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Despite the immense popular and critical response given to the Harry Potter
narrative and phenomenon, little has been written about the music for the Harry Potter
films. T establish that the aesthetic differences that viewers perceive between the different
Harry Potter films are largely due to the musical approaches of composers John Williams,
Patrick Doyle, and Nicholas Hooper over the course of four director/composer
collaborations for the first five films. This study provides a rare opportunity to examine the
work of different composers for a continuing narrative. Moreover, when we explore how
music is used in varied ways within the films, we see how each musical approach shapes
film visuals into the narrative that the filmmakers sought to convey; when the music
changes, the story changes. Music creates the geographic, cultural, and temporal
landscapes that draw us in to Harry's ‘muggle’ and magical worlds. Music defines the way

we perceive Harry's emotional experiences of love, joy, loss, and death, and also defines



v
the philosophical perspectives on the nature of evil and its conquest. Sometimes, the music
provides clues to the mystery long before visuals and dialogue address them, and musical
relationships (with visuals and within the music itself) allow us to perceive the properties
and powers of magic and humanity that may otherwise transpire unseen. Music also plays
a role in the types of humor that are represented in the films—from socially-sanctioned
transgressions, to macabre, to bawdy, deadpan, and caricature. However, while the core
narrative themes in the films are closely related to the main themes in Rowling’s original
novels, an examination of how Rowling’s descriptions of musical events compare with
representations of these events in the films reveals that Rowling created a more nuanced
social landscape (especially with regard to gender) than is re-contextualized with music in

the films.
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CHAPTER [
INTRODUCTION

Introduction to the Topic

Film is important, and film music plays a significant role in creating the stories
we imagine in film. According to folklorist Bruce Jackson, “Film is the dominant

narrative mode of our time.” He continues,

Film and television provide much of the sense of community in a mobile
and electronic world: the verbal and imaginative referents we utilize in
ordinary face-to-face encounters are as likely to come from our separate-
but-shared media experience as anywhere else. Film and television are far

too important to be left to the media studies and literature scholars.

Moreover, the Harry Potter films encompass one of the most popular narratives of our
time.

The Harry Potter phenomenon, inclusive of the Harry Potter films, is wide-
reaching and culturally significant. Following the magical journey of an unassuming boy
who discovers his wizarding heritage, enters the Hogwarts School for Witchcraft and
Wizardry in a magical parallel world, and matures throughout his seven years as a student

there into a hero in the fight against dark magic, the Harry Potter story has captured the

1 Bruce Jackson, “A Film Note,” Journal of American Folklore 102 (1989): 389.



hearts, minds, and imaginations of adult and youthful readers alike. The seven-novel
series has influenced an entire generation of readers worldwide and the Harry Potter films
have been seen by millions of viewers. From a musical perspective, people of our time
hum “Hedwig’s Theme” in public spheres much as people of the nineteenth-century
hummed the latest opera arias and choruses in the streets of Europe.2 A central question
is: how has the Harry Potter film music guided the interpretation of the films that have
significantly influenced so many?

As the tagline for the first Harry Potter film suggests, the story begins with magic.
However, it is the film’s music that facilitates both the general magic of the cinema
experience and the fantasy landscape of the Harry Potter story itself. Before we delve
into the details of methodology and research, let us see just how inextricably linked are
the elements of music and the notion of magic. Indeed, the explanation below constitutes
an important starting point for much that is discussed in the course of this introduction
and the following chapters.

“Let the magic begin!*3
Harry Potter and Music
At the beginning of the first Harry Potter film, Harry Potter and the Sorcerer’s

Stone, the presence of music signifies the presence of magic while the absence of music

signifies an absence of magic. Music is heard from the start of the viewing experience,

2 Informal conversations with others about this research have impressed upon me the wide-reaching appeal
of the Harry Potter film music. Even those who have not followed the Harry Potter books or movies have
exclaimed, “That’s the one with ‘Hedwig’s Theme’ isn’t it?” or “Didn’t John Williams compose the theme
music for those films?”

3 This is one of the promotional taglines for the first Harry Potter film, Harry Potter and the Sorcerer’s
Stone.



that is to say from the fanfare when the Warner Brothers emblem appears (itself a
signifier of the magic of movies) through the first scenes of an orphaned infant, Harry
Potter, arriving at his Aunt and Uncle Dursley’s doorway—delivered there by faculty and
staff from the Hogwarts School of Witchcraft and Wizardry. These opening visuals of a
witch (Professor McGonagall), wizard (Headmaster Dumbledore), and motorcycle-riding
giant (Rubeus Hagrid) discussing the future of baby Harry Potter on the Dursley’s
doorstep are musically supported by John Williams’s famously haunting “Hedwig’s
Theme” (a minor-key waltz with unexpected chromatic turns in the melody and
sometimes quirky harmonies) as well as many other shorter musical events and phrases
played on harp, celeste, and other orchestral instruments. In other words, not only is
background music supporting magical characters who are attending to magic-related
business, it is also performed on instruments (i.e. harp and celeste) that have magical
associations in historical music and drama.4 Several ways that “Hedwig’s theme” itself
taps into traditional musical metaphors for magic will be discussed in Chapter V in
greater detail.

To make a transition for the viewer from the infant Harry to the same character
ten years later, the camera closes in to focus on baby Harry’s lightning-shaped scar
(another visual signifier of his inherent magical qualities) as a molten glow emerges from
it then explodes to the far reaches of the screen before ebbing away from the scar on the
(now) ten-year old Harry’s forehead. Harry opens his eyes as an almost-eleven-year-old
in his cramped, dusty bedroom—a small cupboard under the stairs in the home of his

emotionally stingy Aunt Petunia and Uncle Vernon Dursley and their atrociously ill-

4 For instance, Tchaikovsky used the harp in his ballets Swan Lake, Sleeping Beauty, and The Nuicracker to
support supernatural characters, places, and events. Similarly, he used celeste to accompany the dance of
the Sugar Plum Fairy in The Nutcracker. Thérése Hurley, “Opening the door to a fairy-tale world:
Tchaikovsky’s ballet music,” in The Cambridge Companion to Ballet, ¢d. Marion Kant (Cambridge:
Cambridge University, 2007), 164-174.



behaved eleven-year-old son, Dudley. From this moment of Harry’s awakening in the
 muggle (that is to say the non-magical) world, all music is silenced. There is no magic in
the Dursley home, and, in fact, the Dursleys are categorically anti-magic—with Uncle
Dursley railing against the mere mention of the word “magic.” Because there is no
magic, there is also no music.

Music does not return to the soundtrack until Harry undergoes a different kind of
awakening in which he begins to experience his own magical ability. While at the zoo on
the occasion of his cousin Dudley’s birthday, Harry apologizes to a boa constrictor
housed behind glass who has been rudely disturbed by Dudley’s incessant tapping and
shouting (SS DVD 6:19). The snake looks up at Harry, acknowledging him with a wink,
and music reenters the score. Although Harry does not realize it at first, he has the
magical power to communicate with snakes. The viewer learns of this magic before
Harry learns it himself, because his supernatural ability is accompanied by music that
alerts the viewing audience to the magic of this event.

From this narrative point, the film alternates between background silence and the
musical accompaniment of “Hedwig’s Theme” until Harry’s eleventh birthday arrives.
When Harry receives a mysterious letter in the mail, music enters the liminal space
during which Harry holds the envelope in his hands but has not yet opened it. Although
Uncle Vernon ultimately confiscates the letter (still unopened), we know that the contents
are magical because the background music enters to tell us so. Magical owls
aggressively bring more letters for Harry, though Uncle Vernon Dursley tries to fend
them off, and “Hedwig’s Theme” accompanies each delivery.

As the inevitability of Harry receiving his magical letter becomes clearer, the
music of “Hedwig’s Theme” returns louder and with fewer interruptions until it

completely fills the aural space. In other words, the soundtrack persists in gaining the



attention of the listener (thus subverting the silence of realism) just as the magical letters

persist in subverting the Dursley’s denial of magic.

Table 1.1. The alternation of background music and silence as a representation of magical
and non-magical events

Opening Scenes with Music Opening Scenes without Music
Arrival of Hogwarts professors

Harry’s awakening inside the Dursley house
Harry’s conversation with snake

At the Dursley house
The arrival of owls with Hogwarts letters

At the Dursley house
The arrival of more owls

At the Dursley house

Wb LN~

etc.

Horvizontally, this chart shows how background music is applied to scenes in which magical events occur,
while scenes without magical events do not include background music. Vertically, this chart shows how
scenes that include magical events are alternated with scenes that do not include magical events, and
likewise, how scenes with background music are alternated with scenes without background music.

At last, the giant-sized character Hagrid breaks down a door to deliver the letter to Harry
on his eleventh birthday, and Harry is finally able to receive, open, and read it. The
promise of magic that was guaranteed by the organized alternation of music and silence
comes to fruition. Harry, in reading the letter with Hagrid, learns that he is a wizard, and
that he has been invited to attend the greatest wizarding school that ever was: Hogwarts

School of Witchcraft and Wizardry.

Merits of Analysis

By analyzing the way music contributes to a work of narrative cinema, one can

gather more meaningful interpretations of the film as a whole than one finds without

consideration of the soundtrack. For instance, the scenes described above might not have



conveyed the narrative with as much cinematic magic were it not for the consistent
messages conveyed by the musical metaphors of John Williams’s score in parallel with
the goals of the visuals. That is to say, because a precedent is set early on in this film that
music accompanies magical events and characters (while non-magical characters are not
supported by music), music in general becomes a signifier for the supernatural.
Additionally, instruments such as harp and celeste, which have a history of
accompanying magical beings and events in classical examples of music for drama, are
emphasized above other instruments in these opening scenes, thus deepening metaphors
of magic within the musical texture. Furthermore, melodic themes with novel twists
and harmonies with unexpected turns, such as those used in “Hedwig’s Theme,” seem to
defy both gravity (as described by Steve Larson’s theories of musical forces to be
discussed later in greater detail) and normative ideological expectation (as described by
Susan McClary’s theories of musical codes for gendering also to be discussed later in
greater detail), thus confirming through metaphor the unearthly and Otherworldly powers
represented in the narrative.

Though film music often works through metaphor (i.e., symbolism, or theatrical
codes, as they are sometimes called), not all composers use metaphor in the same way.
In the fourth Harry Potter film, Harry Potter and the Goblet of Fire, proclaimed a
“thriller” by director Mike Newell, composer Patrick Doyle does not distinguish the
presence of magic with the presence of music. Consequently, the boundaries defining the
ordinary from the supernatural are blurred and the filmgoer perceives both the threat of
dark magic in the muggle world, and the real-world issues played-out in the magical
world. Furthermore, Doyle’s music tends to symbolically suggest what we do not see,
rather than reinforcing what we do see. If the presence of magic is evident from visuals

alone, then the music may provide information about the emotional atmosphere. For



instance, when visuals show an enormous, heavy dragon chasing after Harry through the
air, the accompanying melodic gestures are nevertheless high-pitched and frenzied,
perhaps to indicate Harry’s panic. This mismatching of surface-level metaphors (i.e.
enormous and heavy to high-pitched and frenzied) adds tension to the thriller.

In contrast, Nicholas Hooper’s music for the fifth film, Harry Potter and the
Order of the Phoenix, often creates metaphorical musical tension with harmonic
progressions rather than melodies, and is able to suggest that which is unseen by using
broad (rather than close) parallels with what is seen. For instance, the alternation of two
seemingly magnetic harmonies accompanies Harry’s first kiss. Similarly, a rhythmically
exuberant theme sets the stage for the Weasley twins’ Fireworks prank without imitating
each physical gesture in the scene with a parallel gesture in the melody.

Music used to metaphorically represent the narrative can also suggest deeper and
wider meanings than what surface-level dialogue or actions dictate. For instance, the
way music is organized sometimes relates to historical codes of gender and social
hierarchy. When Hogwarts characters perform music in equal numbers of males and
females, such as when the Hogwarts choir rehearses in Harry Potter and the Order of the
Phoenix, it suggests gender equality. In contrast, when most performers are males, such
as when the pep band performs in Harry Potter and the Goblet of Fire, it suggests male
dominance.

Within the music itself, martial-sounding duple meters, fanfare-like melodies,
and tonic-heavy harmonies may relate to historic dramatic codes for masculinity and for
the rational world, while lilting triple meters, blithe or haunting melodies, and subversive
harmonies that deviate from standard cadences may relate to historic dramatic codes for
the irrational world. When music in triple meter dominates the scores of the first two

Harry Potter films, it reinforces the child-like realm of the irrational. When duple-



metered themes assume the fore in the fourth film, it symbolically marks a shift toward
an emphasis on realism and Harry’s maturity toward manhood.

