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[bookmark: _Toc244006489]Learning sequence 1 – introduction to film music
[bookmark: _Toc244006490]Activity 1.1 – scoring for screen
[bookmark: _Toc244006491]Student worksheet
Think-pair-share
Individually consider the question ‘How do you think composers create music for film?’
In pairs, discuss your thoughts about how composers create music for film.
As a class, share your thoughts and listen to the ideas of others.
Access How do you score a film? | What is music (Triple J) (16:49) to assist in answering the following questions.
0:00–5:35
1. What was the first film era, more than 100 years ago? 
1. What instruments generally played along live to silent films? 
1. What ensemble was mainly used in film music in the 1930s? 
1. What is a leitmotif in movie music? 
1. In the 1960s how did the performing media change? 
1. What were some of the timbres Morricone was famous for? 
1. When was the music of popular artists introduced into scores? 
1. Who was the composer who is associated with the return of the orchestral soundtrack in the 1970s? 
1. What performing media became popular in film scoring in the 1980s? 
1. What were the 3 things they said film music is about today, as opposed to directly representing the action? 
5:35–6:40
1. How does a film feel if there is no music? 
6:40–8:50
1. What software and performing media does Dan use to create the film soundtracks? 
1. What is mickey mousing? 
1. What performing media are used to create the melodrama?
8:50–10:49
1. The composer Morricone moved away from more traditional music. What terms were used to describe his film scoring? 
10:49–13:15
1. What were the musical elements that changed frequently in John Williams music? 
13:15–16:49
1. What instrumental family was removed from the modern action thriller? 
1. What did Dan suggest was the future of film music? 
Overall
1. Which style of film scoring do you think is the most effective and why? Ensure you use musical language and/or film scoring techniques in your response. 
Access CAITLIN YEO: Recipient of the 2022 Sydney UNESCO City of film award (3:37) to assist in answering the following questions:
1. At what stage in the filmmaking process does the composer start working on the music?
1. How can music amplify what is happening on the screen in a film?
1. How might a composer use a character’s eyes or expression to decide when to change the music?
1. Why is it important for music to reflect subtle moments or shifts in a scene?
1. Do you think adding music to highlight specific moments enhances the storytelling? Why or why not?
1. Imagine you are writing music for a film scene. Describe how you would decide where to place musical changes based on the characters' performances.


[bookmark: _Toc244006492]Sample answers
Question 1
Answers may include: notating on paper, improvising, using loop-based composition software, drawing graphic notation, using notation software, recording synthesised sounds in a digital audio workstation (DAW), recording live sounds into a DAW, arranging a piece of music, adapting a well-known melody or developing a motif.
Question 2
1. What was the first film era, more than 100 years ago? Silent film
1. What instruments generally played along live to silent films? Piano or organ
1. What ensemble was mainly used in film music in the 1930s? Full orchestra
1. What is a leitmotif in movie music? A re-occurring theme
1. In the 1960s how did the performing media change? Smaller ensembles with more contemporary sounds
1. What were some of the timbres Morricone was famous for? Crack of whips, electric guitar and choral grunts
1. When was the music of popular artists introduced into scores? In the 1960s
1. Who was the composer who is associated with the return of the orchestral soundtrack in the 1970s? John Williams
1. What performing media became popular in film scoring in the 1980s? Synthesisers
1. What were the 3 things they said film music is about today, as opposed to directly representing the action? Mood, tone and ambience
1. How does a film feel if there is no music? Weird, threatening and unsettling.
1. What software and performing media does Dan use to create the film soundtracks? Logic and synthesisers
1. What is mickey mousing? Mimicking the action on screen through the music
1. What performing media are used to create the melodrama? Strings
1. The composer Morricone moved away from more traditional music. What terms were used to describe his film scoring? Soundscapes and musical textures
1. What were the musical elements that changed frequently in John Williams music? Tempo, time signature and key
1. What instrumental family was removed from the modern action thriller? Woodwind
1. What did Dan suggest was the future of film music? Easy, quick compositions on the computer
1. Which style of film scoring do you think is the most effective and why? Ensure you use musical language and/or film scoring techniques in your response. 
Answers may include:
Silent era – The music was live and the dynamics, tonality, harmony, tempo etc. were used to reflect the action on screen.
Golden age of Hollywood – Classical, lush, big and romantic orchestral scores with techniques such as mickey mousing that closely represented the action on screen. Leitmotifs were also used to represent characters and ideas in the movies to provide additional cues to the listener/viewer about the story. The music was very overt in telling the story.
Spaghetti western – Smaller ensembles with more contemporary sounds for the time. Electric instruments were introduced, particularly the guitar, creating a greater range of timbres. Sound effects such as whip cracks and choral grunts were incorporated into the music.
John Williams – Orchestral scores returned providing a large range of timbres. Regular changes in tempo, time signature and key meant that the music captured the attention of an audience with an increasingly shortened attention span. This was a modernised version of the old Hollywood sound.
Modern action thriller – The flexibility of technology resulted in synthesisers dominating creating an almost infinite timbral palette and a wide variety of textures bringing a modernised electronic sound. The music has moved away from following the action but rather focuses on the mood, tone and ambience.


Question 3 sample answers:
1. At what point during filmmaking does the composer begin working on the music?
The composer usually starts working on the music after the film has been cut or sometimes during the editing stage.
How can music amplify what is happening on the screen in a film?
Music can add emotional intensity to scenes, highlight important moments, and provide cues to the audience about what to focus on or how to feel.
How might a composer use a character’s eyes or expression to decide when to change the music?
A composer may closely watch the actors' eyes or facial expressions to sense when there is a shift in their emotions or intentions and use those cues to decide when the music should change or reflect the new mood.
Why is it important for music to reflect subtle moments or shifts in a scene?
Reflecting subtle moments with music can help the audience notice important details, understand characters’ feelings and create a deeper emotional impact within the scene.
Do you think adding music to highlight specific moments enhances the storytelling? Why or why not?
Yes, adding music to highlight moments can enhance storytelling because it guides the audience’s attention, clarifies emotions and makes scenes more memorable and meaningful.
Imagine you are writing music for a film scene. Describe how you would decide where to place musical changes based on the characters' performances.
I would carefully watch the characters' expressions, movements, and interactions, especially paying attention to their eyes for any emotional shift. When I notice a change in mood or action, I would introduce a musical change to match and support what is happening on screen.


[bookmark: _Toc244006493]Activity 1.2 – composing for film 
[bookmark: _Toc244006494]Student worksheet
1. What is a melodic theme?
1. What is a motif in music?
1. Describe the theme and variations approach to film scoring.
1. What is the purpose and function of music in a film?
1. How does music assist the flow of a montage scene?
1. List 3 DAWs (digital audio workstations) commonly used to compose film music.
1. What are soft synths?
1. How does consideration of a budget affect the approach to film music composition?
1. How did Me-Lee Hay use a radio harp in an unusual way?
1. Give an example of how smart phones might be used to sample sounds.
1. Why is it worth saving and filing every sound experiment and recording that you have made, even the ones you’re unhappy with?
1. At what stage of the film production process does a composer commonly start their work on a short film?
1. What is the meaning of re-conform?
1. What is the process for composing music for an animation?
1. When discussing ideas for a score with a film director, what type of language should the composer use?
1. True or false: composers work in isolation when working on film music.


[bookmark: _Toc244006495]Sample answers
1. What is a melodic theme?
A melodic theme is a melody in a piece of music that represents something important in the story, like a character or an idea. It’s a memorable musical idea that you hear more than once in different parts of the film.
What is a motif in music?
A motif is a short musical idea or rhythm pattern that is repeated and developed throughout a film’s score. It’s smaller than a theme and often helps to show emotions or ideas connected to the story.
Describe the theme and variations approach to film scoring.
Theme and variations means the composer writes one main theme and then changes it in different ways for different scenes. For example, the same tune might sound happy in one scene and sad or exciting in another by changing the instruments or tempo.
What is the purpose and function of music in a film?
Music in a film helps to tell the story better. It shows emotions, connects scenes, builds excitement, and makes the audience feel what the characters feel. It supports the story without taking attention away from what is happening.
How does music assist the flow of a montage scene?
In a montage, one continuous piece of music often ties together many short clips or moments so they feel connected. It creates a mood, like excitement or anticipation, and helps the audience understand that these moments belong together.
List 3 DAWs (digital audio workstations) commonly used to compose film music.
Three common DAWs are: Pro Tools, Cubase, and Logic.
What are soft synths?
Soft synths are sounds produced in digital music software.


How does consideration of a budget affect the approach to film music composition?
If there is a small budget, the composer might use only soft synths to make music instead of hiring an orchestra. With a bigger budget, they could record real musicians but still might use soft synths to prepare the music first.
How did Me-Lee Hay use a radio harp in an unusual way?
She used the radio harp even though it was out of tune, bowing it to create a unique sound for a horror film score.
Give an example of how smart phones might be used to sample sounds.
Smart phones can be used to record everyday sounds, like a magpie’s call, and then those sounds can be changed using computer effects to make new and interesting music sounds.
Why is it worth saving and filing every sound experiment and recording that you have made, even the ones you’re unhappy with?
Because you never know when a sound you made before might inspire you or fit perfectly with a future project. Even ‘bad’ ideas can turn into something great later.
At what stage of the film production process does a composer commonly start their work on a short film?
Most composers start when they get the ‘fine cut’, which is a version of the film that is mostly finished but might still have some small changes.
What is the meaning of re-conform?
Re-conform means adjusting or editing music to fit changes in the film’s scenes, like if a scene becomes shorter or longer after the music was already written.
What is the process for composing music for an animation?
Composers often work alongside animators from early stages, using rough sketches or animatics and a script. They create music while the animation is being made, so both come together at the same time.


When discussing ideas for a score with a film director, what type of language should the composer use?
Composers should use emotional and mood-related language, like describing feelings or atmosphere, rather than complicated musical terms, to make sure the director understands.
True or false: composers work in isolation when working on film music.
False. Composers work closely with directors and other team members to make sure the music fits the story and vision of the film.


[bookmark: _Toc244006496]Learning sequence 2 – A Boy Called Sailboat
[bookmark: _Toc244006497]Activity 2.1 – ‘Row, Row, Row Your Boat’ 
The notation of ‘Row, Row, Row Your Boat’ can be used as a guide for the transcription activity.
Note that only bars 1 to 17 are included in the sample answer for the scavenger hunt activity as all features can be found in this excerpt.
[bookmark: _Toc244006498]‘Row, Row, Row Your Boat’ notation
Figure 1 – ‘Row, Row, Row Your Boat’ notation
[image: The notation of Row, Row, Row Your Boat.]
[bookmark: _Toc244006499]Possible discussion points and composition process
Possible discussion points for steps composers may have taken to compose the music for the film:
the performing media of the 2 guitars
expressive techniques possible on the guitar
the ability of the guitar to play both melody and harmony
the timbre of the guitar.
the arrangement of a famous melody
techniques to vary the melody.
Example suggested process for composing the music for A Boy Called Sailboat:
1. Composers watch the film cue.
1. Composers discuss the idea of using ‘Row, Row, Row Your Boat’ for inspiration.
1. Composers watch the film cue for a second time while improvising on their guitars around the theme of ‘Row, Row, Row Your Boat’.
1. Composers discuss successful ideas and less successful ideas, notating or recording those they would like to use.
1. Composers refine ideas until they have a final product with which they are happy.
[bookmark: _Toc244006500]Variation techniques
The following are possible responses students may provide when discussing the variation techniques and creating the word cloud:
fragmentation
augmentation
embellishment
rhythmic variation
alternate time signature
change of register
extension
harmonic accompaniment.
[bookmark: _Toc244006501]Score scavenger hunt sample answer
Figure 2 – '01. row, row, row your boat 1 – 00:55' notation
[image: Annotated score of '01. Row Row Row your boat 1 - 00:55'.]


[bookmark: _Toc244006502]Activity 2.2 – melody and chords
[bookmark: _Toc244006503]Student worksheet
Write the triads and seventh chord above the given root notes.
Hint: make sure you construct the correct 7th chord.
Figure 3 – given root notes
[image: Given root notes with chord indications written below.]


[bookmark: _Toc244006504]Sample answers
Figure 4 – triads and seventh chord answers
[image: Triad and seventh chord answers.]


