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Abstract
This paper analyses and discusses the various techniques and purposes of composing music to moving image, with specific attention being given to the mediums of film, television and video games. The essential functions of music when combined with visuals are explored along with an analysis of the conventions with which music is placed into the narrative and experienced by the audience. To provide practical examples for the role of music in visual media, several brief case examples are also conducted using referenced films, television series and video games with an included musical analysis for each that demonstrate the influences of music on moving image.
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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) – a highly venerated account of film music’s importance and recognition in the start of the 20th century – 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). Graham McCann similarly asserts this in Composing for Films by stating that music is the most overlooked and least appreciated element of the visual medium (Adorno and Eisler 2007: vii), additionally highlighting that the role of film music previously had no autonomy and was “determined by the needs of the industry” and “subordinated itself to a text outside itself” (Adorno and Eisler 2007: xxvii). Contrastingly, Claudia Gorbman in her book Unheard Melodies – a highly influential academic study in this field – states that ‘inaudibility’ is one of film music’s principles and that it should in fact “…subordinate itself to dialogue, to visuals…to the primary vehicles of the narrative” (Gorbman 1987: 73), emphasising that music should maintain this role despite that it causes such views on its lack of autonomy. Although these studies have highlighted this issue throughout the twentieth century and into the twenty-first century, Reay (2004) offers that music has significantly been recognised for its quality and importance in recent years, revealing the audience's – and perhaps scholars’ – growing attention to the soundtrack and the directors' and producers' growing awareness of its usefulness and appeal other than its subconscious presence in the visuals. 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)

METHODOLOGY

For this paper, a pure literature review was undertaken with the aim of gathering numerous opinions and information from important studies in the field of music composition for film, television and video games. Additionally, numerous small case examples were conducted in order to provide practical evidence of the different uses and effects of music across the aforementioned visual mediums. Although, a larger case study of two examples would have been more effective for this particular report.























CRITICAL AND CONTEXTUAL REVIEW

Since the early days of silent cinema, music has maintained the essential role of communicating the meaning of the visual media of which it accompanies to the audience to enhance both their understanding of the visuals as well as the effectiveness of the visuals themselves (Burlingame 2000). Ventura (2004: 6) succinctly summarises this by stating that “music helps a film communicate its ideas”, suggesting that music allows a film to express its exact meaning to the audience and would possibly not be able to do so without it (depending on the context of the scene of which the music is accompanying, such as one emphasised by silence). This can additionally be noticed in television series and video games which similarly, but with a paucity of recognition, use music perhaps even more significantly to convey meaning to the audience; particularly for maintaining a thread of thematic continuity across episodes in the former (Deaville 2011; Reay 2004) and allowing increased player “immersion and interaction” in the latter (Collins 2008: 4). Despite the outlined irreplaceable function of music across these various visual mediums, the importance of music – and the entire audio component itself – is generally unobserved in any visual medium due to the audience’s focus being primarily given to the visuals, which Adorno and Eisler (2007) believe is due to humans’ restriction to focussing on one sense at a time and that films are to be ‘seen’ instead of ‘heard’. However, Carolyn Birdsall and Anthony Enns (2012: 1) have remarked that sound and music are more important for television due to its increased interaction with the audience at home opposed to the “voyeuristic pleasures of the cinematic gaze”, reemphasising Adorno and Eisler’s assertion that the audience’s reaction to and understanding of film is predominantly that of a visual perspective than an auditory perspective. Another possible reason for this increased importance and effect of television music could also be due to the audience’s re-experience of the music in each subsequent episode, resulting in them familiarising themselves with the soundtrack (or the soundtrack’s associated style, such as funk music being played alongside a story set in the 1970s) almost as much as the reoccurring characters (Deaville 2011). In addition to film and television, music and sound are also an essential component in video games and have become particularly more recognised and expected in today’s releases due to the “immersive quality” that audio contributes to the player alongside the gameplay (Collins 2008: 134). Karen Collins in her book Game Sound specifically highlights the difference between audio in video games and audio in film and television in order to emphasise the similar but diverse role that audio maintains within video gaming:
Although game audio typically maintains all of the functions found in film or television sound...there are some functions of film sound, for instance, that are not present to any significant degree in games”. (Collins 2008: 128)
Collins underlines this difference to not only bring attention to the diverse quality of audio across the visual mediums, but to also emphasise that there are varying functions of audio that work uniquely to certain “forms of cultural media” (Collins 2008: 5). Given the interactive nature of video gaming, the player changes and reacts to the music whilst they progress through a game because it is adapting to the player’s actions or being triggered with different results each time by their actions (Raybould and Stevens 2011). Based on this ‘non-linear gameplay’, this creates an entirely different paradigm of music composition for video gaming compared to music for film and television (Alten 1999: 418; Sweet 2015: 19). This shows that video game music is an example of a medium that is primarily shaped for the player and their unpredictability, whereas film and television music is linear and accordingly requires different methods of placement and purpose onscreen because the narrative is characteristically fixed and expected in a certain order (Collins 2008: 5).
Referring to Adorno and Eisler’s (2007: xxxv) earlier substantiation that “the motion picture cannot be understood in isolation, as a specific form of art…”, this additionally highlights that visuals cannot purely exist without the addition of sound which provides the meaning that the audience requires for understanding a film, whether it be dialogue, effective sound effects or the musical soundtrack. All of these auditory components comprise the term ‘soundtrack’ (Reay 2004), whereas the term is widely used by both the industry and the audience for addressing only the musical element of any given film, television series or video game, again highlighting the general lack of attention that sound has across the visual medium but of which is apparently most recognised and acknowledged in film (Birdsall and Enns 2012; Collins 2008) despite these explored studies giving significant veneration to the music of television and video games. Therefore, to analyse the ways in which music is perceived by the audience and how that may affect the choice of and need for music in any given audiovisual project it is now appropriate to analyse the textural conventions and functions of composing music to film, television and video games with notable referenced examples explored briefly for each.