As we will see in Chapter V, the metaphors we use to talk about music give us
insight into how different musical themes over the course of the first five films represent
different aspects of Harry’s emotional world. Most notably, these themes tell us about
Harry’s experiences with love, loss, good, and evil. Sometimes the themes representing
love tell us about Harry’s community of friends and loved ones, while at other times, the
music representing love tells us about Harry’s loneliness. Similarly, some themes for
good and evil tell us that these forces are opposites, while other themes for good and evil

tell us that these forces stem from the same source.

Harry Potter in Popular Culture

It would be surprising if any contemporary readers of this research were not at
least peripherally aware of the epic Harry Potter narrative discussed above. The Harry
Potter franchise, as it has come to be known, has burgeoned into a phenomenal
enterprise. The story of the phenomenon itself is also famous—how author Joanne
Rowling began writing the story in the 1990s as a single mother trying to develop a way
of supporting herself; how she outlined parts of the saga on napkins while riding a train,
and later worked on the novels at a cafe table; how she received rejections from
prominent UK publishers before striking profitable deals with Bloomsbury, and later, the
U.S. publisher Scholastic. Her first novel in the seven-novel saga, Harry Potter and the
Philosopher’s Stone (released as Harry Potter and the Sorcerer’s Stone in the U.S., and
hereby referred to by that title) was published in 1997, followed by Harry Potter and the
Chamber of Secrets in 1998, Harry Potter and the Prisoner of Azkaban in 1999, Harry



Potter and the Goblet of Fire in 2000, Harry Potter and the Order of the Phoenix in
2003, Harry Potter and the Half-Blood Prince in 2005, and Harry Potter and the
Deathly Hallows, which completed the saga, in 2007. Each of the seven novels sold
increasing numbers of copies, breaking first-run printing records along the way. In
addition to public success, Rowling’s work received numerous awards, and has often
been heralded as producing an element of social change regarding children’s increased
reading habits.

Warner Brothers Pictures sealed a deal with Rowling in 1998 (making her one of
the richest women in Britain) to begin work on a series of movies which would follow the
titles and order of her seven novels. The first Harry Potter film, The Sorcerer’s Stone,
debuted in 2001 with three newcomers in the lead roles (Daniel Radcliffe as Harry Potter,
Rupert Grint as Ron Weasley, and Emma Watson as Hermione Granger) and a host of
UK screen veterans filling other main roles. The Chamber of Secrets followed in 2002,
then The Prisoner of Azkaban in 2004, The Goblet of Fire in 2005 and The Order of the
Phoenix in 2007. Other well-known UK actors joined these subsequent cast lists. The
sixth installment, The Half~Blood Prince, was released in the summer of 2009, and the
last chapter, The Deathly Hallows, will be split into two movies to be released in 2010
and 2011. While all of the movies have received favorable reviews, some speculate that
it is the franchise’s immense fan base of the book readers that has propelled record box
office numbers, surpassing even blockbuster hits such as Star Wars and the James Bond
series.>

The role of fans in the phenomenon is significant. At local levels, bookstores
across the country organized social parties for Harry Potter fans to mark Harry Potter

book releases. These parties included games and prizes, and many people—old and

5 Monetary figures that support this claim are based on unadjusted gross income.
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young—attended in costume, dressed as characters from the story. Similarly, some fans
attend the Harry Potter midnight movie premieres in costume, with some waiting hours in
line to be first in the door. Communities of fans are connected globally through fansites
such as Muggle Net and The Leaky Cauldron, which offer news, trivia, and opinions on
the Harry Potter books and films. Some fan sites, such as the Harry Potter Alliance, have
become forums for social activism, following the moral principles that many interpret in
the original novels. Fans have likely played a role in music reception and commercial
production as well.

The musical scores from Harry Potter films have developed award-winning
reputations alongside and separate from the Harry Potter movies. In addition to official
recognition, such as that given by awards associations, Harry Potter film scores have
been listed in recent public opinion polls of favorite classical music, and have sold
generously in the form of CDs and sheet music. In my own experience as a music
teacher of children, music from Harry Potter (especially “Hedwig’s Theme”) has become
the trend in popular “must-play” repertoire. Many students have spent spare time picking
out “Hedwig’s Theme” by ear—which is no small feat for novice musicians—before
convincing their parents to purchase available piano scores.

The combination of popularity and substance makes research on music from
Harry Potter films a compelling topic. So far, I have given examples of some ways that
the Harry Potter film music plays prominent roles in reflecting both surface-level action
and narrative subtext, as well as signifying broader philosophical issues. Additionally, I
have suggested that the three different Harry Potter composers have used musical
metaphors and codes differently to support the narrative in the ways listed above.
Furthermore, I have discussed some ways that the Harry Potter novels, films, and

soundtracks have experienced phenomenal levels of success in formal and informal
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spheres. Perhaps this is the most significant underlying issue regarding this topic: the
Harry Potter narrative (through novels, then films) has influenced an entire generation of
people (both children and adults), and the soundtracks to Harry Potter films have

influenced filmgoers’s interpretations of that narrative.

Research Goal

In spite of rapid and immense attention given to the Harry Potter novels, movies,
and music, very little serious work outside of critical reviews exists examining the Harry
Potter film scores as works of music for drama. The goal of this document is to examine
the music from the Harry Potter films in comparison with visuals and dialogue in order to
discover how each score supports the narratives on screen. As part of this effort, I
emphasize metaphorical connections and disconnections between (1) music and visuals,
(2) music and dialogue, (3) various aspects of the music itself. Additionally, I compare
and contrast the styles of each score, showing how each reflects the drama differently,
while also showing how the comprehensive narrative is affected by the cumulative aural
experience of the five scores.

By uncovering the ways that music functions within the Harry Potter movies, we
can better understand how the musical scores shape the effectiveness of storytelling and
emotional impact of the films, and thus how music contributes to the popular success of
the Harry Potter movies. When we know how music contributes to the success of the
Harry Potter films, we may better understand the narrative messages that are influencing
so many. Furthermore, we may better understand the larger question of how
contemporary practices in film music facilitate the effective storytelling, emotional

impact, and ultimate success of contemporary films.
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An analysis of music for Harry Potter films provides a unique opportunity to
compare the musical approaches of different composers and directors to the same
(continuing) narrative. At the time of writing this document, there are five Harry Potter
films that have been released to DVD which employ the talents of three different film
composers (John Williams, Patrick Doyle, and Nicholas Hooper) and four different
directors (Chris Columbus, Alfonso Cuarén, Mike Newell, and David Yates). Four
different collaborations will be considered in this research. American composer John
Williams wrote music for the first three Harry Potter films. These include The Sorcerer’s
Stone and The Chamber of Secrets with American director Chris Columbus, and The
Prisoner of Azkaban with Mexican director Alfonso Cuarén. Scottish composer Patrick
Doyle followed Williams in writing for the fourth film, The Goblet of Fire, directed by
his English colleague, director Mike Newell. English composer Nicholas Hooper
succeeded Doyle to write for the fifth film (The Order of the Phoenix) with English
colleague, director David Yates. The Yates/Hooper team was retained to work on the
sixth film (The Half~Blood Prince), though this film will only have a peripheral role in
this study, as it has not yet been released to DVD. It is believed that John Williams will
return to the project, joining David Yates, for the final Harry Potter film chapter (which
will be released in two parts).

Although the most popular melodies stem from John Williams’s scores for these
movies, compact disks and instrumental arrangements for Doyle’s and Hooper’s scores
have also been widely marketed. Unlike other well-known episodic movie adventures
such as Star Wars and Indiana Jones that retained John Williams as composer,
maintaining his themes throughout, the different composers for subsequent Harry Potter
films have made significant changes to the musical themes and, indeed, the dramatic

approaches to music for film as a whole. For instance, Williams created several
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leitmotifs for the first three films that were abandoned by subsequent composers.
Similarly, while Williams’s music metaphorically aligns closely with visual movement
(e.g., ascending melodies with ascending visuals), Doyle’s music frequently acts in
counterpoint to visual movement, and Hooper’s music only loosely parallels visual
gestures. While both Williams’s and Doyle’s musical themes emphasize melodic
lyricism, Hooper’s themes, in contrast, rely on harmonic progressions and cadences over
rhythmic ostinatos. In fact, even John Williams’s own approach to the movies changed
noticeably between his theatrical-sounding melodies for the first two movies (directed by
Chris Columbus) and his folk-like melodies for the third movie (directed by Alfonso
Cuar()n).6 Although beyond the scope of this document (which concludes analysis with
the fifth film), it will be interesting to hear how John Williams chooses to summarize his
own Harry Potter music along with the music of Doyle and Hooper when he returns to
the project in collaboration with director David Yates.

The task proposed above (i.e. analyzing how different composer and director
teams bring different interpretations to the Harry Potter narrative) fits within
contemporary film music studies. When music is composed to support a visual narrative
such as film, the score often describes to the audience what is being portrayed, and
prescribes how the viewer should feel about the portrayal. When we examine how the
different Harry Potter scores support the narrative of each film, we find four main
approaches that correspond with the four different collaborations over the course of the
first five flms: (1) John Williams and Chris Columbus, (2) John Williams and Alfonso
Cuardn, (3) Patrick Doyle and Mike Newell, and (4) Nicholas Hooper and David Yates.

Let us consider some key patterns that we will see over the course of this research.

Rather than using music from the folk tradition, Williams composes new music using modal melodies,
historic British-Irish dance rhythms, and conventional folk musical forms in order to evoke British-Irish
folk music.
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In an endeavor to provide a simple, yet meaningful way of identifying and
remembering key patterns, I propose the following analogies to describe what we will
learn about the music from the four different collaborations. In the first two Harry Potter
films, The Sorcerer’s Stone and The Chamber of Secrets (with director Chris Columbus),
John Williams’s music functions as an omniscient set of eyes, defining and clarifying
what we see. The music sets a landscape that appears both British and magical, infuses
characters with three-dimensional qualities (or in some cases, one-dimensional, as
appropriate), prompts audience expectations through recurring ominous motifs, and
facilites compassion for characters within the narrative by punctuating dialogue with
mimetic music and suggesting inner emotion through orchestral texture and emotionally
moving themes. Film director Chris Columbus’s notes for Harry Potter and the

Sorcerer’s Stone support these intended goals.

John’s music for “Harry Potter and The Sorcerer’s Stone” . . . works on
several levels. It’s a brilliantly constructed companion piece to the film,
integrating seamlessly with every image and emotion. But most
importantly, it captures the soul of the Harry Potter world.”

In fact the role of Williams’s music is so strong within the first two films that it creates
the visual narrative as much if not more than it merely reflects it. In other words,
Williams’s music not only supports, it also adds—and adds in an effective manner.
Likewise, in the third Harry Potter film, The Prisoner of Azkaban (with director
Alfonso Cuaro6n), John Williams’s music functions as a beating heart, expanding and
amplifying our experience of the story. The music expands the dimensions of the
landscape to include the past and the present and the familiar with the unfamiliar, infuses

Harry’s experiences with feeling, blurs viewer perceptions of time and reality, and

7 From the CD liner notes, Harry Potter and the Sorcerer’s Stone: Original Motion Picture Soundtrack.
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amplifies the limits of Harry’s emotional world. Moreover, the relationship of the music
to itself over the course of the film establishes dramatic subtexts that enrich viewer
experience and perception. While Alfonso Cuar6n praises Williams’s music for
“breathing life into what has become a much better film,”3 I suggest further that
Williams’s music is the life-blood that flows through the film, weaving emotion into the
story much as arteries weave through the body.

In contrast, Patrick Doyle’s music for the fourth film, The Goblet of Fire (with
director Mike Newell), functions as a philosophical mind that reflects, deconstructs, and
provides commentary. The music reduces the landscape to the here and now, setting
emotional atmospheres accordingly, allows viewers to play a greater role in the
interpretation of characters’ dialogue and actions, raises the level of immediacy and
tension through less direct cueing, and punctuates the dimension of realism with several
on-screen musical performances. Perhaps because this film and its darker narrative speak
to an older, more savvy audience who have more likely read the Harry Potter books
and/or seen the preceding Harry Potter movies, Doyle’s music does not (and perhaps
need not) spell out each and every narrative element for the observer. There is very little
so-called “Mickey-Mousing” between sound and visual elements (save for two
choreographed scenes to be discussed later) in favor of expressionistic tone colors and
rhythms that function in tandem with the visuals and texts.? This is different from the

ways that Williams’s Harry Potter leitmotifs are frequently and poignantly inserted into

8 Ibid.

9 The term “Mickey-Mousing” comes from film music studies (though it is also used in dance research),
and alludes to the ways that cartoon visuals and accompanying music tend to function in parallel with each
other, with no significant independence from each other. The term is used (often judgmentally) to describe
any visual-aural collaboration in which sound closely mimics movement, making explicit either the rhythm
or the direction of movement. For instance, a walking bass might illustrate the rhythm of a character’s
walk, or a glissando might imitate the movement of a character who falls. Claudia Gorbman, Unheard
Melodies: Narrative Film Music (Bloomington: Indiana University Press, 1987), 88.