Extension: ’01. row, row, row your boat 1 – 00:55’ from A Boy Called Sailboat moves through 3 different key areas: A minor, C major and F major. Build the chords above where they exist on each of the scales below. For example, construct the A minor chord on chord i of A minor, chord vi of C major and chord iii of F major.
Figure 5 – root notes for triad construction
[image: A minor C Major and F Major scales notated. ]
1. On the score, write Roman numerals to indicate the function of each chord of ‘row, row, row your boat 1 – 00:55’. Follow these steps:
1. Determine the key of the music at each section. This may require some interpretation.
1. Use the following hints to help
If a chord appears frequently, it might be the tonic chord (I).
A progression from chord V to chord I can help identify or confirm a key area and might also signal a key change. Listen for perfect cadences.
Some sections of the piece may have ambiguous keys, allowing for different interpretations and multiple correct answers.
Extension sample answers
Figure 6 – extension sample answers
[image: Extension sample answers for notated A minor C Major and F Major scales. ]
Note: the chord indications are a suggestion only. There are multiple ways that the chords could be analysed.
Figure 7 – sample chord analysis
[image: Score of '01. row, row, row your boat 1 - 00:55 with chord indications.]
[image: Score of '01. row, row, row your boat 1 - 00:55 with chord indications.]
[bookmark: _Toc244006505]Activity 2.4 – varying a theme
[bookmark: _Toc244006506]Ways to vary a theme
Here are some other examples of ways you can create a variation on a theme.
Table 1 – theme and variations composition – ways to vary a theme
	Element of music 
	Variation

	Pitch 
	Different register (an octave higher/lower) 
Transpose from major to minor (or minor to major) 
Make one interval larger/smaller
Add chromatic accidentals to a one or more notes
Alter the chords in the accompaniment
Add a countermelody
Add a drone or pedal point
Fragment the theme into short motifs

	Duration 
	Alter the time signature by adding/subtracting a beat from the bar
Change from straight rhythms to swung rhythms
Change from simple time to compound time
Insert an extra bar in the phrase
Change the tempo

	Performing media and timbre
	Place the theme in a bass instrument 
Move the theme between different instruments 
Add extended techniques 

	Texture 
	Double the theme on an extra instrument 
Add a layer of drums
Use the theme’s rhythm in a percussion part

	Structure 
	Repeat the theme and insert a new idea in between (ABA)
Repeat the theme but change the ending

	Dynamics and expression
	Alter the volume, dynamic markings and expression
Add vibrato/mute/accents





[bookmark: _Toc244006507]Student worksheet
Look at the scores for ‘01. row, row, row your boat 1 – 00:55’ and ‘07. row, row, row your boat (slow) 1 – 5:08’. Identify the changes to the pitch, duration and accompaniment patterns that have been used from the original version of ‘Row, Row, Row Your Boat’ (see the notation in Activity 1).
Table 2 – varying a theme
	Score and bar number
	Changes to original pitch (melody, harmony, range, modulation)
	Changes to original duration (rhythms, rests and time signatures)
	Describe the accompaniment pattern

	Score 01
Bars 9–17
	
	
	

	Score 01 
Bars 18–25
	
	
	

	Score 01 
Bars 33–40
	
	
	

	Score 01 
Bars 41–48
	
	
	

	Score 07
Bars 1–8
	
	
	

	Score 07
Bars 9–11 
(a fragment)
	
	
	




[bookmark: _Toc244006508]Sample answers
Table 3 – varying a theme answers
	Score and bar number
	Changes to original pitch (melody, harmony, range, modulation)
	Changes to original duration (rhythms, rests and time signatures)
	Describe the accompaniment pattern

	Score 01
Bars 9–17
	The melody has been harmonised
Ornamentation (appoggiaturas) are used to decorate the melody
Octave leap at the end
Minor chords used to harmonise bars 11–13 suggesting a brief tonicisation to A minor. 
	The melody is written in  
Syncopation using ties
Notes are repeated using smaller note values to give the piece an improvisatory feel
Super triplets imitate the original  grouping but feel more expansive
	The root note of each chord is played as a semibreve at the start of each bar
The chord is arpeggiated on beat 2 in second inversion
The chord is repeated in quavers for the remainder of the bar except for beat 2 and a half which is tied to beat 3, creating syncopation

	Score 01 
Bars 18–25
	Similar to the first variation
Additional ornamentation in bar 21
The cadence at the end of the melody changes to a perfect cadence resolving to A minor
	Similar to the first variation
Additional repetitions of the G with shorter note lengths in bar 21 creates interest
The final note is sustained for an additional 2 beats
	The accompaniment remains consistent except for the chord progression discussed in pitch

	Score 01 
Bars 33–40
	The melody is extended by a bar descending scalically
A perfect cadence is seemingly created arriving in C major at bar 40, however the continued descending melody leads to a perfect cadence (movement through the circle of fifths) arriving in F major in bar 41
	The first note of the melody is played short due to the quaver note length, addition of a staccato and the added rests
Return to a sustained note in bar 36, however, a 2-semiquaver anacrusis is added leading into the following bar
	The accompaniment remains consistent except for the chord progression discussed in pitch

	Score 01 
Bars 41–48
	Melody in F major
Bar 41 is sustained, establishing the new key area
Octave leap from bar 41–42
	In bar 42, the rhythm varies while the contour stays the same
	Accompaniment remains the same except for the change to F major

	Score 07
Bars 1–8
	The chord progression is the same as in previous iterations except for the surprise resolution to A minor in the final bar where a perfect cadence in C major was prepared
	Return to  of the original melody
The rhythm is varied through the use of tied notes extending some note lengths and consequently making other note lengths shorter
Inclusion of syncopation, for example bar 3
Use of duplets altering the rhythmic feel in bars 5 and 6
	Broken chord accompaniment primarily using notes of the triads
Variations added to the pattern for interest including octave/large leaps, inclusion of semiquavers and the plucking of 2 strings at once

	Score 07
Bars 9–11 
(a fragment)
	The melody is fragmented so only the final 2 bars are heard
The perfect cadence in C major expected previously is now heard
	What was originally heard over 2 bars is extended over 3 bars due to the addition of rests to fit with the action on screen
A rit. is added in bar 9
A fermata is heard at the end of bar 9
The second last note of the melody (D) is repeated once before and once after the rest leading to the final note 
	Wide intervals used in the arpeggiation of the chords
No accompaniment in bar 10 
Bar 11 is an arpeggiated C major chord (no rhythm as heard previously)




[bookmark: _Toc244006509]Activity 2.5 – theme and variations composition
[bookmark: _Toc244006510]Student worksheet
Create a plan for your theme and variations composition using the table below.
Table 4 – theme and variations planning
	Variation
	Elements of music
	Description of change

	1
	

	


	2
	

	





[bookmark: _Toc244006511]Learning sequence 3 – foley and sound design
[bookmark: _Toc244006512]Activity 3.1 – foley student worksheet
Create foley sounds for a cartoon:
1. Watch a section of a Figaro Pho cartoon, such as The Adventures of Figaro Pho – Season 1, Episode 1 (21:35), with the sound muted.
Each time you see an action where a foley sound could be added, pause and note the sound and timecode in the table below.
Use items around the classroom or go on a scavenger hunt around the school to find objects that could create the foley sounds you identified.
Table 5 – foley
	Timecode
	Action
	Method of creating foley

	Example: 1:04
	Example: fire burning
	Example: crumpling a chip packet

	
	
	

	
	
	

	
	
	

	
	
	

	
	
	


Practise making these sounds while watching the cartoon again, making sure your sounds match the action on screen.
[bookmark: _Toc244006513]Activity 3.2 – sound design
[bookmark: _Toc244006514]Student worksheet
Access Video 6a – What is sound design? (7:20) and one other video of your choice from the Sound design page of the CApture resource. Use the following sentence starters to document what you have learned about sound design:
The ‘food groups’ to consider when designing sound for a film include …
Sounds recorded during the shoot typically include …
Sounds recorded later in the studio include …
Music and sound can express elements of a film narrative such as ….
The final mix involves combining all sound elements including …
When Wayne Pashley says, ‘open your ears to the world’ he means …


[bookmark: _Toc244006515]Learning sequence 4 – All Silent Dogs
[bookmark: _Toc244006516]Activity 4.1 – What does a DAW tell us?
[bookmark: _Toc244006517]Student worksheet
1. In groups of 3 to 4, examine 3 excerpts of Freya Berkhout’s DAW file for All Silent Dogs, without listening to the music. 
1. Discuss how the different elements of music can be represented on a DAW score, for example, dynamics are indicated by the volume automation line, the waveform, the fade ins and fade outs and the decibel input.
1. Make musical observations about texture, performing media and timbre, dynamics and expression, and structure using only the information shown on the DAW excerpts. Record your observations in the table below.
Note: the aqua track near the top represents the production or location sound. This includes all the ambient noises, dialogue and sounds captured live during filming, as opposed to sounds added later in post-production like foley, sound effects or music.
Table 6 – What does a DAW tell us?
	Element
	Observations

	Texture
	

	Performing media and timbre
	

	Dynamics and expression
	

	Structure
	



[bookmark: _Toc244006518]Sample answers
Table 7 – What does a DAW tell us? – sample answers
	Element
	Observations

	Texture
	Significant amounts of musical silence
The texture begins quite sparse and becomes denser

	Performing media and timbre
	Numerous ‘epic’ vocal tracks
Sparkling sounds
Mellotron 
Bass
2 synthesisers
Cello, viola, warm strings
Piano
‘Glassworks’ and ‘fun’ more ambiguous in the expected timbre
Significant reverb used on some tracks

	Dynamics and expression
	Most tracks start with a fade in and many fade out
The dynamics of some tracks are manipulated by adjusting the input level of the whole track, for example, VoxEpic4
The dynamics of some tracks are manipulated using the ‘volume automation line’ (the mostly horizontal squiggly lines) allowing for more intricate dynamic adjustments

	Structure
	Change of scene, shot or action indicated by orange vertical lines. Organisation of musical content is visually obvious around these sections.


[bookmark: _Toc244006519]Activity 4.2 – Freya Berkhout’s composition process
[bookmark: _Toc244006520]Student worksheet
Access All Silent Dogs – Freya Berkhout – How I Compose For Film (11:56). Take notes on the video using the following questions as a guide:
1. Why is it important for a film composer to be involved early in the filmmaking process and how does this influence their work?
1. What is a ‘musical palette’ in film composing and how does it help shape the overall score?
1. How does a composer balance adhering to genre conventions while maintaining their own unique musical voice?
1. In what ways does Freya Berkhout incorporate experimental sounds and vocal elements into her film music and why are these important?
1. How can film music contribute to storytelling and cultural change, especially in projects with social or political themes?
[bookmark: _Toc244006521]All Silent Dogs plot summary
All Silent Dogs is a magical-realist movie about Ylva, a teenage girl who has a rare and secret ability to change into a dog. Because of this, she feels left out and judged by her family and friends. Ylva has a tough choice to make: she can have an operation that takes away her powers so she can live a ‘normal’ life, like her mother wants, or she can accept who she really is and keep her powers, even if it means being treated badly by others. One day, while skipping school, Ylva meets a young man who also has this ability. He tells her about a hidden group of people like them. Learning this makes Ylva’s decision even harder because she has to decide between fitting in with everyone else or joining a place where she can be accepted for who she truly is.
Access Transformation by Freya Berkhout (An Excerpt from ‘All Silent Dogs’) (2:07). Pretend you are writing detailed subtitles for a film but in reference to the sound design. At each timecode, write a description of the sounds that you can hear. In each description, describe or name the performing media. The first one has been modelled for you.
Table 8 – Freya Berkhout’s composition process – sound descriptions
	Timecode
	Description of sound(s)

	0:00
	Synth pad playing a sustained chord

	0:01
	

	0:02
	

	0:05
	

	0:07
	

	0:10
	

	0:18
	

	0:21
	

	0:25
	

	0:27
	

	0:31
	

	0:33
	

	0:35
	

	0:37
	

	0:41
	

	0:46
	

	0:58
	

	1:06
	

	1:08
	

	1:15
	




[bookmark: _Toc244006522]Sample answers
1. Why is it important for a film composer to be involved early in the filmmaking process and how does this influence their work?
Allows immersion in the story and emotional world of the film.
Enables early collaboration and communication with the director.
Helps develop a shared creative language and clear sonic identity.
Provides a strong foundation for consistency across the score.
Builds trust with the director and aligns musical vision with narrative needs.
What is a ‘musical palette’ in film composing and how does it help shape the overall score?
A piece of music summarising the film’s emotional arc and sonic identity.
Acts as a microcosm of the entire project’s mood and dynamics.
Serves as a reference point or manifesto for all other musical cues.
Helps maintain coherence and unity throughout the score.
Facilitates communication and agreement with the director early on.
How does a composer balance adhering to genre conventions while maintaining their own unique musical voice?
Understanding and respecting the expectations of the genre.
Incorporating signature personal elements or sounds within those conventions.
Using genre as a framework to explore creativity and originality.
Adapting music to support the narrative while making it distinctively theirs.
Embracing challenges to find a fresh perspective within familiar styles.


