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LA PANTALLA DE
CINE Y EL FOSO
DE ORQUESTA

| LUIS MIRANDA

Aungue el cine fuera mudo en sus primeras tres
décadas de desarrollo, en publico muy rara vez
fue “silente”. La musica estuvo a su lado (casi)
desde el principio. Antes de que nadie se atre-
viera a suponer que el cinematografo tuviera
algun futuro como arte, la musica ya estaba
Jjunto a las imagenes, aunque fuera de ellas.
Servia para compensar su inquietante silencio:
un mundo insonoro y sin voces resultaba tan
fantasmagodrico como si estuviera sumergido
en agua. Pero, sobre todo, la musica funcionaba
como en los melodramas teatrales: ayudaba a
canalizar -o incluso a variar- la energia y el sen-
tido de lo que mostraban las imagenes.

Es a finales de los afios veinte del pasado siglo
cuando se empieza a implementar sonido graba-
do y sincronizado en la propia cinta del film, y en
la década de los treinta el cine ya se ha vuelto
parlanchin. Por un tiempo la musica parece re-
tirarse a un segundo plano, pero tan soélo para
acomodarse en el “interior’ de las imagenes.

Con el cine sonoro, la figura del compositor co-
bra cuerpo. A cambio, la musica pierde cuerpo:
su presencia se vuelve imaginaria, ya no encar-
nada ni presente con el cine, junto a la pantalla.
La musica grabada en la pista de sonido “sale”
de la pantalla desde ningun lugar. No sélo evo-
ca el mundo imaginario del film, sino que con-
tribuye a sellarlo como tal.

Pero cuando la musica, poco tiempo atras, to-
davia estaba afuera, produciéndose en vivo y
en directo junto a la pantalla, su objetivo ya era
borrar todo exterior al espectaculo para dar,
asi, todo el poder a la imagen. Acostumbrados
a esa condicién inmaterial de la musica de cine,
resulta siempre chocante recorrer el camino a
la inversa cuando proyectamos cine mudo con
musica en vivo. Nos extrafia comprobar cémo
el espectdculo se desdobla nuevamente en
dos naturalezas. éQué clase de espacio nue-
VO se genera en esa interaccion? Se diria que,
ante la presencia de la musica generada en la
pura actualidad del escenario, lo que muestra
la pantalla retrocede a otro lugar. Es casi como
si las imagenes fueran invocadas en un ejerci-
cio de espiritismo en el que los musicos actuan
como médiums.

En funcion de la seleccion de musicas para
una proyeccién de cine, hay una primera
circunstancia a tomar en cuenta: o bien hay
composiciéon originalmente escrita para el
film, o bien no la hay.

El primer paso entonces es decidirse por
la partitura original o por experimentar
con otras posibilidades: usar obras de
repertorio o bien componer (o improvisar)
musica nueva.

Al abordar este primer dilema basico, se
requiere considerar a su vez asuntos mas
sutiles. Porque hay muchas posibles inter-
acciones entre la imagen y la musica, pero
pueden resumirse también en dos: o bien
concebir la mUsica como acompaniante emo-
tivo del film, o concebirla como comentario.

La musica acompanante implica participar
fielmente en la dramaturgia, es decir, las
peripecias y el sentido de estas. La musi-
ca-comentario implica, por el contrario, sit-
uarse a distancia de observador, ya no de
participante, con respecto a las imagenes.

Ciertamente, el comentario musical puede
implicar a su vez actitudes muy diversas con
respecto a unas imagenes que pertenecen a
otra época; a otro imaginario. Asi, el hecho
de emplear estilos, formatos o géneros que
resultan inesperados o “incoherentes”, por
anacronismo o por estilo, con respecto a la
pelicula -por ejemplo, musica barroca, musi-
ca electronica, hard rock, o, por qué no, jazz
para un film soviético-, es ya en si una toma
de distancia; un comentario sobre la pelicula.

El proyecto CAMERA OBSCURA, en conse-
cuencia, pretende explorar con imaginacion
cualquiera de estas vias de interaccion entre
musica e imagen, desde las mas convencio-
nales a las mas experimentales. Aunque se
basa en algo tan comun como la ejecucion
de musica en vivo sobre clasicos del cine
mudo, desea ser asimismo un proyecto de
“historia experimental” del cine, a la par
que un desafio creativo para los musicos, a
quienes se encarga tratar conceptualmente
la musica para un film.

