begins to panighis is expressed through the
musicby the addition ofZ Z} (HEdoupling of vocals to create a wavah dfect) suggesting thahis

anxiety is making him mentally stable.

Figurel38 AHS:€i6 Xiis 3Z <}vP Z }u]v]<pu [ ]* %0 C }A E 263
patients are in the common room [episode 1].



Theme: Mad Doctors &taff

The staff of Briarcliff are portrayed as corrupt and slightly mad themselves, ishgcmmon in the
Catholic Horrogenre;the staffbehaviourtowards their patientds cruel and immoralFrom Dr

Arden who is portrged as a Nazi scientist eager tmutate and experiment on his patients and

who has a depraved desire f8ister Mary, to Sister Jude a nun who was once a jazz singer and guilty
ofahitandrurcrime, $3Z 8 (( Z & Z A 3§Z (@ hjshsveflectadpu-sfreen and

musically to sggest that the patients are nottheonu [ % }% 0 ]Jv SZ <Copu

E E v[f* ZE S§Eule A E]SC}( E ( Govorgesp.leip S}E-[ A]:
accompanied in various scenes with classical mmakinga connection tanot onlythe character of
Hannibal Lecteandhis love of Bachu$ 3§} Z]s ZE 1] IPE}uv Jv AZ] Zz }v VvSE 3]}
would useclassical music to drown out executioffieNazi association also connects Arden to
classical music and Higropean identity, that his forghness makes him untrugorthy. Classical
music mayimply that he is intelligent, sophisticated and highly knowledgeable like Hannibalhe
demonstrates egotistical and narcissistic behaviour towards his peers, vibimiisglf as the super
intellect. An example of this is founith episode 2 where he talks dowmand abuses the sexualised
women, i.e. Shelley (patientl9.21) and the prostitute he hires. The classieasic,therefore, as in
Hannibal createsanempathy disguisng E wiue intentions anceither lullingthe audience into
a false sense of security, imdeed,the opposite- enabling thento make the association between

Ardenand Hannibal Lectdand other similar doctors)

Dr Arden is characterised liyree waltzes from& E &E] | Z} %o ] v [;¢hiEis%sstE S } ] E
introduceddiegeticallyin & \Home.As mentioned previously iA Cure for Wellnessvaltzes
may be used to symbolically demonstrate through the visual and musical elements that DriArden
deviant and immaal. The scene develops to show that this idea is in fact tktiéhe start of the
scene Ardenhas hired a prostitute to accompany him for the evening ndress upo facilitatea

fantasy romancavith sister Mary [25.06]. The scegeows moresinisterand dark when the doctor
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dictates his unusual intentions towards the prostitute who when getting into her role as sister Mary
finds images of tortured womegy & Vv|[-* «] ar@thén i@bused by the doctor.
Fragments from eacbf the three waltzs areblended into the musiand merged into the scene to
build up to the climax. Waltzeas mentioned beforewere an intimate partner dance, which was
unusual in the 18 century when they were establishedhich suggestthat the Dactor is playing a
playful and intimategamewith his victim and luring them into a false sense of secufikys
structure, achieved by the lack dbwnbeats when compared to 4/4 time, suggests a lack of
stability, creating the sense that thgiece will ontinue to becomdasterpaced as we reach the
climax; thissmirrored in theon-screen actionOne piece entitledZa Valse del Pdieu f*3translates
e ZdZ & @& A oo t o3i[X dZ]e %o] } & ] P puimedighcéked@s])dBewell} E  Z} % Jv[e ]
offering,is @ % & * v3 S]A }( 8Z % E}*3]35us [» *]3u 8]}v Jv 8Zde » v W «Z
victim of Dr Arden. This choice of music indeats} 3Z A] A & 82 8§ & v[e ]Jvs v§]}ve &E

honourable and that the music is a mere disguisattibr Arden ges to hide his true intentions.

The righthand in the piano plays as though written in a recitative style; the melody
continuously ascends and descends, as though unable to find resolution against -thanéfpiano
(figure140). The contrasbetween theright and left hand (almost improvised in the right, and
structural chordal like a waltz in the leftpuld be metaphorically representative of both character,
the prostitute as the left, and the doctor as the right; it alsmgests instahily and polaity, as
SZ}UPZ % & ] S]vP 8Z § §Z } §}&Ebeth handZdepidting his twpSp@risonae
The melodyhas a playful natureusing trills and turns for decoration and improvisatoryrfta again
enhance the unpredictable natu# Dr ArdenThe first we see and hear of thisidealg & & Vv|[°
home,where we see hinasa sophisticated, well dressed and an intellieat man(as is Hannibal
Lecter) as he prepares the table for his guekiwever, as the visual estreen becomes more

intense aml darker, so too does the music.

643Frederick Chopiny s o« >([Wa]tzun Aflat major, op.69, no.1), recorded 1928, compact disc.
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Figurel39 AHSW €TAXi0e Z}%o]v[e upe] pe S} %] § EestdE
, vv] o[* 0}A }( Z € %]*P 3Se0~ Z} % [Mé Mork: Schirmer, 1925)

Dr Arden discusses his love of Chopin and the reasoning for his choice of song (heard
diegetically); he mentions the meaning behind the piece, detailing that Chopin was rejected by his
childhood sweetheart and that hi%o ] «Z}A+ 0}vP]VP v PEX@EEA €E}u vp voC
alters when the prostitute attempting to perform her sexual role becomes silenced by Dr Arden who
aggressively stabs a knife through the table and asserts his dominance and power over heerA sting
motif (see chapter three) thereinforces the scensuggestinghat Dr Arden has a dark side (figure

141).

Figurel40: AHS{26.55] Dr Arden threatens his guest when she sp¢
sexually to him; a suddenly loud drone orchestrateéis moment to
enhance the changef mood [episode 2].

This moment changes the overall atmosphere of the sceeen]v $Z %o @E}*S]SusS [« VvA]} e
expression, the sudden musical change with celtmdr(see above) and harmonic violin scratching

and scrubbing alongside Dr Arden, who asigeover, }vS]vu « 8} U Vv §Z % E}*S]Sus [«
and her position as a female with a killer onthe loecs€E ( €& v JvP Z.dhsi€( [°

accompanied by sual shockersDr Arden stabbing the meat for dinner and carving as though

taunting her d his intentionswhilstthe sound of cutting of meat is heightenedl further enhance

§Z )} 3} @E[-evarligurel4?).
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Figurel41: AHS [27.20] the prostitute is being taunted as Dr Arden carves up the |
as though iis hers [episode 2].

In the following scenehe progitute, now dresed up as a hunbecomes aware that the doctor is
VP E&}ue ~*Z Z ¢ (}puv %Z}5} Yoo 3S]}vU o v o ZEE}%Z] [ }( A}u v
[35.37]. The overall soundscape reflects the sudden change of mesmhating]v $Z P]E&[* % V]
«Z ]+ YA E- 3Z }Inatu(E ThedwElz musjheard diegeticallyalthough ongoing
throughout the scene is interrupted and taken over by string chordal atonality, timpani accents,
scrubbing bow strokes and brass drones usiizgecrescend@nd diminuendodo dynamically
enhance the sense of danger and fear (exami@gl®). Theconceptthat classical music and pre
existing musicwhen applied to horror film scoringims to leadhe audience into a false sense of
security applies initis moment, a although still audible, we are bombarded with atonal sounds that
are extremely contrasting. Thigs a polarisingffectand is indicative of the two dual mental states

of DrArden

Examplel26: AHS[35.37] dassical music disrupts the scene with atonal strings, brass and timpani to reseml
%o E}eS]8us « ( E }( E E v[e Z AJIUE € %]} |
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The persona of Dr Frankenstein is also heagflgeted in thecharacter of Dr Arden. In our first
encounterwith Dr Arden he is experimenting with plants by merging paftdifferent plants
together to create a newin his view, superior on@3.10]; this could be a metaphor for how he
views his patients, as hetele "]+sS & :p , dAffer o} onky diseases of the mindwt of the

} C[X dZ]e = v ] Heetssolw $tringgusingZ %o } v S | tectina@jpip (near the bridge) to
create a scrubbing or scratching effext though sonically responding to k@mment Ascending
and descendinglissandostrings, string trills and a droning cello line alongside pulsing and
exaggerated dynamics suggéstthe listenerthat something is notight (examplel27), as though
pre-A Ev]vP §Z p ] v }( $3ZintehtidpsEhe chélge between ascending and

descendingylissandosnetaphorically imply instability in the doctor as it faisfind resolution.

Examplel27. AHS{23.10] Dr Arden is mutilating his plants and describes patiendésaasedglissandostrills and drones in strings
pulsate to suggest something is not right episode 1].

When questioned by Sister Judbout the disappearance of four patients [23.26], Dr Arden simply
statee ZSC ] [V $§Zkmeticallygith fast visuals of bodies being cut up and eaten by a

monstrousbeing (figurel43), alongside ascending strigtissandogo enhance the horriti truth.

Figurel42 AHS[23.26] When Sister Jude asks about the disappearar|
four patients, Dr Arden lies and tells her thegdiiwe are shown visual {
hand grabbing from the monster [episode 1].
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Therealityof Dr & v[e Jv3 v3]}ve }u « 3} epPgtd eXgeriment on KiB3.05} his
voice}JA E }v opu e Z8Z & A+ S]Ju AZ Jude doud Bivedit mel tEovda in
prison for my ideas, torturednaybe A v eSE § [ Y[5Z ¢ JEovVv}P 3FY[&§Z]e ]* uC
turn, the time of s ] v . His voiceover implies that others would see him as barbaric and even
Z u ; fhe music, withdetuningdrones,rhythmic percussive drums and squealing/screaming sounds
]Joopulv § o A v[ee[ ~ &HA28)he percussion becomes slighttpre developed with

13]}v o EZC3Zu] <«p A E-+ «o¥ef continsig¢sFthe chntext becoming more
sinister throughout the scenes SZ}uPZ «Cu }o] 00C E ( EE]vP.3he<cdderaz ES E
angles consistently depict the doctor positied over Kitto assert powemandcontrol the situation

(figure 144).

Examplel28 AHS{33.05]Percussive rhythmic motifs and drones pulsate as Dr Arden continues to dorfepaele
1].

Figurel43 AHS:[33.05] Dr Arden is performing experiments on his patients, the camera {
shows him above the patients; he asserts power over the audience [episode 1].

Shelleyanother longterm patient at the asylum < &] C 8Z 8 (( ¢« ZyCu%Z}u v] |
attempts to escape; Dr Arden, who believes the cause in her madness liessixiat behaviour,

tortures and sexually abuses her following this attempt. +S@E %o Z & }Av Jv Z]* Z £ % E]u
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lab [39.39](Fgure 145) v. §Z pupu]lv Z & ] P 8] AREHuiest“pardcujady [

Uul}A uvs vp0 E D [ v WY € Z/]vArefuiemormass for the dead, israligious

ritual, strongly connected to the Catholic Church, perforfmdhe deceased in order to free their

s}uoV 8Z » %] <+ A E AE]33 v (}EHfubh&ral Zgrdice) TR ghoideZofsopdE ] o

serves two purposes in this scene: firstly, its religious context matches up to the idea that the church

is in control othe asylumpatients, and secondjype]JvP ZE <pu] u[ u € Ju%oC S§Z S "Z oo
shortly meet her dreaded fate and die. It could ¢ } pe S} JePule SZ mégndfE[s SEU
state with a similar purpose to the waltzéhetextof Z/v W & ] u @$finflingueternal peace

and being free from sinZ >] & digzu$ses being rid of sin and asking for forgiveness (figie

The sweet tones of the choir with sweeping melodies creates aaathe texture with harmonic

structure and resolving cadeas %0}o0 E }VSE +§ 8} *Z oo C[+ Vv }uvd E A]3Zz E

struggles to escape.

VI: Libera Me VII: h Paradisum

Free me, lord, from death eternal Into paradise may angels draw them,

on that day of dread on yourarrival, may the martyrs receive yoy

when the heavens will bghaken and the earth
and lead you into the holy city Jerusalem.

while you come to judge the world wiffire. .
May the chorus of angels receive you,

| am made to shake, and am afraid and with Lazarus, once a beggar,
awaiting the trial and the coming anger.
may you have eternal rest.

That day, day of anger, of calamity and misery,

that day, the day of great and exceeding bittern

Figurel44: AHS:d /A SLipér&Meland Ih Paradisunf & pe S} }JE Z «SE S E E& v - |
Shelley (Faurdkequien.

644 Gabriel FauréRequiem op.48ecorded 18871890, compact disc.
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Ardenrefers toShelleyasabl E 33 u% 3]vP 3} Z(0C ploc@imsSZ FoZe Zv. 3} Z 0] %o
Z & A]vP - [146) BBairdEnaking refemce to animal behaviour. Shelley realises her legs have
been amputated so she cannot escape; the audience then understand that Dr Ardéoutates

and dissects his patien{ske the flowers)He has created the monsters that lurk outside of Briarcliff.

Figurel45 AHS[39.39 to end] Shelley becomes amputee by Dr Arden and turd$ in Zu}lves E[ €

As Shelley screams out in horror at her amputated legs [40/@¢3l lines inZ/v W & sdnigally
ascend reaching a monumentdinsax in the musical phrasing (figutd7). The soundscape
*Cv ZE}V]i]vP A]3Z ~Z 00 C[* » E u-th&situation lighthedtec, ]S u | o

desensitizing the gruesome images.

Figureld6 AHS{40.271 Z/v W & synchiofizes with Shelley as she screams at the sight of her new amput
[episode 3] (Faure, In ParadisuRequiem op & (Paris: J. Hamelle, 1901).

Ardenlater injects Shelley with a substance which producestoilvisually deform her and
radically show a contrast between him (the ideal human) and herself (now a monster) [1.40] (figure

148). In the case of the pagnt, madness is not born, it is created.
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Figurel47: AHS{1.40] Shelley is injected to produce boils and turn her into
ZulveSE}Iue[ (JEU € %]} 06X

Not only are the doctors corrupt, but the sistersBriarcliff also appear to be as sinful as the
patients yet continue to look down on tha: we learn thatSister Mary is possessed by a spirit that
was unleashed during an exorcissie begins killing patients off one at a tinaad thatSister Jude
was ace a jazz singer in a bar widnilst driving under the influencevas involved ira hit and run
incident The staff at Briarcliff are corrupt in all their dealings with the patients, caging them like

vlu o v (}& JvP Ep o v pvv Stheld. 0 ZSE Su vSe[ }v

Conclusion

American Horror Story: Asylumses preexisting music fronmanygenres to enhancthe visual

screen play as the story of Briarcliff asylum unfoldisArden is musically characterised withjpre

existing classical musiwjth similarities tothat used forHanniba) to hide his true identity through

sophistication, intelligece v 0 **X ,]* u §Z} ¢ }( A% E]Ju vsS S]}v v (}& JvP Z:
patientsshow ZJu 3} J*%o0 C Zu [ ]2 AJ4u@BXv & 3} §Z ZA @®&I[] U 8} -p
§Z § Z]e Z E § E ]* Juul}® o v A JThessenes dévelapsitheZtigmpof the

asylum to the extreme with animal like patients, deformed visually and menteily,arecaged and

tamed. The use of prexisting horror music (particafly with reference to the soundtrack &farrig
evokesnostalgiawithin the listening audiencandwe find hidden meaning as to why those extracts

were used; they prempted when something bad was about to occur. This series raises issues of

gender and idntity, with the idea that sexuality and sexual behaviour was deviant and that it was

the main trigger of madnesdlodern concepts of sexuality are still an issue within society, so this

series offers both horrific and sympathetic responses to the iddasidEa of the monstrouss

demonstrated usinghematic material borrowed fronCarrieto show how these characters will face
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SZ 1& ( &« v %0} * e u V SE ve(}EuU ThapduhdS@peddhthis|serep u}s] (X
uses classic horror tropes weh similarly follow the trend of other classic horror scores. The use of a

U 00 % 0 88 A 0} %o C EZCSZu] uld](e ] Z & 8 E]*S8] }( 8z -+
experiments with time, spacandinstrumental techniques to create an avagérde andunusual

sound that is both uniquget recognisable.

Case Study 2Conclusion

All threeexamples studieg@resentsimilarideasand some contrastingnes,surrounding thearchaic
asylumits patients and staffThey have alliepicted negativeoortrayals of he staff abusing their
patients:Shutter Islandlthoughwe do not find the manifest truthuntil the very end, creates
tension through the music to suggest that the Doctor is not to be trusted (often the camera angles
show the situationfraw d  C [+ %&ti@, rPtaking the audience feel as though they are

E% E] v JvP d C[ o] (isuncleabsthréyghais Xe/f8m whether the doctors are
corrupt and are brainwashing Teddy assuggess or whetherheis as delusional and dangeis as
theysugest. The musiteinforces the lack of clarityyith its continuous twists and improvisatory
sections using irregular rhythmic measures &mdymentedharmonic structure. The use of pre
existing music and its lyrical contenducesnostalga and memoriegssociatedvith d  C[¢ % *3SU
adding emotional quality and leaving room for hidden messages and depth. There is thematic
material toboth characterise and daumanise the patients, which becomgparse in texture as the
film progresses, tindicateloss ofidentity. Thisalso featuresn American Horror StoryAsylum
which uses praxisting music from classic horror filnmotably Carrig to prompt nostalgia; as the
series switches between the 1960s aonday, the choice of musiechoes thescoring and thematic
ideas of the timesThe influences of the Catholic church are clearly seémiarican Horror Story
Asylumand§Z Ju% § }( §$Z §Z}0] Z}EE}E P VE ] o &oC ¢ v ]v 8Z
the patients.This trope demostrates how reljion, used to help patients to improve by cleansing
them from their sinsvhen combined with madness, became a euphemisndésiantsexual

behaviourby the staff The series presents gender, sexuality and identitgastroversiaissuesiot
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onlyback in he 1960s asylunbut in modern culturgoday. LastlyA Cure for Wellnesssesboth an
originalscoreand preexisting classical mudigat throughout the filmplays extract®f waltz dance
sections to emulate a playful game that the doctors angaged irwith their patients. There is also
thematic material thaevolvesas the film progresses to shawe development of the main
characters who all become furtheisassociatedrom normality;the score progresses away from
the original motif to mimic the oscreen actionin the three examples discussete impressions
giventhat people who enter the asylum never leavihose visiting the asylums share the same fate
ofbeinP }ve] @& [ZAZ ue oA « }E adaptto andimal life outsideof the aglum. The
similarities of the main charactemofthe monstrous patient and the mad doctor (between each of
the casestudieg depicts negative associations of madness, meanstitutions and its patientsthey
}8Z ]e%0 C pv vvC Vv Zu}vsBuohe upes  magk pf@&anity to hide their
madness The lack of difference and room for positive portrayals means that those suffering from
mental iliness may refuse t@sk treatment through the stigmatization and the impression that the
medical staffand religion are corruptdZ E & 3Z u * }( ZA § E[ 8} *Z}A u vS 0 Jves
Shutter Islandises this theme to show Teddy slipping away from ngdtits moments of stallity
portrayed through the movement of water ebbing and flowiAgCure for Welkssalso uses the
ZA 3§ E[ §Z u 8§} «Z}YA 8Z Z E & E- o0}+]vP §Z HEeafmenSIHe€ v + o(U |

water metaphorically washes away their identitiesand8a $Z u ¢ Zu [ % 5] vSeX
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Chapter 6:

Sensationalised Killers : The Rogue, The Musical & The
Factual in Dexter (2006-2014), Chicago(2003) and Extremely
Wicked, Shockingly Evil and Vile (2019) .