In what ways does Freya Berkhout incorporate experimental sounds and vocal elements into her film music and why are these important?
Uses synthesised, tactile and bodily sounds alongside traditional instruments.
Records and samples her own unique sounds to add originality.
Includes vocal layers for emotional warmth, human connection or uncanny effects.
Combines familiar and strange sounds to create a rich, textured, sonic landscape.
These elements help evoke complex emotions and enhance storytelling.
How can film music contribute to storytelling and cultural change, especially in projects with social or political themes?
Music deepens an audience’s emotional engagement with the story.
Supports and amplifies the narrative’s message and themes.
Helps represent under-represented voices and perspectives (for example, queer, feminist).
Can challenge and shift cultural perceptions by connecting on a heart level.
Acts as a powerful vehicle for social commentary and advocacy through art.
[bookmark: _Toc174450224]Table 9 – Freya Berkhout’s composition process – sound descriptions sample answers
	Timecode
	Description of sound(s)

	0:00
	Synth pad playing sustained chord

	0:01
	Shuddering breath

	0:02
	Haunting vocal ‘oohs’, synth pad continues

	0:05
	Footsteps (likely foley)

	0:07
	Currawong (bird) sounds

	0:10
	Noise of the backpack

	0:18
	Tinkling chime-like sound added to the music

	0:21
	Door opening and closing

	0:25
	Music begins to crescendo with airy sounds added

	0:27
	Bellbird sounds and other electronic and synth sounds added into the mix

	0:31
	Bushes rustling

	0:33
	Additional higher vocal line added into the mix with sighing contoured glissandi

	0:35
	String chords emerge in the mix

	0:37
	Girl sighs 

	0:41
	Bass guitar emerges in the mix

	0:46
	Cicadas

	0:58
	Sounds of leaves or bushes rustling

	1:06
	Sound of girls hand sliding on the tree trunk

	1:08
	Rustling sound effects 

	1:15
	Most sounds in the mix. There are swells in the dynamics through to the end


[bookmark: _Toc244006523]Activity 4.6 – peer evaluation
[bookmark: _Toc244006524]Student worksheet
Share your composition with a friend. Ask your friend to identify 3 strengths and 3 areas for improvement. The feedback should be as specific as possible.
Strengths: to be completed by your peer. Each strength should be linked to at least one element of music to maintain the musical focus of the feedback.
Table 10 – peer evaluation – strengths 
	Strengths
	Element(s) of music to which the strength is related

	1. 
	

	
	

	
	


Areas for improvement: the peer feedback column is to be completed by your peer and should again have a musical focus. The applying feedback column is to be completed by you and should explain how you have used the peer feedback in improving your composition or the musical reasons as to why you have ignored the feedback.
Table 11 – peer evaluation – areas for improvement
	Areas for improvement – peer feedback
	Applying feedback

	1. 
	

	
	

	
	



[bookmark: _Toc244006525]Learning sequence 5 – A Little Bit Mongolian
[bookmark: _Toc244006526]Activity 5.1 – Mongolian folk music
[bookmark: _Toc244006527]Student worksheet
Listen to the music in the film excerpt from A little Bit Mongolian, A Little Bit Mongolian (Extraordinary Person Documentary) | Real Stories (from 13:25–16:08). There are 4 distinct sections of music. Identify which of the following common features of Mongolian folk music you can hear in each of the sections. Also include any additional information to support your response.
Melody
Table 12 – Mongolian folk music features – melody
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09–15:50)
	Section 4 (15:59–16:08)

	Does it sound like it uses a pentatonic scale?
	☐
	☐
	☒
	☐

	Is there repetition of melodic ideas?
	☐
	☐
	☐
	☐

	Is ornamentation used?
	☐
	☐
	☐
	☐

	What other melodic features did you hear?
	
	
	
	


Vocals
Table 13 – Mongolian folk music features – vocals
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09–15:50)
	Section 4 (15:59–16:08)

	Do you hear vocal techniques like vibrato, trills, or slides?
	n/a
	☐
	n/a
	☒

	Does the singer use throat singing (making 2 notes at the same time)?
	n/a
	☐
	n/a
	☐

	Is the music sung without instruments (a cappella)?
	n/a
	☐
	n/a
	☐

	What other vocal features did you hear?
	n/a
	
	n/a
	


Instruments
Table 14 – Mongolian folk music features – instruments
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09–15:50)
	Section 4 (15:59–16:08)

	Is there a horsehead fiddle (morin khuur)?
	☐
	☐
	☐
	☐

	Do the instruments sound like nature, maybe like horses or wind?
	☐
	☐
	☐
	☐

	What other instruments or instrumental families did you hear?
	
	
	
	




Structure
Table 15 – Mongolian folk music features – structure
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09 – 15:50)
	Section 4 (15:59–16:08)

	Do parts of the song repeat?
	☐
	☐
	☐
	☐

	Is there any call and response?
	☐
	☐
	☐
	☐

	What other structural features did you hear?
	
	
	
	




[bookmark: _Toc244006528]Sample answers
Melody
Table 16 – Mongolian folk music features – melody answers
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09–15:50
	Section 4 (15:59–16:08)

	Does it sound like it uses a pentatonic scale?
	☐
	☒
	☐
	☐

	Is there repetition of melodic ideas?
	☒
	☒
	☐
	☐

	Is ornamentation used?
	☐
	☒
	☒
	☒

	What other melodic features did you hear?
	The melody doesn’t have clear cadential or resting points.
Mostly made up of crotchets with some quavers to provide forward momentum
Two instruments perform in unison
	Clear balanced phrases
Mostly stepwise
Melody is performed in unison with a simple instrumental accompaniment
Simple rhythms
	Faster tempo
Melodic interplay between the 2 main instruments
Many repeated notes broken up by some larger leaps
	No clear melody
Descending arpeggio feature
Sustained drone like notes created from
Tuvan throat singing


Vocals
Table 17 – Mongolian folk music features – vocals answers
	Musical features
	Section 1 (13:25–14:20)
	Section 2 (14:21–14:57)
	Section 3 (15:09–15:50)
	Section 4 15:59–16:08

	Do you hear vocal techniques like vibrato, trills, or slides?
	n/a
	☒
	n/a
	☐

	Does the singer use throat singing (making 2 notes at the same time)?
	n/a
	☐
	n/a
	☒

	Is the music sung without instruments (a cappella)?
	n/a
	☐
	n/a
	☒

	What other vocal features did you hear?
	n/a
	Vocal trills
Children’s treble voices in unison
Traditional choral timbre
	n/a
	Drone like


Instruments
Table 18 – Mongolian folk music features – instruments answers
	Musical features
	Section 1 13:25–14:20
	Section 2 14:21–14:57
	Section 3 15:09–15:50
	Section 4
15:59 – 16:08

	Is there a horsehead fiddle (morin khuur)?
	☒
	☒
	☐
	☐

	Do the instruments sound like nature, maybe like horses or wind?
	☐
	☒
	☒
	☐

	What other instruments or instrumental families did you hear?
	Flute-like instrument
Cymbals
Plucked string instrument
	High-pitched ‘whirly’ like instrument
Flute-like instrument
Steel-string guitar or similar
	Two woodwind instruments play the melody (one more airy and flute-like and one more recorder-like)
Plucked streel string instrument performing the accompaniment
	Steel string guitar


Structure
Table 19 – Mongolian folk music features – structure answers
	Musical features
	Section 1 
13:25 – 14:20
	Section 2
14:21 – 14:57
	Section 3
15:09 – 15:50
	Section 4
15:59 – 16:08

	Do parts of the song repeat?
	☒
	☒
	☒
	☐

	Is there any call and response?
	☐
	☐
	☒
	☐

	What other structural features did you hear?
	Unclear starts and ends of phrases
	Introduction with drones only
Melody in 4-bar phrases
Repetition of melodic ideas
	4-bar phrases
Short motifs are repeated and developed
	Two distinct sections: arpeggiated guitar followed by Tuvan throat singing
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[bookmark: _Toc244006529]Activity 5.2 – Pauls Jarman’s creative process
[bookmark: _Toc244006530]Student worksheet
Listen to A Little Bit Mongolian – Paul Jarman – Composing for A Little Bit Mongolian (7:20) and answer the following comprehension questions:
1. What traditional Mongolian instrument, featured in the film’s score, is known as the ‘horse-headed cello’?
What unique Mongolian vocal technique is used in the film’s music?
How did Paul Jarman start composing music for films, according to the podcast?
What does Paul mean when he says ‘less is more’ in relation to composing music for film?
What is the harmonic series, and how does Paul Jarman use this concept in his composition for the Mongolian film?
What scale does Paul Jarman mainly use to compose music that sounds like Mongolian folk melodies? Explain why this scale is significant.
Why is it important for a composer to work closely with a film director and sound editor during the scoring process?
How does Paul Jarman use a family’s traditional song within the film’s score?
Describe Paul Jarman’s compositional process when writing music for a film.


[bookmark: _Toc244006531]Sample answers
1. What traditional Mongolian instrument, featured in the film’s score, is known as the ‘horse-headed cello’?
The morin khuur is the traditional Mongolian instrument called the ‘horse-headed cello’.
1. What unique Mongolian vocal technique is used in the film’s music?
Throat singing is the unique Mongolian vocal technique used in the film’s score.
1. How did Paul Jarman start composing music for films, according to the podcast?
Paul Jarman started composing for films after meeting director Mike Dillon. He had written a piece called ‘The Will to Climb’ about Christopher Harris, and Mike was filming Christopher’s exploits. This connection led to Paul composing film scores.
1. What does Paul mean when he says ‘less is more’ in relation to composing music for film?
Paul means that music in film should not be too obvious or overdone because that can make it sound kitsch or fake. Instead, subtle and simple music can be more effective in supporting the story.
1. What is the harmonic series, and how does Paul Jarman use this concept in his composition for the Mongolian film?
The harmonic series is a natural sequence of notes related to the fundamental pitch. Paul uses harmonic singing and the harmonic series as a basis for creating music that reflects traditional Mongolian singing styles.
1. What scale does Paul Jarman mainly use to compose music that sounds like Mongolian folk melodies? Explain why this scale is significant.
Paul mainly uses the pentatonic scale because it is common in Mongolian folk music and helps the composed melodies sound authentic to the traditional style.


1. Why is it important for a composer to work closely with a film director and sound editor during the scoring process?
Working closely ensures that the music fits the timing, mood, and sound balance of the film. Adjustments may be needed for scenes where sound effects or dialogue are involved, and collaboration helps achieve the best final mix.
1. How does Paul Jarman use a family’s traditional song within the film’s score?
He composed a piece inspired by a family’s traditional song and introduced this melody several times before having the characters actually sing it, creating familiarity and emotional impact for the audience.
1. Describe Paul Jarman’s compositional process when writing music for a film.
Paul often starts by watching scenes with timecode and improvising melodies on the piano to match the mood and timing. He then develops these ideas, transferring them to different instruments or sounds, and works closely with the director and sound editor to finalise the music.


[bookmark: _Toc244006532]Activity 5.4 – digitally produced action
[bookmark: _Toc244006533]Note-taking prompts
Listen to A Little Bit Mongolian – Paul Jarman – Composing for film (7:04) and make notes under the following headings:
Use of MIDI and acoustic instruments
Studio setup and workflow
Studying the film and characters
Music supporting the story
Balancing creativity and filmmakers’ briefs
Managing time and deadlines
Amount of music needed for adventure films
Capturing creative ideas
Use of musical hit points
Importance of silence and timing in music


[bookmark: _Toc244006534]Sample response
Use of MIDI and acoustic instruments
Paul uses a mix of acoustic instruments and MIDI orchestral instruments, often relying on digital sound libraries due to the high cost and logistics of hiring many live musicians. He enhances digital tracks by recording live musicians over them to add realism.
Studio setup and workflow
Their studio has a big mixing console with all instruments plugged in and ready. They work side-by-side in front of screens to maximise efficiency. Instead of multiple full takes, they use technology to stop and start, then edit pieces precisely to create a seamless track.
Studying the film and characters
Paul immerses himself in the film by studying the story and characters extensively, often watching a film up to a hundred times to understand its pacing and emotional beats deeply, allowing him to create music that truly fits the story.
Music supporting the story
He aims to have the music carry the story subtly without overpowering it, avoiding clichés. His background in world music sometimes leads him to bring in specialist musicians to contribute authentic sounds, such as a Mongolian morin khuur player for a film.
Balancing creativity and filmmakers’ briefs
Paul likes to let himself be free by just playing and improvising. However, he acknowledges that sometimes composers must strictly follow the filmmaker’s brief, restricting creative freedom. 
Managing time and deadlines
Ideally, Paul prefers having plenty of time to compose scores, but he often must juggle multiple projects due to tight deadlines and financial constraints. He focuses on efficiency to deliver quality music on schedule.


Amount of music needed for adventure films
Adventure films, like those Paul scores, require substantial amounts of music – around an hour for a 1.5-hour film, often distributed across about 120 cues, which is a large volume composed in a short timeframe.
Capturing creative ideas
Paul uses his phone’s voice memo function to freely improvise and capture musical ideas instantly without interrupting his creative flow. He marks memorable moments to revisit and possibly notate later, helping him develop ideas over time.
Use of musical hit points
Paul uses hit points – specific dramatic moments like explosions or entrances – that could align with music cues, but he warns against overusing them. He admires composers like John Williams who create beautiful music that works independently yet enhances the film’s drama naturally.
Importance of silence and timing in music
He emphasises the critical role of silence, carefully deciding when music should start and stop. Sometimes music is better omitted to serve the film’s mood, while other times it is essential because the scene depends heavily on the musical accompaniment.
[bookmark: _Toc214626080]

[bookmark: _Toc244006535]Activity 5.5 – action film scoring
[bookmark: _Toc244006536]Peer feedback form
Table 20 – peer feedback
	Question
	Feedback

	1. To what extent does the composition create a sense of action or excitement suitable for an action film?
	

	1. Identify 2 digital orchestral sounds and evaluate their effectiveness in representing the action:
	Sound 1:


Sound 2: 



	1. How well does the piece maintain interest through features of the music, such as dynamics, rhythm, texture or motivic development?
	