The Textural Conventions and Functions of Music Composition for Moving Image

Textural conventions are the diegetic relationship between the music and the onscreen narrative and refer to whether the music is sourced internally in or externally to the narrative – they are the ways in which music is ‘placed’ within the visuals (Reay 2004). Michel Chion (1994: 80) particularly defines these conventions as ‘pit music’ and ‘screen music’, with the former referring to music that accompanies the visuals from a “nondiegetic position” and the latter referring to diegetic music that originates “from a source located directly or indirectly in the space and time of the action”. Textural functions are the numerous ways in which music serves the screen and underlines the unexpressed feelings or “psychological states of characters” (Reay 2004: 32) – they are the principles of music’s placement within the visuals – and by observing the effect they have on both the narrative and the audience combined with the diegetic relationship between the music and the onscreen narrative we can ascertain the influence music can have on the interpretation of moving image.
Diegetic music provides the audience with a direct connection to the main character(s) onscreen, as they are both listening to the same music that is originating from an object or another character in the same location as the character themselves. This not only creates the mood that both the viewer and the character(s) are experiencing simultaneously, but also places the viewer themselves within the atmosphere familiar to the character(s). Additionally, this can happen in a scene with no characters present, such as sinister organ music being played by an organist within an eerie church, allowing a direct connection between the viewer and the onscreen environment’s atmosphere (with the organ and the organist being the diegetic source of the music). Chion (1994: 80) mentioned that diegetic music can highlight the “…space and time…” of the narrative, but this convention can also provide an ambiguous or ironic (Gorbman 1987: 23) commentary on the events of a scene – also known as ‘anempathetic music’ (Sonnenschein 2001: 156). For example, in Harry Potter and the Goblet of Fire (2005), Harry and Cedric Diggory are teleported out of a graveyard and reappear in front of a crowd of cheering spectators who are unaware that Cedric is dead. Instead of there being a typically ominous or emotional musical accompaniment to this scene, the brass band situated near Harry begin playing a joyful melody that conveys victory in reaction to Harry and Cedric’s return, which effectively contrasts with the yet unnoticed death of Cedric and makes the scene significantly more disturbing due to the jubilant music almost trivialising his death. This use of diegetic music serves to create a more intense emotional effect on the audience, as the characters playing the music are of course within the film and yet are unaware of what has truly happened, nor the spectators who reacted to the brass band, suggesting that the music is deliberately conflicting with our knowledge and the knowledge of the characters. David Sonnenschein (2001: 156) also congruently proposes that “when the music does not care what is happening, irony can build a strong counterpoint for the spectator to seek more actively what is happening”, reinforcing the effective use of music in this scene where the characters are instead the unaware spectator and the audience is tragically aware of what the characters have yet to discover.
Another particularly powerful use of diegetic music can also be witnessed in the finale of the television series Six Feet Under (Ball 2001-2005) where the final moments are commenced by the character Claire who starts playing Sia’s “Breathe Me” (2004) in her car as she leaves home to embark on her career, with the music playing in the foreground of the screen – similar to the ‘placement’ of nondiegetic music. The final moments are comprised of a montage of Claire’s family – including herself – passing away in the future, and the song playing over the scenes (which is sourced from her car’s stereo in the present) creates an overwhelmingly emotional reaction in the audience to both the final moments of her family and her current journey away from home. The use of foreground diegetic music in this scene is especially effective as the music underscores the narrative of each family member passing away and still maintains the connection to Claire who is starting her new life on her own in the present. This example also highlights the use of external popular music opposed to an original soundtrack, evidencing the cultural preference to use music that is more likely to be ‘connected’ to or relatable for the audience and therefore expected to stimulate a greater effect (Deaville 2011).
In video games, diegetic music is less definable due to the player’s different experience of audio during each gameplay. Collins (2008: 4) also addresses this and discerns the experience of music and sound in games into the categories of “interactive, adaptive and dynamic”, as the progression of gameplay in modern gaming is always non-linear to provide the player with a “sense of agency and freedom”. This requires music and sound to also seem as equally non-linear by providing the player with a different experience of music and sound each time they start the game (just like the perception of our natural audio environment subtly changes with each re-experience). Collins also summarised these categories of game sound:
“Interactive audio therefore refers to those sound events that react to the player’s direct input…Adaptive audio, on the other hand, is sound that reacts to the game states, responding to various in-game parameters such as time-ins, time-outs, player health, enemy health…dynamic audio [encompasses] both interactive and adaptive audio”. (Collins 2008: 4)