In chaptertwo, | discussed how th¥ictorians becaméascinated withtrue crime especially murder,

and how this fascinatiobhecame commercib exploitedby newspapers, playsnagazines and

literature becominga publicohenomenon dzZ}s Az} A & u  HonjadBered,syally

the upper class) were dlE ]} ue v JvSE]P U C 8Z Z}SZ & [ v 8Z}* ]*%o0 C]lv
readingofnovosU i}JUEV 0°U v Ae% % E ES] 0« v A]e]8s 8§} «Copuue P A
that a clear divide could be distinguished betwedg[and #hem [ Criminal acts, deviance, and the

% E}e% S }( $Z ue OA - Jul]vP Z}8Z E [eaCamongst thelgenerate E 3

%op 0] V §Z]+ ( E JvE + A]§8Z 8Z u EP v }(&Z Z« E&] o lJoo E[X

«Zo C DX }virhe bi€v Awnetican Hero: Dexter, i€Killer for the Massels
summariseshat Z§Z e« ] o IJoo E P A 3Z %o }% peofvioleptcritipE v A opP
E %o } EurigRhle Victorian er&* Thisnew characterization depicted those whwad previously
beenseen ¢ Z}$Z a@normal andindistinguishabldrom ordinary peoplewhich became a
difficult concept for societygausing peoplea question both themselves and those around them.
We can associate this idea with the modelekyll and Hydevhere the monstrous Hyde hides
behind theordinary face of Dr Jekyfl® }vv 0o C e«puu C Jhe seSal killeZ drguably is not
simply someae who evokes our fears of being killed, but he/she makes us fear the Otherness within
JUE* 0A ¢ o ¢} ] 3C v *“WherdasbgiorethpXonceptof ZK$Z E [ WBtm %o

Z ou }UE pnthemandprovide uswithZe}u S$Z]vP ASPEY o S}}¢Rhipwnew

645 «Z0 C DX }vv 00CU ZdZ E A u E&] v, E}IW Ase@®Umnal ERopular|@QuitdE1(}E SZ D e«
(2012): 17.

646 StevensonStrange Case of Dr Jekyll and Mr Hyde

647 lvv 0oCU ZdZ E A u E&] v, E}W /[£ES EU » E] o <]oo E (}E 3Z D e+ «[U i6X
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(}E&uU }( ZKSZ E[ u *} ] 8C Zo}}l JvA E St®IheresogietghadEingially}vep E [
formed Zepu %o E (Poo] B} eSe S} ( E[Y Z5Z +« E] gavgws s@mbthing al (Efehrpuo E U
within our own society®*°Sander L. Gilmam$ § « §Z § Z}u®E +Z} | ]+ oA C+ 3Z § §Z C €
Jooe & E 00C ipes o]l pe[distiAguish delegu line betvigen them and us which
causes panic and disruption to societZ A A tn® - we need- the ‘mad _to be different, so we

E S IuS }( SZ Spu((}(8Z 1E& & o0]8C 8z UTCthigsuggeststhal 3$Z u ](( &
sociely desperately wants to find difference between us and them, and yet society continues to
fetishise, exaggerate or fantasise o Z S Zhig fagcination of deviant behaviour (and in some
cases, killing) has continued to become embedded within contempaonadia with the idea of an
anti-hero or antivillain protagonist becoming the main feature of the television show or filnis
chaptertherefore explores how the most extreme acts of deviance, crime and mental iliness linked

to serial killing have becongcause of fascination withtontemporarysociety.

This chaptepbserves how these characters are contrastingly acceptedmittntemporary
culture, withthe musical scoring, voieever and visual effectseingused tocast these characters as
Z viEjoe*[U 0SZ}uP Ziles. The sEidy goes on to look labw the music is manipulated or
transformed in order to furtherdvour andsensationalis¢hese killersThis concept is contrasting to
the other two case studies, as there seems to be a gapevimentally ill characters ar@ternatively
( AlucE » S ZanZafed@ceptedior their actions The case studies in thchapter all focus on
§Z Ze+ ve S]}v o[ *% S }( &E]Ju ll]Joo]JvPU }8Z Jv §Z J]&E <S}ECO]v » ~ 0
intense media scrutiny/speculation) and in the presentation of their narratives (the criminal is the
protagonist).Thiscan be]lvl 8§} §Z s] S}&] v }v %S }( Z¢ ve S]}v O] E]Ju [U
behaviour was becoming heightened by journalestsl literature of the time.The case studactsto

move awayfrom some of the Victorian understandings of gender and madness elsewhére

648 lvv 0oCU ZdZ EA u ] v, E}W £38 EU » E] o <]Joo & (}E 3Z D <+ +[U idX
649 lyy 0oCU ZdZ E A D@ES EUEBIW] o <]oo & (}E 8Z D e+« «[U TiX

650 Sander L. Gilmamhe Face of Madness: Hugh Diamond and the Origins of Psychiatry Photdeaphprk: Palatine,

1976) 13.

276



thesis; many of the musical themds not suggest meculineor femininecharacterisationsin

Chicagpthereisno o & (]Jv]8 ]*8]v 8]}v 8A v §8Z P]Eoe v JooC &oCvyv
narrates and supports the storyline for the girlBgxter and Bundy both borrow prexisting and

non-western music which is not characteristic of any gender but used toidesgheir identityand

personality traits their gender does not become heightened or mentioned at all in relation to their
madnessHowever there are similarities with the other case studies sonic#fig;use of pre

existing musigs still presentuse 8§} (E u §Z Z E § E[* v S]}v o]SCU ] vs]sSC v
traitsU }(S v pe v EE S]}v (}& §Z ZAdHitioBalFEChichgg *EVv O] v§L}gLe

use of jazz resonates with existing ideas associated with deviance (discussed futtileecase

study).Therefore these case studies can be seen as indicative of the ongoing development of
contemporary horror and thiiér narratives, and the ways in which the soundtrack engages with

Victorian ideas of mental health, gender, and criminality

Since Jack the Ripper in the Victorian era, serial killers have both gained celebrity status and

have beersensationalisedDavid 8hmid inNatural Born Celebrities: Serial Killers in American
Culturee uyPP e8¢ SZ § Z poSpuE Z ¢ veZ[E}v uiS415Z E}¥% % Euu}lvoC

%% @Ee+ ¢ Vv JuulE®ES o (JPHE ]Jv 0]8 E SHE U (JouU 3§ &'A]e]}vU i}l o
A }E JvP 8}~ Zu] U : | 8Z Z]% % EU o o0 e« Z E}U 258 EE}E]I -
Jve% ] E «somemayeven copy hs actions>>Women were dehumanisebly suchvictimization.
Reportsin 1888 detailindhe secondRippervictim set the murderfrenzy in motion Reynolds
Newspapedescribed the streets azowded with arexcited and anxous public concernedbout
the murders®3The }v %o Ssér{alXillingd a term initiated in the 1970&ecame largely
commercialised, witfournalists publishv P A} E | « 1&htherA % E } v [TheHoZors of

tZ]1S Z %speftatorscould even pay twisit the murder site.®** The Victorian media

651 David Schmid\latural Born Celebrities: Serial Killers in American Cfillimags: University of Chicago Press, 2008) 1.
652 SchmidNatural Born Celebrities: Serial Killers in American Gulture

653 Bruce Paleylack the Ripper: The Simple T¢utmdon: Headline, 1996) &2

654 SchmidNatural Born Celebrities: Serial Killei&rirericanCulture 1.
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heightened the idea ofrime, especially murder, whiatould be why these criminals became

sensationalisedby the public. Perry Curtis idack the Ripper and the London Paetsilsthat,

despite he horrificmurders taking placereadershecame$Z]E+SC (}E& ZPEW <}u S Joe }( 8
E ] u ;€hefactthat Jack the Ripper had nevieeen PP ZSU (i oo  § Zcin#tign®o A« (

mentionedin chapter two,murder stories were the inspiration for some showsdaplays named

ZW v'W@[V §Z «+ A E A oo E ]A (JE §Z : | 8Z Z]% % E <]oo]vF

after, often selling out quickl§f® Multiple theoE] « *WE E}uV JVP : | §Z Z]1% % E[s SEU

kept the story alive; two thoughts werthat Jack was uppaiass and potentially a doctor,

challenging the prevalent ideas surrounding mental iliness and class, as people suffering with

madness were uglly categorised as from the lower classes and depii¥ed.

The serial killer frenzy hasmiinued intoUSu} @Ev u ] A]J3Z Z }ved v «SE u }(
movies, magazines;dhirts, trading cards, videos, DVDs, books, websites, television shows
[documentaries] ad a tsunami of ephemera [which] have given the figure of the serial murderer an
unparallel PE }( Al+] ]0]13C[ ]983The €y agress|idEhese resources may
further emphasise these stereotyparough the US media reinforcing the frgras such
According to Mark Seltzerit E] o <]oo E*W §Z v >](CdwrewuEdrrept t}uv
Pv E S3]}v Z A Ju ZA}pv pOSuUE [VA & (-+]vs Als8Z Z}u]l]
private, creating superstars from serial killifgSJulie Wiest irCreating Cultural Monsters: Serial
Killing in Americauggestshat thefascinationfor and misconceptiong ( ZIJoo Ee[ ] *S]00 % E - \
modern day media because there is still limited knowledge and understanding concerning serial
killing, with multipletheories as to what their motives are and why they do it; there is not one clear

definition ®° The media can become used as a channel for serial killers to build up their celebrity

655 perry Curtisjack the Ripper and the London Pgissv Haven: Yale University Press, 2048. 1

656 SchmidNatural Born Celebrities: Serial Killers in American Gu8&ire

657 SchmidNatural Born Celebrities: Serial Killers in AvaerCultire, 38.

658 SchmidNatural Born Celebrities: Serial Killers in American Gulture

659Mark Seltzer® E] o <]oo E-W §Z v >]( ]v (NewwEYork Ragtiedge, 1998)) ZE
660 Julie WiestCreating Cultural Monsters: Serial Killmgmerta (Boca Raton: CRC Press, 2012) 3.
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3 SueV ]85 nvA]33]vPoC % E}A] -« |omir@ceAdsdsszSatisfactBn)aniivs E}o

%0 *UE [ * Aoo « (uU (}JE 8Z ]E 3]}veU 87 & FIPBe inedia + } v}$ Z
may also manipulate the truthbmut biological, psychological and sociological approaches to

understanding serial kihg, meaningeaders and viewers do not comprehend the full story and

instead create a stereotypical view of serial killers and those displaying othéfiess.

dZz e« E] o llJoo E v 0O o00 e §Z Zu}*S E vVvS v Ev S]}v }(
monstrousother ¥ Th]« ] }( §Z}s ]e% o0 CJVvP Z}$Z EvV e[ ¢ ]VZuu v Vv V]u
chapter two. @rial killers become ideakd asGothic monstersthey are cast adgther than the
imagined community and as the being that cannot be imagined as conJrgubik allowsa
community to dissociate themselves and establish clear boundaries betivaad the killer- the
killer is depicted as inhumai* t] 3 & ( E« §} Nonstigp@dial Z AZZEuuU v ulves E-]
are defined as serial murderers and hieidal marnacs®®Monsters in various forms have been
present throughout history and implies that although there are variants, the cultural monsters tend
8} (}J00}A 8Z «u Z E § E]*8] *V Z]Ve V]E3C }E %o}ee e*]}VU % E A]3(
monstersfrequently take human form but are depicted with animalistic characteristamotionally
A}] U % E §}E C¥ This agai reinfofces the idea that these people are othered and
detached from society as their identity becomes dehumanized. Monst®a asnyths and legends

marries with the idea that serial killers are depicted as legendary or celebrated.

According to Wiest, modern media have developed two character identities for serial killers
IVIAv ¢ Z8Z Z] }peU u}ve3E}pe lmput, E[v v}usd Z]@WudvP P& v £35 }}C
Steven AEggelin & Working Definition of SeriMurder and the Reduction of Linkage Blindngss

Ju%eo] « §Z (]E-S 35 GEary8d riarbdastavho isriven to kill because of a horrible

661 Wiest,Creating Cultural Monsters: Serial Killing in Ame8ica
662\\/jest,Creating Cultural Monsters: Serial Killing in Ame3ica

663 SchmidNatural Born Celebrities: Serial Killers in American C@lture,
664 shmid,Natural Born Celebrities: Serial Killers in American C@fure,
665\Wiest,Creating Cultural Monsters: Serial Killing in Amediga
666\\iest,Creating Cultural Monsters: Serial Killing in Amedza
667\Wiest,Creating Cultural Monsters: SeridliglinAmerica 37.
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childhoodandsZ A C <} ] §C Z « %@ has anzbndrmal relationship with his mother,

and may have great knowledge surrounding police crimestigations his victims are those seen

as weak and helple$& This stereotypesuggests that serial killers arexsially driven, show

animalistic behaviour and are mentally damaged from gieesima and a home life which

destabilizes both their sexualind their identity. It has continued to be used in television shows

such aLSICrime Scene Investigatitfiand fims such aSaw’® and Copyat.®”* The second

stereotype has become used in more contemporary media; this killer has a normal appearance and
v ]0]3C 3} (] <]oC A]3Z]v <} ] ehfaxcetthis new sgdreotymeotheseskillers

are characteised as supeffvs oo]P v3U Z Eu]JvP v §3E 3S]A ]Jv ]JA] p o AZ}

}E v E&C Y% TKEg oHaXacteristics (welfgrage, pastrauma, education) may differ

depending on each serial killer, which adds to the fascination in tryingderstand them. Ted

Bundy for example wastelligent, with no history of abuse, no children, no partner and chose only

female victim$”3 John Gacy on the other hand was homosexual, was divorced, had children but no

history of abuse, had many arrests anasé boys or young men as his victitffSThese two

examples demonstrate that although there are contrasting features for these kileng are still

cast as one or the other stereotype, mainly by the media. It also shows that although the second

stereotypehas developed into a character who is more relatable and accurate with the

contemporary concept of mental iliness, the idea of thesmzonstrous and mentally unstable

through trauma is still present in their portrayal in modern media. The two examplefopisy

discussed are white male killers who anere eliteandeducated It could be suggestethat these

two stereotypes could have stemmed from the Victorian Jekyll and Hyde; Doctor Jekyll embodies

68A5 A v X PP EU Z t}EIIvP (]Jv]8]}v }( » E] o DUE E Jourralof Polige Scjénce} ( >]vl P
and Administratior12 (1984): 34857.

669 CSI: Crime Scene Investiggtmeated by Anthony E. Zuiker, produced byefwkal., aired 200@015, on CBS.

670 James Wan, dirSaw(2004; Twisted Pictures, US: Lions Gate Films), DVD.

671 Jon Amiel, dirCopyca(1995; Regency Enterprises, US: Warner Bros), DVD.

672\Viest,CreatingCultural Monsters: Serial Killing in Amei3&a,

673Wiest,Creating Cultural Monsters: Serial Killing in Amef42.

674\Wiest,Creating Cultural Monsters: Serial Killing in Amesa2.
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super intelligence and sophistication whereasditer-egoHyde captures the animalistic and

monstrous Kkiller.

The threecase studieganalysed in this chapterre a television seriegxte), a film
(Extremely Wicked, Shockingly Vile and) awidl a film musicaldhicagd to demonstrate that this
stereotypeis present in a variety of genres within the medrad that21% century societys as
fascinated with crime as the Victorians were. The musidextef® ]e « JE S} & (o § A&£S E][-
internal thoughts and two persomay Z]« (] 3]}v o Zv}E umasicfront thg GiEENEA
surrounding him and his dark true self uses originalifadhat are only present when he is stalking
Z]s % @& CX /S 00}As 8Z p]lv 8} S E[+ uvsS o *5 ]o]8C (08 a
his twopersonag as he disgsses his thoughts, inviting the audience to see how he is mentally
corrupt. Dwe to its appeal in the media, the television show evokes both surprise and difference;
although he works foMiami PDandis a bloodsplatter analyst he is also a killer. Musally,Dexter
uses the same themes throughout the series, which are imporanot only establish ideas and
characters like a leitmotif, but stereotypes are formed through audience recogn@ioicag6’®
taken from aBroadway musicaind made intdilm musical,already usesdditionalmusical
languageahrough the form of songBeirg adapted from the stage to screen means the
interpretation willbe contrastingly diffeent due to the multiple camera angles, multiple sets and
the freedom to enhance the ideaas opposed to the limitations of a single stage. Therefine
music and vigal (through song and dance)ay furtherenhance the stereotypesurrounding the
(uo 1Joo Es AZ}U Jv 8Z % @E} e+ }( Z% p3SdnsBtignalisehed} A[ u 3 %0 Z} E]
behaviour; causing the audiende find their killing actions as light heartethe audience also see
the character development dghe two leadfemale killes as they tell their story allowing us to feel
emotional engagement and empathy towards the charext@he case study will also explore any

differences in representation between female and male killers. Ldstlyemely Wicked, Shockingly

675 Dexter created by Jeff Lindsay, produced by Robert Lloyd ke¢wal., aired 2008013, on Showtime.
676 Rob Mashall, dir., Chicago (2002; Producer Circle Co, Zadan/Meron Production, US: Miramax Films), DVD.
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Evil and VilE’ follows the story of Ted Bundys he continuously escapes and challenges the justice
system; the stoy is shown through the eyes of his letggm girlfriend Liz. This film is based on the

true events surrounding a serial killer as opposed to the otherdhwoices which are fictional; the
audience may have made assumptions and judgemaintait Ted Bundy éfore watching the film.