	1. What is one strength of the composition? 
	

	1. What is one area in which the composition could be improved?
	


[bookmark: _Toc244006537]Activity 5.6 – composing for mood, location and intention
Watch the first 3 minutes of Genevieve Clay-Smith’s short film The Interviewer on the CApture website with the sound muted. Your teacher will provide you with the transcript for this scene to help you understand the scene.
In groups of 3 to 4, explore the ways music can establish mood, location and the director’s intentions: 
1. Discuss your ideas about the mood, the location and the director’s intentions in this scene.
1. Brainstorm the musical features you would expect to hear to support or enhance the scene.
1. Using any available instruments, improvise music that could accompany and enhance the scene.
1. Record your group improvising the music while watching the scene, keeping in mind the mood and any changes in the action on screen. 
1. Listen back to your recording.
1. Watch the first 3 minutes of The Interviewer again, this time with the sound on.
1. Compare your group’s improvisation or composition with the original music from the film.
1. Discuss the following questions within your group:
What were the differences between your music and the original music?
How did the different music affect the mood?
Did the intent of the film feel different because of the change in music?


[bookmark: _Toc244006538]Transcript – The Interviewer
[Exhales]
[Elevator chime]
Thomas: Hi, Thomas Howell. I'm here for the interview with Mr Dexter.
Receptionist: Yeah, sure thing. Just take a seat and he'll be out in a minute.
[Sound from headphones of other man in waiting room.] Relaxation session 32. Shake all your nervous energy and think about your special place of calm and let all anxiety waste away. Reach out now and touch something in your special place. Breathe in positivity and breathe out all that nasty anxiety.
James: Hi! Mr ... Howell ... is it?
Thomas: ... um yes?
James: Great. I'm James. Please come with me for your interview. 9am. You have the interview at 9am is it?
Thomas: Um ... yes.
James: Great! Come with me for your interview! ... Breathe in. [Typing sounds] After you … You sit here. And I sit here ... as your boss.


[bookmark: _Toc244006539]Learning sequence 6 – Butterfly Man
[bookmark: _Toc244006540]Activity 6.2 – film music suites
[bookmark: _Toc244006541]Student worksheet
1. Listen to Butterly Man – Butterfly Waltz (3:22) by Jessica Wells while following the score.
As a class, discuss film music suites:
What is a film music suite? 
What is their purpose? 
How is the music arranged? 
Listen to ‘Butterfly Waltz’ again, familiarising yourself with the sound of each section of the score.
Your teacher will provide you with score excerpts from ‘Butterfly Waltz’. Listen to the music from Student Film – Butterfly Man by Samantha Rebillet (6:06) and match the timecode to the score excerpts by listening carefully to the music. Listen out for the instrumentation, the time signature, distinct rhythms and the melodic material to assist you in completing this activity.
Score excerpts
Score excerpt 1 – beginning to figure A 
Score excerpt 2 – figure A to figure C
Score excerpt 3 – figure A to figure G
Score excerpt 4 – figure G to figure I
Score excerpt 5 – figure I to the end
Table 21 – film music suite excerpts
	Timecode
	Score excerpt

	0:13–0:36
	

	2:04–2:54
	

	3:13–3:41
	

	4:06–5:41
	

	5:42–5:58
	


Listen to ‘Butterfly Waltz’ again. Use the audio and the figure numbers to help you reconstruct the score in the order it was originally written. Note that one excerpt will not be needed in your reconstruction because it is a repeat of a section from another score excerpt.
As a class, discuss why Jessica Wells may have chosen to order the score as she did for the orchestral suite, rather than in chronological order from the film.


[bookmark: _Toc244006542]Sample answers
Question 4
Table 22 – film music suite excerpts – answers
	Timecode
	Score excerpt

	0:13–0:36
	2

	2:04–2:54
	4

	3:13–3:41
	1

	4:06–5:41
	3

	5:42–5:58
	5




[bookmark: _Toc244006543]Activity 6.4 – quirky moods
[bookmark: _Toc244006544]Student worksheet
Table 23 – chord construction table
	Chord type
	Type of 3rd
	Type of 5th
	Additional note

	Major
	Major
	Perfect
	—

	minor
	minor
	Perfect
	—

	Major 7
	Major
	Perfect
	Major 7th

	minor 7
	minor
	Perfect
	minor 7th

	Half-diminished 7
	minor
	Diminished
	minor 7th

	Add 2
	Major
	Perfect
	Major 2nd


1. Use the chord construction table above to assist you in completing the table below. The first example has been done for you and a keyboard has been included below to assist you in working out the intervals.
Table 24 – chord construction table questions
	Chord type
	Root
	3rd
	5th
	Additional note
	Notes in chord

	Major
	C
	E
	G
	None
	C, E, G

	minor
	C
	
	
	
	

	Major 7
	C
	
	
	
	

	minor 7
	C
	
	
	
	

	Half-diminished 7
	C
	
	
	
	

	Add 2
	C
	
	
	
	


Figure 8 – keyboard
[image: Piano keys labelled with the note names.]
Listen to ‘Butterfly Waltz’ and identify the features through the elements of music that create the quirky mood in this piece. Complete the table below to identify features using the elements of music.
Table 25 – quirky features
	Elements of music
	Quirky features

	Duration
	

	Pitch
	

	Texture
	

	Performing media and timbre
	

	Dynamics and expression
	

	Structure
	


Complete the table below to help you analyse the chords:
include both the quality and the note name for the 3rd and 5th
include the interval above the root and the note name for any additional notes
only use the notes from the string parts to analyse the chords except in bar 20 (use the F)
sustained notes from the melody line have been used in the analysis, quavers have not been included
the first example has been done for you.
Table 26 – chord analysis
	Bar number
	Root
	3rd
	5th
	Additional note
	Notes in chord 

	15
	C
	minor – E♭
	Perfect – G
	None
	C, E♭, G

	16
	A♭
	
	
	
	

	17
	D*
	
	
	
	

	18
	G
	
	
	
	

	19
	A
	
	
	
	

	20
	D
	
	
	
	

	21
	G
	
	
	
	


* This is the root note but not the base note. The chord should always be worked out from the root note.
Figure 9 – keyboard
[image: Black and white piano keys.

]
Use the information from the table above to write the bar number(s) in which each of the chords occur. Note that there are 2 chords that are heard twice.
Table 27 – chord bar numbers
	Chord
	Bar number

	A♭ Major
	

	A♭ Major 7
	

	C minor
	

	D half-diminished 7
	

	G Major add ♯2
	


[bookmark: _Toc244006545]Sample answers
Question 1
Table 28 – chord construction table – answers
	Chord type
	Root
	3rd
	5th
	Additional note
	Notes in chord

	Major
	C
	E
	G
	None
	C, E, G

	minor
	C
	E♭
	G
	None
	C, E♭, G

	Major 7
	C
	E
	G
	B
	C, E, G, B

	minor 7
	C
	E♭
	G
	B♭
	C, E♭, G, B♭

	Half-diminished 7
	C
	E♭
	G♭
	B♭
	C, E♭, G♭, B♭

	Add 2
	C
	E
	G
	D
	C, D, E, G


Question 2
Table 29 – quirky features – sample answers
	Elements of music
	Quirky features

	Duration
	Ties over the bar lines distorts the regularity of the rhythm 
Triple metre with the waltz feel 

	Pitch
	The use of dissonant chords
The use of dissonance between the chords and melody line
Harmonic minor tonality

	Texture
	Sparse texture

	Performing media and timbre
	Pizzicato in upper strings

	Dynamics and expression
	Inclusion of a trill at the end of the melody

	Structure
	7-bar (uneven) phrase


Question 3
Table 30 – chord analysis – answers
	Bar number
	Root
	3rd
	5th
	Additional note
	Notes in chord 

	15
	C
	minor – E♭
	Perfect – G
	None
	C, E, G

	16
	A♭
	Major – C
	Perfect – E♭
	Major 7th – G
	A♭, C, E♭, G

	17
	D*
	minor – F
	Diminished – A♭
	minor 7th – C
	D, F, A♭, C

	18
	G
	Major – B
	Perfect – D
	Augmented unison – G♯
	G, G♯, B, D

	19
	A♭
	Major – C
	Perfect – E♭
	None
	A♭, C, E♭

	20
	D
	minor – F
	Diminished – A♭
	minor 7th – C
	D, F, A♭, C

	21
	G
	Major – B
	Perfect – D
	Augmented unison – G♯
	G, G♯, B, D




Question 4
Table 31 – chord bar numbers – answers
	Chord
	Bar number

	A♭ Major
	19

	A♭ Major 7
	16

	C minor
	15

	D half-diminished 7
	17 and 20

	Polychord – G Major/ G# diminished
	18 and 21




[bookmark: _Toc244006546]Learning sequence 7 – skill building
[bookmark: _Toc244006547]Activity 7.1 – scoring techniques
The list of film scoring techniques below can be used to allocate to students to research in Activity 7.1.
Table 32 – scoring techniques
	Film scoring techniques

	Change musical moods, instrument tone colours, rhythms and tempo to match each change of scene or mood.

	Honour silence when it is needed.

	Carefully choose musical features to support meaning and narrative in a film.

	Change the balance and volume envelope to allow dialogue and important sound effects to be heard.

	Use repetition (such as an ostinato) to build suspense.

	Use a gradual crescendo to build to a climax.

	Synchronise foley and sounds to match the exact timing of on-screen action.

	Use ‘Mickey mousing’ – musical sounds in place of sound effects.

	Set the overall mood of a film scene with carefully designed music, without trying to exactly match musical moments to visual actions.

	Use sound to add emphasis and meaning to an on-screen object or suggest that something is hiding (in science fiction and horror genres).

	Invent new tone colours to represent new concepts (such as aliens).

	Use sound design and musical score to exaggerate the audience’s emotion.

	Select tone colours or instruments that suggest a country or culture (such as Scottish bagpipes and French accordion).

	Design a film’s sound and visuals together – they don’t make much sense on their own.

	Add a high-budget sound world and score to a low-budget film.

	Supplement sound effects with musical opposites (such as a high frequency mosquito layered over low-pitched instruments or tapping noises accompanied by sustained chords).

	Score music in a genre that is the opposite to what the regular cinemagoer expects – this can offer a moment of humour (comic drama) or confusion (science fiction and horror).

	Persevere with a task and refine it to achieve the best possible product in the time allocated.




[bookmark: _Toc244006548]Activity 7.2 – analysing a scene
[bookmark: _Toc244006549]Student worksheet
Select your own choice of a scene from a movie (60–90 seconds). The excerpt must have music playing throughout most of the scene. Based on the scene, respond to the following questions using musical language wherever possible and appropriate.
Part 1: context and style
1. Film title:
Scene description (brief summary):
What is the purpose of the scene in the film (for example, mood setting, plot development)?
What mood or atmosphere does the music create in this scene?
What style or genre does the music represent? How does this fit the cultural and/or historical context of the film?
Part 2: elements of music
1. What performing media and/or timbres do you hear? Are they electronic or acoustic sounds?
Why do you think the composer has selected these performing media and/or timbres?
What is the tempo of the music? Does it change during the scene? If so, explain.
Describe the rhythms and their effect on the scene.
Is the pitch material generally high, low or a mixture? How does this support the action onscreen? 
Describe the layers of sound. Is the texture mostly dense or sparse? Why do you think the composer made this decision?
What is the overall dynamic level of the music? Does the music get louder or softer? If so, are the changes sudden or gradual? 
What is the connection between the dynamics and the action onscreen?
Describe any techniques (for example, vibrato, glissando, articulation) and how they are used to express emotion.
Identify any repeating patterns, motifs or themes within the music.
Explain how contrast is used with reference to the structure of the music. 
How do the elements of music combine to support the scene’s purpose?
Part 3: film techniques and reflection
1. What film scoring techniques can you hear? Describe how they are being used.
1. How effectively do you think the music supports the emotional impact or storytelling? Explain your answer giving examples.
What aspects of the music might influence your future composition?