Por ejemplo: ecos de nuevo tango para un
melodrama francés portuario, dixieland para
un clasico de la comedia slapstick, y musi-
ca de cdmara de principios del siglo XX para
evocar una modernidad eclipsada por la van-
guardia oficial -del cine y de la musica.



THE CINEMA
SCREEN AND THE
ORCHESTRA PIT

|LUIS MIRANDA

Although films were “silent” for their first three
decades of development, they were very rarely
without sound in public. From (almost) the be-
ginning they were accompanied by music. Be-
fore anyone dared to suppose that cinema had
any future as art, music was already alongside
the images, though outside them. It helped
to compensate for their disturbing silence: a
soundless, voiceless world was as phantasma-
goric as if it had been submerged in water. But
above all, music performed the same function
as in theatrical melodramas: it helped to chan-
nel — or even to vary — the energy and the
meaning of what the images were showing.

Recorded sound, synchronized with the film
strip itself, began to be implemented in the
late 1920s, and by the 1930s films had become
talkies. For a while, music seemed to retreat
into the background, but only to make a place
for itself “inside” the images.

With sound cinema, the figure of the com-
poser gained substance. Music, in return, /ost
substance: its presence became imaginary,
no longer embodied or present with the film,
next to the screen. The music recorded on the
soundtrack “came out of” the screen from no-
where. It not only evoked the imaginary world
of the film, but helped to mark it as such.

But when music, not long before, was still out-
side the film, being produced live next to the
screen, its object was already to erase every-
thing exterior to the spectacle and thereby to
give all the power to the image. Accustomed
as we are to the intangible nature of film mu-
sic, it is always a shock when we retrace our
steps and screen a silent film with /ive music.
We are surprised to find that the spectacle is
once again divided into two realities. What
kind of new space is created in that interac-
tion? In the presence of the music generated
in the pure actuality of the theatre, what is
shown on the screen seems to recede to an-
other place. It is almost as if the images were
conjured up in a spiritualist séance, in which
the musicians act as mediums.

t84) CAMERA OBSCURA

In relation to the selection of music for a film
screening, there is a first factor to take into
account: either there is an original compo-
sition written for the film, or there is not.

The first step, therefore, is to decide wheth-
er to use the original score or to experiment
with other possibilities: using repertoire
works or composing (or improvising) new
music.

When addressing this first basic dilemma,
more subtle issues also need to be con-
sidered. Because there are many possible
forms of interaction between image and
music, but they can also be summed up as
two alternatives: either to think of music as
an emotional accompaniment to the film, or
to think of it as a commentary.

Music as accompaniment involves partic-
ipating faithfully in the dramaturgy, that
is, the events and their meaning. Music as
commentary, by contrast, involves placing
oneself at a distance, as an observer, not a
participant, with respect to the images.

Certainly, musical commentary can in turn
involve a wide range of attitudes towards
images belonging to another era, another
imaginary. So using styles, formats or genres
that seem unexpected or “inconsistent”,
through anachronism or stylistic contrast, in
relation to the film — for example, baroque
music, electronic music, hard rock, or jazz for
a Soviet film (why not?) — is in itself a dis-
tancing, a commentary on the film.

Consequently, the CAMERA OBSCURA
project is intended as an imaginative explo-
ration of any of these modes of interaction
between music and image, from the most
conventional to the most experimental. Al-
though it is based on something as common
as performing live music with classic silent
films, it also aims to be a project in “exper-
imental film history”, as well as a creative
challenge for musicians who are entrusted
with dealing conceptually with the music
for a film.

For example: echoes of new tango for a
French suburban melodrama, Dixieland
jazz for a slapstick comedy classic, and
early twentieth-century chamber music to
evoke a modernity eclipsed by the official
avant-garde — of film and of music.

147 >



CAMERA OBSCURA (M)

152 >

MIKAEL

DE CARL THEODOR DREYER

LUIS MIRANDA

Cuando MIKAEL fue estrenada en Estados Unidos
en 1926, el New York Daily News se preguntaba si
“los censores eran tan poco sofisticados como para
ignorar de qué se trataba”. Muchos espectadores,
especulaba el critico, “podrian ver la pelicula al com-
pleto sin advertir cudl es en realidad su tema psi-
colégico”! El tema referido es la ambigua relacion
entre el pintor Claude Zoret (Benjamin Christensen)
y su protegido Mikaél (Walter Slezak). El origen de
MIKAEL es una novela de 1904 de Herman Bang, un
autor de fin de siglo considerado el Oscar Wilde da-
nés. El director sueco Mauritz Stiller harad en 1916 una
primera adaptaciéon de la novela al cine con el titulo
VINGARNE, “Las alas”, en referencia a la escultura
con la que el artista Zoret retrata a su protegido
como Ganimedes, el principe troyano secuestrado
por Zeus en forma de aguila. En la pelicula de Dreyer,
hay una estatua de Ganimedes en la casa de Zoret.