The film uses prexisting music to support the 60 and 70s era in which the film is set, which not only
evokes nostalgia in theudiences, but the lyrical content chosen to support thesaneen action

creates irony and potentiallpomical moments, as though supporting or glorifying Ted for his

actions. This dilutes the monstrous reality of Bundy and detracts from the fact thaukedlip killed

so many women. This film raises questions as to whether or not the direct@emaatbnalisedthe
character of Ted Bundy through merely making the film itself and discrediting the victims by focusing

on thesensatiorand fame that Bundy ebodied.

677 Joe Berlinger, dirExtremely Wicked, Shockingly Evil and20i£9; COTA Films, Voltage Pictures, Thigdvbtion
Picture Company, US: Netflix), DVD.
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Killer praised as Vigilanteexter

Basedon: (( >]v 20Q4wookDarkly Dreaming Dextg’®this televisionseries follows a blood
splatter analyst who works for the Miami PoliEerensic department working on murder
investigations. But he has a secret, a double identity; at night he himself is a killer, buttthee to
code his late adoptivéather set for him he only kills those criminallgorse[than himsuch as
paedophilesandrapists thus settinghim up as a vigilante or antivero figure. Even though he Kkills,
audiences see Dextefat least partiallyps an antirhero. The camera anglesusic and the writing
for Dexterimply SZ § Z ]+ Z;}deBpi&thi§, the series works hard to encourage audience
identification with Dexter. A central feature within each episode is voiger which narratefiow he
must mask hignsanity and preted to fit in with society in order to disguise his true sé&His allows
8Z u]lv 8} ]e8]vPulez SA v pue v 3Zu~ AES EV Zu E] Vi}Ce
Z E § E+3Z 3 Z oo vP }uE v}3FVAlthdudhteRrEsSonhas Bedijes P [ X
centred on themes ofrime, hwand justice our society haselebratedthis antihero figure.58With
every television series or film providing us wille affirmation we so obviously need that the scary
Other will be successfully tught to justice, bw can we so enthusiastically embrace Dexter and his

UlveSE}pue vBUE M|

Donnelly argues thahe rogue has ben an important identity for characters for centuries
within American mythology; regardless of how we think society shoaldrthow people shold
behave, our society continggo o } Athezadical outside?® There is anythical depiction othe
well-lovedrogue, whodisregardshe rulesbut for good purposesamed American Adaf¥® Adam
]+ Z }8Z (pooC E o]lindiddial, etabodyingie Romantic ideal of no concessions to

the demands of a conforming civilization and yet, at the same time, the friend of that civilization,

678 Jeff Lindsayparkly Dreaming Dext@dS: Orion, 2005).

69 }vv 00CU ZdZ E A u E&] v, E}W /£E§ EU "~ E] 0 <]Joo E (}E §Z D = +[U i0X
8 }yv 00CU ZdZ E A u E&] v, E}W /E§ GU6" E] 0 <]oo E (}E EZ D e« of

8l }yvv 00CU ZdZ E A u E]UVA, GE}W <]&ER EE (}JE §Z D o +[U 00X

82 }yv 0oCU ZdZ E A u E&] v, E}W /% EU "~ €] 0 <]Joo E (}E §Z D e+ +[U i6X
8 }yv 00CU ZdZ E A u E&] v, E}W /£E§ EU "~ E] 0 <]Joo E (}E §Z D s+ +[U i6X
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often aiding it and furthering its progressive imperatives, not from any carefully workiegatitical

vision, ba simply because he wanted toZ A « v] %9m@rjcan Adam adds newness,

adopting an unusual code and behavioural pattern in ojtpmsto the rules of the law, in which

independence and rule breakirgeintegrat®® £S§ E[s Z & § & thisihehediGur;dis

means thatalthough he adopts enoreradical lifestyle lhanhis peershe is accepted due to his
selflesgdecisions. }vv 00C 35 § «viZ]|6 ¥ Hasheélged to reestablish a clear

differential of otherness and a clear érbetween them andis }v P.5%PD[ie to their past

trauma, which becomes a scapegoat for their criminal behaviour, these characters are given a valid

reason for their exploits and disruptions of sociét{This evokesmpathy in the audience as

opposed b the nomotive serial killers who have no consideration for oth€&tare Clarkéen Late

Victorian Crime Fiction in the Shadowsberlocldiscusses uC  }} § ZA@fince of Swindlers

written in 1897- the story revoles around the protagonist Simon @ar a master criminal and

master of disguise who commits crimes in Victorian Lorfd®@larke statesthaz Ev u C A oo

Z A vi3§Z (JE*3 08 s]SIE]v Z}Pu , E}U v}sS }voGedowHho EJulv
investigates and solves hisowrimes®®® @&v u } ]« }$§Z Zue+[ vthEglZaly] v Z

defined boundaries and binaries upon which both nineteecgimtury national and criminal identity

A & }ve3EP0O8 th¢ Xther hand, Richard Schwaridice and Noir: Contemporary American

Crime Fictiomrgues that the character whoerforms justice outside the lavis alsoa friend to those

Az} « | Z(E(EBw *} ] o v posuE®0rhi ilustdEed hdw(rEaders looking to

these type otharacters as they struggle to deal &ite} ] SC[* }veSE ]JvSeU (]Jv SZ u JvZ CE

appealing.

64ponnelly,ZdZ E A u E] v, E}W [EIFEEUEZ "DEp o[¥]o0XE (}

685 lvv 0oCU ZdZ E A u ] v, E}W £38 EU » E] o <]oo & (}E 3Z D <+ +[U i6X
66 }vv ooCU ZdZ E A u ] v, E}W £S5 EU ~ E] o <]oo & (}E $Z D e+ +[U 11X
687 Jvv ooCU ZdZ E A G}WE] A£§ EU » E] o <]Joo & (}E §Z D e+ «[U iiX

688 Clare Clarke,ate Victorian Crime Fiction in the Shadows of Shétlocion: Crime Files Series: Palgrave MacMillan,

2014) 155.

689 Clarke Late Victorian Crime Fiction in the Shadows of Shetlosk.

690 Clarke Late Victorian Crime Fiction in the Shasl of Sherlo¢ckl64.

691Richard B. Schwartdjce and Noir: Contemporary American Crime Figd@souri: University of Missouri Press, 2002),

26.
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As stated above, £5 & ( ooe JvS} §Z Z u (@3althoughing eopsistently

breaks the rules and commits the worst crime possibig actions areonveyed asargely justified.
Due toa past traumatic experiendais mother was murdered, and he was a witness to the crime
he has now become fascinated iblood. d} }v38@E}o §Z]e ( « ]Jv 3]}vU /ES E[*s }% 3]/
]v %00 §Z Z} [V §Z] } 0 o }these cAnfhallly wod}sg tharChing paedophiles
andrapists- as long as he has evidence against them. Donnelly argues/th& Ss &ggtem of
AlPJo v8 ipe3] Uu]l]EE}E+ u E] [+ UEE vE (= ]v 8]}v A18Z 18- }Av ]
the serial killer ati-heroes of the mid 1980990s obscured the line betweeiormal [selves and

Al v3 K§Z E-U [£3 E[+edto@esiablsha cledr limé&between normalcy and
K3 Z ( ¥°%¢hig demonstratesoth how and whythis type of character appeals the audience.
s] A E+ 0}A §Z Z & 3§ &E MHhe sh@sisGhoughpidydkid and complef®the
openhonedy of Dexterand the waythis is constructed throughoiceoverand camera angke
JvVA]8 « 8Z p]lv 8} A% E] v dfieEHgSEiouthdy hérduss portray a false
image of himselfto become invisible within society. Working in thiamiforensic department, he
hasthe advantageof havingthe knowledgeneededin orderto cover his tracks as a killer atalseek
out other potential victims. Dexter continuously pushes the boundaries of what is deemed as moral

V JUU}E oV ]88 % E%Md] A & Jw]Ppulue u ]38 3]}v }v u}E o]8C[ (}&E ]JvP

acknowledge what igsallyright or wrong®®*1n an interviewthe composerfor Dexter Daniel Licht
saidthat #he music plays it straight when there is danger. But most ofithenatic danger is not
about the killing but about Dexter getting caught. In many ways it is more like a stalker movie
because you are not supposedto b» & C A£S EX A£S ®Thisstdtement Z E}[
suggestshat the musidsconstructedtt u}veSE $§ ES E[s SZ}uPZ&shaw ( o]J]vPe v

him for who he is truly ishenanalysing the soundtrack of Dexteny discussion is focused time

62 lyy ooCU ZdZ E A u E&] v, E}W /£S5 EU » E] o <]oo E (}E 3Z D e+ «[U i0X
63 }lyv 0oCU ZdZ E AGEJWE] A8 EU » E] o <]oo E (}E 8Z D ++ «[U i0X

64 lyyv o0oCU ZdZ E A u E] v, E}[X

65 E 00 D]JV}IAU Z }u%}e E v >] Z§ }v iHtha PoBt, @s@nodified Marth[7,, 2000,
https://www.huffingtonpost.com/netminow/composerdartlicht-on-writing-for-dexter_b_7592890.html
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music from season one alongside the accompanvisigd; this seasonis cruciafor both
establishing the characters and their development, particularly Bexter as we encounter his two

persona for the first time

Opening Sequence: Character Develoent

In an interview by Nell MinowDaniel Lich{maincomposer) describes hisusical palette for the

seriesusing &trings a lot, but for the most part, it is percussiemd harps and pianos and voices and

a lotof randomodd instruments like didgeridp v 0 *3 X/ ue A EC 0]%%This E «+ }E /
Z}Y] }( pe]vP Z}S$Z &E njirtors $heéqiherness adbextea. The opening creditby Rolfe

Kent(composer]00.00-iiXide pe U 8§ % Z}E] A]ep o 3} +Z}A-theBsortRds A} % &E

humorous to match the visual, as Dexter demonstrates his morning rgukamet K. Halfyard in

ZIvSE}e v nepto@AngelimKarpoviche eo ClZe SJvP §Z K% v]vRhthcp v [

states that in order foDexterto Z (18 Jv[ A]3Z]v Z]me rhust perfodrga complex

performative act®®’ It usesanempathyU « u v§]}v C >]vl Jv Z*Cu%o, td MEkeA]5Z §Z .

light of the situgion v /A 3§ & [+amd $qldH the audience into a false sense of seciifity

Figurel49 shows parts of DexttE[* (E Ppo € u}E&v]vP E}us]v U (} pe]JvP }v Z v g

objects that could easily injure someone; this opening scene tells the ataltbat Dexter is

unmistakeably strong and uses his hands in his line of work, allowing them to have a peek at

Dex3 (E[+ « C 3 pvisigdv EI

Figurel48 Dexter:[00.0001.09] Opening Credits of Dexter as he performs his mg
routine [episod 2].

6% D]V}AU Z Ju%e}e E v >] Z5 }v tE]S]vP (JE A£§ E[X

897 Angelinal< E%}A] ZU Z ]« 3]0P$Z KOpuglds/lP HowarBexter: Investigating Cutting Edge
TelevisionNew York:B. Taurug(2010): 2742, JaneS <X , o(C & U Zz/v Sauhes of Feanpah@®Yender: Music in
Cult TYLondon: Bloomsbury Publishing, 2016), 61.

698 >]vIiU ZACu% 3$ZC Al19Z 5Z Alo[ o
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The score consists of a variety of percussion instruments with individual rhythmic motifs to create
bustle and confusiofexamplesl29 a [00.10] and b [00.480.53). Cymbéacrashes are constantly

usedas sonic boom&o conjure upunea® (examplel29 c [00.0600.06).

Examplel29 Dexter:[00.10] Opening credits to Dexter uses rhythmic pedals to drive chaos [episode 2].

O u vSe }(I]v 8] SCEM SHE]VP }( *}pv & pne S} u]u] S E[« S]h
synchronize with blood dripping into the sink, a gsogicallyenters the soundscayaes the blood
then spreals across the visual as it touches material [00.30},Z v JvP v vsu SJvP  AES E]

actions Figurel50).

Figure149 Dexter:[00.30] Opening Credits to Dexter, blood splatters to reflé
/E § iEdrest [episode 2].
There are elements @uban influencs in the musicDexter mentionghat his neighbourhood has
Cuban communitiesMiami itself has a majdsi Hispanic populatiorString instruments (saz and
bouzouki)make up the main melody, which are panned within the context as thdlgfe are two
parts,imitating one another [00.100.18] Thismetaphorically show A£AS E&[¢ 1L 0 % E&-e*}v 0]8] -

interactingwith one another and even imitating the Cuban stiydanask his true nature (example
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130 and 13). Dexter is surrounded hyatinAmerican characters, who are in contrast to his white

masculinity; he is stealing thisibanstyle to mask his true identityAs Haworth mentioned in

chapter three, the use ofnelA Z]8 upe] 3} (E u Z E 8§ &[] vsS]s5C v & ]Jv(}
othered 5% Chromaticism, off beat rhythms and the experimental openness®sthing partsshow

a strong resemblance to A S @Eysual personalityWhenexample 18 is first heard we see two

versions of Dexter as he looks into the mirrdiere are connotations of the use of the mirror

reflecting the darker personality, as seen in the other case studies (Hiflye

Echo

Examplel30 Dexter:opening credits with twetring parts echo one another [000-
00.05][episode 2].

Echo

Examplel31

Example 131: Dexteopening credits with twatring parts echo one another [000-00.20][episode 2].

Figurel50: Dexter:[00.10:00.18] Dexter looks into the mirror, showin
two sides of himself [episode 2].

There is also guitar ardbuble baspizzicatounderneath the sound of thetrings usnga
syncopated swung rhythm timvoke anxiety and to evoke the Cuban influence surrounding Dexter

[00.06-00.10] (example432 and 13).

69 A}ESZU Z'v EU » Ep o]3CU v §Z ~}uv 3E I[U iidX
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Example 132Dexter:cellopizzicatoof opening creditadds to the anxiety00.06
00.10][episode 2].

Examplel33 Dexter: Guitar strumming underneath iopening
credits- syncopated rhythms nods to Cuban influence surround
Dexter[00.10][episode 2].

Heavy brass usjna flutter tonguing/growling technique asmnicallydeployed as a drone to direct a
warning, embodying aggression and intimidation [00.17 & 00.32] (exair®d)e Stringtremolosas

featured in example 8 below also add tension and suspense [E2PW059-1.03] (examplel35).

Example134 Dexter: Opering Credits [00.17] & [00.32f
brass flutter tonguing are used as a drone to direct a
warning [episode 2].

Examplel 35

Example 139Dexter: Opening credits [00.280.29] &
[00.59-01.03]violintremoloscreate tension [episod|
2].

The strings later become transformed and used as a countermelody againsiukeuki[01.40]

(examplel36). The strings high range and trills cut across the texture to create anxiety. The two
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melodies counteractingonev}3Z E u}ve3E § pdsdnaEdomid fogether with the

darker personality attempting to take precedence.

Examplel36: Dexter:[1.40] of opening credits. Violin melody counteracts withuzouki[episode 2]|

A descending scale motif the bouzouk[1.40] (example 37) leads back to the original starting
note and is repeated four times the sequence creating a continuous loop that nesettles

((]JEu]vP §Z (& Pu vs §]}andhis uApsedEthblaijehaviour

Examplel37: Dexter:[1.40] of opening credits.
Bouzouki descends but never resolves, to show
certainty and uncertainty in Dextéepisode 2].

dZ]s u}s](1l*Zz E =+ /ES E[* (MOO JUu P Je EA o0 V &8 JuP «U %ZC
influenced instuments as seen before do not complement the white, attractive and seemingly

normal persona of Dexter, thus creating confusion for the audience [01.35] (Hig2xe

Figurel51 Dexter:[01.35] of opening credits of Dexter
he is revealed for the first time [episode 2].

290



VoiceoverW E EE S}E (} & S E[- EI W o« vP &

Iv Zd}v]PZ&[* §Z E%PIZE[ 9« A ~E +Z}Av A£ES E[+ SEu + o( + IJoo ¢
Voice}A E ]+ ]Jvd PE 0 8} A% E <+ /A 3 adfalléstipePalidienceto( o]JvPeU
acknowledge this darker persona. The mu@c %. E < v S «intefAa s@age as psyclugical

parallelism, whicltomplements the voicever[s P} EC VvS Joe u%Z <] S} /AS E[s EI
side.This is the first extragtlayed in the first episode @exter so it is a crucial part of

characterising Dexter and enabling the audience to stdjo him. The visuals use red to correlate

Al§Z /ES E[ % *+]}v (}E a533). €iiXifie ~&]PuE

Figurel52 Dexter: €11 X1fie s]ep o & & % E|
passion for blood [episode 1].

The voiceover (Figurel54) shows that not only does Dexter plan to catch his prey-fpeditated),

MS Z o0} B ( B+ S} Z]* % E &udienze(d i hungrofor] somestiihg else to curb
his appetite. By labelling his victims as food to be consumed, Dexter steigsdhtheir humanity

v AAEZ] ]S }Ju%o S o | }( & ul@E&e* V]S o0} % E » vS§e /AES E[* Vv
and sexualised. As the voiower starts, the visual shows Dexter driving his car through the city,
revealing only a shadow ofhis W Z]e Z &I %o ¢ VP &E[ ]J* ]Jv }vS8E&}oU v §Z

o] & $ oC ]JvP v] ee §} §Z Z }yPlgoretsq). A£ES E €ii1Xide

d}v]PZ3s[s §Z V]PZ5>
v ]3P4]vP 8} Z %% v P Jv| v P ]vY
Has to happen.

Nice night.

Miami is a great townl love the Cuban food.
pork sandwichesny favourite.
uS /[u ZpvPEC (}E <}u SZ]

Figurel53 Dexter. Voiceover for'Tonight's the Night' shows hg
he becomes hungry for a kill [episode 1]. 291



Figurel54 Dexter. [00.39] visuabf Dexter as the audience are denied acceshéocomplete Dexter
[episode 1].

Minor thirds from vocals creatension sonicallyE ( E v JVP % E A]}pue A] §Jus }JE A v §.

% ** VP E[ AZ} %opeZ « /E Pidiordis phelel ©ithX Voeads but in reverse motion,

adding to the chaos and cordion inreferenceto &£ $ & [ » Hajpand glass harmonica are used

S}P SZ GU ¢ v JvP E}l v Z}E A]sZ ] vS o S} suPP 38 /S CE

fragmented (example38). As mentioned ithe previous case studygoralingthe glass harmonica

was ugd as therapy foWictorian madnesand melancholy, bubecamebanned ast was thought to

be the cause of thenadness they were trying forevent’®Hadlock makes a connection to the

Z Eu}v] v Alu vU -« 3Z7ThvhEn Zpflesl taEDAeit may showDexter as

immasculated or inhumarReverberation enhanced vocals and glass harmonica create the illusion

that there are more parts than are shown, the reverberation simply staggers the instrumentation to

create a sense of busyness, confusiodah }eU & % & ¢ vS]vP -thi&duske[of votals,

piano,harp v. Po ¢ Z Eu}v] (uVv S]}ve < SZ ZeS ol B u}sS]([ SZE}uPZ}us

|\

Examplel38 Dexter:[00.03]'Tonight's the NightZ«S ol & u}S]([ He ® %] VIU Z E%U A} 0e v PO e
polyphonictexture to suggest chaos [episode 1].

