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I. Context
The intention of this writing is to analyse and discuss the link between musical composition and moving image and how this relationship between two mediums connects with human emotions for optimal artistic impression. Three key words I have selected to explore are: 
Emotion

Connotation

Aesthetic


These three keywords are highlighted to make clear the fundamental properties for which I have based my research for this topic; the effect music and sound design in film has on human emotion, how expression within musical composition can direct perception and how both of these properties relay a clear aesthetic. 

II. Emotion
These key words are specifically highlighted for their particular contextual meanings – emotion, used in a similar context as Stephen Davies, Philosopher, University of Auckland[footnoteRef:1] where he clearly states in his article The Expression of Emotion in Music[endnoteRef:1] that his field of interest is restricted in two ways. First, by distinguishing between the expression of emotion in music and the expression of emotion through music and that he is only concerned with exploring the former; that is as quoted “with the emotions that music may be said to express in itself, and not with the emotions that may be given expression through the act of composition, or through the performance of music, or through a dramatic context in which music plays a part.”[endnoteRef:2] (Davies, The Expression of Emotion in Music, 1980). [1:  Stephen Davies is a Distinguished Professor of Philosophy at the University of Auckland, New Zealand. He mainly writes on aesthetics, particularly the philosophy of music but also works on political philosophy.
]  [1: i DAVIES, S. (1980). The Expression of Emotion in Music. Mind, LXXXIX (353), pp.67-86.)
]  [2:  Excerpt from The Expression of Emotion in Music. Mind, LXXXIX (353), pp.67-86.
] 

During the audio post-production process, the composer will have a unique palette of emotions - a subjective installation of unique ideas and perception. Leonard B. Meyer[endnoteRef:3] has written in his book, Emotion and Meaning in Music (The University of Chicago Press, Chicago) (1956) (Page 6)[endnoteRef:4] –  [3:  American musicologist and writer on aesthetics. Meyer studied philosophy and music at Columbia University (MA in music, 1949) and the history of culture at the University of Chicago (PhD 1954)
]  [4:  Meyer, L. (1956). Emotion and meaning in music. Chicago: University of Chicago Press, p.6] 


“Evidence as to the Nature of Existence of the Emotional Response to Music – Evidence that it exists at all is based largely upon the introspective reports of listeners and the testimony of composers, performers and critics. Other evidence of the existence of emotional responses to music is based upon the behaviour of performers and audiences and upon the physiological changes that accompany musical perception.” [endnoteRef:5] [5:  Excerpt from Emotion and Meaning in Music – Leonard B. Meyer (1956) (Page 6)
] 


L. Meyer raises a valid trail of thought - in that the introspective reports of emotional value in music from composers can be seen as evidence that it exists - along with noticeable alterations in behaviour in performers and audiences. L.Meyer also writes - “Music adds to the emotional quality of the film. There is some empirical evidence to support this: fast and loud music arouses, slow and soft music calms. Motion and emotion are often entwined” (Meyer, 1956)  [endnoteRef:6].  Here, we begin to fathom the possibility that motion and emotion are somewhat related to each other when thought of within this artistic context.  [6:  Quote highlighted from an article written by Hilary Schaefer. There is also a great list of opnions and statements from scholars and industry personnel from around the world which gives a fascinating insight into the mind set of experienced artists. Can be found at 
www.e-filmmusic.de/emotion_film_scores/background
] 

Warren D. TenHouten[endnoteRef:7] writes in A General Theory of Emotions and Social Life[endnoteRef:8] -  [7:  Warren D. TenHouten is a Research Professor at the University of California, Los Angeles | UCLA · Department of Sociology
]  [8:   A General Theory of Emotions and Social Life by Warren D. TenHouten (First Published 2007 by Routledge)
] 


‘Despite the arguments of social constructionists that emotions are purely social (e.g., by Averill 1980 and Harre 1986), emotions also have a biological substrate. The word emotion from a Latin word, movere, meaning “to move” or to “stir up”. 
Here, a link between emotion and motion becomes less unclear, as we begin to see a connection between emotion and motion –from a subjective viewpoint – this could be looked at as music and film, music being the emotion – and motion being the film. A small pattern emerges as a result of this research between the two mediums – a sort of chemistry between the two becomes apparent.

III. Connotation
Sandra K. Marshall and Annabel J. Cohen[endnoteRef:9] have conducted experiments by investigating the effects of musical soundtracks on attitudes to figures in a short, animated film. The details of these experiments are described in the introduction to their article: Effects of Musical Soundtracks on Attitudes toward Animated Geometric Figures, 1988[endnoteRef:10] from within Music Perception, an Interdisciplinary Journal[endnoteRef:11]. Marshall and Cohen go on to write - [9:  Sandra K. Marshall and Annabel J. Cohen authors and researchers from the University of California, they have written accounts of experiments and research on musical perception in film
]  [10:  Effects of Musical Soundtracks on Attitudes toward Animated Geometric Figures. An article written by Sandra K. Marshall and Annabel J. Cohen from within Music Perception: An Interdisciplinary Journal, Vol. 6 No. (1), pp.95-112.]  [11: ] 