En 1924, Dreyer ya habia dirigido peliculas en Dina-
marca (PRESIDENTE, 1919; PAGINAS DEL LIBRO DE
SATAN, 1920; y ERASE UNA VEZ, 1922), en Suecia
(LA VIUDA DEL PASTOR, 1920) y en Alemania (LOS
ESTIGMATIZADOS, 1922). A Berlin regresa en 1924
por invitacion de Erich Pommer, el jefe de los céle-
bres estudios UFA en los que se roddé el gran cine
aleman de los anos de Weimar, quien le propone
filmar MIKAEL para aprovechar la popularidad ale-
mana de la novela. Dreyer, que habia entrevistado a
Herman Bang en 1912, accede de inmediato.

1 Cit. Laura Horak en su texto para el pase de la pelicula en
la edicién de 2008 del San Francisco Silent Film Festival.

MIKAEL es, entre otras cosas, un excelente
ejemplo de un género eclipsado por las gran-
des producciones que constituyen eso que,
erronea pero comprensiblemente se ha lla-
mado ‘expresionismo’ aleman. Ese género, el
kammerspielfilm (“drama de cdmara”) seria su
antipoda, pues propone historias intimas en
las que la sutileza psicoldgica se enhebra con
una fuerte carga simbdlica. La influencia del
director teatral Max Reinhardt es capital en el
desarrollo de este género, como se ve en los
primeros filmes de Murnau, por ejemplo. En
este cine sera fundamental la creacion visual,
con la iluminacién vy la libertad de la cdmara,
de un Stimmung, o estado de animo que se
proyecta como atmaésfera envolvente.

El guion adaptado era obra de Thea von Harbou,
la esposa de Fritz Lang y guionista de buena
parte de sus peliculas alemanas. La condesa fue
encarnada por la actriz italiana Nora Gregor,
mas tarde aclamada por su interpretacion de
la seductora esposa en LA REGLA DEL JUEGO
(1939) de Jean Renoir. El actor de imponente
presencia que interpreta a Zoret, era el famoso
director danés Benjamin Christensen, conocido
por su pelicula de 1922 HAXAN: LA BRUJERIA
A TRAVES DE LOS TIEMPOS. El personaje del
adulador marchante de arte no era otro que el
genial director de fotografia Karl Freund, quien
rodd una parte de MIKAEL hasta que Murnau
lo llamo para filmar EL ULTIMO (1924), siendo
sustituido por quien serd otro de los grandes
maestros de la fotografia cinematografica, el
polaco Rudolph Maté. El arquitecto y tedrico
Hugo Haring disend los decorados.

La pelicula es un ejercicio maestro por su for-
ma de combinar intensidad emocional y obli-
cuidad del sentido. Pero eso era un asunto se-
cundario para quienes la repusieron en cierta
sesion en una sala de Broadway, en 1930, con
el titulo Encadenados: La historia del tercer
sexo, “acompafada de una ‘conferencia cien-
tifica’, en un contexto mas bien tosco, y sin
crédito para Dreyer ni para nadie mas”.2

2 Segun la historiadora Eileen Bowser. Cit. Laura
Horak.



MIKAEL

DE CARL THEODOR DREYER

| LUIS MIRANDA

When MICHAEL premiered in the United States in
1926, the New York Daily News wondered whether
the “censors were so unsophisticated that they were
unaware of what it was about”. Many spectators, the
critic speculated, “could watch the entire film with-
out realising what its real psychological theme was”.
The theme being referred to is the ambiguous rela-
tionship between Claude Zoret, the painter, (Benja-
min Christensen) and his protégé Michael (Walter
Slezak). MICHAEL’s origin lies in Herman Bang’s 1904
novel of that name: Bang was a fin de siécle author
considered to be the Danish Oscar Wilde. In 1916,
Mauritz Stiller, the Swedish director, was to make a
first adaptation of the novel for the cinema, entitled
VINGARNE, “The Wings”, in reference to the sculp-
ture with which the artist Zoret portrays his protégé
as Ganymede, the Trojan prince kidnapped by Zeus,
when in the form of an eagle. In Dreyer’s film, there is
a statue of Ganymede in Zoret’s house.!