00 A E(}E U Z vi}v DhQVEU®CiDue] dZ E % C[X
01 o} IU ZA}v}E e } ] W tluv v SZ 'o e, CBu}v] [U Aib6X
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As Dexter begins to discuss food and his appetite for killing, the percussive section becomes a central
component to the soundscape with accents and stabs uttered to remind the aceliagain of

S E[« SEN Vv SUE €39XThesrhythAicstacturd is developed from the basic
pattern to match the unpredictable nature of the scene, by using a daiiqgo of steady quavers

decorated with additional notes.

Examplel39 Dexter:Basic rhythm at [0.50] of Tonight's the Nig
Jue A 0}% 38} E (0 § AES E[s V% E ] 8§ o v SuE
[episode 1].

Strings are used to fill in gaps as chordal structure; this builds up the textursoaiwhllygives
PE S E u%Z <] 8} AS E[* @) Bynaidsvand-ackents)adal toi thergase

in tension.

Examplel40 Dexter: Tonight's the
Night' [00.34]strings build up the
§ ESuE U JvP %8z S} AES EJ[-
dark persona [episode 1].

dZ upe] ve EP%S0C « A &E +u voC ¢ihiAnay sufgestat v £35 A] 3]u
Dexter is in control physically, visually andsically His voice} A E Plve P Jv A]8Z 8Z Z<§ ol
uls]i([] & SHEV]VP < Zncdwhy lisdviEtim js dorrupt and must be stopped. The camera

VPo <Z}Ae 3Z pn v ES E[* %o E+% 3]A « Z & ole Z]* % E CU

[01.31] (Figurd56). A EC3SJu  AES € & 0le Z]* % & CU §Z Z+% ol & u}s]([ ]*
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Figurel55 Dexter: €11 Xii+ /S E-|shdysEnheSpdispective of Dexter as the predatq
[episode 1].
After the audience has seen the first kill, Dexter introduces himself and the-oemetakes over,
enabling the audience to understand why Dexterisas h& Ml }%.0 ( | 0} }( Zpu v Jvs E
but | feel like | fake them all. And | fake them very W&l $Z]s +Z}Ae Z ]+ A EC A E 3Z § Z
different and that he has to masquerade as sane to comply with the mores of society. It shows
Dexter as having theharacteristics of both types of serial killer simultaneously; he is the animalistic

dark passengerv. 0°*} ]*%o0 Ce o0 u vSe }( JvS oo0]P v v c0o( AE VvV e (E

Thecue [*}u 8Ju » / t}v &E[ ]* pe SZE}uPZ}us 3Z nsit@lbetwaen+Z}As 37 3 E
Dexter putting on a false front and the real Dexter. The underscore is first hdad exter is

finding evidence against one of his victims (a rule of his), in order to kill him (RigiQre

Figurel56: Dexter. [22.20] Dexter finds evidence against one of his victims [episode 1].

The harp introduces this transition with a descending scale which leads into the main body of the
e« JE V 3Z]* ]* E % E e« udnsifién int@ his Mg s@lf[(exampledl). Glissandatrings

in a falling sequence with distortion is the central feature (examg).1
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Examplel41 Dexter:[0.02] of 'Sometimes | Wondetharp
descends which leads into the main body of the s¢epsode 1].

Examplel42 Dexter:[0.15] of 'Sometimes | Wondegjlissandastrings in a falling sequence enhances the horrg
scoring trope [episode 1].

Piano is used as a consistent pedal throughout this underscore, wahpaggiated quaver

sequence anactave call and response to advance the scenetarsbnicallylink back to the

concept of both personalities coming together (exampi&)1

Examplel43 Dexter:[0.03] of 'Someimes | Wonder' piano ostato spread over two staves to show both personag
[episode 1].

ES E[«JAIE e pee o Z}YA Z ZA}v E<[ Z}A % Yé&aldy ifsiHe bimsElf § 3} §Z
(figure158). This honest and real side of Dexter encourages the audience to empathise with him. His
voice-over implies that society will not accept Dexter for his behaviour; he would be stigmatized as

mentally ill for his actions.
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Sometimes | wonder what it would be like,

(JE A ECS3Z]vP Jve] u 8Z §[+ V] v uviv}Av §}
revealed.

us /[oo v A & IV}AX
I live in hiding.

My survival depends on it.

Figurel57: Dexter. Voiceover to'Sometimes | Wonder' [episode 1].

The underscore then becomes %3 §} §Z «}vP Z ] §Z]- tiGtheedd cd]ts. |i+
uses the same score, but the lyrics have been altered to relate to Dexter and his true nature (Figure

159).

If you look close, you can see his disguise Discusses his mas
of sanity
He's got the mind of &iller buried deep in his eyes

It's a different mind than you and me
Onefueled by a pure sense of apathy
TaTaTake blood just to get his fill
He's got a demon inside he can't seem to Kill
Another day, another dead
Slash his knife 'til he sees red
Theres nothin' left but a drop between glass to stay
Another life is taken away
But not in haste, or for waste
Just in time for him to get another taste
Mental instability | | Lost in a state of mind
Lost looking for another of his kind
But his lonely mind is his only friend
His londy friend will be with him to the end

Dak passenger/othered
persona

Kills for purpose

Figurel58: Dexter. 'Die this way" lyrics from Dexter for the end cre|
[episode 1].

The adaptation of the lyrics of the song gives added depth, @sditeover knowingly narrates the
truth about Dexter. The voieever, to prevent any misunderstanding on the part of the audience,

ensures that Dexter is known to be a killer, that he teasons for his killings and that hdris
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control of his urges tdill. This allows the audience to collaborate with Dexter as antaart or

vigilante, and to acknowledge that past trauma has awakened his darker persona.

dzZ upv &« }E& §]S oes vdiceovkr|&ynilesizers, strings, guitar and percussion with

]*3}ES]}vU u v]%po 8]}v v E A E E §]}v 8§} & TBereareZz}3Z & |
E *}vv « Al3Z Z"}u SJu « [/ t}v E[ ~ <« Vv JVP «3E]vPe ufthe} C» v Zd}\
rising broken chord motif); this may demonstrate how tdimensional Dexter is, each theme is a
copy of the other with a variation addded on top to suggest that Dexter really has a lack of identity
against the other characters with no or little devpioent. The voice}A & u v3]}ve Z}A &£ES E][-
late adoptive fatherwho worked in the police force, taught him how to cover his tracks and to think

like a police officer. This gives Dexter the extra knowledge to outsmart his colleagues (B@ure 1

Blood.
Sometimes it sets my teeth on edge.
Other times it helps me control the chaos.

The code of Harry, my fostéather, is satisfied
and so am |.

Harry was a great cop here in Miami, he taug
me how to think like one, taught me how to
cover my tracks.

I[f[u A EC v § u}ved EX

Figurel59 Dexter: Voiceover to 'Blood' [episode 1].

We are first introduced to this motif when, after a kill, Dext@eas up his secret shaft to find his

blood collection (Figure@).

Figurel60: Dexter. [08.20]Dexter shows the audience his blood collection [episode 1].
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ES E 0 **](] * Z]Jus o( * wu}ves EV Z ulSe 2 8 Z 1 2}8Z & |
associate himself with human qualitiehiéTatmosphere in this scene is balanced aatining

Jv] 8]VvP §Z & [ES E[+ E| YoamdsoBHE |+ » &]e(]

Bongos are used to create rhythmic drives, with accents being added to create a triplet feel, causing
it to feel faster than it actually is (exampld4). This represents bothRe E[s Z }5] SZ}uPZS§
processes as he kills and the panic that he may get caaghthough we can hear the internal music

of the dark passenger

Examplel44: Dexter:[0.17] of '‘Blood'
uses irregular accents on bongos to di
S E[s peC ulv € %

A manipulatedndistinguishable motiwith added reverberation and distortion uses one note
repetitively,which suggests both danger and to warn the audience not to trust this character. Extra
reverberation makes the motif appear longer in duration and note value; this adds to the chaos

(example 15).

Examplel45: Dexter:[0.05] of '‘Blood'uses pulsating
motif with irregular rhyhms- this could resemble the
dripping of blood [episode 1].

A guitar motif is also used sparinglyto addtothegESpuE v S} p]o p% SZ Z}EP v]e
is presented here. The use of triplets like grevious motifare much faster in note value, creating

mini hemiolas in the texture, musically demonstraf the chaotic mind of Dexter (examplé6).
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Examplel46 Dexter:[0.23] of 'Bloodtriplets on the
guitar are repeatd, creating a hemiola against the oth
rhythms in bongos and glockenspiel [episode 1].

Manipulated synthesizers are added into the background to add edginess and a sense of unease,

used primarily as a structure, wigome violin harmonics mixed to accompany this. Harmonics are

He AJ3Z]v Z}YEE}E « }E AE]S]vP 3§} eduetdthpwesddnd drl3@Elo oC }3Z E|
timbre. Distortion changes the timbre of the synths, with some pitch bending to alter the original

sounding note, creating tension and confusion, showing DexterZ}SZ & [ v (gxampleg o

147).

Examplel47: Dexter:[0.13] & [0.52]of '‘Blood' uses
harmonics (a) and synthesized chords (b) to creatg
Z o] v[ {épisode 1].

The underscoretite Z YUES]VP Sz EPPAES[S]Ive }( 5Z u}d](s (E}u Zd}v]PZSe
imitate a waltz likecircus styled theme which contrasts with the other motifs within the series. It is
set in3/4, is nondiegetic,mimicking a waltzike structure(examplel48) thisvariation sounds

more like a funeral marclwhich u C E ( E]vP §} §Z HHdurgsiard fadneHis
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victims., o0-¢} Jue }vv § 8} 8Z ZA o8i[] U 3 0]*Z ]Jv =+ 3pu C

he is deviant and immoralipad.

Examplel48 Dexter:[00.01] of 'Courting the Nightises triangle, pianand synthesizer strings in % waltz time, to suggest Dexter lif
play games with his victims [episode 1].

The extract above is the opening of this underscore, which is used as the basic structure throughout
(example 18). Thepianou } ] » Vv Zppto [ EZCSZuUu <} 1 8 A]3Z A 031 «U v §
chromatics and descending bass line add to the playfulfégidteningly vulnerable atmosphere.

Synthesizers fill the sparse texture, which develops into a chord like melody, and risedsaimt e

same sequence depiag A£S E[+ u}S]}ve .Thpegyrthesizer has been manipulated to

e}puv Z3]vwagry, which adds an element of spookiness to the scene. The triangle, has also

been distorted to create a sharp spikey sound, wittitah bend moving down gradually to show

loss of control.

A flute melody doubles up in octaves to become the main métihis underscore. The melody has a
likeness to the synth melody, but becomes mde¥eloped by using contrasting rhythmic note
values (exampl&49). There are also strings that mimic this movement underneath to build up the

texture.

Examplel49 Dexter:[00.17] of ‘Courting the Nighflute melody makes up the main body
this score with accidentals, chromaticism and dissonance [episode 1].
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When the second tite joins, the lower flute supports the higher flute with bass line pedal. An oboe
can be heard underneath to act as a countermelody against thesfligxamplel50) X Z }u&S]vP §Z
E]JPZS[ upe] 00C E % E « vie /[FES E[+ §A} gwith@Ene ajotRerddodss}v 0]35] -

alsobe used as a voice attempting to get out and control his thoughts.

Examplel50 Dexter:[0.34] of 'Courting the Nigh&in additional flute ecomes addechito act as a countermelody
and suggest there are two personae [episode 1].

Voiceless Scenes

As very subtl@dditions, heavily reverbed percussivmtifs, throbbing bass lines and ghostly drones

are used at the forefront of /A § Kilihg scenego emphasise his need to Kill, as though are
listeningtoZ]s Z &I %o ashige®a] thoughtsandthat he iswaiting for the momento

strike (examplel51). The reverberatiorsonicallyE % & ¢ vSe /A S EJ i % @peq tpaSeE %o %o
with no where to run, his cries and gasps for air heightened. The visual also intensifies this as the

sole focus is basash Dexter tightening the restraints and gaining full control of his victim (Figure

162). Thesoundscape uses mostiypanipulated noise with a high level of mixing and processing
techniques to create a contrast to the previous instrumental music used torefge Dexter; this
couldsonicallypersonify his inner self as lacking empatimydentity due to the nontuned

experimental sounds being chosen. The drones possess a vocal quality which could be a reference to

§Z A] &Jue §Z § §Z Z) & Zor@&s Who ®eEdr prdyé o) B killed (exaniga).
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Figurel6l Dexter. [02.11] as Dexter becomes in control of his victim with restrains (Dexter, S1,

Examplel51: Dexter:[02.24] percussive motifs are usq
8} *uPP <8 /ES E[+ &I % e+ VP E ]+ A ]18]vP (JE& 52
moment to strike [episode 1].

Examplel52 Dexter:[2.24]drones have a vocal
<h 0]8C 8} Juls & &Z A] 3Jue 8Z
has Klled [episode 1].

As Dexter tortures and performs his ritual one of the killers [06.13Rlthough not talking to the

H]lVv UZ v EE S -«SZ ]E ZS}EC[ }(SZ ]E I]Joo]JvPe ]Jv v 85 u%S §]
crimes. Silence here emphasid@sxter[« ] o} Bgserting his powener his victims. His voice
changes from calm to angry as he shouts at the killer exerting his authority and control over his prey.

s E 00C A% E <]JvP §Z &E]Ju » }uu]ss C $Z |]mwooexterthpE P

(7213
N1

change as they develop some empathy with him asdeks his own justice.

In particular, as Dexter begins to work on torturing the first killer, (figu#® woodwind quavers
}vS]vu}lpeoC v v e v S8} u]u] §Zstidugb niEKimgdighE of theU
situation by matching these two comporisrito create a comical factor (examdl&3). This subtly

moves into the next scene where Dexter is driving his boat to dump the deceased body of the killer
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in the sea. This idea of mergithe twopersonaealongside music with a Cuban influence as Dexter

performs unforgiveable tasks has the effect of dulling the grim and gruesome nature of his actions.

Figurel62 Dexter. [06.13] camera angle shows Dexteinigontrol as he kills his victim [episod
1].

Examplel53 Dexter:[06.13]uses semiquaver continuously ascending and descgrarthough laughing at the situation and creatil
irony as Dexter is in contr@gpisode 1].

The jazzy Cuban influence becomes prominent again as the false Destefaees as he exchanges
waves and chats to other boat drivers. The us€woban/Latin music is present throughout the other
Z o(}( /&S E[* o]( V Aspsidl]iive, A}t relafjonship: Pexisting music such as
vvC D}@ Jv} ] o[®®@hdiEl Canoner¢® v Zp v '}vi ®&aifmganadorf*were
known inthe Cuban music industry as iconic to this genre and are used to show Dexter using
resources around him to hide his true identity. These artists are used throughout the series to cover
S E[s SEYL = o(U p- ] P 8] oo (3 alsomterdd3tilg that the ghdic¥s use
male voices or are directed by male musiciaan allusion to Dexter stealing this identity to mask

his own voice.

702Benny More{onoci la Parecoded 1964, Milan Records, 2007, compact disc.
703Benny MoreEl Canoneraecorded 1964, Milan Records, 2007, compact disc.
704Ruben Gomalez.a Enganadoragcorded 1943, World Circuit, 1997, compact disc.
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Conclusion

Throughout the series, music, voioger and musical motifs are used to enable theliance to

] v8](C e saf fand his mask of normalityhe small palette used allows the composer to

focus in on detail, often building the scene by gradually introducing new instruments. There are new
technical processes added which builds ue tharacte of Dexter; pitch bends, distortion, reverb,

and looping suggest that Dexter is mentally unstable. The false version of Dexter uses Cuban inspired
instrumentation to reflect the community that he lives in, almost borrowing this identity to hide

own.TZ Z @EI| % ¢+ VP E[ ]* Joou*3E § Uu}E }o}uE(pooC A]3Z Z AC ¢
HVSUV U eSE]JvPeU %] v} Vv A E] §C }( Alv JveSEpu vse 8} Ju]s &
Although the score appears to be developed through its praongssixingeffects, this soundscape

still uses the classical Hollywood style of writing where the music matches to tberesn visual

~}& S]}ve l]v 8] ooC v & o] ¢ }v JveSEpu vS S]}v v o0 ]JSulsS]( 8} o
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<]oo E-+ XKW u35Z¥ERitago

Chicagds a musical crime comedirama film which explores ideas of celebrity, scandal and

corruption in 1920s Chicago. The two main characters Roxie Hart and Velma Kelly, both

murderesses, are fighting for their lives $gnsationakingand dolising themselves as victims within

8Z u '] +8ZC A]S88E]oV Z} D E<Z ooU $Z ]JE S}E }( 3Z (JouuU

on how these women become celebrities in the public eye and use that status to sway the justice

systeninorder§} A}] %opv]eZu vS[Y Z Cv] o }uu v3 }v 8Z %p o] [+ ( Av]
o EPEARExa life in showbusiness, these women become corrupted and deviant after killing

8Z |E s%o}jpue = v E =+ vs 3§} DUE E --da@édiontizsiagd pooductipn] o U

explores ideas afensationalisedilling, celebrity status anthe femme fatale through the direction

of a Broadway production; this direction not orslgnsationalisessZ A}u v[e §]}veU ]38 o0°}

creates a spectacle asthoP Z Z%RUBB]VveZ}A[X dZ]e 0 v3 }( Z% uSS]VvP }v <Z}A]

ULE E}pe Z AJ}pE SZEIPPZ §Z u Juu }( *}vP v VI[K P(&E]P}V o

women disrupted the idea of femininity and gender through their lust for murdeA }u tes-

UME E E J* uve% | o v } ¢ v}S (]$ «} ] o v}@becawse ofthis,}( ( u]v]v]:

the women would become a public spectaddthough the songm the filmstem from the original

stagemusical written by John Kander akRdd Ebb, they were redesignedand arrangedo fit in

with director Z} D (& « Zisafpr the film version. Its stgland period choicenatch the original

play with its 1920s Chicago style. However, the functioning of cameras, angles, and filmtiproduc

allow this nusical to grow as it creates a contrast between reality and the illusionary realm. This

adds an extra dimension to the story and further emphasizes the glamorous aspects of the female

killers.