16

the aural foreground. Doyle’s score exhibits an absence of motif, an absence of character
enhancement, and an absence of musical metaphors for thematic emphasis, and in this
way deconstructs the clarity that Williams’s music had established for Harry’s world. As
well, we will examine in Chapter V how the musical qualities of some specific themes
deconstruct the paradigms that Williams’s music had put forth. Just as director Mike
Newell praised Doyle for his “terrific instinct for strong story structure,” I suggest Doyle
emphasized the most stable and important aspects of the story, but allowed the details of
the story to be represented more flexibly.

Nicholas Hooper’s music for the fifth Harry Potter film, 7he Order of the Phoenix
(with director David Yates), functions as skin and nerve-endings that allow viewers to
experience the sensations of the narrative as Harry might experience it. The music
delicately saturates scenes with potent emotional backdrops, energizes action with
pulsing, syncopated rthythms, prompts goose flesh with expressionistic motifs and
gestures, and manipulates dramatic circumstances with seductive themes. In general
Hooper’s work on the fifth Potter film seems to combine stylistic elements from
Williams’s dramatically evocative melodic motifs with Doyle’s growing Sturm und
Drang atmosphere, while simultaneously adding his own signature by integrating
brighter orchestral timbres, global and modern idioms, grounded tonalities, and playful
polyrhythms. While director David Yates claims that Hooper’s work has elevated all that
he has directed,!? I suggest that Hooper’s music brings the narrative to the surface such
that it seems we can feel it with our own fingertips.

In each of these cases, music not only supports the visual and textual narrative, it

also adds—in varying degrees of effectiveness, depending on the presumed goals of each

10 From the CD liner notes, Harry Potter and the Order of the Phoenix: Original Motion Picture
Soundtrack.
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method. While Williams’s Harry Potter music often alerts observers to specific
visualized narrative events, Doyle’s score is more reserved, often leaving interpretations
of visual events open to the listener. Hooper’s score favors event specificity only during
certain scenes while generally favoring timbral and textural unity as a strategy for
continuity.

While the purpose of music in films is to “help realize the meaning of a film,”11
this study serves also to explore alternative interpretations of a preexisting narrative—a
research thread that has come to be known as ideological studies in film. These films are
based on previously published written texts that have gained popularity both separate
from and in conjunction with the films. Unlike the Lord of the Rings trilogy (i.e. a
similarly magical epic tale), which was published long before recent films were
produced, filming for Harry Potter commenced before the completion of the written
series. In other words, Harry Potter film directors and composers (like Harry Potter fans)
did not know how the saga would end until 2007, when the final book was published.
Without the benefit of hindsight, the first five films and their accompanying soundtracks
represented specific chapters in the story without knowing for sure how certain narrative
elements would play out in the end. As such, the production of the films is directly
intertwined with the history of the books, and the interpretations presented by film
directors and composers are directly linked with the information available at the time.
Even so, each collaboration developed a unique narrative perspective, thus
simultaneously guiding the story in its own terms while waiting for Rowling to finish the

series in her terms.

11 Dayid Raksin, “Talking Back: A Hollywood Composer States Case for His Craft,” New York Times,
February 20, 1949,
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Relevance of the Topic

The music in Harry Potter films is representative of many contemporary topics of
discussion in the field of musicology including, but not limited to, (1) the role of music as
both accomplice to and interpreter of narratives in contemporary film, (2) connections
between contemporary film music and popular culture, (3) representation (through music)
of gendered, national, historical, and cosmopolitan identities in film, (4) and the ways
contemporary trends in film music composition and structure reflect traditional, time-
tested musical languages connecting music and dramatic presentation. Furthermore (as
previously stated), an analysis of music for Harry Potter films provides a rare opportunity
to compare the musical approaches of different composers and directors to a continuing
narrative with the same characters.

In addition to exploring each composer’s individual musical contributions to the
narrative, this study also shows how composers have incorporated some cumulative
musical resources from the work of their predecessors and their collaborations with
different film directors, and rejected other musical resources from the work of their
predecessors. Furthermore, the cumulative work of these composers for the Harry Potter
films creates a whole which is different from the work of the individual composer. This
cumulative whole is important to consider because, as I have learned through
conversations with others, most casual observers of the Harry Potter phenomenon are not
aware of who the film composers have been, much less that there have been different
composers for different Harry Potter films. In other words, for many, the Harry Potter
soundtrack begins with The Sorcerer’s Stone and continues through The Order of the

Phoenix without boundaries or interruption—the music is all part of the same story.
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Although this research clearly falls within film music studies, the Harry Potter
film scores can also be examined through the lens of broader musicological studies in
dramatic music. Music, drama, and movement have been combined throughout Western
music history in various ways. Large scale works, such as examples of early opera
emerged in the late sixteenth and early seventeenth centuries in Italy. Later examples
followed in France, Germany, and England. Prior to the twentieth century, ballet was an
integral part of opera house performance. Early operas included sections to be performed
by the corps de ballet, while by the nineteenth century, opera and ballet companies
shared performance spaces, often using the same narratives, costumes, and sets. While
contemporary research on historical opera often highlights the role of music in supporting
plot and text, contemporary research on historical ballet has also shown the role of music
in supporting narratives that use movement. The combination of the two strains of
research are beneficial for film in which dialogue and visuals are equally significant. In
addition to the relevance of comparing music with general film movement, some of the
Harry Potter films (such as Harry Potter and the Goblet of Fire) include scenes with
choreographed dance performed to music.

Many extant historic examples of incidental music for spoken-drama over the last
four centuries are also recognized within the classical music canon (e.g., Purcell’s music
for King Arthur, Mendelssohn’s music for Shakespeare’s 4 Midsummer Night’s Dream,
and Grieg’s music for Ibsen’s Peer Gynt). Although not always included in the
musicological canon, nineteenth-century melodramas often included music that related to
both the performance’s texts and subtexts. During the twentieth century, composers from
these realms of classical and popular music developed methods for accompanying film
visuals and expressing film narratives with music based on strategies used for opera,

ballet, and theater during the previous century. As we will see in Chapters V-VII, the
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varied approaches encompassed in the first five Harry Potter films come out of these
historic models

Although I compare the Harry Potter film music with methods from art and
commercial music, the cumulative compositional approaches (i.e. incorporating and
discarding ideas) of the different composers is similar to processes of musical change in
studies of folklore and cosmopolitan popular cultures. In fact, ideas of continuity and
variation can be ascribed to nearly every aspect of the Harry Potter process. Author
Joanne Rowling herself carried through a one-school-year timeline for each of her seven
novels, varying each “year’s” events to further the progress of the overall narrative.
Within the overall narrative, she uses the continuity of well-known folklore and
mythology to ground her storytelling while simultaneously varying traditional folklore to
make her own statement. Each of the film directors has similarly maintained most
elements of Rowling’s work while making individual choices to figuratively stamp each
film with his own mark. While it is beyond the scope of this paper to identify and
analyze each of these points of continuity and variation, I place this work within a larger
context of collaborative work that not only takes place among those working together at a
given time, but also in dialogue with collaborations already completed.

While I argue that the Harry Potter soundtracks change stylistically with each
collaboration and exhibit evolving philosophies with the maturing subject matter of each
film, it is also true that all five of the film scores follow mainstream film music trends.
Like other film music case studies, this project considers the work of three prominent,
established composers who have been acknowledged in formal ways through industry
awards and informal ways through positive audience reception. While all have received
acclaim for their classical-sounding scores, they each exhibit some versatility. Generally

speaking, Williams, Doyle, and Hooper all employ neo-romantic principles in their
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orchestral compositions for the Harry Potter films. Additionally, Williams wrote mid-
century popular style music for The Prisoner of Azkaban, while current-day popular
musicians contributed three songs for The Goblet of Fire. Likewise, all three composers
wrote music in Britsh-Irish folk styles for specific scenes in the Harry Potter films.
Importantly, all three composers apply dramatic music for Harry Potter films in
traditional, measurable ways.

This analysis is different from a standard comparison of musical approaches
because all three composers discussed (i.e. Williams, Doyle, and Hooper) worked on the
same episodic project at different times. Thus, each responded musically to the same
continuing narrative, the same characters, and in most cases, the same actors playing the
characters. Additionally, Doyle and Hooper had to respond to inherited Harry Potter
music and musical approaches. While beyond the scope of this project, it is also possible
that dialectic exchanges occurred with actors” approaches to their characters and
Rowling’s approach to her narrative after viewing finished films complete with musical
scores.12  This analysis is also different from those that take as a topic multiple scores
for one film (e.g. the many available scores for the silent film Metropolis) because each
of the three composers worked individually on different Harry Potter films within the five
considered here. Thus, each worked with different directors, with different immediate
story-lines, and within the time-restrictions for production of each film (i.e. without the
benefit of hindsight for a film already produced, or the relative leisure of writing an

alternate score for a film already scored).

12 Because 1. K. Rowling had not finished writing the Harry Potter series when filming began, directors
and actors for the first five films did not know how Harry’s story concluded. It is likely that directors and
actors modified their work as the project continued to reflect their increased knowledge of the long-term
narrative goals. It is also possible that J. K. Rowling’s writing of the final novels was affected by seeing
specific actors in the roles of her characters, and seeing her narrative translated into the film medium.
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Academic interest in the role of music as an accomplice to drama on stage and
screen has increased over recent decades. The study of film music has developed within
the larger issues of dramatic music, and alongside interest in music for opera, spoken
drama, and dance. Scholars from the first half of the century sought to define the roles of
music within the film medium—that is to say, to address the question of what music can
and does do for a film. Following closely, other analysts developed methods of
questioning in order to categorize how the music for individual films fulfilled possible
roles. Along the way, scholars paid special attention to notable composers and notable
works. Claudia Gorbman’s Unheard Melodies from the 1980s codified methods for
understanding not only the roles of music, but also the emotional power that music can
hold over the observer. Since the 1980s, various case studies, as will be outlined in the
section on important publications in the field, have addressed how music adds layers of
meaning and emotional response to art film and popular cinema. As previously
mentioned, I integrate research methodologies from both film music studies and scholarly
work on music for live drama in the nineteenth and twentieth centuries.

In addition to using methodologies from classical musicology and film music
research (as is appropriate for Williams’s, Doyle’s, and Hooper’s compositional style and
general approach to drama) I integrate methodologies from music theory, music folklore,
and the anthropology of music to explore film scores and Rowling’s written descriptions
of music, respectively. Methods from music theory offer many of the tools needed to
explore how film music functions musically (rather than how music helps visuals to
function). The latter approaches from folklore and anthropology are also pertinent to this
study because of the wide use of folkloric references both in J. K. Rowling’s original
novels and the diegetic music in movie representations (inclusive of text, visuals, and

music). The other disciplines that have produced analysis of the Harry Potter narrative
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and phenomenon are literary theory, sociology, philosophy, and gender studies. My
areas for research will be presented in the following section as they relate to publications

in the field.

Important Publications in the Field

Readings from many disciplines proved useful in this musical analysis. These
readings come from authors in musicology, ethnomusicology, music theory, film theory,
anthropology, literary theory, and generalized philosophy and critical thinking as it
applies to the former disciplines. In order to address the most specific questions of how
music shapes understanding of Harry Potter films, I draw on newer musicology methods
that are interested in the cultural sphere, as well as methodologies from music theory and

film theory. I have organized my discussion of these readings around areas of research.

Mousic and Drama

Ideas of metaphorical representation in music for dramatic performance can be
traced to historical practices. Research that reflects romantic and neo-romantic musical
aesthetics (as is used by the composers for Harry Potter movies) for drama include Gilles
de Van’s Verdi’s Theater: Creating Drama through Music,13 and Mary Ann Smart’s
Mimomania.l* These books discuss the musical languages and historical meanings on

which the contemporary Harry Potter music is based. In Verdi’s Theater, De Van argues

13 Gilles De Van, Verdi’s Theater: Creating Drama Through Music (Chicago: University of Chicago
Press, 1998).

14 Mary Ann Smart, Mimomania: Music and Gesture in Nineteenth-century Opera (Berkeley: University
of California Press, 2004).
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that Guiseppe Verdi was a dramatist composer who considered theatrical components in
most if not all of his operatic writing. This is in contrast to previous claims that Verdi
simply wrote beautiful melodies to please audiences. Both De Van’s claim and the
evidence he uses to support it are relevant to the discussion of Harry Potter film music
because many film composers, including and especially John Williams, are perceived in
the same way (i.e. as writers of beautiful melodies, certainly, but not always perceived as
dramatists).