“It is hypothesized that congruent auditory and visual structure directs the encoding of particular visual features of the film. In addition, associations generated by the music provide a context for the interpretation of the action in the film. As a result, stimulus features and concepts that are initially encoded as disjunctive conjoin in perception and memory.”[endnoteRef:12] Of course, music is wide open to varying degrees of interpretation, but the effect certainly exists; Marshall and Cohen explain how they utilised “Semantic Differential judgements on Activity and Potency dimensions” and that “Activity and Potency dimensions, obtained for the music, predicted effects of the soundtracks on corresponding ratings of the film as compared to ratings in a no soundtrack condition”. This article was highlighted specifically for the use of the Semantic Differential and how it measures the attitude of subjects and how connotations in music can elevate the audiences’ perception. [12:  Excerpt from the article Effects of Musical Soundtracks on Attitudes toward Animated Geometric Figures
] 
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Figure 1. A Semantic Differential Scale evaluating the 'Potency' of Weak and Strong Levels of Music within films. Copyright: University of California Press. By Sandra K. Marshall and Annabel J. Cohen

Analysing what we see in Figure 1, particularly the Potency aspect – we see Weak and Strong levels in music deliver the highest Mean Rating but with consequently less control. To put this analysis into the context of this writing, it appears that while music is the most potent element in conducting the audiences’ attitude it is still very much the visual aspect which retains control of perception of time and place. 
The word connotation used in the context of this writing – can be defined by Teacher and certified Educator known as HI1954[footnoteRef:2]. He goes on to note that: [2:  ‘hi1954’ is the online username for Teacher and certified Educator who does not disclose his personal name online. Found on www.enotes.com/people/hi1954
] 

“Connotation” means that the work of art inspires or brings about a reaction in the viewer/listener/reader of an association or relationship (emotional or otherwise) to something outside the work of art. It may be an emotional response where the viewer feels an association with an event in his or her own life; it may be a mental association of the artwork with a historic event, or a philosophical concept; it may be the work actually refers to some real-world event or cultural ideal or human condition to inspire the association within the viewers’ mind. Puns, symbols and allusions are often used in this context.”[footnoteRef:3] [3:  hi1954. "How is the word 'connotation' used in relation to arts and music? in relation to film, visual and performing arts" eNotes, 3 Apr. 2009, https://www.enotes.com/homework-help/how-word-connotationused-relation-arts-music-74687.] 

Figure 2. A note in response to a question posted on www.enotes.com regarding the contextual meaning of the word ‘Connotation’ by ‘hi1954’
.


IV. Aesthetic
The third and final word highlighted for discussion – aesthetic, was selected for the philosophical grounds a musical composition in its final form can impose on the audience. Derek Jacobs[footnoteRef:4] explains in his blog posted online at plotandtheme.com – regarding the meaning of the word itself, that: [4:  Derek Jacobs is a molecular biologist who has published a blog on www.plotandtheme.com titled The Basics of Film Aesthetics] 


“The first question that we will ask is, “What is aesthetics? Aesthetics (or sometimes, “Esthetics”) is a fancy word for, “the philosophy of art” and seeks to answer the questions 
pertaining to the definition of art, it’s role in man’s life, and by what standards works of art can be judged (if any).”
Figure 3. An excerpt from The Basics of Film Aesthetics. By Derek Jacobs.



The point raised here is that the aesthetic and/or emotional value and philosophical relations will be what the final piece will be judged on, with the emotional connection in music garnering personal subjective experiences it will depend on how deeply the overall aesthetic of the compositional works can communicate with the audiences’ emotional tendencies – regardless of whether it will be a negative or positive auditory experience. 

Although only three words were chosen for discussion, another word I would have used in conjunction with Aesthetic would have been Authenticity. 



To reference a text from S. Davies in his other book Musical Works and Performances: A Philosophical Exploration (Davies, S. (2001). Oxford [England]: (Clarendon Press.) that is as follows: 

“Authenticity is integral to the enterprise that takes the delivery of the composer's work as its goal. In such cases, authenticity is an ontological requirement, not an interpretative option, though any performance recognizable as of a given work will be minimally authentic. Whether a performance must comply with the composer's instrumentation, phrasing, tempo, and dynamics depends on whether these features are work‐determinative for the musical tradition within which the work was created.”[footnoteRef:5] [5:  Excerpt from Musical Works and Performances: A Philosophical Exploration (Davies, S. (2001) Part Two: Performance, Culture and Recording – 5 Authenticity in Western Classical Music] 
Figure 4. An excerpt from Musical Works and Performances: A Philosophical Exploration (Davies, S. (2001)





	In this discussion thus far, it would be fair to assume that it is determined that from a subjective standpoint Aesthetic and Authenticity can go on entwined in their own contextual meaning. That the film from a visual and auditory perspective will be judged on its aesthetic and/or emotional value – how creatively unique the final piece is in its approach and execution which could be seen as ‘authenticity’.








V. Conclusion

Exploring the texts and research as referenced in this writing has led to the concluding question:

What gives the relationship between musical composition and moving image it’s overall dynamism and perceived artistic cohesion?

This question has surfaced with particular focus on the practise of musical composition and inexperience of film scoring processes. Only with practice and study into the creative processes that will work most effectively will the question raised become full circle and the answer be realised in its own art form, other questions which can be explored are:

· At what point does the visual aspect of a film production become absolutely reliant on musical composition?

· What creative compositional processes can be utilised to ensure that the audience remain fixated on the directors’ vision?

· What motions can the composer set in place to secure the bond between auditory and visual experience?

· What processes can the film score composer employ to bring the audience into a different sense of time and place? 
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