By 1924, Dreyer had already directed films in Den-
mark (PRESIDENT, 1919; LEAVES FROM SATAN’S
BOOK, 1920; and ONCE UPON A TIME, 1922), in Swe-
den (THE PARSON’S WIDOW, 1920) and in Germa-
ny (THE STIGMATISED, aka LOVE ONE ANOTHER,
1922). He returned to Berlin in 1924 at the invitation
of Erich Pommer, the head of the famous UFA stu-
dios, where the great German cinema of the Wei-
mar years was shot, and Pommer proposed that he
should film MICHAEL on the back of the popularity
in Germany of the film. Dreyer, who had interviewed
Herman Bang in 1912, agreed immediately.

1 Quoted from Laura Horak’s text for the film pass in the
2008 San Francisco Silent Film Festival.

t84) CAMERA OBSCURA

MICHAEL is, among other things, an excellent
example of a genre eclipsed by the mega-
productions making up what, mistakenly but
understandably, has been called German
“Expressionism”. That genre, kammerspielfilm
(“chamber drama”) would be its direct opposite,
since it proposes intimate stories where
psychological subtlety is intertwined with a
heavy symbolic charge. The influence of Max
Reinhardt, the theatre director, is essential in the
development of this genre, as can be seen, for
instance, in the first Murnau films. Visual creation
will be fundamental in this type of cinema, with
lighting and the freedom of the camera, of a
Stimmung, or mood which is projected as the
surrounding ambiance.

The adapted script was the work of Thea von
Harbou. Thea con Harbou was Fritz Lang’s
wife and the scriptwriter of many of his Ger-
man films. The countess was played by the
Italian actress Nora Gregor, later to be laud-
ed for her performance as the seductive wife
in Jean Renoir’'s THE RULES OF THE GAME
(1939). The actor with the imposing presence
playing Soret was the famous Danish direc-
tor Benjamin Christensen, known for his 1922
film HAXAN: WITCHCRAFT THROUGH THE
AGES. The character of the sycophantic art
dealer was none other than the splendid di-
rector of photography Karl Freund, who shot
part of MICHAEL until Murnau called him to
film THE LAST MAN (1924); he was replaced
by Rudolph Maté, a Pole who would be an-
other of the maestros of cinematography.
The architect and theoretician Hugo Haring
designed the sets.

The film is a masterful exercise given the man-
ner it combines emotional intensity and the
obliqueness of the meaning. But this was a
secondary matter for those behind the reviv-
al, in a private viewing in a Broadway theatre,
in 1930, under the title of Chained: The Story
of the Third Sex, “accompanied by a ‘scientif-
ic lecture’, in a somewhat coarse context, and
with no credit given to Dreyer or anyone else” ?

2 According to the historian Eileen Bowser. Quoted
by Laura Horak.
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IBF ENSEMBLE &
LAURA VEGA

Con miusica compuesta expresamente
por Laura Vega por encargo del Festival
para la ocasion. Interpretada en vivo por
el IBF Ensemble bajo la direccion de
Humberto Armas.

With music expressly composed by
Laura Vega commissioned by the
Festival for the occasion. Performed
live by the IBF Ensemble under the ) A P
direction of Humberto Armas.

©Angel Luis Aldai
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MIKAEL
MICHAEL

IBF

CANARIAS

LINTERNA
MAGICA

1924
ALEMANIA | GERMANY

94 min

DCP, B&N | B&W

Intertitulos en aleman con
subtitulos en espaiiol e inglés |
German intertitles with Spanish
and English subtitles

Esta pelicula muda se centra en la relacion entre el renombrado pintor Claude Zoret y su
discipulo, Mikaél. A medida que Mikaél se ve envuelto en un tridAngulo amoroso con Claude
y una bella condesa, la pelicula revela las complejidades del alma humana vy la busqueda de

la excelencia artistica.

This silent film revolves around the relationship between the renowned painter Claude Zoret
and his protege, Mikaél. As Mikaél becomes entangled in a love triangle with Claude and a
beautiful countess, the film delves into the intricacies of the human soul and the pursuit of

artistic greatness.