057} D (E+Z ooU Z Z] PIWIA}] Blb&diLomplast modified June 9, 2017,
| http://mwww.filmsufi.com/2017/09/chicagoob-marshal2002.htm|
706 &E]PIVU ZD %% ]VP N E]%Se v E EE S]A [ X1 v AZ} <]oo 3Z ]E ,ue Vv o
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According to Kevin Donnelly and Beth Cairoontemporary Msical Filmfilm musicalsvhich had

diminished bythe 1960s posstudio erg haveslowlyhada resurgence into contemporary media

over the lasttenyear®” Kv « v A]8Z Z |P AZ]§ + §+U (po0 }E Z «SE 0 * }E -l
elaborde productionnumb ( #ilpumusicals have managed to morph, redesign and establish

themselves in the Zicentury,combiningboth television and theatras audievisual entertainment

for a contemporary audienc®®According to Steven Cohantitollywood Musicals, The FilmaRler,

contemporary musicals evoke nostalgia for older audiences that associate with the classical

Hollywood film era of musicals, but contends that the younger generation see contemporary film
mudgcalsas V] *% ] ¢ }( vS$ & them, p®fucton numbers are too excessive and a

character bursting into song and dance with full orchestral accompaniment is unn&fUrhis, as

he implies, breaks the cinematic realism that younger viewsegsseeking for in cinema’®
Regardless of thishe flmmus] o Z - tu Z% Eu v vS (JESUE [ ]Jv }vS u%}E
has boosted the musicaheatre industry financiallydue to its new popularity by the medi&!

Contemporaryifm musicaldiaveadaptedto the times of that era, in themes, identities and nusi

relevant to their viewers. Rather than the original concept of a film musical#mw within a

show|[ contempor EC (Jou upe] o+ E V}A o ;dhemusicaljursbé?<siBedomp

part of the ongoing narrative development, rather than théfsmntained numbers initially, which

keeps an audience engaged and prevents detachment from the vid@iicagaises this

Z]vdE PE 8§ [ upe] 0 %% E} ZU Alsz }Jv3]vulpueoC ulAJvP «3}ECo]v
song and dance, into dialogue and bacP JvU puS8 ¢8]Joo Z ¢« v o0 u vS }( Z% uSS]vP }v

E o A v3 8} 8Z (]Joule; it réisfprcEs itgheatficality toa

< Alv }vv ooCU §Z (E E omtémporasMysicabHile [ Kevin Donnelly, Beth Carroll (Edinburgh:
Edinbugh University Press, 2017), 2.

708 Donnelly, CarrolContemporary Musical Fijra.

709 Steven Cohar{ollywood Musicals, tHelm ReadefLondon: Routledge, 2002)21

710 CohanHollywood Musical®.

711Donnelly, CarrolContemporary Musical Fijr.

712Donrelly, CarrollContemporary Musical Filra.
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Opening: Setting the Scene
dZ }% V]vP vuu & Z oo 3Z § : ll§tHat thesp ®omE&meay Bdpror to

deviance and sexual behaviour duetteir jazzy laid back anéhdulgent lifestyle Jazoriginating in

the AfricarAmerican communities in New Orleans in the lat& &@ntury was considered decadent

by many white people, and especially the older generatjauring the twentieth century, partly

because of their existing views of blackneglich were often based on stereotypes such as

% EJU]S]A U Z« £ 00C pv]vzZ] 13 "Rlack peopl€ Were] dEFIED aBciopiihh$o ] [ X

thieves and satyr$* often linked to crime, sex, drugs and violendazz of this eravas characterised

by a number of techniqueblues; chromaticism; improvisation; experimental; swung (dotted)

rhythms; brass and woodwind instruments using higher ranges and techniques wtrielalve

deemed inappropriate/v. Z %S (E SZE U / o0} E ( EH SB} ZspEsS uffepe}v] (% s
v Z& oo v tihelaggical Hollywood cineméhe fallen women were musically themed by jazz

driven music and portrayed as sexual women, usymthgtitutes or deviant’** The use of jazz

according to Kalinak (and similarlyw] § GE« v d}Ave v [+ EPpu v3e Vv %] & §Z «

characters as criminals, with bluesy notes, improvised and experimental rhythms, and chromatics

present. The womerqv Z] P} & SZ & (}E& %}ESE C e« Z( 00 Vv[X

Thedrivinginstrumental introducs]}v 8} Z oo dzZ § : II] Ju% v] « s ou U AZ}JU EGC
gig, hides a blood covered gun and proceeds to wash blood from her hands before heading on to the
stage;that Velma is corrupt is implied through the deployment of a jazzy underscoreactioas

seen leading up to the song give the audience subtle indicators of how Velma will be characterised,;

s ou [* ( Je v}I§ ¢« v C 3Z p]lv pvSiage«(Hgurt64dEThe dieges)svalso

713 Jan NederveeRieterse White on Black: Images of Africa and Blackgeastern CulturéConnecticut: Yale University
Press, 1995) 11.

714 peter Townsendlazz in American Cultu&dinburgh: Edinburgh UniveysiRress, 2000) 9400.

715 < o]vThd Fallen Woman and the Virtuous Wilpus] o *"S €& }SC% + ]v76&8. Z/v(}Eu E[U
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relates to the idea of not being shown untelma is revealed, it initially begins as rtiagetic as

though Velma is unawarethen when Velma begins to sing, the song becodiegetic.

Figurel63 Chicago{01.122.50] first glimpses of Velma before we finally see
full body image; deviant, sexual, criminal.

The musical score i8léd with acontinuouscall and responsbetween the wind instruments and
the piano/drums in an improvised competition against one another (exat®g the music
embodies the dysfunctional environment of alcohol, jazz, sex and performance presentésl in t
scene. Grace notes, accents and pieimding are added in to a playful and devilish overture to pre
U%S3 s ou [+ VEE v AZ}U 8Z plv Z A ipes ]J*}A E Z e« }uulss

notes being manipulated or enhanced parallels the exaggmrand glamour of the story.

As Velma isn stage embracing the limelight (dressed in dark attire) Roxie (in light attire) looks on,
inspired by Velma and longing for her perceived lifestyle (Figure 165). On beat straight rhythms
depict Roxie, whilst Viela is depicted by the syncopated bluesi-lo¢ats, the rhythmic play
SA v3Zu E 38]vP §ve]}v v Z }eX dZ o]PZ3]vP v 3Z Alu v[e }v
establishes their current, opposing positions within society; this alters suddenly when Roxietso

adultery.
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Figurel64: Chicago{3.50] Roxie watches her dream career through Velma Kelly perforrsiirg
will become deviant like her.

According to Frigon, female killers (whaseordednumbers increased in the 1920s) were depicted
as manipulative seductresses and fallen women (sexualised) who could reel their victims in with
their appearance and charf®Velmaperforms sexual and sugge& dance moves ostage whilst

singing of deviant behaviour in a bluesy melody (figL6@).

Figurel65: Chicago[04.00] Velma performs sexual and sugges|
dance moves to show she is corrupt.

Her vocals are a mixtuief sung, spoken and whispered as she attempts to seduce the audience. The
lyrics tell of her going somewhE A]$8Z u vU ZE}uUP]JVP[ Z E Iv ¢ VvV %HOO]JVP
suggest sexual engagement. This sequence of lyrics is expressed musicatjlf theodeployment

of limited development in vocal linesoiceglissandosnd descending patterns to sugieexual

deviance and fallen behaviour (examakb). The voicglissandosnay demonstrates ou [

playfulness as she manipulates the vocisuggestthateZ ]« o0&  @nd $eeks cohtrol

Examplel55 Chicago{4.00] vocals use voiglissandognd descendingines to show Velma is corrupt.

76 E E]PIVU ZD %% ]VP A E]%Ee v E EE §]A « }( t}u v tZ} <]Joo dZ JE ,us v +[U 68X
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dZ OCE] » *uPP <3 §Z § §Z § @GRuwith tHdeZ of sexusidhaviolr, dancing,
EuPe v 0 }Z}0 ¢ Clu 0} CIlpuE- o( 8} Z 00 8Z § i ll[U v 3Z Ju%o]
by a chromatic motif that loops continuously with syncopation through a ragtime melody (example

156).

Examplel56: Chicago[6.13] chromatic piano motif that is reminiscent of a ragtime melody.

As each verse and sectiemerges, the key modulates and the performers emulate this as they

become moreexplicitand sexual in both body and lyrical content; this is expressed visually in the

quick change of cameras between Velma on stage and Roxieg#, stheating on her hushd and

becoming a fallen woman, as, of course, is Velma (Fitge For Roxie this music is naliegetic

but acts to narrate the scenes ou [+ A}A & § oo« }( Z}&E] [+ P ES E ]VvP %pooO

drinks fromahigfo I ZP ES E &}ol{XP]v ]-

Figurel66: Chicago:€ifiXdis s ou [« Z AJ}UE ]J* Juls .

Claiming Innocence through Song and Dance

As Roxie arrives at prison, she is met by the other prisoners perforngirgdaction number called
Z oo o} | d2v.B5)[This scene described by its title as a tangplays elements of love and
passion juxtaposed with scandal and betrayal, as each prisoner tells their own tale of why they are

Zlvv} VvS[V §Z ]Erayed tiem, so they killedlhe scene begins with diegetionicsounds
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such as the dripping of ap, footsteps and fingertip rolls in a continuous sequence until each
% E]e}v & vviuv e« A}E ZW Z%QB{[ZZ}] AH} E Z¥B B2 I30DX PHE
then opens still accompanied by these diegetic sounds and words, which are nowl lae tiee

outside of the cell becomes transformed into a stage.

(7213
N
()13
(7213

dZ ul]Jv Z}EMWe ~ Z}EWU* i }( §Z]* § VP} § 00 §Z pn] v
liveswere to blame, implying that the girls were innocent (figi&8). Speaking in the third person
disSE 8+ 8Z p]lv (E}u $Z E 0]5C }( 8Z A}u v[e 3]}ve v ]JVA}Il «
the chorus is heard, the women are behind bdigufe 169); they are dressed in black sexualised
Hv E P Eu vseU §Z E+ oop JVP }3Zn&dndtd thén) peNdrming&E %o u
sexual role such as pole dancer or prostitute. When chorus 2 is introduced, the women refer to
themselves indirectly as flowe(sften delicate and beautifubut their vocals are not reflective of
this, with harsh and aggressivones; this suggests that they were mistreated and amplying that

their murderous actions are not crimihlaut are done in selflefence.

Chorus 1: Chorus 2:
He had it coming Hehad itcoming
He had it coming He had it coming

He only had himself to blame He took a flowein its prime

And then he used it
And he abused it

I( CYul Z v §Z &
I(Cul Z A Z & ]
/I 8 C[Clu Aluo Z A }

It was a murder
But not a crime!

Figurel67: Chicagolyrics from 'Cell Block Tango'.

Figurel68 Chicago[24.30] the girls believe they are in power but they are still bel;
bars and caged.
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As each girl tells their own story, a dance sequence (in the form of tango) commences between them
andan unknown and unvoiced male figure; this creates a spectacle and an entertainment factor, to
disguise the truth (figur&70). Similar to thewaltz connotations, the tango is another couple dance
where close contact is required; this could suggest the @wm@re scandaloudhe women are seen

to take the leadn the dancetherefore they take control with the male figuréhis is unusual tthe

usual gendered set up of a tango, the male usually leads and seduces the widmsamphasises
common ideas surmnding female killers and madness; they embody male characterigi@mser,

control and assertivenessve can link back to the idea inagter two about how women who were
seen as masculine were often caged or tamed and the same idea resonates hetbgvgittong

girls now contained behind baf$’ The music is reminiscent of a tanggxample 57); the

syncopated rhythms and triplets arbaracteristic of a tango, however, the words sung over the top
do not match ideas concomitant with the tango such agland passion; thus the music has the

%}0 E }% %1}+]8 (( & v @Emuddingthe oueXall IZspp.

Figurel69: Chicago{27.25] Women are in control in this sequenc

Examplel57: Chicago{24.22] syncopated rhythms in the piano build up a tango dan
structure- this is darker with flat keysriplets and chromatics to suggest deviance.

717 Showalter,The Female Malad$53.
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The cleverly directed dance sequences show hownbmencommitted their crimes, with red

scawvesto represent blood (figurd 71); the womenappearto have power over the men e.g. they

are shown standing over the men or are seen restraining them; such actions would cause the

Ayu v 3§} }ve] & Zu | }JE JvP 8} ~"Z}A 03 EU]es vg E( 3Z AZUUE |-
ofthehous [ v v %3S o TJ{¥TAgdse ackons also serve to mask the truth of the

AYu v[e E]Ju *X

Figurel70. Chicago{25.30-27.15] red scarveepresent blood as the girls show how they killeeit
spouses.

The chorus is filled with the women continuously shouting words associated with their stories; the
repetitive loops of these shouted words creates ondopmeia, emphasising passion and aggression.
In this scene, the women are presentedglamorous outfits when dancing, juxtaposed with reality
where the women are seen to be wearing prison uniforms and carrying out manual tasks

sensationalisingf the song and dance further distract the audience from the truth.

Prior to Z } /E edwrt sertence [1.19.4Q] Billy; her cynical and somewhat shifty lawyges to advise

her onhow to fool the publiand keep them from the stark truth about the murder of herdoin

the production numberZZ 11o ,Wheréthe effectiveness @ pdttingona«Z}A[ ~ v

§Z E (JE A EJvP Zu <l }( » V]SC[* Aloo VepE Z E op eV ZZ}A
§ o v3e[Y[Z llo [lo Zu v 8Z Cl[oo U72). T@lipg thedru@ foekrid® u E

matter, just put on a show and all is well is the 1ege.

718 Showalter,;The Emale Malady153.
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Putting on a Give 'em the old razzle dazzle

show/performative Razzle Dazzle 'em
aspect
Give 'em aractwith lots of flash in it
Glamorous physical

add ons to an oultfit
Give 'em the old hocus pocus to enhance

And the reaction will be passionate

; ] Bead and feather 'em
Fake it to deceive
rrow/ can they see withequinsin their eyes?

What if your hinges a#ire rusting?
What if, in fact, you're just disgusting?
Razzle dazzle 'em

v S ZIl gever catch wise!

Figurel71 Chicagolyrics to 'Razzle Dazzle' makes
reference to putting on a show to fool people of their
sanity.

This production number, like many of the others, is encased in glamour with show girls, feathers,
flashy lights and sparkbjostumes to completely enimae the illusion Billy is wanting to effect; this is
further achieved both metaphorically and visually with a Cirque de Sty circuswithin the court

room (Figurel73).

Figurel72 : Chicago{1.19.40] of 'Razzle Dazzle' to look likg
circus.

Finger snapping, syncopation, accidentals and staccato dots créigte-heartedunderscore to

accompany Billy Flynmho danceswith syncopated quaver passegjandscalicsequenes (example

158) dZ]s u}veSE S * $Z %0 C(pOo vV SUE }( §Z]* ¢« Vv U JvP 8} §Z ( «
female dancers add emphasis on partic®a A}@E « sp Z « ZE} E[ v ZupE E[ « Az

add tension.
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Examplel58 Chicagol1-12 of 'Razzle Dazzle' uses syncopation, accidentals and staccato dots to cr|
iv oC }Juv C « }E 8§} u 8 Z 8Z §Z S$E] 0 Z% uSSRaRle}DazzlelB)A | v <V
Unichappell. Music inc, Kander &ltElnc, 1974).

As Roxie and her lawyer prepare for a press talk [46.30], it is apparent that although she gained
some power from becoming a murderess, she will now be controlled by herlmayer; this
presents issues of gender, as it demonstrates she is still reliant on a male figure to assist her in
her actions A murderess had tbeidolised as nothumanto preserve the social norgy not only
waskilling another human being maja taboo, butthey alsothreatened the image ofemininity:
dentle, submissive, passive, self E](] ]vP U Thérefdrd, within the next production
number, Z }8Z Z Z &} ERdx4e is prar{sformed into a puppet, with Billy Flynn (her

lawyen as the puppeteer whoontrols not only her but the press also (Fighii).

Figurel73 Chicago{46.30] the reporters all transform into puppets as though
manipulated by Billy Flynn.

719KnelmanTwisting in the Wind: The Murderess and the English. Press
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Whereas women were seen to use accomplices, se@upgets, for their crime®’, the role in this

scene is reversed, and Roxiedsv a willing accompliceontrolled by Bly Flynnwho wants to

U v]%o po §

Z E *]Sp S1IvX Z}AE] [+ (

]* Z AlJoC u

enhance this personas she displays a mask of sanity (figLirg).

Figurel74: Chicago:€ 00 Xiie Z} /]

Ju .

SE ve(}EuU

L% V

]v

Z E u vv

This parody demonstrates how the media are instituted to manipullagettuth for a good storyline.

The scene makes light of the criminality through a comical skétetscene between Roxie and the

Lawye; however, this merely masks the truth for Roxte receive fame and therefore prevent a

death sentence. There is ardouous switch between reality and the fictional performance; this

reminds the audience that the scene is manipulated to favour Randeto cover up the truth

through the execution of the comical song and dance.

This scene uses an A,B,C structure in vbach section shows progression in the elaborate story

that Roxie and Billy have creatézkefigure 1).

C [ ZA 1}
reached for the
Puviw 3§} &
her innocence:

Section Time signature | Lyrical content Key Signature | Notes
A section 2/4 Questioning B major Reliance on off
(three Z}YFAE] [ =8} beats, ragtime
variations calland response style of piano
with different vocally between underneath
lyrics) the journalists

and Roxie/Billy

B section 2/4 Z % S$]S]}v | Emajor Syncopated, with

ZZYvIC S}tvl
rhythmic idea
underneath

20 & E]P}VU ZD % %3JVP " E]%S+[U
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Billy is solo: then
ensemble cpy
back.

a slower pace
but accelerates
back to tempo

C o[ VIA -p
the journalists
(ensemble) to
imply they
believe the story

C section 3/4 Implying that it is| Gmajor Waltz: Billie is
seltdefence: Billy dancing with
is solo Roxie

A2 section 2/4 Further C major (with Ensemble and

(two variations questioning, accidentals of | Billie call and
with  different reinforcing C#, D#, A# response. More
lyrics) briefly) lines sung by

Billie to tell the
story.

C2 section 3/4 Billy and C major Bily and
journalist duet: journalist dance
agreeing that is together.
selfdefence

B2 section 2/4: startsoffat | Z % $]5]}v | E major Full dance

sequence: Billy is
shown ontrol

the scene and
the journalists as

puppets.

Figurel75: Table showing ‘Razzle Dazzle' structuring and sections as the story becomes more elaborate.