Similarly, Smart’s Mimomania explores how several nineteenth-century dramatic
composers represented theatrical movement, narrative, and ideology through music. She
outlines three particularly useful ways that music provides narrative elements that other
theatrical media cannot supply. First, music can expand the physical space beyond the
boundaries of what is seen. This is experienced in several scenes in the Harry Potter
films when hearing precedes seeing, and when sounds are heard from off screen. Second,
music can emphasize movement through synchronization. This strategy is often used in
the Harry Potter films to punctuate humorous actions. Third, music can represent the
internal thoughts of characters. Music is useful in this endeavor when mournful-
sounding melodies alert viewers that Harry is remembering his late parents, and when
more cheerful-sounding music supports Harry’s new friendships. The way music
represents Harry’s emotional world is the topic of Chapter V. Similarly, Pierluigi
Petrobelli’s Music in the Theater argues that the function of dramatic music is to
characterize dramatic discourse in its own terms and establish dramatic temporal

dimensions.!> Like research from Smart and de Van, Petrobelli shows how nineteenth-

15 Pierluigi Petrobelli, Music in the Theater, trans. Roger Parker (Princenton: Princeton University Press,
1994).
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century musical dramatists such as Verdi were able to include both what is seen and what
is not seen in their musical representations.

Some information from Roland John Wiley’s Tchaikovsky’s Ballets is particularly
useful for showing how magic characters, events and places were represented musically
in nineteenth-century ballets.1® For instance, Tchaikovsky represents the odd, and
possibly magical character of Herr Drosselmeyer with the unusual texture of viola,
trombones, and tuba in The Nutcracker. In the same ballet, Tchaikovsky musically
represents the delicate tremble of snowflakes in the land of the Sugar Plum Fairy with a
celesta mustel (which was specially ordered for the first performances).!” These
examples are similar to the ways that John Williams represents the arrival of the
magically odd Knight Bus with a bass clarinet solo, and frosts the music accompanying
the wizarding world with celeste. Similarly, composer Nicholas Hooper uses clarinet to
depict humorous scenerios, and celeste to represent elements of magic.

By using the dramatic precedents set in codified works of the nineteenth century
as comparative examples, I will be better able to show how the work of the three
composers functions dramatically. As described above, these dramatic precedents
include the relationships between music and visual drama, and the elements of the music
itself. These elements of music include theatrical ways of establishing mood, emotion,
and dimension. When we examine what the music is telling us through these dramatic
codes and relationships, we can better understand how music shapes the understanding of

the narrative.

16 Roland John Wiley, Tchaikovsky s Ballets (Oxford: Oxford University Press, 1985).

17 The Parisian builder Auguste Mustel invented the celeste in 1880. The instrument followed in the
footsteps of the dulcitone, invented by Auguste’s father Victor Mustel in 1860.
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Music and Meaning

In asking the question, “how does music shape understanding of Harry Potter
films,” I am guided by writings which interrogate the notion of meaning. Laura
Bohannan’s “Shakespeare in the Bush” reminds readers and scholars that meaning is not
universal, and must be learned through enculturation.18 She provides an example from
her experience explaining Shakespeare’s Hamlet to indigenous Bushmen while on a
research trip to Africa. Although she originally believed that the underlying messages
would be obvious to anyone hearing the story, the Bushmen interpreted the story
differently than she at every turn of the plot. In other words, she believed her
interpretation was obvious because of her cultural viewpoint had taught her to understand
certain narrative codes, while the Bushman championed their interpretation based on the
narrative codes specific to their culture. Specifically, this is relevant to consideration of
the globalized phenomenon of Harry Potter—a British story envisioned by a woman
living in Scotland and re-envisioned for film by male directors from the United States,
Mexico, and Great Britain, with reflecting musical commentary by male composers from
the United States and Great Britain, received by audiences around the world. Although
some believe that music is theoretically absolute, musicologists® and ethnomusicologists’
theories argue that cultural learning teaches listeners to respond to and/or interpret music
in certain ways based on patterns of experience. That is to say, even though many
viewers have been subconciously taught what different musical codes mean by way of a
lifetime exposure to Hollywood films and television (e.g., we know what a love theme
ought to sound like, and likewise, how a danger theme moves us to the edge of our seat),

different people will continue to find new ways of interpreting the sounds they hear. 1

181 aura Bohannan, “Shakespeare in the Bush,” Natural History (August-September, 1966), 28-33.
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recognize the difficulty in putting forth a single interpretation of the Harry Potter film
music, and as such, affirm that my findings—though grounded in objective
methodologies as much as they can be—are still subjective (as the interpretation of music
tends to be) and may only constitute one way of perceiving.

Similarly, Herbert Butterfield’s The Whig Interpretation of History warns against
isogesic interpretations, and especially cautions against accepting history carte-blanche
through the eyes of the so-called “victors.”19 Such interpretations, he argues, are always
skewed. That is to say, I do not claim that the enormous popularity of Harry Potter film
music is an indicator that the soundtracks represent the best of what modern film music
has to offer. Likewise, I do not dismiss the Harry Potter film music because none of the
soundtracks have won an academy award (as Howard Shore’s score for The Lord of the
Rings has, for instance). I consider the research of those who have addressed the Harry
Potter narrative in the context of other disciplines, but also recognize that a musical
analysis of Harry Potter film music offers a different perspective than is provided through
the lens of other disciplines.

Likewise, Lydia Goehr’s The Imaginary Museum of Musical Works: An Essay in
the Philosophy of Music reminds researchers that music is never abstract when
considered within the context of its cultural genesis.29 Whether consciously or not,
composers reflect certain cultural aesthetics and ideologies in the way they compose
music, and music is received during the era of composition and after based on the cultural
ideologies of the listeners. These ideas contribute to methodologies of general analysis of

musical meaning, and also to feminist approaches, such as those of Ruth Solie and Susan

19 Herbert Butterfield, The Whig Interpretation of History (New York: W. W. Norton, 1965).

20 Lydia Goehr, The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music (Oxford:
Clarendon Press, 1992).
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McClary (to be addressed in a following section on gender), of questioning patriarchal
narratives, and reconsidering equality and difference with regard to gendered issues.
Although some claim that seeking meaning is the “death certificate of art,” Sophia
Preston argues that the search for meaning also allows us a way “inside” a work.2!
However, rather than seeing meaning as a singular goal of content, like a kernel inside a

piece of fruit, one must instead accept that meaning is extracted much as

an onion, a construction of layers . . . whose body contains, finally, no
heart, no kernel, no secret, no irreducible principle, nothing except the
infinity of its own envelopes—which envelop nothing other than the unity

of its own surfaces.22

Furthermore, Preston argues that the objectivity required of post-structuralist approaches
requires that writers admit subjectivity by identifying the reasons for their analysis. As
such, I sometimes provide more than one possible interpretation based on findings. For
instance, when I argue that particular approaches are less effective than others, I accept
that this is an act of favoring my own interpretation as a viewer over the intentions of the

composer, and note this in the research as applicable.

Film Music

Approaches to analyzing and writing about music and film are included in

Jonathon Bellman’s 4 Short Guide to Writing About Music, and Timothy Corrigan’s 4

21 sophia Preston, “lconography and Intertextuality: The Discreet Charm of Meaning,” (Sophia Preston,
1998).

22 Roland Barthes, “Style and Its Image,” in Literary Style: A Symposium, ed. Seymour Chatman (London:
Oxford 1971), 10.
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Short Guide to Writing About Film.23 Furthermore, Edward T. Cone ‘s essay “Three
ways of Reading a Detective Story—Or a Brahms Intermezzo,” from his book Music: A
View from Delft, posits that it takes three different types of readings to truly appreciate
either a story with a surprise ending or an unfamiliar piece of music.24 The relevance of
his approach is twofold, as this research concerns the film music for a story in which the
element of mystery is especially important. While the first reading (or listening) allows
enjoyment and the second reading provides opportunity for analysis, only the third and
later readings allow for the synthesis of enjoyment with appreciation for the writer’s
craft—taking in both the style and the structure of the composition.

It is also necessary to inquire how the music in Harry Potter movies fits within the
film music genre of the recent century. Corrigan’s A4 Short Guide to Writing About Film,
already mentioned, defines some basic ways of looking at, understanding, and
categorizing film, mainly in visual and textual terms, with some examples of the
relationship of film with other arts. The appendix from Royal S. Brown’s Overfones and
Undertones: Reading Film Music provides a useful framework of questions for analyzing
film.25 These questions focus on addressing objective aural experiences (i.e. defining
the genre of ensembles used, and taking note of when music is present and not), and are
similar in approach to questions used in musicology and ethnomusicology to describe
roles and functions of music within a given context. The answers to these questions can
then be analyzed to better understand how a film’s soundtrack fulfills the functions of

film music as discussed by Aaron Copland in his article, “Tip to Moviegoers: Take off

23 Jonathon Bellman, 4 Short Guide to Writing about Music (New York: Longman, 1999). Timothy
Corrigan, 4 Short Guide to Writing about Film 2nd ed. (New York: Longman, 1998).

24Edward T. Cone, Music: A View from Delft (Chicago: University of Chicago, 1989).

25 Royal S. Brown, Overtones and Undertones: Reading Film Music (Berkeley: University of California
Press, 1957).
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Those Ear-Muffs,” as well as in the chapter on film music in his book What to listen for
in music.?6 These functions include setting time and place, facilitating narrative and
scene transitions, supporting characters, suggesting emotional responses and
interpretations of the plot, and providing continuity. These functions are described and
discussed by many of the following authors in the course of their work as well, however
Copland’s article addresses them most succinctly.

Richard Arnell and Peter Day’s The Technique of Film Music summarizes the
history of music use in film, beginning with music for drama, silent film, and later, music
for a variety of film types including animation, drama, documentary, ballet, opera, and
filmed musicals.27 Chapters include some notation, some technical explanations of
synchronicity between image and sound, and several interviews with notable film
composers. Though music and information about the Harry Potter composers are not
included, music and information about their contemporaries provide insight about
contemporary practices. The chapters in Arnell and Day’s book regarding functions of
music in sound film help structure my argument regarding what composers Williams,
Doyle, and Hooper do well in the Harry Potter films. Similar to the previous book, Roy
Prendergast’s Film Music summarizes the history of music used in film beginning with
the silent film era.28 It has a larger section on film music from the 1950s to the present,
using many case study examples, although it (too) does not include anything on the
composers who have worked on the Harry Potter films. Although both Prendergast’s and

Arnell’s books discuss film music approaches from earlier times, some information is

26 Aaron Copland, “Tip to Moviegoers: Take off those Ear-Muffs,” The New York Times, November 6,
1949. Aaron Copland, What to listen for in music, intro. William Schuman (New York: Signet Classic,
2002).

27 Richard Arnell and Peter Day, The Technique of Film Music (New York: Hastings House, 1975).

28 Roy M. Prendergast, Film Music: A Neglected Art (New York: Norton, 1992).
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relevant to this study because John Williams models his approach after the precedents set
by earlier film composers from the era of Max Steiner. Furthermore, Prendergast posits a
direct link between nineteenth-century opera and twentieth-century film music, making
the claim that recitative is to dialogue as aria is to soundtrack.

However, other scholars such as Anne Dhu Shapiro challenge Prendergast’s claim
by showing how film music extends directly from nineteenth century melodrama
practices. In her article, “Action Music in American Pantomime and Melodrama, 1730—
1913,” Shapiro shows how theater music (like film music) was “generally wordless and
often woven organically into the dramatic continuum.” Furthermore, the genre was
practiced by generations of musicians who maintained stylistic continuity in contrast to
more formal styles of music (such as opera and ballet) that were “often intentionally
innovative.”??9 Similarly, Martin Marks’s Music and the Silent Film shows how scores
for early film developed, and provides case studies to explore how these scores
effectively supported on-screen drama.30

Laurence MacDonald’s The Invisible Art of Film Music gives very short case
studies for notable films for each year and/or era beginning with 1920.3! There are
several examples given of John Williams’s film music, as well as one for Patrick Doyle.
Case studies are made in written description without notation. Scott D. Paulin’s article,
“Richard Wagner and the Fantasy of Cinematic Unity: The Idea of the Gesamtkunstwerk

in the History and Theory of Film Music” from the book Music and Cinema explores

29 Anne Dhu Shapiro (now McLucas), “Action Music in American Pantomime and Melodrama, 1730~
1913,” American Music, (Winter 1984), 49.