FESTIVALES | FESTIVALS

Berlin

DIRECCION | DIRECTOR

Carl Theodor Dreyer

GUION | SCREENPLAY

Thea von Harbou, Carl Theodor Dreyer
FOTOGRAFIA | CINEMATOGRAPHY
Karl Freund, Rudolph Maté
MONTAUJE | EDITING

Carl Theodor Dreyer

PRODUCCION | PRODUCER

Erich Pommer

PRODUCTORA | PRODUCTION
Decla-Bioscop AG, Berlin [DE]
REPARTO | CAST

Walter Slezak, Benjamin Christensen,
Nora Gregor, Alexander Murski,
Grete Mosheim, Didier Aslan

CARL THEODOR DREYER (1889-1968)
DINAMARCA | DENMARK

FILMOGRAFIA SELECCIONADA |
SELECTED FILMOGRAPHY

1964 GERTRUD

1955 ORDET

1943 VREDENS DAG | DAY OF WRATH

1928 LA PASION DE JUANA DE ARCO |

THE PASSION OF JOAN OF ARC

1924 MICHAEL (DESEO DEL CORAZON) | MICHAEL

VENTAS INTERNACIONALES | WORLD SALES
Friedrich Wilhelm Murnau Foundation

Una pelicula de los archivos de la Fundacion Friedrich-Wil-
helm-Murnau-Stiftung (www.murnau-stiftung.de) en Wiesbaden |
A film from the holdings of the Friedrich-Wilhelm-Murnau-Stif-
tung (www.murnau-stiftung.de) in Wiesbaden.
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MUSICA PARA
ESTAS PELICULAS

LAURA VEGA

COMPOSITORA

MICHAEL (MIKAEL) supone mi primer acer-
camiento a la creacién musical para el ambito
cinematografico. Al tratarse de cine mudo, el
peso narrativo y emocional que recae en la mu-
sica es muy considerable, teniendo ademas en
este caso una fuerte carga psicoldgica. Desde el
inicio la musica introduce al espectador en una
atmdsfera oscura, triste y dramatica que sera la
ténica general de la historia. Mi intencion ha sido
subrayar, en la medida de lo posible, los esta-
dos de dnimo de los protagonistas y sus cam-
bios emocionales segun la narrativa del film. La
musica transcurre constantemente supeditada a
la trama y a la especial psicologia de los perso-
najes principales, articuldndose formalmente en
diversas secciones que coinciden con los fundi-
dos y cambios de escenas.

He seguido planteamientos habituales de mi
expresion musical que se nutren principalmen-
te de la tradicién clasica: desarrollo de materia-
les motivicos que dan cohesién a la partitura,
progresiones armonicas y melddicas, texturas
contrapuntisticas, cambios de instrumentacion,
variaciones, rearmonizaciones, transposiciones,
uso de ostinatos, etc. recursos que se adaptan al
medio cinematografico. Muchos motivos o ges-
tos musicales aparecen de forma sincronizada
con la imagen y la partitura recoge a modo de
guia las marcas visuales-temporales necesarias
para ayudar a conseguir la sincronia durante la
ejecucion en vivo.

La plantilla instrumental que he elegido esta for-
mada por clarinete, percusion, dos violines, vio-
la, violonchelo, contrabajo y piano, timbres que
conectan especialmente con mi sensibilidad y
necesidad expresiva.

Como punto de partida he tomado algunos
fragmentos de trabajos mios anteriores que han
sido modificados o adaptados. He seleccionado
motivos de las siguientes obras: Laberintos para
clarinete y piano escrita en 2010, Luz de tinieblas
para dos violonchelos, dos contrabajos y piano,
Viaje al silencio para clarinete, violonchelo, per-
cusion y piano, ambas escritas en 2012, Alone
para violin solo de 2014, Cuatro miradas a un
infinito limitado para clarinete, violonchelo vy
piano, obra de 2016 y La eternidad del ser para
clarinete, violin, violonchelo y piano compuesta

en 2022. En mi opinidn, el uso de estos fragmentos
ha sido ideal para amplificar la emocion de la escena
y ahondar en los aspectos psicoldgicos de los per-
sonajes. En la mayoria de ocasiones he buscado un
efecto empatico de forma que la musica refleje el sen-
timiento sugerido por la escena o que experimentan
los personajes (preocupacion, alegria, desconfianza,
amargura, felicidad, etc.).

También he hecho uso de la musica diegética, es decir,
aquella que suena dentro de la imagen y que tanto
los personajes como el espectador pueden escuchar.
He utilizado este procedimiento en una larga escena
en la que los personajes asisten a un teatro para ver
un espectaculo de ballet. Para ello he seleccionado
dos movimientos del ballet del Lago de los cisnes de
Tchaikovsky, en concreto del Acto |, la escena n? 2. Waltz,
Tempo di valse 'y del Acto I, la escena n? 13-1V conocida
popularmente como Danza de los pequerios cisnes.