[bookmark: _Toc244006550]Activity 7.3 – speed composing
[bookmark: _Toc244006551]Student worksheet
Watch the trailer for Happy Feet – Trailer (1:23) with the sound off.
Create a new soundtrack to accompany the onscreen action. This is a speed composing activity, so the point is not to perfect what you are doing but simply to generate ideas quickly.
1. Set up a new project in a DAW.
1. Identify the times in the trailer when the music should start or change, that is, the cue points and hit points. Indicate these in the DAW project with a marker at the matching timecode. Use the table below to help map out the timecodes.
1. Note down musical ideas for each marker in the table below. Consider the elements of music when brainstorming ideas. Silence should also be considered and used for effect.
1. Select loops or quickly improvise and record sounds for each musical cue or hit point.
1. Share your soundtrack, synchronised with the trailer, with your class.
1. Write a reflection on your experience speed composing in your Assessment portfolio. What did you find challenging? What was the advantage of speed composing? What tools, strategies or ideas could you use in your assessment task?
Table 33 – speed composing planning
	Timecode
	Action on screen
	Musical ideas

	Example: 0:06
	Aerial establishing shot
	Sustained string harmonics, harp accompanying ostinato and a sparse melodic line in a high register on the flute.

	
	
	

	
	
	

	
	
	

	
	
	




[bookmark: _Toc244006552]Learning sequence 8 – assessment task composition
[bookmark: _Toc244006553]Activity 8.1 – steps to success
Table 34 – tasks and steps to success
	Analyse the emotions and themes in your chosen excerpt
	Refine ideas
	Create new sound effects

	Create short musical ideas
	Balance repetition and contrast
	Borrow ideas to adapt

	Experiment
	Record your composition
	Ask for help

	Translate ideas into sound
	Edit
	Ask for feedback from peers and/or teacher

	Identify the key moments, cue points and hit points
	Create emotions through music
	Develop musical ideas

	Solve technical issues
	Reflect on your creative process
	Decide on performing media and timbres

	Choose a film music excerpt
	Manipulate the elements of music
	Adjust timing and musical elements to better complement the visuals

	Create a score or notation of your composition
	Analyse how your music complements the visuals
	Prepare for the recording or live performance of your composition


[bookmark: _Toc244006554]Sample learning map
Figure 10 – sample learning map
[image: Tree roots with many verbs arranged along them to show the Learning Map of how to create music for a film or video game. Snake on the left side shows non-linear route from start to finish.]
[bookmark: _Toc244006555]Sample checklist
Table 35 – sample checklist
	Checklist for student achievement
	Check

	I can watch visuals of a film and create a plan for sound and/or music that enhances the plot or mood.
	☐
	I can create original, short musical ideas (improvised, notated, edited or recorded) for a purpose – to match different moods, through the intentional use of the elements of music.
	☐
	I can experiment with and manipulate a variety of ideas, inspired by the musical work of others.
	☐
	I can incorporate ideas from the visuals in a film and translate them into sounds and/or original music.
	☐
	I can mould my sound and/or musical ideas to suit the structure and content of a film’s visuals.
	☐
	I can determine when repetition is appropriate and when contrasting material is required.
	☐
	I can record sounds.
	☐
	I can edit audio in digital editing software – split, copy, paste.
	☐
	I can create new sound effects by manipulating sound in a digital synthesiser within a DAW.
	☐
	I can borrow compositional features from Australian composers and weave them into my own composition.
	☐
	I can ask for help or assistance (on creative process and software use).
	☐
	I can ask for feedback and refine my music and/or sounds.
	☐
	I can collect my ideas and drafts as evidence of learning, annotating them to show how I achieved the outcomes.
	☐
	I can analyse my own composition in terms of the elements of music (duration, pitch, texture, performing media and timbre, structure, dynamics and expression).
	☐
	I can persevere with creative challenges, finding innovative solutions. 
	☐
	I can find solutions to technical issues.
	☐
	I can publish a final product to be handed in, whether or not I believe it is totally finished.
	☐

[bookmark: _Toc244006556]Learning sequence 9 – Paper Planes
[bookmark: _Toc244006557]Activity 9.1 – trailer
[bookmark: _Toc244006558]How to get permission to use a song – steps needed
Watch, How To Get Permission To Use A Song (2:17). Use the information in the video to write out the steps you need to take to get permission to use pre-existing music in a film.
[bookmark: _Toc244006559]Sample response
1. Find out who owns the rights to the song, including both the publisher and the owner of the recording.
1. Contact the copyright owners and explain who you are, what your project is and how you want to use the music.
1. Ask for permission to use the song in your film, providing details about your project and audience.
1. The copyright owners will tell you how much it will cost to use the music (called a sync fee), which can depend on your project type and budget.
1. You may be able to negotiate the fee if your project has a small budget or audience.
1. Once you agree on the fee and terms, the owners will give you permission (a licence) to use the music.
1. Make sure you get the agreement in writing to protect yourself legally.
1. Use the music only in the way agreed in the licence; if you want to use it differently, get extra permission.
[bookmark: _Toc244006560]Activity 9.4 – score order and transposing
[bookmark: _Toc244006561]Student worksheet
Section 1
Through analysing the score of ‘1M02 – Ready to Launch’ from the end credits of Paper Planes, complete the following questions regarding orchestration and score order.
1. Identify all the instruments listed on page 7 of the score. 
Research any instrument you are unfamiliar with on the score. Find out:
1. what they look like
what sound they make
which orchestral family they belong to.
Colour code the instruments on the score, highlighting each instrumental family a different colour. For example, highlight woodwinds in yellow, strings in pink, percussion in blue, keyboards in purple and brass in orange.
What family of instruments do the top 9 staves (lines or parts) come from? 
What family of instruments do all the lines from horn F 1, 3 to tuba belong to? 
What family of instruments is the triangle to the timpani from? 
What family of instruments is the celesta from? 
Note:  the harp is grouped with the celesta and any other keyboard instruments if they are present. Despite the harp being a string instrument, its function in an orchestra is more aligned with keyboard instruments and like a keyboard instrument, the harp uses the grand stave.
What family of instruments are the violin I to the contrabass from? 
Considering your answers above, what do you think is the standard order that instruments are organised on an orchestral score?
	a.
	

	b.
	

	c.
	

	d.
	

	e.
	


Note: voices are placed between the keyboards and strings if they are present.
Order the 4 standard instruments from the woodwind section in order from highest to lowest pitch.
	a.
	

	b.
	

	c.
	

	d.
	


Note: it can be seen on the score that within the instrumental families, the main instruments (other than keyboard and percussion) are ordered from highest to lowest. Auxiliary instruments are grouped with their main instrument to keep the sub-families together. 
For each of the following woodwind instruments, include at least one auxiliary instrument:
1. Flute – 
Oboe – 
Clarinet – 
Bassoon – 
Considering the standard instruments of an orchestra, why might the recorder have been placed at the top of the score? 
Why do you think there are 2 teams of string instruments? 
Section 2
Through analysing the score of ‘1M02 – Ready to Launch’ from the end credits of Paper Planes, answer the following questions regarding transposition.
1. Which instruments on the score are transposing instruments? 
For each of these instruments, investigate how they transpose and fill in the table below accordingly.
Table 36 – transposition
	Transposing instrument
	Sounding note when reading C4
	Interval from middle C
	Written note to sound concert C4
	Interval from middle C

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	


Is this a transposing or non-transposing score? How can you tell? 


Section 3
Watch the video, Why Do We Even Have Transposing Instruments? (3:49) to help you answer the questions below.
1. Why were early clarinets limited in the notes they could play well in tune, and how did this lead to the development of different clarinets in various keys?
1. How did natural brass instruments’ design affect the range of notes they could play, and what solution was used before valves were invented?
Note: transposing instruments are written so that the fingerings correspond to the same written notes regardless of the instrument’s size or pitch. This means players can switch between different instruments (like B♭ and A clarinets) without having to learn new fingerings, as the music is transposed for them.
1. What problem arises when a player uses the same fingerings on instruments of different sizes within the same family, like a C clarinet and a B♭ clarinet?
1. How do transposing instruments make it easier for musicians to switch between instruments in the same family?
1. Besides technical reasons, what other factors influenced why certain transposing instruments like B♭ clarinets and F horns became standard in orchestras?
1. 

Section 4
Complete the following transposition activities:
1. Transpose the cor anglais F part from concert pitch.
Figure 11 – score excerpt
[image: Score excerpt from the cor anglais line.]
1. Write the correct key signature.
Move all notes up or down by the correct interval.
Check accidentals are adjusted appropriately.
Figure 12 – blank manuscript
[image: Blank manuscript with a treble clef,  compound duple time signature and bar lines provided.]
Transpose the trumpet 1 in C melody from concert pitch to B♭.
Figure 13 – score excerpt
[image: Score excerpt of the Trumpet in C 1 part.]
Figure 14 – blank manuscript
[image: Blank manuscript in compound quadruple time with a treble clef and barlines provided.]


[bookmark: _Toc244006562]Sample answers
Section 1
Through analysing the score of ‘1M02 – Ready to Launch’ from the end credits of Paper Planes, answer the following questions regarding orchestration and score order:
1. Identify all the instruments listed at the start of the score. Recorder, piccolo, flute, oboe, cor anglais, clarinet in Bb, bass clarinet in Bb, 2 bassoons, contrabassoon, 4 horns in F, 3 trumpets in C, 2 trombones, bass trombone, tuba, triangle, suspended cymbal, piatti (crash cymbals), crotales, glockenspiel, snare drum, bass drum, timpani, harp, celesta, violin (violin I and II), viola, violoncello (cello) and contrabass (double bass).
1. Research any instrument you are unfamiliar with on the score. Answers will be individual.
1. Colour code the instruments on the score highlighting each instrumental family a different colour. For example, highlight woodwinds in yellow, strings in pink, percussion in blue, keyboards in purple and brass in orange.
Figure 15 – highlighted instrumental families
[image: Instruments listed at the beginning of the score highlighted according to their instrumental group.]
1. What family of instruments do the top 9 staves (lines or parts) come from? Woodwind
1. What family of instruments do all the lines from horn F 1, 3 to tuba belong to? Brass
1. What family of instruments is the triangle to the timpani from? Percussion
1. What family of instruments is the celesta from? Keyboards
What family of instruments are the violin I to the contrabass from? Strings
Considering your answers above, what do you think is the standard order that instruments are organised on an orchestral score? From this, we can deduce that the order that instruments are organised on an orchestral score is:
1. woodwind
1. brass
1. percussion
1. keyboards
1. strings.
Order the 4 standard instruments from the woodwind section in order from highest to lowest pitch:
1. flute
1. oboe
1. clarinet
1. bassoon.
For each of the following woodwind instruments, include at least one auxiliary instrument:
1. Flute – piccolo, alto flute
1. Oboe – cor anglais, oboe d’amore
1. Clarinet – Eb clarinet, bass clarinet
1. Bassoon – contrabassoon.
Considering the standard instruments of an orchestra, why might the recorder have been placed at the top of the score? 
Possible response: as the recorder is not a standard instrument in the orchestra, it does not have a standard placement on the score. As a woodwind instrument, it is grouped with the other woodwinds and is perhaps placed at the top because it is higher rather than lower and doesn’t interrupt the standard score order.
Why do you think there are 2 teams of string instruments? 
Possible response: Westlake may have wanted the flexibility to write more independent string lines. Rather than writing divisi, as is convention, he has written 2 teams. The upper team generally has the ‘busier’ string lines while the bottom team is more harmonic padding.
Section 2
Through analysing the score of ‘1M02 – Ready to Launch’ from the end credits of Paper Planes, answer the following questions regarding transposition.
1. Which instruments on the score are transposing instruments? Piccolo, cor anglais, clarinet in Bb, bass clarinet in Bb, contrabassoon, horn in F and glockenspiel.
1. For each of these instruments, investigate how they transpose and fill in the table below accordingly.
Table 37 – transposition – answers
	Transposing instrument
	Sounding note when reading C4
	Interval from middle c
	Written note to sound concert C4
	Interval from middle C

	Piccolo
	C5
	Octave above
	C3 
(below range)
	Octave below

	Cor anglais
	F3
	Perfect 5th below
	G4
	Perfect 4th above

	Clarinet in B♭
	B♭3
	Major 2nd below
	D4
	Major 2nd above

	Bass clarinet in B♭
	B♭2
	Major 9th below
	D5
	Major 9th above

	Contrabassoon
	C2
	2 octaves below
	C6
(above range)
	2 octaves above

	Horn in F
	F3
	Perfect 5th below
	G4
	Perfect 4th above

	Glockenspiel
	C6
	2 octaves above
	C2
(below range)
	2 octaves below


Is this a transposing or non-transposing score? How can you tell? This is a non-transposing score. We know this because all the instruments are written with the same key signature in the same key, despite some of the instruments being transposing instruments.
[bookmark: _Toc244006563]Section 3
Watch the video, Why Do We Even Have Transposing Instruments? (3:49) to help you answer the questions below.
1. Why were early clarinets limited in the notes they could play well in tune and how did this lead to the development of different clarinets in various keys?
Early clarinets had felt pads that allowed some air to escape, causing the tone to suffer and notes far from certain keys (like C, F, and G) to be out of tune. To address this, clarinets were made in different keys (such as B♭, A and C) so that players could have better intonation across different ranges.
1. How did natural brass instruments’ design affect the range of notes they could play, and what solution was used before valves were invented?
Natural brass instruments, being long tubes without valves, could only play notes from the harmonic series based on their fundamental pitch. To change keys, players used interchangeable pipes called crooks to alter the length of the tube and thus the fundamental pitch. However, crooks were unreliable and difficult to change quickly during performances.
1. What problem arises when a player uses the same fingerings on instruments of different sizes within the same family, like a C clarinet and a B♭ clarinet?
Using the same fingerings on different sized instruments produces different sounding pitches. For example, playing a C major scale fingering on a B♭ clarinet actually sounds like a B♭ major scale, which causes confusion and problems in ensemble playing.
1. How do transposing instruments make it easier for musicians to switch between instruments in the same family?
Transposing instruments are written so that the fingerings correspond to the same written notes regardless of the instrument’s size or pitch. This means players can switch between different instruments (like B♭ and A clarinets) without having to learn new fingerings, as the music is transposed for them.
1. Besides technical reasons, what other factors influenced why certain transposing instruments like B♭ clarinets and F horns became standard in orchestras?
Composers and musicians preferred the timbre and range of certain instruments like the B♭ clarinet and F horn. These instruments fit well in ensembles and could play most of the required notes, making them favourable choices beyond just technical convenience.
[bookmark: _Toc244006564]Section 4
Complete the following transposition activities:
1. Transpose the cor anglais F part from concert pitch 
1. Write the correct key signature.
Move all notes up or down by the correct interval.
Check accidentals are adjusted appropriately.