Collins demonstrates that music in video games is determined based on the player’s actions and location in a game environment opposed to a diegetic source of music that is visibly noticeable to the player. This allows players to experience non-linear sound which provides additional realism to the gameplay that would be otherwise diminished by a cyclical diegetic source of music. Nevertheless, an example of diegetic music in games can be observed in BioShock Infinite (2K Games 2013), in which a barbershop quartet appear before the player towards the start of the game to perform an arrangement of The Beach Boys’ “God Only Knows” (1966), which the player can either ignore and instead continue playing the game or stop and listen until the quartet finish performing and depart. Another notable game is Grand Theft Auto V (Rockstar Games 2013), in which the player can drive a vehicle and select between various radio stations which play recurrent songs from numerous genres and repeat news headlines until the player exits the vehicle or turns off the radio – however, the radio stations loop the same songs continuously given the impossibility of an endless collection of music, so the appeal of the diegetic music of the radio declines after time due to repetition. Interestingly, diegetic music in video games is similar to the diegetic music of film and television in that the musical content consists mainly of popular song (Reay 2004: 37) that originates from a performer or device from within the game, which may be because we experience popular music through interactive objects in our surroundings in reality outside these visual mediums. Perhaps this explains why diegetic music has a significant impact on the viewer, as they are conceivably applying their own previous experience of the music to the onscreen narrative.
As mentioned prior to the discussion on diegetic music, the other textual convention for composing to moving image is from a “nondiegetic position” (Chion 1994: 80). In contrast to diegetic music, nondiegetic music does not originate from a source onscreen, but instead appears to originate from outside it, or “outside the story world” as articulated by Reay (2004: 127). Characters do not hear or react to this music because it is solely provided for the audience as a ‘signifier of emotion’ (Gorbman 1987: 73) in addition to providing an underlying feeling or suggested mood for the events onscreen of which even the characters may be unaware. This can particularly create a feeling of foreboding, as the music can subtly reveal to the audience that a character is in danger when the character themselves may not be aware of any danger. For example, in the film Halloween (1978) the masked serial killer Michael Myers pursues his victims without them ever knowing that he was there until it is too late. Director John Carpenter composed the music for Halloween and specifically created a leitmotif – a reoccurring melodic theme that represents an individual character, object, location, emotional state or abstract idea (Whittall 2001) – that would signify that Myers was either watching these characters or waiting somewhere in their vicinity. In this example, the nondiegetic music created the presence of an off-screen character to keep the audience permanently informed that he was always there even when he could not be seen or heard, and the result is a palpable feeling of trepidation throughout the film that lingers with the audience for the time that Myers is not onscreen. Additionally, the music usually ceases when Myers appears, perhaps underlining that the nondiegetic music which represents him is also diegetic, with Myers being the figurative source or trigger of the music. This highlights the success of the music for its role in Halloween, as in addition to these cases, the main title theme has become a piece of music that psychologically affects listeners even when separated from the context of Michael Myers (Lerner 2010), underlining that the music is perhaps a constant subconscious reminder of him. Examples such as these underline the effective combination of music and visuals and demonstrate that the role of music in creating meaning in film, television and video games is especially important today.
CONCLUSION

The combination of music and moving image is essential for the creation of meaning and interpretation of ideas across the audiovisual medium. Music provides an indispensable accompaniment to these various forms of moving image such as film, television and video games, and the undertaken analysis of the textural conventions and functions across these mediums has highlighted the amount of understanding that music can convey to the viewer, particularly when music is regarded as a significant element of the visuals (as seen with television and video games). Many studies across the twentieth and twenty-first century have analysed the importance of music as an element of moving image, with many notable film studies experts and audio specialists focussing on its role in film. This has been accumulating in academic analysis since as early as the silent cinema era, whilst television and video games have had significantly less attention (although, video games are highly contemporary developments and so the difference is understandable). The analysis of these studies has highlighted that more attention is required on the developments in composing music for television and video games, as the volume of creative work involved in both of these mediums considerably surpasses the work involved in film and therefore necessitates additional analysis and consideration for extended case studies for further research and understanding. This paper additionally demonstrates that music is a very important element of the modern media and entertainment industry, and is consistently gaining recognition for its contribution to all forms of visual media.
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