30 Martin Marks, Music and the Silent Film: Contexts and Case Studies, 1895-1924 (New York: Oxford,
1997).

31 Brian McFarlane, “Reading Film and Literature” in The Cambridge Companion to Literature on
Screen, ed. Deborah Cartmell and Imelda Whelehan (Cambridge: Cambridge University Press, 2007), 15-
28.
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how Wagnerian principles of total art (e.g. when collaborative arts are unified in their
presentation goals) shaped twentieth-century film scoring practices.32 He identifies the
seemingly paradoxical matter of integrating music in the effort to create verisimilitude,
and explores differing points of view regarding the level of freedom with which music
should be integrated into film (i.e. level of frequency and level of synchronicity). This
case study is especially useful in the chapter concerning magic and fantasy, and in
showing the varied ways that Harry Potter composers negotiated elements of fantasy with
elements of realism over the arc of the films.*

The work of Darby and Du Bois on American Film Music: Major Composers,
Techniques, Trends, 1915-1990, provides more specific case studies of John Williams’s
music and the work of his contemporaries.34 The chapter concerning John Williams
discusses biographical information as it relates to his career as a film composer, and
examines significant themes from notable soundtracks, showing how each supports either
specific characters or larger narrative ideas. In examining Williams’s themes that have
experienced popular success, they also show how Williams has been type-cast as a
composer for epic action narratives.

Case studies from Music and Cinema, edited by James Buhler, Caryl Flinn, and

David Neumeyer, are also useful for defining the specific ways that music functions in

32 Scott D. Paulin, “Richard Wagner and the Fantasy of Cinematic Unity: The Idea of the
Gesamtkunstwerk in the History and Theory of Film Music,” in Music and Cinema, ed. James Buhler,
Caryl Flinn, and David Neumeyer (Hanover: Wesleyan University Press, 2000), 58-84.

33
I often use the terms “arc” or “contour” to describe the stylistic progression of the four collaborations

over the course of the five Harry Potter films. As we will see, there is a Kantian relationship (i.e., thesis,
antithesis, and synthesis) over the course of the four collaborations that may likewise be described as
having a sonata-like form (i.e, exposition, development, contrast, and recapitulation).

34 william Darby and Jack Du Bois, American Film Music: Major Composers, Techniques, Trends, 191 5-
1990 (Jefferson: MacFarland, 1990).
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contemporary films.35 For instance, Buhler’s case study titled, “Star Wars, Music, and
Myth” explores how Williams’s use of leitmotifs in the Star Wars soundtrack helps
create an aura of myth within the epic tale akin to Wagner’s use of leitmotifs in the Ring
cycle.36  This chapter is useful for examining how Williams’s leitmotifs function
similarly in the Harry Potter saga (i.e. an epic narrative of similar fantastical subject
matter to Star Wars). Justin London’s “Leitmotifs and Musical Reference in the
Classical Film Score” from the same book (Music and Cinema) discusses the parallel
between leitmotifs and proper pronouns in helping to define who’s who in film
narratives.37 He uses the example of Mildred Pearce (with soundtrack composed by
Max Steiner) to show how a non-diegetic film score can identify a character correctly (in
this case by using Mildred’s leitmotif) even when the dialogue gets it wrong (in this case
because she is addressed by another name with connotations of a different role in life). In
following chapters I will show how this relates to John Williams’s use of leitmotifs,
especially in the second Harry Potter movie (The Chamber of Secrets) in which
Williams’s soundtrack identifies clues to the mystery correctly even when the dialogue
might otherwise lead observers astray.

Although over twenty years old, Claudia Gorbman’s Urheard Melodies is
perhaps still the most influential book on the roles of film music.38 In addition to

explaining the history of music in film, she addresses the need for music in film based on

35 James Buhler, Caryl Flinn, and David Neumeyer, Music and Cinema (Hanover: Wesleyan University
Press, 2000).

36 James Bubhler, “Star Wars, Music, and Myth,” in Music and Cinema, ed. James Buhler, Caryl Flinn, and
David Neumeyer (Hanover: Wesleyan University Press, 2000), 33-57.

37 Justin London, “Leitmotifs and Musical Reference in the Classical Film Score,” in Music and Cinema,
ed. James Buhler, Caryl Flinn, and David Neumeyer (Hanover: Wesleyan University Press, 2000), 85-98.

38 Claudia Gorbman, Unheard Melodies: Narrative Film Music (Bloomington: Indiana University Press,
1987).
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cultural aesthetics and ideologies present during the early years of film. Like other
authors (see de Van and Smart) who discuss how music metaphorically reflects live
drama, she explores how music reflects cinematic drama. She uses the term code (rather
than the word metaphor) to describe how music represents ideas. She explains that, “we
may see music as ‘meaning,’ or organizing discourse, on three different levels in any
film.”39 If we listen to a piece of music independently of other activities, we listen to the
structure of the music as it functions within the codes of musical discourse. If we listen
to the same piece of music functioning in a social setting (that is representative of a
cultural context) such as at a restaurant or public park, we observe cultural musical

codes.

Third, music in a film refers to the film—that is, it bears specific formal
relationships to coexistent elements in the film. the various ways in which
it does so shall be called cinematic musical codes. . . 40

She also explores how the use of these codes was emphasized in Max Steiner’s approach
to film composition. This style developed by Steiner and his contemporaries has come to
be known as the Classical cinematic approach, and is followed with variations by the
three composers for the Harry Potter films. Furthermore, she argues that film music
lowers the threshold for accepting the unbelievable, thus freeing the observer from the
limitations of reality in order to experience film at an emotional level. This is especially
important in fantasy films such as the Harry Potter series in which reality is always in

question.

39 Gorbman, Unheard Melodies, 12.

40 Gorbman, Unheard Melodies, 13.
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Similar to Gorbman’s book, Kathyn Kalinak’s Settling the Score: Music in the
Classical Hollywood Film provides descriptions of the main musical elements of
Classical Hollywood style film scores.4! However, while Gorbman presents the
information as a theory of prescription, probing the dramatic rules that composers follow,
Kalinak presents the information as description, showing the effects that composers
sought to achieve. In other words, when we examine the principles that Gorbman sets
forth, we find out how film composer met and meet the varied dramatic ends that Kalinak
describes.

Annahid Kassabian’s Hearing Film: Tracking Identifications in Contemporary
Hollywood Film Music continues Gorbman’s discussion by further distinguishing
personal codes from cultural codes.#2 She posits that the composition and reception of
film scores is based on the relationship between filmgoers’ knowledge and awareness of
a wide range of musics. Furthermore, she argues that popular music in soundtracks
allows for more individual interpretations of the cinematic experience, while original
scores encourage filmgoers to assume a subjective position that might be unfamiliar.
This theory is particularly relevant to the fourth Harry Potter film soundtrack (The Goblet
of Fire), which includes music by contemporary popular musicians in addition to original
orchestrations by Patrick Doyle.

Additionally, Kassabian provides alternative terms and models when Gorbman’s
seem problematic in modern times. For instance, Gorbman differentiates source music
(i.e., diegetic music) from background music (i.e., non-diegetic music), while Kassabian

offers a third term, source-scoring, which describes the music that may be perceived as

41 Kathryn Kalinak, Settling the Score: Music and the Classical Hollywood Film (Madison: University of
Wisconsin, 1992).

42 Annahid Kassabian, Hearing Film: Tracking Identifications in Contemporary Hollywood Film Music
(London: Routledge, 2001).
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both source and background music from different perspectives. This term is particularly
useful for describing music-to-visual relationships in the third and fifth Harry Potter
films, which blur the boundaries between source music and background music.

I also reference the theories put forth by Michel Chion in Audio-vision: Sound on
Screen, in which Chion discusses how music and visuals act in a dialectic fashion—that
is to say, in which the one influences perceptions of the other, and vice-versa.43 In
contrast to Gorbman and Kalinak, who argue music’s worth as the accomplice to film
drama, Chion proposes that the addition of music in film creates (rather than reinforces)
the visual narrative. While Chion’s theories are applicable to the Classical Hollywood
style of film composition (i.c., the style that the Harry Potter composers generally
follow), his discussion is not limited to this genre. As such, his discussion theorizes how
the alchemy of music and film creates perception, rather than either prescribing or

describing a singular method for conveying interpretation.

Music, Metaphor, and Motion

In order to describe more specifically how codes (i.c., metaphors or conventions)
work to create perception from the perspective of music theory research, I am informed
by Larson’s unpublished manuscript Musical Forces as well as Johnson and Larson’s
“Something in the Way She Moves”—Metaphors of Musical Motion,” and Larson and

VanHandel’s “Measuring Musical Forces.”#4 Larson’s research (individually, and with

43 Michel Chion, Audio-Vision: Sound On Screen, ed. and trans. Claudia Gorbman, fwd. Walter Murch
(New York: Columbia University, 1994).

44 steve Larson, Musical Forces: Motion, Metaphor and Meaning (Unpublished manuscript). Mark L.
Johnson and Steve Larson, “ ‘Something in the Way She Moves’—Metaphors of Musical Motion,”
Metaphor and Symbol, 18, no. 2 (2003): 63-84. Steve Larson and Leigh VanHandel, “Measuring Musical
Forces” Music Perception 23, no. 2 (Berkeley: University of California, 2005): 119-136.
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Johnson and VanHandel) provides useful explanations and terminology for how listeners
experience music, and explains metaphors that are often connected with experience of
listening to music. These metaphors are directly connected with many of the ways that
film composers connect visual elements with metaphorical musical equivalents. Simply
put, Larson’s theories explore how metaphors of gravity, magnetism, and inertia can help
explain movement (itself a metaphor) in melody, harmony, and rhythm. By using
metaphors of motion to describe music, one can help explain how music affects the
listener emotionally. For instance, while John Williams’ music tends to use musical
metaphors (such as up, down, fast, slow, etc.) to align with actions and emotions on
screen, Patrick Doyle’s music can be analyzed as metaphorically working against actions
and emotions portrayed visually. Furthermore, Larson and Johnson explain two different
temporal metaphors for music (e.g. a “moving times” metaphor and a “moving observer”
metaphor) and three spatial metaphors for music (e.g. a moving music metaphor, a
musical landscape metaphor, and the metaphor of music as a moving force) that are also
useful for describe the experiences suggested by the film soundtracks.

In special cases, I combine neo-Riemannian methods from Richard Cohn’s
“Maximally Smooth Cycles, Hexatonic Systems, and the Analysis of Late-Romantic
Triadic Progressions,” Brian Hyer’s “Reimag(in)ing Riemann,” and David Lewin’s
“Generalized Musical Intervals and Transformations” to provide an alternative analysis
for some of the Harry Potter themes.#5 These methods include plotting harmonic
progressions on grids of triangles, each representing a triadic harmony. This alternative

to traditional Ramellian analysis is equally appropriate to the neo-romantic approaches

45 Richard Cohn, “Maximally Smooth Cycles, Hexatonic Systems, and the Analysis of Late-Romantic
Triadic Progressions,” Music Analysis 15, n0. 1 (1996): 9-40. Brian Hyer, “Reimag(in)ing Riemann,”
Journal of Music Theory 39 (1995): 101-38. David Lewin, Generalized Musical Intervals and
Transformations (New Haven: Yale University Press, 1987).
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used by the three composers, and also provides visual representations of harmonic
movement that contribute to a layered understanding of musical metaphors for
movement.

Additionally, methodologies from music and dance research, such as those by
Rachel Duerdon and Inger Damsholt provide ways of organizing metaphorical
alignments between music and cinema visuals and between music and cinema narrative.
Duerden’s exploration of the relationships between Arnold Schoenberg’s Verkldrte Nacht
(1899), Richard Dehmel’s poem of the same title from 1896, and re-conceptions as a
choreographed work by Antony Tudor in 1942, and Jiri Kylian in 1975 provides a model
for comparing music, narrative, and movement in order to reveal different layers of
meaning through musical and visual interpretations of text.#6 Likewise, Inger
Damsholt’s unpublished dissertation Choreomusical Discourse: The Relationship
between Dance and Music shows how the relationship between music and gesture is
informed by issues of gender and social ideology.#” She argues that just as the
man/woman relationship is integral to historical notions of (classical) dance so is the
dominant/submissive relationship perceived between music and dance. Thus
contemporary choreographic discourse has eschewed the practice of following music too
closely (or at all, in some cases) in order to exert independence from music. This
argument relates to both the ways that choreography is used with music in the Harry
Potter movies, and also to the levels of synchronicity between music and visuals in

general. Also note how this discussion of hierarchical roles between music and

46 Rachel Chamberlain Duerden, “Transfigurations: Changing Sensibilities in Schoenberg’s Verkldrze
Nachr” (Rachel S. C. Duerden, 2000).

47 Inger Damsholt, “Choreomusical Discourse: The Relationship between Dance and Music” (PhD diss.,
University of Copenhagen, 1999).
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movement is similar to discourse concerning hierarchies between music and text to be

discussed in a following section.