Theopening section (A) to this pieceatches the comical approach, with a fast 2/4 in a harmonious
B major; a cheerful key to mismatch against the content of the scene. This first section of the piece
uses lefthand piano which uses an doieat pedal revolving on the tonic and dominant andgit

ZV %] v} §8Z S CV }% S ¢ P Jve§ §Z]e C %0 ClvP-Y [ B&(T SV )« E
fast paced display of notes as they continuously intermt another mimics the unravelling of the

story as it becomes more féetched from the tuth (examplel59). Billy voicing as Roxjdegins to

answer guestions from the press through a call and response motif; the motif uses the same melodic
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structure forboth the press and for Billy but they are differentiated by"@r&erval; this

demonstrates that the public are manipulated by Billy in the same fashion as Roxie.

Exampe 159 Chicagobars1-5 of 'We both reached for the gunses oompa-pa idea to suggest the|
scene is silly.

This piece continuously modulates irdther keys (E majorgnd time signature chagyes with each

section this imitates the story becoming modeveloped The next section (B) is the penultimate

% ES }(35Z «3}EC AZ E ]3]+ }v ou Sdefance }yet ladain mahipulatiAg E  « o (
§Z SEUSZX dZ & % 3]3}€ p( 32 ABE PSZ}IE Z (}E 8Z Puv[ pe]vP
major secondntervals emphasises the importance of this section (to sway the public) however, the
repetition and the looping of these words seems almost improvised through the inconsistent

rhythms,which createsS ve]}v <« ]JooC (]PZS-. (ek@pEle®)C[s « Vv]SC

Section C shows Billy and Roxie dancing the waltz, again making that connection to the waltz, and
suggesting that these two characters are both deviant and immoral. This is then rdgm#teith

the journalist and Billy who now continue theltzing movement; could this be a semiotic ploy

Alepn 00C Vv upe] 00C 8} spuPP 3 37 § 8Z i}uEV 0]*8 Z v E Av ]v
led astray’ These ideas were discussed in catgdy 2, with the idea that the continuous turning

couldlead them to losing reason and sense. The lyrics reflect this as the journalist now takes on

JooGC[* 0]« +( & v Plve &8} PE A]$Z Z]uX

Examplel60 Chicagolyrics and vocals t@Ve Both ReachedFor The Gun'.
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The B section then returns butiew sungoy the pubic as they take in this new informati@md
understandingthat Roxie as a vulnerable woman defended herself against her violent ex). The
visual shows Billy, the master puppeteer, is in full control of the public as he conducts their
movements as the mastg@uppeteer from above (FigurEr7). This turns into a dece sequence
characteristic of the era which creates an illusion and spectacle for the audience and leads them
away from reality. The dance movements are also subtle, blending in with their usuaimants

and gestures to seamlessly flow and further entatiee glamour further.

Figurel76: Chicago{49.03] visual as Billy controls the scene of puppets

]JooCU SZE}IUPZ Z}AE] U § 00 3Z % @E *+ 5} 5 C AC (E}u Zill v o]
they pin the blame onhese instead of revealing the truth. This @so be linked to the opening of
the film as this preempted what would occur to Roxie if she followed the path of Velma into a life of
jazz, liquor and men. As Perri and Lichtenwald suggested, there was ghayttomen were not
able to perform murderouscts and that there must be another explanation for this behaviour i.e.

hormonal imbalance, mental instability, hereditary illness, or even pregn&hcy.

dZ % @& A]}ue }vPU Zt 1}5Z E Bwedbya sehueircp of hbwapape articles
and avoiceover presented in the form of a television news headline detailing Roxie and her defence

plea of not guilty due to setiefence; her claim to fame has emerged (FigLif8).

721 Perri, Lichtenwaldlhe Last Frontieb3.
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Figurel77: Chicago{50.00] Newspapers as Roxie gets fame.

The voice}A E }v op W ZdZ A]v C ]3C Z -« it Heart. The Aamé&dru]v o §}

A EC } C[* 0]%e* ]* Z}&E] , E5X dZ +A & «5 0]850 0o C A E ne }
want to look like her, fellas want to go out with her. Someditiirls even want to take her home,

Ivis P § vC ] -« oBakattle s€ah¥ ¢f the crime, everyone wants a little piece of Roxie
, ES[Y[]8 *« ue A EC}v 3Z +« Ce ]+ E}}&]v-bverlcdhchdes fhat RExig[X dz]s A
has become aatebrity for being infamous; her image is the central theme rathenthar crime.
Fast paced jazz is still used in this scene to accompany the excited tone of thewaicthis shows

the extremity of the public fascination with celebrity and the rgatif her fame.

Roxie becomes Famous asKaller

After seeking fame &@m her recent public speech, Roxie begins to fantasise about her new celebrity
status in the songZ Z } A he[ptoduction number is filled with mirrors, lights, male dancers,
glamourouscostumes and her own name spelt out in lights; just as she hoped fbe atart of the

film (figure179).

Figurel78 Chicago{56.20] Roxie begins to fantasiabout her
new fame with a glamorous dress and backdrop.
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The lyrics imply that her role as a murderess has led to the new celebrity status that she is so

grateful for (figurel80).

dZ vu }v AEC )} C[* o] Andwhoin ¢ +Z } ev[§ Z |

Isgonna be Roxie Can say she started with a bar Her t\/\;otpotential
ates
The Lady raking in the chips Roxie Hart.
Is gonna be Roxie YYYX
/Tu P}vv celebrity AZ [+ PIAV % Z E Zuu| Epu o](
That means Im gonna be (sing it)
Somebody everyone knows Roxie
. Glamorising her crime
Focusing on

] dZ C[E P}vv E }Pv]l ul She made ascandal and a Stca
physicafeatures:

: - - . Celebrity
masculine gaze? *
g My hair, my eeth, my boobs, my nose | AndSophie Tuckewill sh*t Singer/songwriter of the
&E}uU i3 *}Ju  pu u Z v Ilknow era
Recognition/praise | /[U P}vv ZY/E] To see henamed get billed below
for killing

WhosaysZ § up& EJ[ v}S \ Roxie Hart!
Figurel79: Chicagolyrics of 'Roxie'.

As shown in the lyrics above, Roxie is eamtasising about this new leasé fame and celebrity

3 SuelU o eZ % E}%}e » $Z § «Z Aloo Ju ]P 38 (E WedyricseZ -
also suggest physical attributes are important to her and that she is proud of her previous actions.
Physical appearance was saidde a central feature in the press coverage of female killers along

with mental wellbeing, attitudes and behaviaithus demonstrating that physical appearance was a
strong factor in public opiniof?? Roxie appears to be deluded about the possibilityt #tee may

hang, she does not acknowledge that this might be the ultimate outcome.

22 8 E]P}VU ZD %% ]VP " E]%3+[U &X
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Examplel61 Chicago'Roxie" underscorglays around with chromatics, bluemtes and
syncopation suggest Roxie has become deviket\ielma with jazz influences. Ebb and Kal
Roxig(US: Unichappell. Music inc, Kander & Ebb Inc, 1974).

The vocal line (exampli51) uses a broken chordal structure to deRoxie as broken, as she
(v ¢]1 « JA E Z E v AX(Hizv &( WEpP }E [-atcBeE yp ®ith®he wocals to

00}A Z}/E] [+ *}0} &)} pE E}ee v (JE Z E &} P Jv §Z +%}80]PZS

Iv 8Z A} o o]v 8} ZAZ} + Ce 83Z S upE EJ[* v} v ES[U A}E % ]Jv3]\
melodically to heighten that she believes her actions were pas{therefore it is lifted up)

(examplel62).

[

Examplel62 Chicayo: [55.10] vocals ascend to paint the idea that 'murdesessationalised

Conclusion

Throughout the filmChica@ sensationalisethe female killers and creates array of song and
dance sequences throughout toake you forgetful of their cringe In keeping with the time perib
all components associated with putting on a show are used; a subtle emphasise on aspects of the

A}u v[e &]}ve v <«p]l u E Z VP +3}38Z E o A}Eo E u]v $Z pu ]
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aspect of this is fictional'lhe use of jazz (relevant tiee time period) was associated with black
American African culture and those deemed inappropriate within sociéyen more so, fallen

women are categorised by jazz, with links to deviance, crime and sexual behav@owomen in
Chicago3Z €& (}E& E ¢ ( D dvirtud. The women are cast as outsiders and this is used
throughout the scoringblues, rhythms, chromatics and instrumentatiddilly appears to be in
control of his female clients to make them app& Z]vv} vSs[V Z S§}} upsignti@&his v Joop
ideas are highly importankhysical features, dance movements and costuming were actualised into
the narrative to help enhance tlirefemininity and innocence the women attempt to portray; their
goodlooks and charm create marketability fdra protagonists creating an appeal for viewers. This
inevitably enhances the female killersiasth desirableand undesirabledemonstrating that the
fascination the Victorian public held for female killers counés to apply beyond the Victorian era
andindeed into contemporary culturéMurder as a theme, becomes satirised through putting on a

show within a show, and forms the basis of musical appeal.

324



AMurderousMedia Heart ThrolExtremely Wicked, Shockinghjl and Vile

Centred around his lontgrm girlfriend, this film focusses on Ted Bundy at the start of his journey as
asecretseriakkiller’? dZE}uP Z ZE}v}o}P] o0 3Ju (E u U A (}Joo}A 5Z A vs
going court caseswhich enabled hinto assert his image in the publionsciousessand his
continualescaping from the law befornally being sentenced to death ksfectric chairThe film is
3 $ZEIUPZ $Z C e« }erm ldfriendwho $twuggles to grasp hold of the trathd
continues to support Ted, in denial los crimes. Taking inspiration from his own documentaries,
*% ] ©anGerZations with a killer: Ted Buridy :} Eo]JvP E JE 8§ S8Z]e o S ¢33 (Jou

Ted Bundy and his killing spree.

In aninterview$]3o0 Z/ A v§ &} u | 3§ XittimS @ac Eff@h énplaying Ted

pv QhHeGuardianjournalist Kira Cochrane questioned Joe Berlinger and Zac Efron about their
new take on the story of Ted Bundy, the notorious serial killer and misogynist. Immediately, this film
presents issues by casy) Zac Efron as the lead. Known as a teen hearbtfophis leading roles in
High School Musical, Hairspray, Bad NeighbandBaywatch Efron has become a male icon for
many female viewerswhich raises the questionwere the film makers intent osensationalising

Vv ¢ /Epu 0]*]vP pv C[s ZZEA}JEXEY pe 3Z 8§ Z3Z ] Zlv 8Z (Jou
how Bundy took the world in; how he became repulsively, a kind of folk hero. Relatively handsome,
wel- p 8§ v u]l] o o0 **U Z}eeluoCv[s %]Joo E Jv u vC*S&ih% o0 [¢ C [V
answer to the question posed above, yes, Efron was chosen for his charm and good looks. Steve
Rose in anothefheGuardian ES] o $]50 ZDC &E] v Zu EW ]+ ]S SJu 8} «3}%
lJoo GE}SM{ §Z § §Z Z vVvP E}ues Po u}jdd €B (G0 ee+@&H] 0} }v $Z S} E

D VG 3}Ee A13Z ZAZ}o s}u & v E}0 [ oV %o 3Z * }%o%aAcERgOV]S] * M %o

723707 pv Duv@E}U ZD}A] Z A] AW ASE® uAd@ ty Islb {ZGol]VRB]VvPUCSZX JuU o <3 u} 1(]

| https://www.flickeingmyth.com/2019/05/movigeviewextremelywickedshoclkngly-evikand-vile-2019-2/]

24<)]E }ZE Vv U Z/ A v Sl ul 8Z]e (Jou (}JE 8Z A] 3The Buardiafi@tmodifiedoo CJvP d [y
April 30, 2019https://www.theguardian.com/global/2019/apr/30/zadron-ted-bundy-victimshollywoodheartthrob- |

|serialki||er|

25808 A Z}e U ZDC &E] v Zu EWU]EF VR $T} - FERJCdidianastnddied May 21, 2018,
|https://www.theguardian.com/film/2018/may/21/miriend-dahmeris-it-time-to-stop-glamorisinethe-seriatkiller]
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is referenced for his rolim High School Musicaf andsimilarly, Ross Lynch, another Disney star, is
cast as theyoung serial killer Jeffrey Dahmer in upcoming filiy Friend Dahmef?’ This
e o5 v3] § ¢ §Z ] §Z 8§ 8Z]* 3C% }( (Jou AJoo %% o 3§} C}luvP E
E& vsS ZzZ ES sSwhiEh}inevieably agdrandises asdnsationalisethe film and so displaces
§Z 1E %PE%}e }( 5Z (]minpe BerlingePdeldls that this type of character
%% 0 S} *lu %o } %00 He 8Z C v Z€]vs PE && A &0 FBE Z€S5ECT
}Juo * % 0 }(°n Z SEM®M] G KZ|vHe] XS e Jvv} vs Jutthg] $C[s C ¢
time of his trial Z He Z A« AZ]S uo ]Jv}IuE AZ]3 % E]AJo P <} ] SC[U
to mention he was a stathew « }v ds v ]v §72°-expfes§ing the extent to which people
canallow appearance and personality to distraairfr the evil of such criminals. Efron describing
Bundy as a staaccording to Cochrane, questionbiether part of Efron also idolises Bynés do

many other people®

Eo]JvP E E&Pu » $Z 8 d MV C[* SE] o A « 3Z Z JRueVvP }( }JuE
EJu[ « u® «AE o00}A ]Jvi} §Z IJUESE}IuU (JE 8Z (]E+S 8Ju V
trial from the comfort of their own bmes as a form of entertainmert! This may be one of the
reasons why Bundy became so popular with the media. The coom therefore becomes the main
body of the film as this is where Bundy is at both the height of his fame and at his lowest point when
heis sentenced. Throughout the interview Cochrane documents that Efron and Berlinger
}vilvulpeoC pe SZ }13@EEW ZPo® w}E]e [ v ZPo u}@®E]e 8]}v[ *uPP «S]JVvP
about the filmportrayal ofBundy’®2 Their opinion changes however; by taed of the interview

§Z C <p *8]}vz] A SHU 00C PAG}E]AEZoMy+ §Z § 03Z}uPZ Eo]vP

726 Kenny Ortega, dirdigh School Musicé2006; Salty Pictures, First Street Films, US: Disney Channel, Walt Disney Home
Entertainment), DVD.

72T Marc MeyersMy Friend DahmdR018; Ibid Filmworks, Agare Entertainment, Attic Light Films, US: Altitude Fi
Entertainment), DVD.

28V ZE v U Z/ Avs S}ul §Z]e (Jou (}E 3Z A] §lu<[X
729V ZE v U Z/ Avs 3} ul §Z]e (Jou (JE §Z A] §Ju<[X
70 Y ZE v UZIAvs 3} ul §Z]e (Jou (JE §Z A] §Ju<[X
7CY ZE v U Z/ Avs 3} ul §Z]e (Jou (JE 8Z A] 8Ju-[X
7}y ZE v U Z/IAvs S}ul §Z]e (Jou (}E $3Z A] §lu<[X
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A ¢ 8} «Z}A pv C[* 0]( S3ZE}IUPZ >]1 <0} %o (-@Hiegitbfricld ¥he S]A ~ pv CJ[e
disagrees; Ted is the central charactettlod film, Liz is portrayed only as a love inter€8iThe

TR lju A E }(d uv C[s Z AJ}uEU upus8 & 8Z & $Z v « |JvP Z
eSEUPPO }( }v(He]}VU A ipes o >]1 « wBdEndy @iBth&leadsithe® Z p%o |
adventuroudife of law student, escape artist, manipulator and defend&ht.his somewhat

Julv]ezZ « §Z ] §Z §8Z C Avs 3} Zul 8Z]e (Jou (}@E 8Z A] SJlue[ -
Steve Rospurports that even the sule, nonviolent and norgruesome films o serial killers still
sensationalis¢heir actions, through the making of the movie its€f., EPMN « SZ-Hannbi%dal » S
Lecter, we prefer our killers cultured, intelligent and presentable, like Dexter, Amdé?myarid o

Patrick Bateman or Kevin SpadeysevenX®f

Marco Beltramiand Dennis Smith are the composerdor Extremely Wicked, Shockingly
Vile and EvilhereafterExtremely WickedMarco Beltrami i9est known for his musical scoring for
horror filmsincludingScrean??” Mimic,”® }v[$§ ( @ The Dark® andWoman in Black
Dennis Smith has writteadditionalscores forCarrie’** Scream 42 and Max Payné&with his work
reminiscent of features from classical Hollywood horror scores of the 198@ssuggests that the
director wanted to create &orror score, even though this story was based on a factual account.
However, the score fdExtremely Wickedses electronic instruments and voice to widen the scope
and add depthOriginalcuesfor this filmwere composed to heighteparticularlysignifcant

moments within the film such as turning poirfte Liz and Ted, both emotionally and physically.

7Y ZE v UZIAvs 3} ul
7 Y ZE v UZI Avs 3} ul
757} U ZDC &E] Vv Zu E[X
76 Z}e U ZDC &E] Vv Zu E[X
737Wes Craven, dirScrean{1996; Woods Entertainment, US: Dimension Films), DVD.

738 Guillermo del Toro, dilMlimic(1997; Dimension Films, US: Miramax Films), DVD.

739Troy Nixey, dir., }v[$§ (€ ] }((B@O; Ne&Erbpia, Gran Via, US: FilmDistrict, Miramax Films), DVD.

740 ]ames Watkins, dinlVoman in Black2012; Alliance Films, Hammer Films, UK Film Council, Cross Creek Pictures, Talisman
Films, Exclusive Media Group, Filmgate, Film | Vast, UK: Monfeictunes), DVD.

741 De PalmaCarrie

742\Wes Craven, dirScream 42011, Corvus Corax Productions, Outerbanks Entertainment, The Weinstein Company, US:
Dimension Films), DVD.