Algunos timbres han sido utilizados para crear una
emocion o representar una atmaésfera, espacio u ob-
jeto. En este sentido, el uso de la percusion es un claro
ejemplo: el tam-tam es usado para representar situa-
ciones dramaticas; las campanas para representar la
muerte; las cortinas para representar los grandes sa-
lones de la casa del pintor; los triangulos representan
copas de cristal. De igual forma funcionan algunos
perfiles melddicos: el intervalo ascendente de 62 me-
nor sugiere la bondad del maestro, el intervalo de 72
mayor representa la personalidad inquietante y sibi-
lina de la princesa, el histérico intervalo del tritono
(42 aumentada) conocido como diabolus in musica es
usado para representar el caracter irénico y mordaz
de Switt el periodista. Otra tendencia que he seguido
es describer musicalmente lo que ocurre en la panta-
lla, por ejemplo, si un personaje baja una escalera la
musica desciende en su perfil melddico.

Ademas, se han asignado una serie de /eitmotivs' a los
personajes principales: Michael, el maestro pintor, la
princesa, Swift el periodista y el mayordomo. Siendo
una pelicula de 1924 claramente vinculada al simbolis-
mo de finales del siglo XIX y comienzos del siglo XX,
he sido fiel a mi costumbre de inspirarme en obras del
gran repertorio de la Historia de la musica para crear
simbolos y conexiones. Por esta razén, algunos de los
principales leitmotivs de la pelicula se inspiran en la
musica de tres de los compositores mas influyentes
de este periodo histérico: Claude Debussy (1862-
1918), Richard Strauss (1864-1949) y Arnold Schoen-
berg (1874-1951). Las obras no han sido elegidas al
azar ya que se pueden apreciar ciertas relaciones con
la carga dramatica y simbdlica que destila el film.

De Debussy elegi un motivo perteneciente a su So-
nata para flauta, viola y arpa en Fa mayor, composi-

1 El leitmotiv es un término acufado por analistas de la
musica en relacion a la figura de Richard Wagner (1813-
1883), que expresa un tema o motivo musical recurrente
en una obra, asociado a un personaje, emocioén, accion o
lugar determinado. El propio Richard Wagner hacia uso
del término Erinnerungsmotive traducido como “motivos
para recordar”.



cion escrita entre 1914 y 1915, etapa de profunda crisis
creative del compositor marcada por la muerte de su
madre y de su suegra, por el rapido deterioro de su
estado de salud y por la entrada de Francia en la Pri-
mera Guerra Mundial contra Alemania y Austria. En-
cerrado en su casa de Pourville, con un cuerpo cada
vez mas fragil, Debussy escribid esta sonata de carac-
ter nostalgico. Esta circunstancia estd conectada con
el desenlace de la pelicula.

El leitmotiv asignado a Michael se basa en el motivo
melddico-ritmico /leggiero que asciende y desciende,
crescendo y diminuendo, en una clara conexién con el
“ir y venir” del protagonista. En la Sonata de Debussy
es presentado por la flauta en los compases 2 y 3.

Motivo de Debussy:

De Strauss utilicé el perfil melddico-ritmico de un moti-
vo extraido de Metamorfosis, obra que a su vez se ins-
pira en la Marcha funebre de la Sinfonia Heroica de L. v.
Beethoven y es considerada por los especialistas como
una especie de elegia conmemorativa. El caracter ele-
giaco de la pelicula es mds que evidente asi como la
metamorfosis que viven varios de sus personajes.

Motivo de Strauss:

Leitmotiv asignado al maestro pintor:
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De Schoenberg seleccioné la que posiblemente sea su
obra mas popular, Noche transfigurada op. 4, escrita
en 1899 y estrenada en 1902, obra que nacié inspirada
en el poema homoénimo del escritor aleman Richard
Dehmel. Este poema describe a un hombre y una mu-
jer caminando a través de un bosque a la luz de la luna.
La mujer, confiesa a su amante que estd embarazada
de un extrafo. Los estados de dnimo que emanan del
poema de Dehmel son reflejados por Schoenberg en
su composicion, mostrando en el inicio la tristeza que
provoca la confesion de la mujer atormentada por la
culpa. He utilizado esta inquietante atmdsfera sonora
a modo de /eitmotiv para representar el dramatismo
que la pelicula refleja constantemente en situaciones
de tension generadas por las pasiones conflictivas
que experimentan sus protagonistas.
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Motivo de Schoenberg:
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Un motivo que desde 2005 aparece en todas mis
composiciones también es usado aqui, a modo de
leitmotiv, para representar momentos de decepcion
que sienten los protagonistas a lo largo del film. Este
motivo suele aparecer cuando alguno de los persona-
jes baja su mirada al suelo.