Gender Studies

During the course of my analysis, | explore whether either narrative musical
events or the film score music as a whole are represented in a gendered way. Several
scholarly articles on the topic of Harry Potter, as well as academic work in gender theory
guide my approach to this exploration. Research on Harry Potter from academic
literature spheres focuses on issues of gender in culture and folklore. Mimi R.
Gladstein’s “Feminism and Equal Opportunity: Hermione and the Women of Hogwarts”
argues that Rowling’s tale philosophically exemplifies a tradition of equality.48 Terri
Doughty’s “Locating Harry Potter in the ‘Boys Book’ Market,” addresses issues of
gender in Harry Potter as an expression of popular culture and commercial phenomena.49
Eliza T. Dresang’s “Hermione Granger and the Heritage of Gender” addresses gender
issues in popular culture past and present.50 She explores historical and mythological
associations with the name Hermione, and theoretical questions about the role of
Hermione within Rowling’s narrative. Jann Lacoss’s analysis of gender within Harry
Potter novels in her article “Of Magicals and Muggles: Reversals and Revulsions at

Hogwarts” argues that wizarding culture can be conceived as a cultural paraliel to real-

48 Mimi R. Gladstein, “Feminism and Equal Opportunity: Hermione and the Women of Hogwarts,” in
Harry Potter and Philosophy: If Aristotle Ran Hogwarts, ed. David Baggett and Shawn E. Klein (Chicago:
Open Court, 2004), 49-60.

49 Terri Doughty, “Locating Harry Potter in the ‘Boys Book’ Market,” in The Ivory Tower and Harry
Potter, ed. Lana A. Whited (Columbia: University of Missouri, 2002), 243-260.

S0 Eliza T. Dresang, “Hermione Granger and the Heritage of Gender,” in The vory Tower and Harry
Potter, ed. Lana A. Whited (Columbia: University of Missouri, 2002), 211-242.
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world cultures.51 Therefore, gender, as it is written in Rowling’s text, can be compared
to gender topics in real-world cultures. David Steege’s article “Harry Potter, Tom
Brown, and the British School Story” compares Rowling’s wizarding school culture to
real-world school cultures in other significant works of literature, and in British cultural
history.52 Because Rowling’s story reflects real culture as often as imagined, it offers
many layers of interpretation for film directors to emphasize. These articles are found in
The Ivory Tower and Harry Potter, itself a representation of the trend of academic
interest in the greater Harry Potter phenomenon,53

Judith Butler’s Gender Trouble: Feminism and the Subversion of Identity argues
that concepts of gender have been molded by societies, and Butler deconstructs notions of
fixed identities in favor of constructivist theories.54 However, in Butler’s Bodies That
Matter, she further explains that the performance of gender (i.e. performativity) is not
theatrical.>> Unlike an “act” that happens within limited parameters, performance of
gender is acted out over time. This scholarship is useful for decoding Rowling’s
narrative (written and on screen) with regard to gender construction as it pertains to
music and musical identities. Specifically, I show in Chapter VII how some of Rowling’s
orginal descriptions of performing musicians reflect Butler’s claim of non-fixed

identities, while cinematic depictions of the same musicians represent them in culturally

51 Jann Lacoss, “Of Magicals and Muggles: Reversals and Revulsions at Hogwarts,” in The vory Tower
and Harry Potter, ed. Lana A. Whited (Columbia: University of Missouri 2002), 67-88.

52 pavid K. Steege, “Harry Potter, Tom Brown, and the British School Story,” in The Ivory Tower and
Harry Potter, ed. Lana A. Whited (Columbia: University of Missouri, 2002), 140-158.

53 Lana A. Whited, “Introduction,” in The Ivory Tower and Harry Potter (Columbia: University of
Missouri, 2002), 1-12.

54 Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York: Routledge, 1990).

55 Judith Butler, Bodies that Matter (New York: Routledge, 1993).
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fixed ways. Similarly, Susan Bordo’s article “Feminism, Foucault and the Politics of the
Body” describes the domestication of the feminine body in order to meet cultural
requirements of feminine beauty.>® This reading contributes to my analysis of gender
construction for female characters in musically significant scenes from the fourth movie

(The Goblet of Fire).

Music and Gender

In the realm of feminist methods in musicology, Susan McClary’s Feminine
Endings offers several explorations of how concepts of gender manifest in music, musical
characters, compositional techniques, and audience reception. She writes, “In most
dramatic music, there are both female and male characters, and usually (though not
always) the musical utterances of characters are inflected on the basis of gender.”>7 In
Chapter Two of her book, she describes how a musical vocabulary delineating dramatic
characters and actions developed during the seventeenth-century, and claims that a
culture shift regarding gender ideologies of the time shaped this vocabulary. In contrast
to the Renaissance, during which time males were expected to be more expressive (and
women less expressive), McClary argues that female characters became more expressive
during the early Baroque due to the emerging paradigm in which so-called rational males
used the rhetoric of logic, while so-called emotional females used the rhetoric of
seduction. Likewise, Mauro Calcagno’s article, « ‘Imitar col canto chi parla’:

Monteverdi and the Creation of a Language for Musical Theater” explains how

56 Susan Bordo, “Feminism, Foucault and the Politics of the Body,” in Up Against Foucault, ed. Carole
Ramazanoglu (London: Routledge, 1993), 179-202.

57 Susan McClary, Feminine endings: Music, Gender, and Sexuality (Minneapolis: University of
Minnesota, 1991).
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Monteverdi’s endeavors to imitate speech in his writing for early opera developed into a
system for expressing sentiment and meaning that is still reflected in contemporary
practices.’® Suzanne G. Cusick’s “Gendering Modern Music: Thoughts on the
Monteverdi-Artusi Controversy” similarly addresses how seventeenth-century discourse
regarding compositional approaches sexualized and sensualized the process using the
metaphor of a disobedient body.39 This relates to arguments made in this analysis
regarding the gendering of music in its so-called subordinate role to other cinematic roles.
I am also infomed by these resources to examine how music represents the irrational
dimension, which has been historically associatated with dramatic femininity.

In Chapter Three of Feminine Endings, McClary contrasts the so-called proper
and improper constructions of female sexuality (i.e. between the virgin and the whore)
used in Bizet’s Carmen. While Don José’s virginal sweetheart Micaela is depicted
musically with diatonic melodies, nonphysical rhythms, and simple discourse, the
seductress Carmen is depicted musically with teasing, inflected melodies, physically-
charged rhythms, and seductive discourse. These theories not only apply to the musical
discourse used to seduce filmgoers into the Rowling’s wizarding world, but also more
specifically to the ways that female characters are portrayed with musical themés.
Incidentally, the habafiera rhythm that so many associate with Bizet’s character Carmen
is used to represent a seduction in the fourth Harry Potter film.

Judith Tick’s research in “Passed Away is the Piano Girl: Changes in American
Musical Life 1870-1990” provides generalized information about traditional roles and

spheres for Euro-American male and female music-makers—a topic that relates to the

58 Mauro Calcagno, “ ‘Imitar col canto chi parla’: Monteverdi and the Creation of a Language for Musical
Theater,” Journal of American Musicological Society, 55 no. 3 (2002): 383-431.

59 Suzanne G. Cusick, “Gendering Modern Music: Thoughts on the Monteverdi-Artusi Controversy,”
Journal of the American Musicological Society, 46 no. 1 (1993): 1-25.
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roles and spheres associated with music-making in Rowling’s wizarding world.*®’
Additionally, she defines some of the dichotomies between so-called masculine and
feminine elements in music with regard to performing forces, genres, and musical
qualities. Historical information such as this provides a foundation for the comparison
between gender roles in music-making as presented in Rowling’s novels and represented
in the films.

John Shepherd’s arguments in “Difference and Power in Music” and “Music and
male hegemony” attest that most classical and popular music reinforces social male
hegemonic codes.6! He claims that in society, men dominate women out of fear of
subversive female power, and in classical music, male composers create systems for
dominating music (through pitch and rhythm control) out of fear of the threatening
reminders of encroaching, integrated, relatedness that music signifies. Furthermore, he
argues that voices in classical music are represented in so-called safe ways, withholding
symbolic “fertility of relatively unfettered male/female gender relationships.”62 Voices
used in popular music, though they might suggest an alternative to the dominant male
model, further reflect and reinforce male hegemonic principles through imitation with or
rebellion against classical music principles. This theory is relevant to the discussion of

gender as a larger issue within the Harry Potter film series, particularly with regard to

60

Judith Tick, “Passed Away is the Piano Girl: Changes in American Musical Life 1870-1990,” in
Women Making Music: the Western Art Tradition, 1150-1950, ed. Jane Bowers and Judith Tick (Urbana:
University of Hlinois Press, 1986), 325-348.

61 John Shepherd, “Difference and Power in Music,” in Musicology and Difference: Gender and Sexuality
in Music Scholarship, ed. Ruth A. Solie (Berkeley: University of California, 1993). John Shepherd, “Music
and male hegemony,” in Music and Society: The Politics of Composition, Performance and Reception, ed.
Richard Leppert and Susan McClary (Cambridge: Cabridge University Press, 1987), 151-172.

62 john Shepherd, “Music and male hegemony,” in Music and Society: The Politics of Composition,
Performance and Reception, ed. Richard Leppert and Susan McClary (Cambridge: Cabridge University
Press, 1987), 168.
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reception of the different soundtracks, and the gendered implications of maturing themes
in the continuing narrative. Similarly, Judith Tick’s article on “Charles Ives and Gender
Ideology” describes how Ives recognized the feminization of classical music, especially
during the nineteenth century, and defines ways that he sought to compose music in more
masculine and thoughtful (rather than emotional) ways.63 This research is also relevant
to the choices that the different composers made while writing for the Harry Potter saga.
In later chapters, I argue that some soundtracks include signifiers of both masculinity
and femininity in their orchestral themes, while others include only signifiers of

masculinity.

Representation of the Other

Related to feminist study at the more general level is the question of othering in a
narrative that makes distinct separations between worlds and types of beings. Although
Susan McClary {mentioned above) discusses some ways in which othering is represented
in music, I am also informed by other scholars from outside of musicology. Edward W.
Said’s Orientalism provides description and analysis of the ways that cultures are
Othered through notions of East and West.%4 Likewise, Stuart Hall’s “The Work of
Representation” argues that “Representation means using language to say something
meaningful about, or to represent, the world meaningfully, to other people.”®> For the

purposes of this research, we might consider the metaphor of music as language. Hall

63 Judith Tick, “Charles Ives and Gender Ideology,” in Musicology and Difference: Gender and Sexuality
in Music Scholarship, ed. Ruth Solie (Berkeley: University of California Press, 1993), 83-106.

64 Edward W. Said, Orientalism (New York: Random House, 1979).

65 Stuart Hall, “The Work of Representation,” in Representation: Cultural Representations and Signifying
Practices, ed. Stuart Hall (London: Sage Publications, 1997), 15-54.
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reminds us that representations of and interpretations of race, ethnicity, and otherness are
learned through culture, and are not inherent. Just as language and meaning are learned,
musical language and meaning is also learned. In other words, although music is a
universal phenomenon, it is not a universal language. These ideas are useful in this
project because two distinct cultures (magical and non-magical) are represented in the
Harry Potter narrative, and therefore also in the music. Similarly, there are in-group and
outsider characters that negotiate through Rowling’s wizarding society and they are
represented with various levels of otherness in her text and in the films/film music.
Furthermore, wizards and witches from Eastern regions are represent as musically
“exotic” in the fourth film. Claudia Gorbman’s article “Scoring the Indian: Music in the
Liberal Western” provides specific examples of historical stock music vocabulary for
ethnic others in American film music.66 Likewise, Marian Smith’s and Lisa Arkin’s
work on “National Dance in the Romantic Ballet” provides examples of gestural codes
that were used during the nineteenth-century to depict characters from different lands.67
This information is useful for the discussion of the choreographed performances by
visitors from foreign lands during the fourth film (Goblet of Fire).

Another topic of so-called Otherness in the Harry Potter narratives is the nature of
evil. Two philosophical articles discuss understandings of evil that help describe how
music can metaphorically represent evil. David and Catherine Deavel’s “A Skewed

Reflection: The Nature of Evil” claims that the essence of evil is understood as a

66 Claudia Gorbman, “Scoring the Indian: Music in the Liberal Western,” in Western Music and Its
Others: Difference, Representation, and Appropriation in Music, ed. Georgina Born and David
Hesmondhalgh (Berkeley: University of California Press, 2000), 234-253.

67 Lisa C. Arkin and Marian Smith, “National Dance in the Romantic Ballet,” in Rethinking the Sylph:
Perspectives on the Romantic Ballet, ed. Lynn Garafolo (Middletown: Wesleyan University, 1997).
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privation in relation to that which is whole.%8 Specifically, their article considers the
privations at work in the case of three types of Rowling’s characters: Boggarts,
Dementors, and Voldemort. All three of these evils are represented musically in the film
soundtracks by the Harry Potter composers. In “Voldemort, Boethius, and the
Destructive Effects of Evil,” Jennifer Hart Weed discusses philosophical implications of
evil on both the recipient and perpetrator.69 This réading provides some background
information that is not readily available in readings about drama and music that typically
only deal with non-threatening forms of magic.