743 John Moore, dirMax Payng2008; Dune Entertainment, Firm Films, Foxtor Pribohs, US: 20 Century Fox), DVD.

§Z]e (Jou (}& §Z A] &Ju+[X
§Z] (Jou (}& §z A] &Ju+[X
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These e ESE 3§+ A]3Z]v 8Z (Jou }u ]v 8Z o0 u vse }( MuldZ v o3& u][

small instrumentation of strings, piano, voice and &leaic processes. However, pexisting music
(E}u 8§z & }( pvisGded thmodlogically for dijetic purposes. Prexisting popular

music may invoke nostalgia for the audience who may have memories of these songs and the
meaning behind theniThe reasoning behind the use of these songs may have a more subliminal and
meaningful message for the visuwa@intext. The lyrics will be analysed to explore the hidden depth

and irony in them that narratestheem E v S]}vV §Z C Z]vS biggthought[e ]SpE
processes which we do not fully see until the end. By using a variety-eikjsting music ingtad of

a specifically writtertheme or leitmotif to characterise Bundgountenances the idea that he wears

a mask of sanity and disguises his thadaviour. Other prexisting material is also used in the
soundtrack in the form of real news coveragelod inurders in which the reporter is deployed by

the screenplay as a narrator to detail the gruesome events.
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Classical Music vs Popular Music: Meation to Kill

dZ E & « A Eo op-e]visz Z]vdJusd « v[ SA v >]1 v d 8]
characte. As they drink wine [20.39], Liz comments on his choice of musics Z} A ®ymphony

no 9 in D minor Choral"®movement Molto Vivac§**

Lizz: }v[8 C}u Z A VvCSZ]vP u}E& o]JA oC 8} 0]*8 v 8}M / }v[E A vv
TedW z}u }v[3 o]l o0 <] oM
Liz:Opera.

d o e% le o §ZYUPZ }(( v C>Jli[*@®uE&l v CZE]Jv «u§ IviAo

music (this is not opera). Thikoice links Bundy to Hannibal Lecter, amongst others; classical music
is often used talepict this type of character as being of a higher class, narcissistic, sophisticated and
an intellectual as stated ichapter three’*® Qassical musibeing usedo depict these dangerous
characterdnitially creates theolar opposite effect on them by lulling them into a false sense of
security- however, this recurring theme means that the audience may associate this idea with
Hannibal and therefore become suspicimfBundy Bundy embodies charm, sophistication and

good looks but these are concealing his murderous and predatory pers$tisassociation of
Beethoven[« u pwijth Ted Bundyreates a polar opposite effecds mentioned in chapter 3,

Robynn Stilwell maglthe connection to Hollywood villains and classisakic as Europeatthe idea

that foreignness is depicted as criminally villainous. Howeendy being American does it

into this idea Does this suggestthatZz [JE& S}E&[e Z}] I thahtéd gErcéives

himself likea Hollywood Villen and thus reinforcing the stereotype furthier

dZ u}A u vs§ pe 3} Ju% VG §Z]e o v ]e-8dualyedandke¢ v SE]}]
form. Set with a fast tempo and three beats to a bar (116 bBagthovenwrites a quick tempao
feel as though its pulsed in four time or at least conducted in one (exam®), the speed of the

crotchets resemblequavers. Theoices overlap one another to create this polyphonic texture

744 Johann Sebastien Bach, §Z} As 8§mphony no.9 in D minor Chdtadjpzig: Ernst Eulenberg, 1938).
75 >]viU ZACu% $ZC A]s3Z 5Z AloMU iX
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whichcould be a referenceo pv C[e JveS ]o]SC }& §Z § Z }uo Z] JvP v}sSZ C

though he has two different voices.

Examplel63 Extremely Wickedbar 9-20 of Beethoven'sddth Symphony Movement Pthe speed that this is
playedsuggests the crotchets are in fact quavers, the round formed in three parts creates a busy texty

A fugue begins to permeate through the scherzo section where the melodic themes emerge as the
strings attempt togain importancevhich is therpassed oto woodwind; this could be a further
sonicE ( €& v S8} pv Cintdr@l mid G equally used as a metaphor for the many
victims, exemplified as instruments. As for Hannibal, this music is stimulating and motivating for
Bundy, this couldvarn theaudience that Bundy uses thas astimulusbefore carrying out a killing

spree.

SZ}A V[ "Cu%Z}vC J* *p v Cd |BEgickal® as T@d breaks his glass; in this

momenthe appears tocontrol the music, and therefore the scernee areshown the vinyl player

*§]oo0 %0 C]VvP $Z}AlwvU ¢}vi3 96 ZvE v §} «Z}A d [+ ]Jv8 Ev 0 *8§ 3 )
this scene, Liz is encouraged by Ted to copy his mivagmashing her glass after his, anigping

d [+« 0}3Z «ipah&$21.09]. This speedy switch into a fgetced rock anthem, highly

energised, uses distorted guitars, looped snhare drum and sdrgaracals to create tension and

agitation Liz is completely unawaref and naiveabout d [dangerousehaviour which is here

disguised witlBeethoven The choice of music, externally and internally and his behaviour to

deceive Liz gives a clue to thedtence thatlLiz is in dangeilhe lyrics appear predatory and sexual,

746 Joe Tex, Gotcharecorded 1971, American Sound Studio, Memphis, 1972, cbisa.
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the use of male vocals indicate thatwe are KEE]vP d [¢ SZ}uUPZ3 % &} ¢+ ¢V Z }uoO

controllingLiz,to charm and possess her as he doéthwhe otherwomen/victims (figurel82).

I gotcha, uh huh, huh You saw me and ran in another direction ~ EScaping the

Implies that he | oo I cicir't ya, uh huh, huh| [IRSACASONROIE et B bn predator
is watching, like . o LT
You tried to sneak by me nowlidn't ya, uh huh, huh Now, give it here
a predator Now gimme what you promised me, give it here You never should've promised to me, givkdre
Come on Don't hold back, now give it here Punishment for
Hey Don't say nothin', jgt give it here reiection
Good God Come on, give it here
Hey Y
Hey | gotcha
You promised me the day thgbu quit your boyfriend | Shouldn't made a promise to me
I'd be the next one to ease on in | gotcha
Youpromised me it would be just us twgeah You never should've promised to me, gotcha
I'd be theonly man kissin' on yguyeah Give it on, here
Now, kiss me | gotcha
Hold it a long time, hold it You thought you got away from meddit ya?
Don't turn it aloose, now hold it | gotcha
: A little bit longer, now hold it Ha ha ha :
Ciontrolllng Come on Oh, I gotcha Caught hls_prey
anguage predatorial

You made me a promise and you're gonna stick to it  Give it on up, | gotcn
Youshouldn't have promised if you weren't gonna do  Give it on here, | gotcha
You tried to sneak by me, now didn't ya?

Figurel80: Extremely WickedJoe Tex 'l Gotcha' lyrics

Pre-Existing Music to cres Z/ &dgrNafration of Ted

Bothclassical and populgare-existing mic is anajor part of the soundscape f@xtremely

Wicked Using music from the Seventies culture including bhaek, progressive and heauyetal,

§3Z & 3}E[+s Z}] <+ P]JA 3Z p]lvVv 3Z }%%}ESUV]SC 8§} & u]v]e
more wih the onscreen action. However, the choices are ramtdomly pickedwith the lyrical

content providing us with either a narration through tfese perspective of Bundy or an

}%0 % }ESUV]SC (}E& §Z JE& S}E 8§} & § ]E&}vCThroughtsutthe fipmy & pv Cle
Bundy attempts to remain charming and in control; the lyrics here match this as many of the songs

discuss how someone elkmngs forthe protagonist
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dZ (J]E*38 /£ u%o }( 8Z JE 3}E[e ]| Egaijes a uiyardictforiarderipmv C E

Colorado [31.50]. This is accompanied by Emerson, Laké\andu E=fi+1 C D* whichfunctions

non-diegeticallyas a narrator for this scene (Figur@3).

Fantasy
perspective

Figurel81 Extremely WickedV > C @Elicky 8arff31.50]

Lucky Man
He hadwhite horses
Andladies by the score
All dressed in satin
Andwaiting by the door

Ooooh, what a lucky man he was
Ooooh, what a lucky man he was

White lace and feathers
They made up his bed

Agoldcovered mattress
On which he was led

Ooooh, what a lucky man he was
Ooooh, what a lucky man he was

This is an ironic choice sbng, telling of a man who, from livingethiream life (described as the

lucky man)js usedasBundy[+ P p]o § CisAnr@uricetl, to suggest henst lucky at all, with the

ZYEU*P EZ 3§ oplIC uv zZz A

} v § fveyrics origclorig BuoieyPand

laughing at his convictiod his song written by Greg Lake when he was 12 was inspired by a

Zu ] Ao (v8+C[S30U

overhimdz]e }u% E  A]§Z §Z

%o }%00 [‘ %0 &

%o STtV }(

lersgh@Endo has the vaarld at his feet and people swooning

goodCV v ]Jvv}

looking man wrongly convicted of these crima#thoughonly the first half of the song is used for

this scenethose that know the song and the ideas behind it (the character goes to war and dies)

could see the lyrics as a messapattpre-empt laterevents for Ted.

During his court case, after using the ploy of phoning Liz to distract the guards, Bundyguhgs a

window in an attempt to run awayhe 1967 songZhe Lette[*°by The Box Topsarrates the scene

74TEmerson, Lake and Palmlencky Manrecorded in 1970, conagt disc.

748 Emerson, Lake and Palmiencky Man

749The Box TopJhe Letterrecorded 1967, American Sound, Memphis, compact disc.
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[36.07]. By this pointinthe fimLi Z « 3} %o %o oo }vd § Al3Z d U 3Z « 0CE] * %o
thoughts about still wanting Liz; the lyrjdseard diegetically by the audience, speak of wanting to

ZP 8§ Z}u [ 8§} Z]- CX dZ oCE] s & P ]Jv JE}v]vewitBaut@edooo pe $Z ¢
u } E- 4lthough it is of course Bundy who cannot manage without Liz, as he seeks tocegol.

(figurel84s dZ OoCE] » €& ( & 8} J(( & vS (JEuU* }( ( *8S SE VeR}ESU E ¢
dodge the police when he escapédthough this song appears to express love and devotion, when

0]*3 v SZEIUPZ pv C[* % Gpe%k ofdpapdiatd, loodn@; Fontrolling and

obsessive behaviour. The lyrics also show how Ted may manipulate the truth to keep his false

persma alive.

The Letter
Gimme a ticket for an aeropie
] v [g&t time to take a fast train

>}v.oC G- & PRy /hu

My baby, just wrote me a letter
/ }v[§ & Z}A up Z u}v C/ P}§S % Vv
Got to get back to my baby again
>}voC Ce & PRYIY Ahu

My baby, just wrote me a letter
Well, ske wrote me a letter
ShesaideZ }po v[§ o]A A]3Z}us u| v} u}E
Listen mister, v[S C}u « [/ P}S 8§} P § I
To my baby onca more
Anyway, yeah
Figurel82Extremely WickedLyrics ofThe Letterat [36.07].

ZdzZ > 85 E[ pue ¢« ( S Epu EJ((e v u]viE Pu]s E Z}E& - 8} €& § v
*}uv ¢ % 3§} }u% vC S|4 %Fedpedtyy ¢ % < v }( pv CX dZ S]tv «Z}:
alongside highly energised music generates excitement,hyhlongside théyrics used as a

v EE 3]}vU PJA « 3Z pn v He (MO ]*83E 3]}v (E}u pv C[e AJoU
U%Z *]* V *H%%}ES §Z] Z E S ®U v Z}% SZ 8§ Z ¢ %o ¢ puv 8§

1 in the charts during theixties therefore nostalgiamayw (( 8§ 8} C[e M ] Vv < ]Jv 8§8Z & S]}v

the scene.

Other preexisting popular music from the 1960s and 70s continues to orchestrate and

ZE}IV] 0 uVv C[* UpoS]%0 < Vv edid ou %} We B aweMe This
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Way["*° which isused tonarrate the scene as Bundy resists getting arrested, punches a police
officer and escapes. The song could be used to comical effect here as though the narrator is the
policeman who (as the title implies) does not wistbe left this vay, in pain on the floor. By making
pv C[e S]}ve 0]PZS0C Zpu}E}peU 2 ¢ E u §} » uo e+ AloU v
e vel8le X ,JA A EBU 8Z O0CE]+ E }% VvV 8} [0 %UE%}* U SZ C }
determination to leep control of J 1V A 0]% < }( >]1 *SEuPPo]JVP 3} u}A }v (E}L
JuS HE+SeX dZ A}E « Z/ v[8 cpEA]JA U/ Vv[8 3 C o0]A[ Z/ V[ £E]
JVEE}o v o0}e]vP «% J0o]S5CU + }po 3ZdowgiEmy-dould GPHA «SVvESSCIEZ]e (]
e ]8¢ pEvV]VPU }ps }( }vVEE}o[X dZ E ]J* v Ju%o] A Ev]vP ]Jv §8Z o
those around him. This is the first time female solo vocals are used in the film, so the change in
vocals into a higher rje may enablehte ideas expressed in the lyrics to resonate more with the

audience. The female voice and lyrical content appear romantidisgding to construcBundy as a

heart throb rogue.

Throughout the film, preexisting music is used to cover Burjdy S E u  er@iéXogdrticular

musical motif to define him, intimating that the variety of music personifies different identities to

hide hisimmorality. In contrast to this, there are small glimpses of the true Bundy: when looking to
buy a dog, thalog barks in defnce then whimpers as Bundy stares it down [20.30] (fid# and

whilst Bundy is awaiting and receiving verdicts in triadth clips are scored with dissonant chords

with no sense of time (exampls4* X dZ]e vZ v « uv CtheimgovVisgtoryand free
movement style shows his unpredictable and dangerous behaviour, in comparison to the heavily
structured pop songs previously used. The visual also supports the presumption that Bundy longs to
be in total control: the visual belo shovs Bundy looking at the caged dog who is trapped behind

wire. It cannot escape and is reminiscent of his victims.

7%0Thelma Houston,}v[§ > A D d,Zdeortde@ 1975, Philadelphia International, compact disc.
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Figurel83: Extremely Wicked[20.30] Ted stares down degamera shows the caged dog like |
PCd [+ s] SJu-X

Examplel64: Extremely Wicked[20.30] drones are built up to suggest that Ted is not to be tuiste

Pre-existing News Voiceover: Reminder of Reality

e UV C[* EJu = PJv 8} spE( U ev %°*Z}3 uébisperSed)itlZre#dh s -
(}}8 P (E}u 8Z i66i*W A « >]1 v d v %%]JVP %Z}3}e }( >]I[°
Christmas and riding her bike [6.20]. The film juxtaposeseh&footage of various news journalists
with interactions between Lizral Ted, causing ambivalence about what is really going on as the
audience begin to concede that Bundy may be concealing an awful truth. Theoveiceare critical
here as theyivedescriptions of the killer such as build, facial features, what typelicie he
drove, with all footage pointing to Bundy. As the film progresesnews coverage becomes
increasingly more graphic and gruesome by detailing the murders and crimes ttechrGiuitar,
piano and soft female vocals with no lyrical content buivebsounds accompany this scene to

complement the serious content (figufes6).
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Figurel84: Extremely Wicked [06.20] Ted and Liz having family timeflected in the
music with harmonious luscious chords.

As the real news footage is revealed (figli8F), guitar and piano dramatically moduégthrough a
minor progression (A minonyith a pedal of @very few bars tdkeep its presencgethissonicallypin-
points to the audience to acknowledge the seriousness of the evé@iisrds creeping in dremolo

strings create an unstable soundscape which is unable to retabaenplel65).

Figurel85: Extremely Wicked[06.40] real news footage as a reminder tad@nce that
these events did occur.

Examplel 65 Extremely Wicked[06.50] loops of ascending uneven
spaced crotchets anglemolosreinforce the reality of Ted's actions|
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d [e d&Eu - Killer(Motif
Workingtogether,Beltrami and Smitkomposedd Z d GByhiEREfpatures in scenes showing the
aftermath of Lizealising Bundye S Eu ]and Hig8sfruggle to deal with.iBefore thisscene
begins Lizquestions Bundin an attemptto makehim confess to his wrong doings before Hisath
HV C } » A v3p 00C }v( »+ 8} us$ Z E]JvP ARiiScorfesgion ishfi®@n 2z |« A
in the condensation on the window; the audience are given a montage film sequence that shows the
victim being attacked by Bundy and dragged into his car; the real Bundy is exposed X&§uréhe
audio is enhanced with theosind of a hacksavgonicallymimicked bytremolostrings ascending in
note form with synthetic harmonics. THigeticmotion of sawirg both musically and physically
Z ]PZ& ve VvV U%Z *]* « $Z u}u v3V o0}e u% *Z}3 E A aowlyg ]+ Z /ESC

Alo v AJo [X

Figurel86: Extremely Wicked:€1i X6 Xide d [ SCEN
murder is revealed for the first time.

As in the rest of the film, Beltrami and Smith use-présting music to connote character identity.
Smih and Beltrami uséD } | & B[een of the NighfU v fr@]the Magic Flute’>! on top of
1S1}v o « YE]JVP 8} ul p% 3Z % pmbiratdoh ofca@Equigidd] dcate With
existing music has two purposes. The use of classical music reschjeg pv C[c Z E 3§ E =« |§
inspires and motivates him, as it did Hannibal Lecter, (as mentioned before); it demonstrates his

intelligence and strog musical taste. Also, the use of voice as the central feature of the soundscape

751Wolfgang Amadeus Mozaffhe Magic Flute: Aria: Queen of the Niflteipzig: C.F.Peters, 1875).
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could be representativefdhe many women and victims that Ted has abused or killed. Liz is
categorised as a victim as she was continuously controlled and manipulated, tleetieéovoice may
also be representative of her. However, the other women are still not individualisemhotifs were
given to specifically personify each of the victitise romanticising of Bundy is further enhanced by

this non individualisation of theictims.

ThezYu v }( $Z méaifRasBdenaltered in pitch from the original, a descending 5thripgps

to soften the scene and not distract the audience from the visual content. In particular, the song

choice is known vocally for its high rangeeiwals, reaching top Fs, which for most singers is usually

hard. Using the highest ranged section of #r&, a motif develops and becomes transformed

(examplel66); throughout the song this motif is manipulatedth reverberation and distortion

Azl Z }lupo vi]v] S}E& 8§82 § pv C[s SCEMN ] VvS]SC ]J* (Jv coC u CEP]

in thismotif accentuates a buildip of tension or it may constitute aakning about future events.

Examplel66. Extremely Wickedb.3567 }( ZYp v }( §Z2 E]JPZS[ &] (CE}u § W A}
E % E » vs S]A }( d [+, Ae¥agic FDdgi ES3

ThezYpu v }( $Zi§tf becomes looped tgonicallysimulate multiple voices in the
soundscape (examples7); this again could be an aural reference to theltiple victims of Bundy.
The placing of these multiple voices creates insecurity and displacement, with risteahs

rhythmic structure to position them appropriately within the frame.
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Examplel67: Extremely Wicked[0.16 of The Truth (Queen of the Nighthultiple vocals collide with on(
another to reference the victims of Ted.

Synthesizers and electric guitars underneath (exartp8 accanpany the soloist using a pulse of ¥

time and occasior&@/4 time to strike against the aria (which is set in 4/4). This creates the

Ju%e E e*]}v }( Jved ]0]3C A Eepes 3 ]0]5C upo 3 pv C[* u v3 0 *3 3 )
revealed, the accompamient and vocal align together into 4 time and strings atroduced as Liz

breaks down.