Leitmotiv asignado al sentimiento de decepcidn:

Finalmente, en la U/tima escena aparece una cita del
Cuarteto para cuerda n? 75 de L. v. Beethoven, con-
cretamente de su tercer movimiento que fue acota-
do por el compositor con esta expresion: “Heiliger
Dankgesang eines Genesenen an die Gottheit, in der
lydischen Tonart” (Cantico sacro de agradecimiento
a la Deidad de un enfermo sin remedio, en modo li-
dio). En el momento de la composicidn el compositor
aleman sufria una enfermedad grave que le obligd in-
cluso a interrumpir su trabajo durante varias semanas
en 1825. El talante que Beethoven capta y consigue
transmitir aqui es de serenidad aunque se divisa una
cierta angustia que, para muchos especialistas, es
uno de los mas inenarrables y estremecedores climax
en todo el arte musical. En este momento la musica
conecta absolutamente con el estado emocional que
estd experimentando el maestro pintor y conduce al
espectador hacia la seccion final de la historia.
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MUSIC FOR
THESE FILMS

LAURA VEGA

COMPOSER

MICHAEL is my first approach to musical cre-
ation within the sphere of cinema. As a silent
movie, the narrative and emotional weight that
rests on the music is very considerable, and in
this case it bears a heavy psychological load.
From the start, the music draws the audience
into a dark, sad and dramatic ambiance which
sets the general tone for the story. My intention
has been to stress, as far as possible, the states
of mind of the leading actors and their mood
swings according to the film narrative. The mu-
sic runs constantly along subordinate to the
plot and to the special psychology of the main
characters, and it shapes itself to the different
sections, coinciding with the fade-ins and fade-
outs, and the scene changes.

| have followed the habitual approaches of my
musical expression, which draw mainly from the
classical tradition: development of materials for
motifs which provide the score with cohesion,
harmonic and melodic progressions, contrapun-
tal textures, changes in instrumentation, varia-
tions, re-harmonisations, use of ostinatos, etc.,
all of which are resources which adapt to the
medium of film. Many musical motifs or gestures
appear in synchronisation with the image and
the score includes, by way of a guide, the visual
and timing marks needed to help achieve syn-
chronisation during live performance.

The instrumental group | have chosen comprises
clarinet, percussion, two violins, viola, cello, double
bass and piano, timbres which have a special con-
nection with my sensitivity and expressive needs.

As a starting point | have taken some fragments
of previous works of mine which have been
modified or adapted. | have chosen motifs from
the following works: Laberintos (Labyrinths)
for clarinet and piano, written in 2010, Luz de
tinieblas (Light of Darkness) for two cellos, two
double basses and piano, Viaje al silencio (Jour-
ney to Silence) for clarinet, cello, percussion and
piano, both written in 2012, Alone for solo violin
from 2014, Cuatro miradas a un infinito limitado
(Four Looks at a Limited Infinity) for clarinet,
cello and piano, a work from 2016, and La Eterni-
dad del ser (The Eternity of Being) for clarinet,
violin, cello and piano, composed in 2022. In my
opinion, the use of these fragments has been
ideal to amplify the emotion of the scene and
delve deeper into the psychological aspects of
the characters. On most occasions | have sought

an effect which is empathetic, in such a way that the
music reflects the feeling suggested by the scene, or
what the characters are experiencing (preoccupation,
joy, mistrust, bitterness, happiness, etc.)

| have also made use of diegetic music, in other
words, music that is to be heard within the image, and
which both the characters and the audience can hear.
| have used this procedure in a long scene in which
the characters go to a theatre to see a ballet perfor-
mance. | have chosen two movements for this from
Tchaikovsky’s Swan Lake, Act 1, Scene 2, to be exact,
the Waltz, and from Act Il, Scene 13 Number IV, popu-
larly known as the Dance of the Cygnets.

Some timbres have been used to create an emotion
or represent an atmosphere, space or object. In this
sense, the use of percussion is a clear example: the
tam-tam is used to represent dramatic situations;
bells to represent death; chimes to represent the
grand reception rooms of the painter’s house; trian-
gles to represent fine crystal glasses. Some melodic
profiles work in the same way; the rising minor 6th
suggests the kindness of the master painter, the major
7th represents the disquieting and Sybilline personal-
ity of the princess, the historic augmented 4 tritone
known as diabolus in musica is used to represent the
ironic and caustic character of Swift the journalist.
Another tendency | have pursued is to describe what
is happening on the screen musically; for instance, if
a character is going down a staircase, the music de-
scends in its melodic profile.