ANSWER
Figure 16 – cor anglais transposition answer
[image: Cor anglais transposition answer.]
Transpose the trumpet 1 in C melody from concert pitch to B♭.
ANSWER
Figure 17 – trumpet transposition answer
[image: Trumpet transposition answer.]
[bookmark: _Toc244006565]Activity 9.5 – metre and rhythm
[bookmark: _Toc244006566]Discussion question answer
As a class, discuss why  and  are conducted in 2 and 24 respectively.
Possible answer:   and  time signatures are both compound time signatures. Compound time signatures are time signatures where each beat can be divided into 3 equal parts. The top number in a compound time signature generally indicates the number of subdivisions rather than the number of beats. This means the main pulse of the music is the top number divided by 3.
 contains 6 quavers per bar, which are naturally grouped into 2 sets of 3. This means there are 2 main beats per bar, with each beat made up of 3 quavers. To show these main beats clearly, conductors use a 2-beat pattern.
 contains 12 quavers per bar, grouped into 4 sets of 3. This means there are 4 main beats per bar, and each beat is made up of 3 quavers. Conducting in 4 helps performers easily identify and feel the 4 beat groups.
[bookmark: _Toc244006567]Activity 9.6 – score treasure hunt
[bookmark: _Toc244006568]Student worksheet
1. Locate the following score directions on your score of ‘1M02 – Ready to Launch’ and complete the table below. Research any you are unfamiliar with.
Table 38 – score treasure hunt
	Score direction
	Bar number
	Instrumental part
	Meaning

	([image: objective c - How can I draw this complex shape using iOS Quartz 2D  drawing? - Stack Overflow] = 180.573)
	
	
	

	l.v.
	
	
	

	solo
	
	
	

	sul tasto
	
	
	

	1o Solo
	
	
	

	div
	
	
	

	pizz.
	
	
	

	Piatti swish
	
	
	

	unis
	
	
	

	sim
	
	
	

	legato
	
	
	

	espress.
	
	
	

	norm.
	
	
	

	arco
	
	
	

	tacet
	
	
	

	poco accel.
	
	
	

	To Cbsn.
	
	
	

	gliss.
	
	
	

	con sord.
	
	
	

	8va.
	
	
	

	CUE
	
	
	

	cantabile
	
	
	

	rall.
	
	
	

	Punta d’arco
	
	
	

	molto rall.
	
	
	


Highlight at least one example of each of the following features on the score:
accidental
time signature
change of tempo
homophonic texture
polyphonic texture.
[bookmark: _Toc244006569]Sample answers
1. Locate the following score directions on your score of ‘1M02 – Ready to Launch’ and complete the table below. Research any you are unfamiliar with.
Table 39 – score treasure hunt – answers
	Score direction
	Bar number
	Instrumental part
	Meaning

	([image: objective c - How can I draw this complex shape using iOS Quartz 2D  drawing? - Stack Overflow] = 180.573)
	1
	All parts
	There are 180.573 quavers per minute.
Note how specific this indication is as it needs to align with the film.

	l.v.
	1
	Triangle
	Laissez vibrer – French for ‘let vibrate’

	solo
	2
	Clarinet 1 in Bb
	A featured individual part which should be prominent in the texture.

	sul tasto
	2
	Violin 2, viola and violoncello
	‘On the fingerboard’ – the player should play with the bow lightly over the fingerboard rather than near the bridge.

	1o Solo
	6
	Horn 1
	Only horn 1 should play, and it should be prominent in the texture (despite horn 1 & 3 being written on the same part).

	div
	6
	Violin 1 and 2
	Divisi – players divide between the top and bottom parts.

	pizz.
	8
	Violoncello and contrabass
	Pizzicato – to pluck the strings (rather than play with the bow).

	Piatti swish
	9
	Piatti (crash cymbals)
	A ‘swish’ sound is produced by rubbing or scraping the cymbals together.

	unis
	10
	Trombone 1
	To perform notes smoothly and connectedly, with no noticeable gaps or breaks between them.

	sim
	11
	Violoncello
	Unison – all players play the same part/note.

	legato
	11
	Violin I and II
	Similar – in this instance, the same dynamic pattern is repeated.

	espress.
	12
	Trumpet 1
	Espressivo – to play expressively.

	norm.
	12
	Horn 1 and 3
	Both players play.

	arco
	14
	Violin 1 and 2, viola and violoncello
	Normal or normale (Italian) – to return to the normal way of playing.

	tacet
	14
	Contrabass
	To play with the bow.

	poco accel.
	15
	All parts
	Poco accelerando – a small acceleration in tempo.

	To Cbsn.
	16
	Suspended cymbal
	Don’t play.

	gliss.
	22
	Bassoon 2
	Change to contrabassoon.

	con sord.
	22
	Harp
	Glissando – on the harp this is a rapid, continuous slide or sweep across a series of strings.

	8va.
	29
	Harp
	Ottava – Italian for octave, it means to play one octave higher than written.

	CUE
	30
	Trumpet 1
	With mute.

	cantabile
	32
	Horns 3 and 4
	This shows what another part is doing, it should not be played.

	rall.
	34
	Flute and Oboe 1
	In a singing style.

	Punta d’arco
	36
	Violin I and II
	To play with the tip of the bow.

	molto rall.
	42–47
	All parts
	Molto rallentando – slowing down the tempo significantly.


Highlight at least one example of each of the following features on the score:
accidental
time signature
change of tempo
homophonic texture
polyphonic texture.
Figure 18 – annotated score 1
[image: First page of 'Ready to Launch score' with annotations.]
The score below includes highlighted and boxed examples of the features above. Note that only the first and fourth pages of the score have been included.
Figure 19 – annotated score 2
[image: Second page of 'Ready to Launch score' with annotations.]
[bookmark: _Toc244006570]Activity 9.7 – exploring motifs and melodies
[bookmark: _Toc244006571]Student worksheet
1. Identify the performing media and the techniques used to vary the following occurrences of motif 2.
Table 40 – motif 2 occurrences
	Bars
	Notation
	Performing media
	Variation techniques

	4–5
	[image: Notation from recorder part of motif 2.]
	
	

	8–9
	[image: Notation of the second iteration of motif 2.]
	
	

	12–13
	[image: Notation of the third treatment of motif 2.]
	
	

	16–17
	[image: Notation of bar 1 and bar 2 of the fourth iteration of motif 2.]
	
	

	34–35
	[image: Notation of the fifth iteration of motif 2.]
	
	


How do motif 1 and motif 2 interact? What compositional device is used?


[bookmark: _Toc244006572]Sample answers
1. Identify the performing media and the techniques used to vary the following occurrences of motif 2.
Table 41 – motif 2 occurrences – sample answers
	Bars
	Notation
	Performing media
	Variation techniques

	4–5
	[image: Notation from recorder part of motif 2.]
	Recorder
	Original statement of motif 2 (M2) (no variation)

	8–9
	[image: Notation of the second iteration of motif 2.]
	Recorder
	The first variation of M2, the [image: Notated rhythm of the motif.] rhythm is repeated 3 times while the pitch pattern is similar. It commences one tone higher, returning to the Bb on note 3. A Bb is interpolated into the second beat of the motif to achieve the [image: Notated rhythm of the motif.] rhythm. The third beat of the motif keeps the same pitch pattern except for the G which is removed to achieve the [image: Notated rhythm of the motif.] rhythm. The final note is the same. This will be referred to as M2a

	12–13
	[image: Notation of the third treatment of motif 2.]
	Flute & oboe 1
	Repetition of M2a, however, the melody has been doubled an octave lower

	16–17
	[image: Notation of bar 1 and 2 of the fourth iteration of motif 2.]
	Piccolo and flute
	The original motif embellished with trills on the first and last note

	34–35
	[image: Notation of the fifth iteration of motif 2]
	Flute and oboe 1
	M2a transposed down a perfect 4th played in unison.


106. How do motif 1 and motif 2 interact? What compositional device is used? Motif 1 serves as a question or ‘call’ and motif 2 serves an answer or ‘response’ resulting in the compositional device – call and response.
107. 
[bookmark: _Toc244006573]Learning sequence 10 – Circumstance 2020
[bookmark: _Toc244006574]Activity 10.1 – music and dance
[bookmark: _Toc244006575]Student worksheet
Section 1
Listen to Circumstance 2020 (from 7:49–9:22) to answer the question below.
1. What is the time signature or metre of this excerpt?
1. This pattern can be heard from approximately 8:00 to 8:30.
Figure 20 – score excerpt
[image: An excerpt from the score showing a double bass motif.]
1. Discuss how duration is used in this pattern.
1. Suggest what instrument might be performing this pattern.
1. Identify the playing technique indicated by the [image: Nation of a snap or bartok pizzicato.] symbol.
How does the string section contribute to the rhythmic drive? What type of patterns do they play?
What effect do the regular accents have on the music and how might they assist dancers?
Identify any sections where the pulse or beat becomes weak or disappears. What impact does this have on the music and the dancers.
Describe how the texture changes through the addition and removal of layers. Where are the textural changes sudden and where are they gradual?
How do the electronic and acoustic layers interact in this excerpt?
Identify and compare pizzicato and arco string playing. How do they affect the character of the music?
Consider this piece as an example of contemporary art music composed for dance. How do the musical features communicate its purpose in supporting contemporary choreography?
Section 2
Identify the ways the elements of music have been used in this excerpt to create unity and contrast. Your responses to Section 1 may assist you in completing the table.
Table 42 – unity and contrast
	Element of music
	Unifying features
	Contrasting features

	Duration
	
	

	Pitch
	
	

	Texture
	
	

	Performing media and timbre
	
	

	Dynamics and expression
	
	

	Structure
	
	




[bookmark: _Toc244006576]Sample answers
Section 1
1. What is the time signature or metre of this excerpt? 
1. This pattern can be heard from approximately 8:00 to 8:30. 
1. Discuss the use of duration in this pattern. The pattern is a syncopated 4-bar ostinato in common time. All notes are quavers though the use of different length rests creates the interest in the rhythm. The ‘ + 3, 4’ rhythm is the unifying feature heard in 3 of the 4 bars. The placement of a note on beat 1 of the first bar serves as a marker for the beginning of the pattern and would flag the beginning of a 4-bar phrase to dancers.
1. Suggest what instrument might be performing this pattern. Cello or double bass.
1. Identify the playing technique indicated by the [image: Nation of a snap or bartok pizzicato.] symbol. This symbol indicates a Bartok pizzicato or snap pizzicato. This is where string is pulled vertically away from the fingerboard and released, allowing it to ‘snap’ back and strike the wood of the fingerboard, creating a percussive, sharp and metallic sound.
How does the string section contribute to the rhythmic drive? What type of patterns do they play?
In the opening of this excerpt, low strings perform driving semiquavers with accents placed on each beat. After 8 bars, additional low strings enter, playing a syncopated, pizzicato, percussive-like ostinato pattern which creates rhythmic interest and variety. The addition of a screeching sound performed by a violin detracts from the rhythmic drive. After 16 bars of the repeated semiquavers, these cease, leaving only the ostinato and the a-rhythmic screech. This significantly reduces the forward propulsion of the piece. After another 11 bars, the ostinato stops and the sense of rhythmic drive nearly disappears. Additional sustained screeching sustained upper strings are added which contribute to the sense of stasis. Following the hiatus, rhythmic drive is re-established through the return of the repeated semiquavers in the lower strings. In the final few bars, the semiquavers cease again, and only punctuating pizzicato notes placed on the first beat of the bar provides any sense of rhythmic drive in these final seconds.
What effect do the regular accents have on the music and how might they assist dancers? 
The regular accents provide consistency and highlight the regular stresses within the metre. These help the dancers by providing a clear and predictable sense of timing and structure. 
Identify any sections where the pulse or beat becomes weak or disappears. What impact does this have on the music and the dancers? 
Around 8:32 most rhythmic elements disappear from the music resulting in a weak beat. This makes it more difficult for the dancers to know when and where to start their steps. At approximately 8:42 the sense of beat disappears altogether, and the dancers partake in more flowing and free moves that do not rely on a sense of beat.
Describe how the texture changes through the addition and removal of layers. Where are the textural changes sudden and where are they gradual? 
The texture at the beginning is relatively thick, created by the low, fast semiquavers in the strings, percussive sounds, and the use of reverb or similar effects that produce a fuller sound. After 8 bars, a syncopated ostinato pattern is introduced, slightly thickening the texture. Two bars later, a screeching violin sound is added, further increasing the texture’s density.
When the repeated semiquavers are removed, the texture thins significantly due to the loss of rhythmic drive and a drop in dynamics. Lower-frequency screeching sounds then gradually enter, subtly thickening the texture again. This change is gradual as these sounds creep into the mix.
The removal of the rhythmic ostinato leaves the texture sparse, with only electronic rhythmic effects and the screeching violins remaining. Eventually, all rhythmic elements are taken away, leaving just the violins. Their changes in pitch and dynamics create small variations in textural density.
The sudden return of the semiquavers along with the electronic rhythmic layers thickens the texture once more, although the lower dynamic level reduces the overall impact. When the semiquavers are removed again, the texture returns to a sparse feel. Finally, loud punctuating notes placed at the beginning of bars cause momentary thickening at the end of the excerpt.