Arjun Appadurai’s Modernity at Large speaks: Cultural Dimensions of
Globalization speaks to the ways that culture is experienced, understood, and represented
at a global level.70  Similarly, Dorinne Kondo’s About Face: Performing Race in
Fashion and Theater speaks to the ways that culture is represented on the global stage.”!
Similarly, Diamond’s “Introduction” to the book Performance and Cultural Politics
discusses how issues of theatrical performance are interrelated with matters of political
and cultural power.72 These readings are useful in addressing issues of representing

musical Britishness for a global audience—especially when composers and directors are

68 David Deavel and Catherine Deavel, “A Skewed Reflection: The Nature of Evil,” in Harry Potter and
Philosophy: If Aristotle Ran Hogwarts, ed. David Bagget and Shawn E. Klein (Chicago: Open Court,
2004), 137-147.

69 Jennifer Hart Weed, “Voldemort, Boethius, and the Destructive Effects of Evil,” in Harry Potter and
Philosophy: If Aristotle Ran Hogwarts, ed. David Bagget and Shawn E. Klein (Chicago: Open Court,
2004), 148 -157.

70 Arjun Appadurai, Modernity at Large: Culteral Dimensions of Globalization (Minneapolis: University
of Minnesota, 1996).

71 Dorinne Kondo, About Face: Performing Race in Fashion and Theater (New York: Routledge, 1997).

72 Elin Diamond, “Introduction,” in Performance and Cultural Politics (London: Routledge, 1996).
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from different nations and cultures themselves, and producers are working for

commercial gain.

Literature and Folklore

The Harry Potter films reference previous narratives at different levels. First, the
films are directly related to the preexisting novels written by J. K. Rowling. Second,
both the films and Rowling make regular reference to narratives in folklore and
mythology. Several readings from The Cambridge Companion to Literature on Screen,
edited by Deborah Carmell and Imelda Whelehan explore issues that are relevant to the
study of Harry Potter as it is represented in film.73 Brian McFarlane’s “Reading film
and literature” reviews historic misconceptions about cinematic adaptations of literature
and explores shared ground between film and literature.’4 He argues against previous
conceptions that (1) fidelity to literature is a criterion for judgement, (2) film makes
fewer demands on imaginations than books, (3) some works of literature are more
adaptable than others, and explains that (4) adaptation is only one relationship between
film and literature. While I share McFarlane’s conclusion that fidelity to preexisting
literature need not be a criterion for measuring film success, 1 explore in Chapter V how
significant changes between cinematic choices and preexisting literature can reflect
entirely different interpretations about what is represented in the narrative. Additionally,

throughout the following chapters, I examine how the approaches of the different

73 Deborah Cartmell and Imelda Whelehan, The Cambridge Companion to Literature on Screen
(Cambridge: Cambridge University Press, 2007).

74 Brian McF arlane, “Reading Film and Literature,” in The Cambridge Companion to Literature on
Screen, ed. Deborah Cartmell and Imelda Whelehan (Cambridge: Cambridge University Press, 2007), 15-
28.
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composers make different kinds of demands on listeners’ imaginations. McFarlane’s
third point is also relevant to this discussion because different Harry Potter novels
presented different challenges for the different directors. Furthermore, I will discuss later
how mythology (i.e. a different kind of preexisting literature) is represented
cinematically. With regard to shared ground, McFarlane explores how written and
cinematic narratives address temporality, mobility, and revealing the fullness of
characters. While these matters issues are emphasized in both literature and cinema, they
are approached in different ways. I will examine these matters in the Harry Potter films
in Chapter III.

Linda V. Troost’s “The nineteenth-century novel on film: Jane Austen,” (from
The Cambridge Companion to Literature on Screen, already mentioned) discusses three
cinematic styles for representing historic narratives.”S Her work is relevant to this study
in two ways. First, Rowling’s wizarding world exists within a temporal paradigm that
includes closer cultural proximity to historic practices harkening back even to the middle
ages. Second, Rowling has publicly stated her appreciation for Austen, and has modeled
aspects of her Harry Potter novels after Austen’s works. Also worth mentioning is the
similar use of music as a social signifier in both Rowling’s and Austen’s work. This
issue, as it applies to Austen, is addressed in Annette Davison’s “High fidelity? Music in
Screen Adaptations.”7¢ Returning to discussion of the former article, Troost contrasts the
so-called “Hollywood” approach to adaptation using the so-called “heritage” approach.

While the Hollywood approach tends to (1) take liberties with plot and settings, (2)

75 Linda V. Troost, “The Nineteenth-century Novel on Film: Jane Austen,” in The Cambridge Companion
to Literature on Screen, ed. Deborah Cartmell and Imelda Whelehan (Cambridge: Cambridge University
Press, 2007), 75-89.

76 Annette Davison, “High fidelity? Music in Screen Adaptations,” in The Cambridge Companion to
Literature on Screen, ed. Deborah Cartmell and Imelda Whelehan (Cambridge: Cambridge University
Press, 2007), 212-225.
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idealize time and place, and (3) emphasize impact over authenticity, the heritage
approach tends to (1) adhere to plots and characterizations, (2) emphasize objects and
landscapes of authenticity, and (3) use conservative filming. Although the Hollywood
approach lacks authenticity, the heritage approach lacks sparkle. Troost argues that a
third, more successful, fusion approach has recently emerged that often combines the
authenticity of heritage films—in costuming, location, and scenery—with the reworked
scripts, more sympathetic characterizations, and social commentary relevant to
contemporary times that are common in the Hollywood approach. This argument relates
to the ways that different Harry Potter directors have approached the task of adaptation,
and also how composers have followed suit in the endeavor.

Similarly, I. Q. Hunter’s article “Post-classical fantasy cinema: The Lord of the
Rings” argues that post-classical cinema that includes special effects, hyperreal locations,
hyperreal characters, and set-piece action sequences (as does the Harry Potter film series)
also often includes classical elements such as sequential narratives, character-driven
quests, subordination of special effects to the plot, and the achievement of closure in plot
resolutions.”” Unlike McFarlane who argues against the need for fidelity to original
literature, Hunter points out that fidelity is of greater importance in fantasy film that
derives from preexisting material because the fan-base of readers brings enormous
expectations.

Deborah Cartmell, in her article “Adapting children’s literature” argues that while
adaptations of unknown books often exceed the popularity and long-term success of the

preexisting work, adaptations of classic and popular literature rarely usurp the popularity

771. Q. Hunter, “Post-classical fantasy cinema: The Lord of the Rings,” in The Cambridge Companion to
Literature on Screen, edited by Deborah Cartmell and Imelda Whelehan (Cambridge: Cambridge
University Press, 2007), 154-166.
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and success of the preexisting work.”8 Specifically, she believes this is true of the Harry
Potter series, and posits two main reasons. First, she believes that initial Harry Potter
films were too cautious in their fidelity to the novels, and therefore lack the polish
possible in the film medium. Second, she posits a trend that contemporary books,
including the Harry Potter novels, are more filmic in their writing than films are in their
cinematic visuals. Arguments such as these that analyze the approaches of Harry Potter
film directors are useful when analyzing the approaches of composers in collaboration
with Harry Potter directors.

Another connection that can easily be made between Rowling’s narrative music
and the film scores through the presence of or allusion to musical folklore of the British
Isles. One way that folklore is expressed in the text is through fictional ballads and
songs. Wilgus and Toelken’s Approaches to Ballad Study helps clarify some of the ways
that lyrics in Rowling’s books are representative of Euro-American performance
traditions.” Roger Abrahams’s and George Foss’s Anglo-American Folksong Style
explains traditional differences in ballad sub-genres (e.g. lyric, ballad, and dialogic) and
argues that many ballads use aspects from more than one category.80 This is relevant to
Rowling’s fictional ballads which are not clearly in one subgenre. Alan Bold’s The
Ballad similarly discusses structural patterns in ballads such as number of stresses per
line and accompanying rhyme schemes.8! Likewise, Leslie Shepard’s work on

broadside ballads analyzes textual and contextual meanings in ballad traditions.82

78 Deborah Cartmell and Imelda Whelehan, The Cambridge Companion to Literature on Screen
(Cambridge: Cambridge University Press, 2007).

79 D. K. Wilgus and Barre Toelken, The Ballad and the Scholars: Approaches to Ballad Study (Los
Angeles: William Andrews Clark Memorial Library, 1986).

80 Roger Abrahams and George Foss, Anglo-American Folksong Style (Englewood Cliffs: Prentice Hall,
1968).
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Whited’s “McGonagall’s Prophecy Fulfilled” addresses general folklore within
Rowling’s novels, as well as popular culture surrounding the books and movies as a
phenomenon.83  John Pennington’s critique, “From Elfland to Hogwarts, or the
Aesthetic Trouble with Harry Potter,” challenges Rowling’s use of folklore, and
deconstructs issues surrounding the Harry Potter cultural phenomenon.84 Furthermore,
Philip Nel’s critique of novel to film translation in “Bewitched, Bothered, and Bored:
Harry Potter, the Movie,” further challenges connections between popular culture and
commodification.85 Because the Harry Potter books include references to European folk
music, Jan Ling’s historical summary in A History of European Folk Music is useful for

the cultural allusions in Harry Potter books and films.86

Humor

One major element in Rowling’s novels that has carried through to film versions

is the element of humor. Michael Holquist’s discussion of Rabelais in “Rabelais and His

World” addresses the dual nature of the body as both a site of the grotesque and a site of

81 Alan Bold, The Ballad, (.ondon: Methuen, 1979),
82 Leslie Shepard, The Broadside Ballad: A Study in Origins and Meaning (Hatboro: Legacy, 1978).

83 Lana A. Whited, “McGonagall’s Prophecy Fulfilled,” The Lion and the Unicorn, 27, no. 3 (September
2003): 416-425.

84 John Pennington, “From Elfland to Hogwarts, or the Aesthetic Trouble with Harry Potter,” The Lion and
the Unicorn 26 (2002), 78-97.

85 Philip Nel, “Bewitched, Bothered, and Bored: Harry Potter, the Movie,” Journal of Adolescent and
Adult Literacy, ed. Lori Norton-Meier (Media Literacy, October 2002).

86 Jan Ling, A History of European Folk Music (Rochester: University of Rochester, 1997).
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humor.87 As Rowling’s narrative is full of bodily functions used for both shock and
humor, this reading sheds insight into the historical associations and greater meanings in
the ways that bodily humor is represented, and how it is reflected musically. Examples
of this include “Aunt Marge’s Waltz” (the music used when Harry’s obese Aunt Marge
expands to balloon size), and music that draws attention to other bodily functions such as
passing gas, belching, or the exposure of mucous (i.e. “troll bogies™ [sic] in the second
film).88 Likewise, Thomas Veatch provides formulas in “A Theory of Humor” for
distinguishing how humor is created in Western societies by breaching codes of
conduct.89 A second important element in Rowling’s novels is mystery, an issue
addressed in John Granger’s The Hidden Key to Harry Potter90 Similarly, Richard
Glover’s analysis of narrative metaphoric “echoes” in Rowling’s narrative in “Magic

Leaves Traces” relates directly to issues of narrative and musical themes.%!

Sources

For this analysis, I use DVD and CD versions of the first five Harry Potter films

(currently released), published reductions and orchestral scores, and in some cases, my

87 Michael Holquist, “Rabelais and His World,” in Mikhail Bakhtin, ed. K. Clark and M. Holquist
{Cambridge: Harvard University, 1984), 295-320.

88 Although typically referred to as “boogers” in American slang, some British slang, such as “bogies,” is
kept in the American publications of the novels, and in the English language versions of the films.

89 Thomas Veatch, “A Theory of Humor” Humor, the International Journal of Humor Research, 11, no. 2
(1998): 161-215.

90 3ohn Granger, The Hidden Key to Harry Potter (Hadlock: Zossima, 2002).

91 Richard A. Glover, “Magic Leaves Traces: Echoes, Reflections, and the Fate of Harry Potter,”
MuggleNet.com, November 13, 2005. http://www.mugglenet.com/editorials/editorials/edit-
richardg01.shtml (accessed 11/22/2005).
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own transcriptions. Most importantly, Harry Potter films, Harry Potter original
soundtrack recordings, Harry Potter music reductions, and Harry Potter orchestral scores
are used for clarity in analysis. Additionally, Rowling’s novels include descriptions of
musical events, and texts for fictional songs that help contextualize her original concepts
for music in Harry Potter. Scores and recordings are used to analyze patterns of
connection between the composers’ scores and the directors’ films (with consideration of
Rowling’s original narrative). Study of these connections reveals musical patterns such
as (1) use of leitmotif, (2) use of varying instrumental textures, (3) symbolic
representation of folkloric and narrative musical events, (4) subversion of musical clues
that use metaphors to alert audiences to narrative resolutions, (5) use of musical jokes and
or puns independent (and/or only indirectly related to) of the narrative, and (6)
differences in the ways that the politics of the narrative is represented through music in
the film versus musical description in the books.