Examplel68 Extremely Wicked[0.01] of The Truthsynthesizers and electric guitars pulse in
and 2/4 to create a hemiola effect anthis could illustrate Ted's stability faltering.
dZ €] ZYp v }(8Z E]JPZS[ ]* ]3* 0o( °**} 18 A]3Z VvPheE v A VP v
Magic Flute’>?the leading lady feelser power and control arénreatened by a sorcerefhe lyrics
tell of her strong feelings towards her daughter who is planning to leave with the sorcerer; she
discusses disownment, abandonment, destroying their bond, and associations with hell, fire and the
god of revenge. This is iiwdtive as to why tlsi piece was used in the film, due to the connotations
and meaning within the opera; Liz could be displaying similarly feadingsrt, betrayal, anger and

sorrowtowards Bundy as those enunciated by tirieen of the Nighf

Conclusim

Although not his dginal intention, director Berlinger has inevitalsignsationalised’ed Bundy

SZE}UPZ $Z psSJole S1tv }( upe] - }ul o v JE}v]Thédirectd} P %o %o} E

752 Mozart, The Magic Flute
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hasstrategically chosen music reminiscent of the fmanostalgic and mavic purposes; music of

the 1960sand 1970s places the film in its correct era and setting and the songs chosen have hidden

depth and meaning within their lyrical content. Although the film looks at the events through the

perspective dLiz, it continuousi reverts back to Bundy anight heartedlyillustrates each event he

% E(}EuUs (E}u Vv JE}IV] % E+% 3S]A X /u%eo] ]Jv 3Z Z}] 3}(upe]l 1

true nature which only becomes revealed within the last scenes, extracts of classal music

uttered throughout(particularly Mozart). Although the film does not show gruesome content, as no
Su o upE Ee« E Jvop USZ ulAuvse}(d [+ 38]}ve & v EE 3§

real news footage; this remindle audience that tese events occurred and are not a fantasy. The

actions that are shown to the audiencan eithergive Bundy a lightearted treatment, almost

sugar coating his behavioff®E (E}u >]1[ % E*% 3S]A AZ E +Z juesdfoo pviv}A]v

Case Studys: Conclusion

The main characters in each of the three examples chosen for case study 3 fit into the category of
sensationalisedillers. Dexter is perceived as a heroic or loveable rogue who kills for justice. He is

therefore acceptedvithin society duet Z]s A]JPJo v8 Z } [ C AZ] ZovBrashd «V Z]s A}]
internally discusses himself allows the audience to see him as he truly is. The audience are able to

. }8Z  /EES E[e u ol }( » V]EC v Z]e 3(Eged i the pwRiceh (¥ @ E]pAlP] UE (
seen as uncharacteristic of him but of those around him in attempt to blend in. Cuban music, pop

E} |l upe] U JE pe v Z]Jo E v[s upe] *Z}A [ES E[+ CEldad E-}v A]S
melodic harmonic device®tdepict Dexter as dark, dangerous, unpredictable and cunning. In the

§ 0 AJe]}v »« ] *U ul}3](* *Z}A ](( & v8 o0 u \pdrsohpeandbec@ie ( o v GE
used in every episode; these motifs when uttered, inevitabiynf stereotypes as the auslice begin

to associate them with particular themes, characters or settings. Moiee is a crucial part of the

soundtrack as it narrates the entire thought process of Dexter as he stalks his victims and pretends

to blend into ®ciety; it normalises his&haviour and draws the audience into the world of the

Z}38Z @oideover is especially present within the soundtracks of bBticagand Extremely
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WickedX Z] P}[s-ove}is applied through song, which makes the scepegar lighthearted

and conical as the female killers perform dance routines and sing of their innocence. The idea of
Z% n33]vP }sensatibpAlisethe girls anddetracts from the facts that thevomen are killers

as The stylistic choice for the acopaniment is characteristiof that era (1920s) and is based on

jazz music which at the time was strongly associated with drugs, sex and alcohol. These factors were
construed as the main reasons for these women becoming killers. The women deny their crimes
throughout the film and beome proud of their newiound fame, embodied with glitzy outfits,

intricate dance routines and lit up stages to proclaim their innoceBg&remely Wickefle pv C o0}
has a performative role in his claim to innocence -&xisting popular music of the 198 (again
characteristic of that time and setting of the film) are used to narrate Bundy as he puts on a
performance andailingly attempts tocharm his way out of a death sentence. Male vocals are
consistently used, reflectingiBv C[+ Jvv E §Z} wBrZigstead, fllyrics being harnessed to

note his dangerous behaviour, the content is subtle and sometimes comical giving rise to ironic
moments for the audience. Classical music is orchestrated to show Ted as intelligerdticais,
narcissistic andharming, much in the same manner as Hannibal Lecter, revealing that these two

characters share some similar qualities, both good and bad.

/8 ]o %o}ee] 0 3Z § ipsS C u I]JvP 8Z « 3C% + }( (Joalkilers 3 o A]+]}

directors are imvitablysensationalisinghe killers, no matter how discreet or contrastingly obvious

they may beAnti-heroes or antwillains definitely appeal to a contemporary audiersteeaming

platforms such as Netflix and Amazon Primerpote these types of chargers; from bipolar Carrie

Mathison in TV serigdomeland to killer Joe Goldberg in TV Sefas and the mental struggles of

the Crain Family ithe Haunting of Hill Housthere is plenty of scope to suggest that this type of

character is present in ajjenres of film and television; it is an alternative modern take on those

displaying mental illness, often as the ahéro or antivillain protagonistVigilantes like Dexter are

accepted by society due to fulfilling a duty; MarComic and DC charactdike Batman embody the

qualities of both villain and hero and have become popular for their agiaxked storylines with an
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intent to obtain justice. Other characters not defined as vigilantes but as Killers, appear to be set
with a comical or performate factor which detracts the audience from the truth. Documentaries
although not included in this thesis have also become popular within the crime and murder genre;
this sensationalisethe real serial killer further affording time even greater media covega and

giving film and television producers more material and scope. These killers appear to emvbody
personae, one asuper intelligent and charminigr the most part but momentarily we can see
glimpses othe monstrous and amalistic their real self.The music chosen for these films and
television series here is atypical of the usual horror scope for such characteexiftieg music or
musical influences not common with the characters is used to camouflage their truengeasd to

continue the ilusion of their particular mask of sanity.
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Chapter 7:

Conclusion

This thesiglives an account of the ways in which a media soundtrack, with particular reference to
the music,can be constructed topitomise Z & $efEohg perhapgknowingly or
unknowingly) stereotyping them. From the evidence collected in the case studies and literary
chaptersit is clear thatsome of theVictorianconcepsof Zu v e[ the attitudessurrounding it
are stillevidenttoday, through the functioning of modern miad Although our society has
developed a better understanding and respect towards those associated with mental iliness
(patients, doctors, psychiatrists), Victorian madness is still heavily reflected aulbure. There is a
}vSlvulpe E C o]ohBragterg within horror films and televisipnogrammesvho
struggle to fitinwithe} ] SC p 3§} S$Z WhiclZifmben asfddiatedith deviance and crime.
Whilstmusical scoring has developétdrough the expansion of electronic procesandmixing,
some ofthese characters are stflamed negatively, apeopleto fear and avoid. Voicever, pre
existing musigelectronic processeand technologyere key components which wesxplored in

the SZ E e e3u ] ¢ 8} JoopueSE tlBesaScharactersy ¢ }(

Voiceoverthroughout the three case studiesas usedn several ways to depict madneiss
avariety of film and television genreBrstly, voiceovercany EE& § }SZ & Z @G S E+[ ( o]v
§1A & « §Z Zu [;theseHeelngEaroften negative toprovokestereotypical madness
The Girl on the Traj\ Cure for Wellnesshd American Horror StonAsylumall feature non
% E}S P}v]es Z E & E+ AZ} ZP «0]PZ8[ §Z Zu [ Z & & E+[ u vs o A
opinionsand cred|vP }v(pe]}v *HEE}uv JvP S Persona Secandiiyoicgoler
u G pe 38} «Z}A Zu Bint@n@Ethofighs as inDexterand Chicagds protagonists
voice their mad thoughtsror Dexter,his honesty thetruth of his mask of saity and his urge to Kill
alarms and fascinates us, we feel a relationship with listause ohis vigilante heroisrand

opennessInChicagothe womenvoice their innocence and claim sekéfence- singing and dancing
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asthey Z% us }v  «Z}A[ udiencefdrgetjihat they are guilty and capable of murderice
overherearousesempathy with the characterd hirdly,vocals irsongswithin horrorfilms can

function as a voicever, as though narrating or voicing an opinioBxtremely Wicked, Shocking

Evil and Vileises pre £]*S]vP upe] s} v EE § d pV Cle;BppmRZ S v Z A]}
chosenembodyirony and comedy and manipulate the viewg@rdgements of hisnnocenceas

Bundyescapes the lawCoralineuses norverbal vocals to showthe ®Z & D}SZ E[* (E P]Jo v

unstable mindthe tone of the voices wagthe audience of the Othevl } S Z (& [ nass.

Pre-existing music in horror film#ncludingjazz, classicdd %0} % v  Z]o ,Easbgenu fle]
used consistently anith several wayshe-existing musigcespecially irShutter IslanéindHide and
Seekisseentotriggera Z (E § (E[+ uShutte@& /e« oprotdgonist Teddys triggered by
D Zo &E][- -itgagses him t@xperienceflashbacks and dreams of his akego whois a killer In
Hide and Seeglprotagonist David listens to jazz mutiaelax, buttransitionsinto hisalter-ego
Charlie A] [+ & ue o<} ( SuE ill v §Z IPE}uv AZ v Z ]e]v 8Z %
making the connection between the twazersonae Chaiike is also themed by prexisting nursery
rhymes such aslush Little Babto suggest he is playg games with his victimghis gives rise to
anempathy lullingthe audience into a false sense of seculifye-existing musican be usedh
horror to trigger nostalgia:American Horror Story: Asylumses classic horror scores from previous
films suchasCarrieto achieve thisShutter Islandises 1950s pop songs as Teddy remembers his
past- this provides historical context for the audiencie songs not nly invokenostalgia but their
chace(interms of lyricsymayvzZz v §Z n ] v [ ding dBhechvaracterExtremely
Wicked Shockingly Evil and Vdésouses songiom the 1960s andl970s to create nostalgia and
historical context and simillyr to Shutter Islangdhave been chosen for their lyrical context to build
upBundy[« ] v & r&€xistingmusicu C ue 3} }A E }E ]+Pu]e Z E § E[* Z
Dexterpe « $Z]e C Z JEE}A]JVP[ p v v > §]v Jv(oeMispaniqgend U 3} o v ]
diverse community he lives in. Ted Bundyeixtremely Wickedould alsde usingthis approachhe
incorporatessongs from the 1970s to blend into his surroundings and hide his true mental state.
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Using preexisting music as a shield or magk@®& Zu [ Z d&lld e@nearea that becomes

further expanded and explored in further research.

There is also further research on the connection between European classical music and
European villainemerging as though the nationality of the mudgreflected in thé identity; other
scholar§ A}i@luding: v § , o (Qh@ptdrduting theSynch:Music andYace in the French
HeritageFAIm [*® :}v §Z v '} <Reeaddct INPreExisting Music in Narrative Fifftf and Carlo
Cev ] E oo][* E[EP S (}E "}o EP_IY 1EWWAEZ,}BE]}® &E v Z]° |
makefurther connectiondetweenBuropean classical musimd Europearillains/>® This
connection }po Ju%oC §Z § Breignhdsds 4 characteristim their identitythat makes
them undesirable and devianfhis creates a stereotypembnstruct for those characters with
Europeamationalitieswhen they are themed with classical music. The mad doctors from the case
study 2are all European and use classical music as theme which supports this idedhe

]JE& S}E[s EXkWrpmelpWickedmay have been made to depict pv Cl[e Z aElikesa®E
stereotypicalHollywood Europearillain as he also associates himself with European classical music

but is clearly Ararican (as the real Bundy was).

Technology and electronic basadores are used fahe more recently producefiimsin the
case studies (2018019) such a¥he Girl on the Train, A Cure for Wellness, Extremely Wicked,
Shockingly Evil and VilEhisindicaesthat some composers have moved away froamventional
scoring it could also indicate thahental illnesan ke simulated through soungrocesses such as
reversing reverberation, distortion, panning and amplifigat as amore realistic representatio
than the use of musical motifs. Howevatl the choseriilms do followsomeclassic horroscotling

using rhythm, melody, harmony, texture and instrumentation to depict madn@sanventional

™:v§,0(C U ZKusJvP 8Z ~Cv ZW Dpue] Vv "%in Midueldera@vidv Z , E]S P &
Burnand,European Film Musitpondon Routledge (206).

54 Jonathan GodsalReeled In: PrExisting Music iNarrative Film London: Routledge (2018).

5Carlo Cenciarelliz & > § E[e d «§ (}JE& ~'}o EP_U }JEW dZ ,JEE}E }( Z v §Z
Journal of the Royal Music Associati@7, no 1(2012: 107-134.
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scoring method is useatshow development in the charactesdth a transitionfrom one persona to
another: this is common throughout the three case studies. alsisoccurs musically texemplify
this idea- stability is shown by structured motifs with rhythmic, melodic andiamic balance
calming sounds match the stable and controlled character. Instabilityrigsicallyorchestrated
with sparse improvised texturean alternative use aempo, time, harmony and melody; with
rhythm as a central featureusually tosymboli® agitated minds oacceleratecheart beatsas the
character losegheir sense of realityln some examples, suchldile and Seeknd Shutter Islangd
dual melodic motifsnoving togetherare used to show botpersonaecombined as one. Accents,
dynamics and techniques particularly in stringszzicato, col legndremolos glissandosenhance

the overall soundscape and reinforce fear and tension.

Overarching themes throughout the analgsvere as follows: waltzes or dances (maostly
pre-existingclassical music) were used tast these charactE[« « A] vd v Juu}@& oV A o§l
were seen as scandalous when they first appeared due to the couples close proximity to one
another. These characters were usually framedZas dndwere super intelligentharacterdike
the mad doctors A Cure for Wllness, AH8nd Shutter Islanylor killers Dexterand Ted Bundy in
Extremely Wicked The idea of using a waltz for these characters implied that they were playing a
game of cat and mousas refered to in A Cure for Wellnesand Dexter, as though tryingo lure in
their victims inParticularly, Dexter uses this waltz theme when he is preying on his victims, which

supports this initial idedt also acted as a shield or mask to hide their identities

Water was another theme, used as a metaphor for mémstability recurring in both
Shutter Islandnd A Cure for Wellnesshere, turns and mordents were used to show the movement
of water ebbing and flowing. This idea progressed rhythmically, melodicallyaantbhically as the
characters began to develppnd their stability falteringAlthough not entirely the same in terms of

Z Eu}vC v EZGCSZuU SZ u}E& vSe v ( 00]JVvP e <cp v ] A o % @E v
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motifs. Both of these themes could explored further with more examples to demonate these

recurring motifs.

Scoring forZ u dharacterds sometimes from the perspectives of characters around them;
§Z ]E }%]v]}ve v ( o]vPe 3}JA E + Zu [ Z E 8§ E @anQe E (o §
reinforcedin the audienceand establibes A ] SA v Zue[ v Z8Z u[X zZD [ Z E
seem to borrowexistingmusic that does not define and form their identity; this demonstrates how
these characters lose their subjectivifiheir per®na, although mad, is not individually themes
A18Z §Z *Copu Z %3 EU u vC }( 8Z Zu [ Z & § E+ Ethispe] o00oC
*UPP ¢3¢ SZ §SZ punul]v <Z}puo *S SZ u 00 ¢ }usSe] E- v - J(( &

idea that they are inhuman or alien.

It is subjetive whetherfemale and male characters are orchestrated differently to show
madness the music does not change to substantiate tids the other hand, this similar
orchestration may not be a sign of neuttglibut of the standard feminisation of madrem culture
and music, and the way in which feminingendered signifiers are used across all characterisations;
regardless of their own gendeAmerican Horror Story: Asyluiocuses heavily on gendand
mental iliness Lana attempts to be cured frord E Zu v$ owhich here ddnstituteder
sexuality andis punished and torturethan 3§35 u%35 8§} E] Z & }Chicagilsd fpecuses[ X
}v §Z A}u \age, their performative sexual dangimnd higkpitched vocals as they speak of
their revenge on men. This could be due to both of these films being placed historically when
womenat the time were diagnosedas madbecause of their gender and related behaviours
However,Coralineand TheGirlon the Trairfeature female protagonistsut the focusis noton their
gender Male protagonists iftHide and Seek, Shutter Islasuaid Dexterare cast with feminine tropes

which supports this idea, as they lose their masculinity.

There are multiple examplex diegesis throughout the film choices. Metagisis and

psychological parallelism were two ideas that were prominent within most fitnasty of the scores
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were designed for the protagonist to show their internal mental state. Some protagonists also used
pre-existing music to demonstrate them goingardreamstate. There were moments where non
diegesis was present, aimed solely for the audience, often to guide or point the audience to

significant moments.

This thesis has concentrated primarily on the mubkat accompanies the actions of the
central claracters who are depicted as mad in the chofikns or television series. The minor
characters do not offer the same scope; they are usually portrayed comically, or as the weaker side
kick to the protagorist, so they are not easily comparable. Acrosthaée case studies, musically,
central characters are scored more fully, and this offers greater scope to analyse the music in the
context of their character developmenCase study one and two demonstrateow the character
declinad into ever more invaige mental iliness. | have shown how the scores both emulate this
mental deterioration and influence the mindset of the audiencehisresearchcould expand into
this to find ary similarities and differences in the portrayal of mental illness in protéjanles
compared to nomprotagonistsFuture researcltould also expand to look into international cinema,
including Japanese horror; it could focus on whether their charactvre bimilarities to the British
FilmandHollywood] « }( Zu v «e«[tHe@hdyzre based on their oweultural history of

mental illness.

Overall, this thesis has shown trmntemporary film and television stiktly heavily on
these Victorian stexotypes; Victorian history of mental illness has become its own ¢exiyhich
directorshave drawn usngthose ideas to create horror films and television. The idea of collective
and selective memory still applies here, as film makers may neglect theeluth about Victorian
mental illness and use only parts of it that scand evoke feaiTherefore, mental iliness of the past
becomes exaggerated and moulded as something grotesque and to be feared within contemporary

media, meaning viewers may ackmedge these archaic ideas to be modern.
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