How do the electronic and acoustic layers interact in this excerpt?
It can be difficult to tell which layers are acoustic and which are electronic due to the production effects and the use of extended techniques used in the strings. The use of snap pizzicato in the low strings and glissandi screeching effects in the upper strings can make these instruments sound similar to the electronic effects at times. The electronic layers could arguably be produced by the creative use of percussion, further blurring this line. Overall, as a listener, there is a lack of clarity between which instruments are acoustic and which are electronic.
Identify and compare pizzicato and arco string playing. How do they affect the character of the music? 
The arco playing is achieved in 2 contrasting ways. The repeated semiquavers create a raw and gritty sound which is aided by the low register. It emphasises the acoustic sound of the layer. The arco playing by the upper strings achieves the screeching glissando sound which has an unsettling and ominous effect on the music. This playing is also more legato creating contrast. The pizzicato playing is more aggressive with short and rhythmic playing.
Consider this piece as an example of contemporary art music composed for dance. How do the musical features communicate its purpose in supporting contemporary choreography?
Contemporary art music for dance often moves beyond or rejects the conventions of traditional dance music, such as classical ballet.
In your answer, consider how the following musical features create interest and connect to its purpose:
the inclusion of experimental sounds, including extended instrumental techniques and the exploration of electronic sounds
the generally through-composed structure with repetitions of motifs
the use of syncopation and the shift to an absence of beat in the middle section
the use of microtones and the absence of diatonic harmonies resulting in tonal ambiguity.
Section 2
Identify the ways the elements of music have been used in this excerpt to create unity and contrast. Your responses to Section 1 may assist you in completing the table.
Table 43 – unity and contrast – sample answer
	Element of music
	Unifying features
	Contrasting features

	Duration
	Ostinato patterns
Repeated semiquavers are frequently used to drive the music
Rhythmic patterns return
	The ostinato patterns are not heard throughout the entirety of the excerpt
Use of rests to create rhythmic interest
Shift from steady pulse to the absence of beat

	Pitch
	Repeated motifs create repetition of pitch material
Tonal centre of F evident throughout
	Definite versus indefinite pitch
Use of microtones in the screeching upper strings and the absence of diatonic harmonies create tonal ambiguity 
Extreme register contrasts between double basses towards the bottom of their range to the screeching in the violins
Varied registers used in violins

	Texture
	Primarily homophonic texture
	Density gradually decreases and then increases again

	Performing media and timbre
	Ensemble – string orchestra, percussive and electronic sounds
The melodic material is primarily heard in the lower strings
Electronic effects and extended techniques in the upper strings often sound similar blurring the line between acoustic and electronic sounds
Percussive sound of pizzicato unifies with percussion timbres
	Acoustic versus electronic sounds
Traditional versus non-traditional playing techniques
Arco versus pizzicato in the strings
Strings contrast with percussive sounds

	Dynamics and expression
	Accents on the beat help to unify the music and create consistency
Reverb used creates a fuller sound throughout
	Contrasting dynamics, primarily as a result of textural changes
Contrast between driving accented rhythms and seemingly free-time, indefinite beat.
Staccato versus legato in strings

	Structure
	Primarily 4-bar phrases
Loose ABA structure
Ostinatos
	Contrast between A section with definite beat and B section where the beat weakens and then disappears


[bookmark: _Toc244006577]Activity 10.2 – score study
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Section 1
Complete the cloze passage below by filling in the blanks. The passage discusses musical features in an excerpt from Circumstance 2020, music composed by Fiona Hill.
The excerpt is scored for tape, piano, violin I, violin II, viola, ____________ and double bass. The violin I and violin II parts are ____________ and have been notated on 2 separate staves to make it easier to read the score. The tape part is____________, so the notation is only a guide and no timbral indications are provided. This part was created ____________.
Significant ____________ of layers is used in this excerpt. At figure I, the cello and double bass are all playing in ____________ with semiquaver Fs. (Note: the double bass music is written one ____________ higher than it sounds.) The viola doubles the ____________ one octave higher. The viola, cello and double bass are divisi but written on the same ____________. To differentiate between the parts, the ____________ divisi play the ‘stems up’ part and the lower divisi play the ‘stems down’ part. When the divisi groups switch parts, there is one note that both groups play ____________ to make sure the sound is continuous. This is shown by a note with both an upward and downward ____________ (see the first note in bar 227). We call this technique ____________.
Ostinatos are featured in this excerpt. For example, the ____________ part has a clear repeated one bar pattern that remains consistent until bar 244. An additional ____________ ostinato is added to the tape layer which is repeated until figure J. A ____________ ostinato is heard in the piano, cello and double bass commencing in bar 233. Accents, ____________ and short articulation (created by staccatos or pizzicato) are all features of this pattern. The use of these ostinato patterns provides unity in the excerpt as well as building ____________.
Fiona Hill explores different ____________ layers throughout this excerpt. For example, in bar 327 there are 4 distinct ____________. A ____________ note is performed in semiquavers by the bottom divisi double bass, cello and viola. Punctuating notes are played by the top divisi ____________, top divisi cello and the piano. The double bass is marked with Bartok ____________ to provide a more percussive sound to enhance this layer. The tape is playing digitally generated ____________ sounds providing a rhythmic ostinato. Finally, a violin I soloist is performing a ____________ note with O.P., which stands for overpressure. This is an ____________ technique which can be performed in a variety of ways. In this instance the player uses hard and slow pressure to create a continuous screeching sound adding increased ____________ to the texture. Interestingly, there is no ____________ layer in this excerpt.
Techniques to manipulate ____________ are used extensively. In addition to the ____________ and Bartok pizzicato already mentioned, al tallone (to play with the bow near the frog) and spectral scrubs (to perform a tremolo type effect by moving the bow laterally between the bridge and fingerboard as fast as possible) are also used to create ____________ and interest in the music.
Word bank
Table 44 – word bank
	4-bar
	doubling
	octave
	pizzicato
	stem
	textural

	cello
	dovetailing
	melodic
	pre-recorded
	sustained
	timbre

	density
	extended
	overpressure
	rhythmic
	syncopation
	together

	digitally
	interest
	pedal
	semiquavers
	tape
	unison

	divisi
	layers
	percussive
	stave
	tension
	variety


Section 2
Explore some of the string techniques used by Fiona Hill in her score for Circumstance 2020 by reading through her ‘Notes for performance’ and watching the videos provided. Brainstorm examples of on-screen action that the string technique could be effective in representing.
Table 45 – string techniques and onscreen representations
	String technique
	Possible on-screen representations

	air sound
Air noise demonstration (1:12)
	For example: suspenseful sound used before a jump scare

	Bartok pizzicato
Cello Solos Today: Pizzicato (2:21)
	

	harmonic glissando
CSTC – natural harmonic glissando – 25 (2:24)
	

	overpressure
CSTC – overpressure – 20 (2:15)
	

	col legno battuto
Col Legno Battuto – Extended Techniques for Violin (5:10)
	

	ricochet all punta
How-to Ricochet On The Violin with James Ehnes (1:45)
	

