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Introduction

The combination of music and visual media (a term used here to accommodate film, television and video games) has served as a crucially synergetic textual function for both emphasising and conveying the underlying meaning and emotional significance of the onscreen narrative (Reay 2004). In addition to this, music also creates a peripheral understanding of the atmosphere around the narrative, providing the audience with an insight into information and/or feelings of which the characters are unaware, outlining the concept that “…music speaks from a position of superior knowledge…” (Lerner 2010: 99). Through extensive analysis and discussion since the start of silent cinema, the role of the soundtrack has been evaluated for its importance in providing meaning to the events of which it accompanies and has since become an integral element of the audiovisual medium that allows the audience to connect with the narrative beyond the onscreen visuals (Storr 1992). Theodor Adorno and Hanns Eisler in their book Composing for the Films (2007: xxxv) particularly accentuate this belief, highlighting that “the motion picture cannot be understood in isolation, as a specific form of art…”, thus indicating that music and sound provide the understanding that cannot be assessed or concluded purely based on the visuals. Music lecturer and composer David Ventura (2010: 7) also affirms this in stating that “…music is essential to story-telling and without it, the audience’s engagement with the narrative is considerably reduced”. Additionally, in some instances the deliberate absence of music and the resultant emphasis of silence equally conveys meaning to the viewer, usually with the intention of ensuring more focus on the dialogue or actions of the character(s) and emphasising the use of ambience for suspense and 'shock effects' (Donnelly 2005: 94). 

The definition of the soundtrack itself has evolved over the development in both audio and visual technology and has become comprised of numerous elements that aggregate as one auditory form with distinctive components (Reay 2004). Film and Media Studies lecturer Pauline Reay in her book Music in Film details these components as being comprised of “…dialogue, sound effects and music…” (Reay 2004: 31), suggesting that the effectiveness of music and the conventions with which it is implemented into the soundtrack now more than ever depend on its relationship and place amongst these other components as well as the visuals. Whilst acknowledgement and appreciation has been given to the role of the soundtrack, its importance for emphasising and conveying meaning to the audience has been overlooked by moving image and media scholars given the regular subordinate use of music that usually places it in the background and only in serve of underscoring dialogue or to “…fill the vacuum of silence” (Allen and Smith 1997: 313). Reay (2004) additionally states that music has only been recognised for its quality and importance in recent years, revealing the audience's growing attention to the soundtrack – and the directors' and producers' growing awareness of its usefulness and appeal. This is possibly the result of the innovative conventions of scoring to moving image that have had increasingly unique impact and the availability of purchasable soundtracks that divides music from screen, showcasing music’s proficiency and quality even when separated from its role as accompaniment. Notable developments in correlation with popular culture and thus the interests of the mainstream audience involve the use of externally-sourced music (i.e. sampling pop/rock/classical music) instead of an original soundtrack scored by a composer (Lerner 2010, Ventura 2010). This is particularly accomplished to enhance the effect that the music has on the viewer based on their experiences with the music before hearing it with the visuals. This suggests that the choice of music is a ‘marketing tool’ (Reay 2004: 30) for both maintaining the audience's attention and using their familiarity with the music to create a long-lasting connection between it and the visual artefact externally (i.e. in their daily lives outside of the visual artefact) and internally (i.e. as a part of the soundtrack of the visual artefact), resulting in both greater impact on the visuals and a chance for the soundtrack to be made available thereafter for purchase for further profit (Ventura 2010: 16). 

Reay (2004: 102) also substantiates this in stating that the soundtrack has become a genre of its own, and thus a ‘cultural product’ separate from its role as accompaniment, which additionally reinforces the consideration that soundtracks are a crucial component of moving image and can be experienced on their own even with “…little or no relation to the narrative…” (Reay 2004: 102) besides from the association to it. This facilitates the idea that the convention of using popular music as a part of the soundtrack is simultaneously bringing the general audience's attention to the original scores and thus giving them the attention they deserve both as an accompaniment and as a musical work (Lerner 2010). This perhaps allows for a further brief study of whether original music or pre-existing music is being more considered for film and television soundtracks in the modern era.

This paper aims to analyse the developing textural conventions and functions of composing music to moving image. The research and its results will aim to provide original insight into how the soundtrack has become an integral part of the audiovisual medium (concerning film, television and video games) and how the conventions and functions have allowed music to become a foreground element of the narrative as well as an equally effective background accompaniment. Focus will be given to the synergy between the soundtrack and the visuals with the intention of briefly underlining music's sensual role in providing additional meaning to the visuals (Lerner 2010). In addition to this, the significance of the relationship between sound effects, dialogue, ambient music and music score will also be considered in the analysis of the soundtrack. However, focus will be predominantly given to music and so will the term 'soundtrack' (unless stated otherwise in-text). Although the research will be primarily focussed on film, additional consideration will be given to the soundtracks of television and video games for brief exploration of how conventions and functions differ between various audiovisual mediums, as well as highlighting their individual importance for music. Associate Professor of Music Neil Lerner in his book Music in the Horror Film provides a final example for the reasons for undertaking this research paper:

“Driving the study of music here are the underlying assumptions that music together with screen media (understood broadly to accommodate rapidly developing new technologies) participates in important ways in the creation of meaning and that including music in an analysis opens up the possibility for interpretations that remain invisible when only using the eye”. (Lerner 2010: Foreword)





Research Questions

· How important is music in the audience's understanding and perception of the onscreen narrative?
· What are the textual conventions of composing music to moving image?
· Are these conventions based on the audience's ever-growing awareness of music and what it conveys in the visuals, necessitating the requirement for composers and sound designers to provide innovative changes musically, technologically and in the audiovisual dynamic itself?
· Why have these conventions evolved over the development of visual technology and does popular culture contribute to the choice of convention?
· What are the textual functions of composing music to moving image?
· Does the previously subordinate role of music contribute to the lack of awareness from film scholars and the general audience of its currently growing importance?
· How does the use of these conventions and functions differ in appropriateness between various visual mediums (such as film, television and video games)?
· How important is the composer's autonomy in what they score to the visuals and should a second opinion be considered from a test audience before the soundtrack is finalised?
· How will this research contribute to the study of the musical soundtrack and its importance as a textural function for conveying and emphasising meaning to the audience?




Proposed Methodology

[bookmark: _GoBack]To conduct the necessary research for this paper, information and critical opinions will be gathered using secondary sources that will assist in both advancing current knowledge and supporting the intended original contributions to the area of study. Analytical books, journals, articles and websites covering music and moving image will be used for broadening the understanding of the field of film music analysis and its associated terminology. Multiple sources will also need to be gathered to research into the numerous mediums of moving image and their respective soundtracks. Primary sources could also be used for this study if they provide valuable quantitative data, such as gathering opinions from both a 'non-musical' perspective (i.e. those who have not studied music) and a musical perspective using a questionnaire on the effectiveness of music as an accompaniment to film. This study will also apply the qualitative research method so that concepts and analytical opinions can be concluded from various sources and critical reflection.




Definition of Proposed Outcomes

· To produce a paper that provides an original insight into the conventions of composing music for moving image that can be utilised by composers and enthusiasts or researchers of both film and music studies.
· To gain an advanced understanding of the developments of composing music for moving image that can assist the process of film scoring in associated future projects.
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