In addition, a series of leitmotivs' have been assigned
to the main characters: Michael, the master painter,
the princess, Swift the journalist and the butler. As it is
a 1924 film clearly linked to late 19th century and early
20th century symbolism, | have stuck to my custom
of taking inspiration from works of the great reper-
toire of the history of music to create symbols and
connections. This is why some of the main /eitmotivs
of the film take inspiration from the music of three of
the most influential composers of this historic period:
Claude Debussy (1862-1918), Richard Strauss (1864-
1949) and Arnold Schoenberg (1874-1951). The works
are not randomly chosen, and certain relationships
with the dramatic and symbolic charge distilled in the
film can be appreciated.

| chose a motif from Debussy belonging to his Sonata
for Flute, Viola and Harp in F major, a composition
which he wrote between 1914 and 1915, a period of
profound creative crisis for the composer, marked by
the death of his mother and of his mother-in-law, by
the rapid deterioration in the state of his own health,
and by the entry of France into the First World War
against Germany and Austria. Confined to his house in
Pourville, physically ever more fragile, Debussy wrote

1 Leitmotiv is a term coined by musical analysts in relation
to the figure of Richard Wagner (1813-1883), which express-
es a recurrent theme or musical motif in a work, associated
with one character, emotion, action, or specific place. Rich-
ard Wagner himself makes use of the term Erinnerungsmo-
tive, which translates as “motifs to be remembered”.



this sonata with its nostalgic character. This circum-
stance has a connection with the outcome of the film.

The leitmotiv assigned to Michael is based on the
leggiero melodic and rhythmic motif which ascends
and descends, crescendo and diminuendo, in a clear
connection to the “comings and goings” of the main
actor. In the Debussy Sonata it is presented by the
flute in bars 2 and 3.

Debussy motif:
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From Strauss, | used the melodic and rhythmic pro-
file taken from Metamorphosis, a work which in turn
takes its inspiration from the Funeral March in Ludwig
van Beethoven’s Eroica Symphony and which is con-
sidered by the specialists to be similar to a kind of
commemorative elegy. The elegiac nature of the film
is more than evident as well as the metamorphosis
experienced by various of its characters.

Strauss motif:
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Leitmotiv allocated to the master painter:
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From Schoenberg, | chose what is possibly his most
popular work, Transfigured Night op. 4, written in 1899
and premiéred in 1902, a work which came into being
through inspiration from the poem of the same name
by the German writer Richard Dehmel. This poem
describes a man and a woman walking through the
woods in the moonlight. The woman confesses to her
lover that she has become pregnant by a stranger. The
moods emanating from Dehmel’'s poem are reflect-
ed by Schoenberg in his composition, showing at the
start the sadness provoked by the woman’s confession
as she is tormented by guilt. | have used this disqui-
eting sonorous atmosphere by way of a leitmotiv to
represent the dramatic effect that the film constantly
reflects in situations of tension generated by the con-
flictive passions that its main players experience.
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Schoenberg motif:
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Leitmotiv allocated to dramatic situations:

¥

Z
3

Bl
iy
wiig
iy
iy
iy

A motif which has appeared since 2005 in all my com-
positions is also used here, by way of a leitmotiv, to
represent moments of disappointment which are felt
by the leading actors throughout the film. This motif
tends to appear when one of the characters lowers
their gaze to the floor.

Leitmotiv allocated to the feeling of disappointment:

Finally, in the last scene, a quotation from Ludwig
van Beethoven’s String Quartet Number 15 appears,
specifically in its third movement, where the com-
poser annotated it with this expression: “Heiliger
Dankgesang eines Genesenen an die Gottheit, in der
lydischen Tonart” (Holy Song of Thanksgiving from
a Convalescent to the Divinity, in the Lydian Mode).
At the time of its writing, the German composer was
suffering from a serious illness which even forced him
to interrupt his work for a number of weeks in 1825.
The mood that Beethoven captures and manages to
transmit here is of serenity, although there is a certain
anguish to be perceived which, for many specialists,
is one of the most inexplicable and thrilling climaxes
in all musical art. At this moment, the music connects
completely with the emotional state being felt by the
master painter and leads the audience towards the fi-
nal section of the story.
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