	Wide slow vibrato
Vibrato: Fast or Slow? (2:47)
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Section 1
The excerpt is scored for tape, piano, violin I, violin II, viola, cello and double bass. The violin I and violin II parts are divisi and have been notated on 2 separate staves to make it easier to read the score. The tape part is pre-recorded, so the notation is only a guide and no timbral indications are provided. This part was created digitally.
Significant doubling of layers is used in this excerpt. At figure I, the cello and double bass are all playing in unison with semiquaver Fs. (Note: the double bass music is written one octave higher than it sounds.) The viola doubles the semiquavers one octave higher. The viola, cello and double bass are divisi but written on the same stave. To differentiate between the parts, the upper divisi play the ‘stems up’ part and the lower divisi play the ‘stems down’ part. When the divisi groups switch parts, there is one note that both groups play together to make sure the sound is continuous. This is shown by a note with both an upward and downward stem (see the first note in bar 227). We call this technique dovetailing.
Ostinatos are featured in this excerpt. For example, the tape part has a clear repeated one bar pattern that remains consistent until bar 244. An additional rhythmic ostinato is added to the tape layer which is repeated until figure J. A 4-bar ostinato is heard in the piano, cello and double bass commencing in bar 233. Accents, syncopation and short articulation (created by staccatos or pizzicato) are all features of this pattern. The use of these ostinato patterns provides unity in the excerpt as well as building tension.
Fiona Hill explores different textural layers throughout this excerpt. For example, in bar 327 there are 4 distinct layers. A pedal note is performed in semiquavers by the bottom divisi double bass, cello and viola. Punctuating notes are played by the top divisi double bass, top divisi cello and the piano. The double bass is marked with Bartok pizzicato to provide a more percussive sound to enhance this layer. The tape is playing digitally generated percussive sounds providing a rhythmic ostinato. Finally, a violin I soloist is performing a sustained note with O.P., which stands for overpressure. This is an extended technique which can be performed in a variety of ways. In this instance the player uses hard and slow pressure to create a continuous screeching sound adding increased density to the texture. Interestingly, there is no melodic layer in this excerpt.
Techniques to manipulate timbre are used extensively. In addition to the overpressure and Bartok pizzicato already mentioned, al tallone (to play with the bow near the frog) and spectral scrubs (to perform a tremolo type effect by moving the bow laterally between the bridge and fingerboard as fast as possible) are also used to create variety and interest in the music.
[bookmark: _Toc244006580]Activity 10.3 – graphic notation
[bookmark: _Toc244006581]Limitations of traditional notation
Below are some ideas that can be used in your class discussion about the limitations of traditional notation. Traditional notation is limited because:
it cannot easily show microtones or non-standard tuning systems
extended playing techniques often do not have a standard way of being notated
subtle dynamics, articulation, phrasing and timbral changes may not be fully captured or communicated
it usually relies on fixed tempo and time signatures, making it harder to show music with flexible tempo, rubato or free rhythm
it may get in the way of creativity or improvisation
electronic sounds or effects may not have clear or universally accepted method of notation
linear structure of traditional notation might not suit compositions with chance elements or open forms
it mainly reflects Western music traditions and can miss the nuances of music from other cultures.
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Section 1
Watch How to Read & Write Graphic Notation (part 1) – Music Stuff With Spock #8 (10:15) to answer the following questions:
1. What is graphic notation and how does it differ from traditional music notation?
1. Why did experimental composers in the 1950s begin to use graphic notation?
1. What are some common graphic symbols used to represent individual notes and what do these symbols communicate to the performer?
1. How can the duration of a note be shown in graphic notation if traditional note heads and stems are not used?
1. In what ways can pitch be indicated in graphic notation, especially when it is left indeterminate or flexible?
1. How can changes in dynamics be represented visually in a graphic score?
1. What are ‘cells’ in cell notation and how do they help to organise a graphic score?
1. How does frame (or field) notation represent the sonic spectrum, and how is it typically read by the performer?
1. When not using traditional notation, why is it important to include a legend or explanation of the symbols used in a graphic score?
1. How could you use graphic notation to notate the passage from Circumstance 2020 viewed earlier in the lesson? Consider how you would show pitch, duration and dynamics clearly.
Section 2
Create graphic notation for a 30 second excerpt from Circumstance 2020 (22:32).
1. Choose a 30-second excerpt from Circumstance 2020.
1. Listen to the excerpt multiple times listing the musical features you hear, such as:
1. notes or pitches
1. rhythms, including repeated patterns
1. changes in dynamics
1. unique timbres or instrumental techniques (for example – vibrato, glissando, tapping).
Think about how to represent each musical element using simple shapes or symbols. For example:
1. dots or circles for individual notes
lines of different lengths for note duration
thickness or size of shapes for dynamics
wavy lines for vibrato or glissandi
x’s for non-pitched sounds like tapping.
Sketch some sample symbols on a separate sheet.
Using a blank sheet of paper, draw your graphic score for the 30-second excerpt.
1. Arrange your symbols in a way that shows the flow of the music (for example – left to right).
Include all the features mentioned above.
Create a clear legend that explains what each symbol means. Include explanations for pitch, duration, dynamics, and any special symbols. Make sure someone else could understand how to perform your notation by reading the legend.
Present your graphic notation and legend to the class or another group. Explain why you chose your symbols and how they represent the music.
Reflect on what was easy or challenging about inventing graphic notation.
Tips for success
Keep your shapes and symbols simple and easy to recognise.
Use different sizes, thicknesses and directions to add meaning.
Remember that graphic notation is about communication, not perfection.
[bookmark: _Toc244006583]Sample answers
Section 1
1. What is graphic notation, and how does it differ from traditional music notation? 
Graphic notation is a way of writing music using symbols, shapes and visual elements instead of the traditional staff, note heads and standard notation. It often leaves more room for interpretation by the performer and can include non-standard symbols to represent sounds, pitches and durations.
Why did experimental composers in the 1950s begin to use graphic notation?
Experimental composers wanted to avoid the highly complex and detailed avant-garde scores that tried to control every aspect of the music. They preferred to leave more freedom for the performer’s interpretation and improvisation.
What are some common graphic symbols used to represent individual notes, and what do these symbols communicate to the performer? 
Common symbols include dots, circles, squares, rectangles and x’s. For example, an x may represent a note with an indeterminate pitch or a non-tonal sound like tapping on an instrument. The shapes communicate the type of sound and sometimes the pitch or character of the note.
How can the duration of a note be shown in graphic notation if traditional note heads and stems are not used? 
Duration can be shown by the length of a line; longer lines indicate longer durations.
In what ways can pitch be indicated in graphic notation, especially when it is left indeterminate or flexible? 
Pitch can be indicated approximately by the vertical placement of symbols or the top of the stem on note shapes. 
How can changes in dynamics be represented visually in a graphic score? 
Changes in dynamics can be shown by changes in the thickness of a line or shape. Thicker lines or larger shapes may indicate louder dynamics, while thinner lines or smaller shapes suggest softer dynamics.
What are ‘cells’ in cell notation, and how do they help to organise a graphic score?
Cells are small boxes or shapes that contain short musical gestures or motifs. They break the composition into little bits that can include standard notation, graphic symbols or a combination. 
How does frame (or field) notation represent the sonic spectrum, and how is it typically read by the performer? 
Frame notation uses an open rectangle that represents the sonic spectrum. Symbols inside this frame represent sounds. It is usually read from left to right, with up representing higher pitch and down representing lower pitch, but this can vary depending on the piece.
When not using traditional notation, why is it important to include a legend or explanation of the symbols used in a graphic score? 
Graphic notation uses non-standard symbols and shapes, a detailed legend is necessary to explain what each symbol means, ensuring that performers understand how to interpret the score correctly.
How could you use graphic notation to notate the passage from Circumstance 2020 viewed earlier in the lesson? Consider how you would show pitch, duration and dynamics clearly. 
Sample generic response: you could choose simple shapes like dots or squares to represent notes and use vertical placement to suggest pitch. Use lines of varying length to show how long each note should be held. Indicate dynamics by changing the thickness of lines or size of shapes. Include a legend explaining your symbols so that performers can interpret the passage accurately.
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1. What is the harmonic rhythm of the music? 
Figure 21 – blank score in bass clef
[image: Blank manuscript in bass clef, simple quadruple time with barlines.]
The trailer's soundtrack consists of multiple loops that are progressively layered to enhance and/or build the texture. The table below lists the timecodes for each sound layer's entry. For each timecode, identify the corresponding layers of sound using the provided headings. Note that some time codes are listed twice where there are 2 distinct layers that enter at the same time.
Table 46 – layers of sound
	Timecode
	Role
	Description – what is the layer performing, identify the performing media, describe the timbre and/or the rhythm. 

	0:00
	
	

	0:00
	
	

	0:10
	
	

	0:10
	
	

	0:20
	
	

	0:27
	
	

	0:46
	
	

	0:51
	
	


[bookmark: _Toc244006587]Sample answers
Question 1
The harmony changes every bar (every 4 beats).
Question 2
Table 47 – layers of sound – answers
	Timecode
	Role
	Description – what is the layer performing, identify the performing media, describe the timbre and/or the rhythm 

	0:00
	Bass line
	Synth bass line with use of reverb. Plays semibreves in a 4-bar repeating pattern.

	0:00
	Rhythmic
	Chanting, breathing and whispering with reverb. Rhythmic pattern ti-ti ti-ti ta ta.

	0:10
	Rhythmic 
	Clapping sticks played on every crotchet beat with reverb.

	0:10
	Rhythmic
	Low toms and a rim shot on beat 4. Significant reverb and low in the mix providing a lack of clarity in the sound.

	0:20
	Melodic
	Male tenor voice singing single sustained vowel sound sustained for 10 beats followed by a rest for remainder of the 4-bar loop.

	0:27
	Ornamentation
	Descending lip trill falling on beat 3 of the bar every 2 bars.

	0:46
	Ornamentation
	Ascending riser to build intensity. This is not looped like the other tracks.

	0:51
	Melodic
	All other layers stop playing. A moderately high piano melody is played with delay and reverb. The melody is primarily made up of crotchets and quavers.
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Use DAW score 1 – ‘The Race’ in score booklet 1 to complete the activities below.
1. Each track in the DAW is labelled. Find the following track names on the score and make an educated guess as to what the full name of the instrument might be. You can find the instrument abbreviations at the bottom of each track. Complete the table with an educated guess of the full instrument name.
Table 48 – instrument names
	Instrument abbreviation
	Full instrument name

	VoxPerc
	

	ThrotSngng
	

	PianoMeldy
	

	Violin Trem
	

	Violin Harm
	

	Viola Spic
	

	Cello Leg
	


1. Using all of the DAW scores in the score booklet, without listening, answer the following questions:
1. How many different tracks can you see (not including the film track)?
Which of the waveform shapes look intense and/or loud?
Which of the waveform shapes look soft?
Pick one of the midi tracks and describe what you think may be happening musically by observing the piano roll.
What effects can you see on the scores (for example: reverb, EQ, delay)? 
On which tracks can you see the use of automation curves?
What do you think the track colours represent? 
Which layer do you think might be a melody layer? Why?
Which layer do you think might a rhythmic layer? Why?
Where do you think the climax might be? Why?
1. Recreate a small section of Daw Score 2 – ‘The Race’ from score booklet 1 to the best of your ability. Once you have finished, listen to ‘The Race’ – James Henry (from 0.32–1.00) to see if it sounds anything like your version. 
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Question 1
Table 49 – instrument name – answers
	Instrument abbreviation
	Full instrument name

	VoxPerc
	Voice percussion

	ThrotSngng
	Throat singing

	PianoMeldy
	Piano melody

	Violin Trem
	Tremolo violin 

	Violin Harm
	Violin harmonics 

	Viola Spic
	Viola spiccato

	Cello Leg
	Cello legato 


Question 2
1. How many different tracks can you see (not including the film track)? 39.
Which of the waveform shapes look intense and/or loud? 101530_THER20 (towards the start of the track), 07CAULDR0201, Cauldron Perc, 101530_THE201 (intermittently).
Which of the waveform shapes look soft? Vox Perc, Clapsticks.
Pick one of the midi tracks and describe what you think may be happening musically by observing the piano roll. Sample response: the ‘Piano Hard’ track looks busy with many notes played in quick succession. There are times when it appears that a number of notes seemed to be played at the same time, suggesting chords. There are some notes that look significantly higher in pitch than others suggesting large leaps or accompaniment in the left hand and a melody on top.
What effects can you see on the scores (for example: reverb, EQ, delay)? H-Delay, FbFltrPr-Q3 (filter), ValhalaRom (reverb).
On which tracks can you see the use of automation curves? PianoSft, ViolaSicCa Cello Leg. 
What do you think the track colours represent? They have been grouped together with similar performing media or timbres.
Which layer do you think might be a melody layer? Why? Sample response: both the Piano Soft and Piano Hard layers look they could be melodic layers as there is variety in the pitch and rhythm.
Which layer do you think might a rhythmic layer? Why? Sample response: the clapsticks are likely a rhythmic layer as clapsticks are an untuned percussion instrument and the waveform is repetitive.
Where do you think the climax might be? Why? Sample response: the climax looks like it could be at bar 372 as there is a build-up in texture, as seen by the addition of tracks and then a sudden drop afterwards.
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Task: individually or in a group, select a work by an Australian composer that is written for or featured in a film to prepare for a performance.
1. Title of the work:
1. Name of composer:
1. Film in which the work appears:
1. Research and complete the following questions:
1. Briefly describe the composer’s background (for example career, influences, style).
Describe the style of the selected work (for example genre, mood, instrumentation).
Explain the context of the work within the film (for example the scene it appears in, purpose in the film).
1. Listen carefully to your piece and fill in each section of the table below with brief notes. Use the observations to guide your practice and performance choices.
Table 50 – element of music notes
	Element of music
	What to listen for
	Observations

	Duration
	Note/rest values
Metre
Rhythmic patterns 
Rhythmic devices
	

	Pitch
	Melodic devices 
Scales 
Harmonic devices 
	

	Texture
	Density
Roles of layers
Interaction of layers
	

	Performing media & timbre
	Performing media
Combinations of performing media
Effect of range and register, expressive techniques and/or electronic manipulation on timbre
Vocal and/or instrumental techniques
	

	Dynamics & Expression
	Dynamics including gradation
Articulations
Expressive techniques
Electronic manipulation techniques
	

	Structure
	Macrostructure
Microstructures
Relationship of structure and style
Relationship of structures and the development of musical material
Musical devices to support structure
	


1. Listen to recordings of your selected work. What are some of the stylistic decisions made by the performer(s)?
1. Reflection:
1. How does understanding the background and context help you perform more stylistically and expressively?
What key aspects of the music will you focus on to capture its style and expression?
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Table 51 – peer evaluation
	Peer evaluation
	Feedback

	What did your peer perform well?
(Example: accurate rhythm, clear expression, considered tempo)
	

	What could they improve?
	

	One specific suggestion to help them improve
	


Table 52 – self-evaluation
	Self-evaluation
	Feedback

	What technical skills did I perform well? (Example: rhythm, pitch, timing)
	

	What technical skills need improvement?
	

	How well did I use dynamics, articulation, and phrasing?
	

	How can I improve my musical expression next time?
	


Table 53 – my musical goals for next performance
	My musical goals for next performance
	

	Goal 1
	

	Goal 2
	

	Goal 3
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Table 54 – film music glossary
	Term
	Definition

	automation line
	A visual line that shows how a certain setting, like volume or effects, changes over time in a song or recording.

	cue
	A section of music composed to accompany and enhance a specific scene or moment in a film.

	DAW (Digital Audio Workstation)
	Software used to create, edit and record music.

	decibel input
	A measurement that shows how loud a sound is when it is recorded or played back. Decibels (dB) tell you the strength of the sound.

	diegetic sound
	Sound that characters in the film can hear.

	fade-ins 
	A gradual increase in volume at the start of a sound, making it start softly and get louder smoothly.

	fade-outs
	A gradual decrease in volume at the end of a sound, making it get quieter and finish softly.

	Foley
	Everyday sound effects created and recorded to match actions on screen.

	hit point
	A precise moment where the music is synchronised with the onscreen action.

	markers
	Points you can add on the timeline to label important places in your composition such as hit points.

	motif
	A short musical idea linked to a character, place, or idea.

	non-diegetic sound
	Sound added for the audience that characters cannot hear.

	ostinato
	A repeated musical pattern.

	piano roll
	A grid view in a DAW used to input and edit MIDI notes.

	sonic world
	The overall sound atmosphere of a film or scene.

	sound design
	The creation and organisation of all sound in a film (music, effects, dialogue).

	sync (synchronisation)
	Matching music or sound exactly with the timing of the film.

	theme
	A longer musical idea that represents a main character or idea.

	timecode
	A set of numbers that shows the exact time (hours, minutes, seconds, frames) during your composition.

	timeline
	The central workspace where you arrange and edit all audio and MIDI clips.

	tracks
	Separate layers in a DAW where you can add different sounds, like vocals, drums, or guitar, and layer them.

	variation
	Changing a musical idea while keeping it recognisable.

	video window
	A feature that allows you to import, view, and work with video files directly within the DAW.

	waveform
	A visual representation of sound in a DAW.
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