In each film, the performing forces for the scores most often includes full
orchestra, although some scenes and/or characters are accompanied by subsets of the
orchestra, sometimes joined by a mixed gender choir singing on words and/or vowels.
All threexcomposers use classical cinematic approaches in writing for the Harry Potter
films.%2 As copies of full scores are not publicly available, a full score analysis is not
possible at this time.

Articles about Harry Potter fans and the Harry Potter phenomenon help with
analysis of public reception to Harry Potter books and films. These articles provide
statistics on book and box-office sales, and report on publicity events that reflect and

reinforce the phenomenon. Published interviews with Daniel Radcliffe, Emma Watson,

92 In this case, the term classical refers to dramatic music approaches to cinema developed prior to the
second world war by film composers such as Max Steiner. It is does not refer to either the Classical era of
music (e.g. 1750-1820) nor necessarily to classical music in general. This will be discussed in greater
detail in the Chapter II1.
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Rupert Grint, and other actors in the Harry Potter films, such as those conducted by
Christy Lemire and Emily Listfield, shed insight into production choices and experiences.
For instance, interviews with Radcliffe, Watson, and Grint mention that all have read at
least some of Rowling’s original novels, and reveal their experiences growing up in
parallel with the characters they play in the films (i.e. Harry,Hermione, and Ron,
respectively). This information relates to issues of continuity between Rowling’s novels
and Warner Bros. movies, and also the ways those actors (who have the most direct
relationship to the story) perceive the evolving narrative.  Similarly, interviews with
Harry Potter directors acknowledge production goals and interpretations of the Harry
Potter narrative. For instance, American director Chris Columbus, a self-proclaimed
“Anglophile,” emphasizes elements of Britishness and magic when he writes or speaks
about the movies, while British director Mike Newell emphasizes elements of everyday
boarding-school culture and real-world analogies in the narrative. Furthermore,
interviews with composers, such as those for John Williams (although typically for
previous film music work) clarify compositional methods and approaches. Interviews
with J. K. Rowling only sometimes address issues of music, but often give insight into
her goals as a producer of media.

While ideally, analysis considers composers’ original intentions, personal
interviews with Harry Potter composers and directors were not available at the time of
this study. However, published statements and interviews given by Harry Potter creators
(including the author, the film directors, the film composers, and actors) are used within
the course of this analysis. Also, I use J. K. Rowling’s original books, which are full of
descriptions of musical events, and lyrics for fictional songs, as source material for

Rowling’s intentions on how music might function within the narrative. Furthermore, I
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use notes from personal conversations with Ken Wannberg, who worked as supervising

music editor with John Williams on two of the Harry Potter films.

Scope of the Project

For this project, consideration of music for the films must include consideration
of Rowling’s original work with regard to described musical events. While I do not
claim that descriptions of musical events should be analyzed in the same manner as music
in manuscript form, scholars from various disciplines including musicology, performance
practice, ethnomusicology, and folklore agree that descriptions of music provide valuable
information. Music as it relates to the Harry Potter narrative (within the narrative itself)
provides information about performance and aesthetic choices as envisioned by Rowling,
as well as the role of music within her imagined wizarding world. In exploring
Rowling’s work, I limit my focus to examples of music and heightened sound that appear
in her text. I do not interrogate other narrative issues in Rowling’s text, such as
interpretations of character development or sociological questions of good and evil, by
comparing them with the ways that these issues are represented by music in films.
Examples of musical events from the first five Harry Potter novels are compared with the
sound tracks from the first five films. Furthermore I use examples from all seven Harry
Potter novels (using examples from novels number six and seven when appropriate) to
support the hypothesis that Rowling’s musical events include opportunities for equality
between genders and ages while movie representations of the same musical events often
revert to traditionally hierarchical and male hegemonic models.

Most clearly, analysis of the Harry Potter film music requires consideration of the

five Harry Potter films currently available. Additional resources in this area include
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published audio recordings and scores. Because full scores of the film soundtracks are
only available for limited viewing in archives, I will only include analysis of full scores
when relevant. However, the focus of this project (i.e. on the dramatic experience created
by the soundtracks) can generally be addressed without full-score analysis. My research
does not consider the film music for the final installments of the Harry Potter saga yet to
be released. In addition to the necessity of this stopping point due to practical time
limitations, conclusion of research with the fifth Harry Potter film follows a natural
boundary within the production periodicity of the franchise. In other words, according to
Warner Bros. statements, there will be no other Harry Potter film composers other than
those who have already worked on the project. As previously stated, composer Nicholas
Hooper returned to the project with director David Yates for the sixth film which was
released in theaters in summer of 2009, and composer John Williams is scheduled to
return to the project for the final, two-part movie to be released in 2010 and 2011.
Therefore this research considers Harry Potter film music by all the composers who will
have worked on the films at their conclusion, and considers all but one of the
composer/director teams that will have collaborated by the saga’s conclusion.

The topical focus of this research is the comparative analysis of film music from
Harry Potter. It is not, however, a comparative analysis of the life work of the three
composers who have contributed to Harry Potter films. Although exploration of
compositional style is important to a comparative analysis of the composers’
contributions, I limit my analytical exploration to their work as presented in the Harry
Potter films, and give only peripheral consideration of the composers’ other works as
needed. While existing examination and research on these three composers guides my
investigation, it is beyond the scope of this research to analytically compare each

composer’s work on Harry Potter with work for their other projects.
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Additionally, I investigate collaborative production decisions that affect and are
affected by the film music. Perhaps the most visible collaboration is that between the
composer and the director of each film. Several published interviews include statements
from Harry Potter film directors that outline dramatic goals for each film and articulate
working relationships between the composer and director (and thus between the film
visuals and audio). Again, I limit my investigation to the topic of the Harry Potter films,
which includes the contributions of four well-known directors, but does not extend into a
full comparison with other films involving these directors.

The decision to explore music in Harry Potter movies is certainly warranted by
the amazing success achieved by the Harry Potter franchise. However, there will be
many aspects of the Harry Potter franchise, even including music, that I will not address.
In the course of discussing the role of music in these films, it will be necessary to point
out some effective choices made by others in the production of these films. It is beyond
the scope of this paper, however, to provide a complete analysis for all roles in the
filmmaking process (e.g. casting, costuming, scenery, camera work, lighting, etc.). Many
popular Harry Potter fan websites provide useful information regarding film productions,
interviews, and public reception, however I will not be addressing the role of these
websites as part of the Harry Potter phenomenon. Likewise, several fan-based garage
bands have adopted wizarding names, and written songs alluding to Harry Potter’s world.
Although related to Harry Potter music, I do not include discussion of these bands (or
other musical endeavors, such as the Very Potter Musical) in this paper. Simple video
games with accompanying music exist as extras on the Harry Potter DVDs, but are also
not considered in my analysis. Others tell me that there are more complex Harry Potter

video games available for those acquainted with playstation technology. However, in
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limiting my focus to the musical scores for the five films, I do not include any music

contributing to the success of these games in my final analysis.

Methodology

Much as I will describe a contour of approaches and effects (i.e., how the styles
align on a spectrum of possibilities) between music and visuals in Harry Potter films, so
too will this research examine different methodologies within a contour of approaches in
order to achieve different kinds of results. In Chapter 11, I use approaches from
musicology in order to compare the challenges filmmakers encountered, the major
decisions that the filmmakers made, and the responses that filmgoers gave to each of the
first five Harry Potter films. This approach gives us a detailed, foundational picture of
the production history and reception of each film. In Chapters III and IV, I use
methodologies from research on the Classical Hollywood film style to interrogate the
technical, inner-working relationship between music, visuals, and texts in each film.
When we examine the musical plumbing of each film, we are able to clearly see how
music plays an important role in the varied aesthetic styles exhibited in the films. In
Chapters V and VI, I use methodologies from and research on nineteenth and twentieth-
century music for drama in order to explore how the varied musical approaches achieve
and influence the cumulative effect of the drama. When we know how different pieces of
music symbolically create specific narrative motifs over the course of the films, we are
better able to understand the importance of the varied narrative messages that each film
conveys about Rowling’s topics of love, loss and death, mystery and the rise of evil,
solidarity and the conquest of evil, and magic and humor. In Chapter VII, T use

epistemological approaches from performance practice, ethnomusicology and
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anthropology in order to compare how source music examples in the films stack up with
source music descriptions in Rowling’s original novels—that is to say, music description
without music notation. When we compare the “when, who, what, where, and how” of
Rowling’s music event descriptions with the film representations, we see how some
narrative social messages are altered in the films from Rowling’s original intentions in
the books. For instance, when we compare when musical events happen, who performs
music, who listens to music, what performing forces are used, what organization of
performers is used, what direct and indirect affects the music has on the event, we learn
about the social and/or magical powers associated with music-making in the story, and
about who benefits from the power.

Over the course of the chapters, I apply questions from musicology and general
music theory to the history of the Harry Potter film music and the music itself.
Applicable questions include those addressing biographical information about composers,
directors, and J. K. Rowling herself, timelines for major production events for the Harry
Potter franchise, historical and cultural influences on the franchise, and formal and
informal public reception to the Harry Potter novels and films. General music analysis
addresses melodic contour, harmony, rhythm, meter, dynamics, articulations, form and
periodicity, and performing forces in the Harry Potter scores. My theoretical analysis of
this film music is also informed by contemporary music theory methods including
Schenkerian and Neo-Riemannian analysis.93

Additionally, I investigate the relationship between music, text, and cinema in

films I-V in the Harry Potter series using resources from film theory, philosophy, and

One goal of Schenkerian analysis is to reduce compositions to their core pitches. This method can be
useful for comparing leitmotifs that sound different but share many structural pitches. One form of Neo-
Riemannian analysis shows relationships between parallel harmonies on grids (“Tonnetzen) that may not
otherwise be apparent through a traditional harmonic analysis. I use this method to explain the harmonic
progressions in one of John Williams’s pieces for the third film.
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dance. Questions summarized from the guiding literature on film music history and
analysis include addressing film score performing forces and genre, and contrasts
between silence and sound, and source music (diegetic) and background music (non-
diegetic). Additionally, these methods advocate addressing how music establishes time
and place, transitions scenes, supports actions, connects narrative threads, and facilitates
emotional response. My methods for analyzing musical metaphors in the films are
likewise informed by research in music and movement, such as Damsholt and Duerdon’s
guidelines for choreo-musical analysis as it relates to on-screen movement and narrative,
and Larson’s suggestions for metaphoric descriptions to explain how the music is
functioning. Using these methods, I will be able to show how the film scores either align
in parallel with cinematic elements or in counterpoint to them.

Although proving intention is not always necessary in music analysis, I follow
epistemological approaches from musicology and ethnomusicology by considering the
intentions of the Harry Potter author, directors, and composers in order to show how the
film music facilitates greater understanding of the films as a whole. Many of these
intentions are found through analysis of published statements. Personal correspondence
with individuals associated with the Harry Potter film music process is used whenever

possible.

Chapter QOutline

Following this introduction, Chapter II provides a history of the Harry Potter
franchise as it pertains to film production, film scoring, and reception. I also include a
summarized history of Rowling’s work, including a timeline of the books’ genesis,

publication, and public reception. In my discussion of Harry Potter movie productions, I
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examine major production decisions, beginning with production company decisions in
hiring the different directors and composers for the films, filmmaker intentions and
decisions pertaining to film location, set designs, color schema, soundscapes, and musical
approaches. T also include information about the timeline of production, and explore
public reception for each film. I show how filmmaker intentions changed for each film,
how production decisions reflected these changes, and how audiences acknowledged
these changes much as the filmmakers had intended them.

For instance, the first collaborators (director Chris Columbus and composer John
Williams) sought to make a faithful, classic family film with a theatrical score, and
viewers either liked or disliked the first two films based on appreciation of the faithful,
theatrical approach. The second collaborators (director Alfonso Cuarén and composer
John Williams) sought to make a more independently artistic film that expanded the
dimensions of Harry’s world with both visuals and music, and viewers either loved or
hated the third film based on appreciation for the new creative approach that broke
continuity with the first two installments. The third collaborators (director Mike Newell
and Patrick Doyle) sought to scale back the Hollywood-style excesses (in both visuals
and music) in order to emphasize the core human drama of a teenage thriller, and
likewise, viewers liked and disliked the film based on their preference for the new
realistic emphasis (though minus the flourish and panache Cuarén and Williams had
brought). The fourth collaborators (director David Yates and Nicholas Hooper) sought to
make an emotional, psychological drama depicting Harry’s emotional journey, and
viewers responded favorably or not based on appreciation of dramatic nuance (versus
thrilling action). Additionally, I show how viewers and listeners became more and less

receptive to later approaches based on expectations established by the first films.
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Moreover, I discuss how viewer opinions sometimes changed over the course of the
films.

Chapters IIT and TV, will explore the roles of music in film as they function within
the Harry Potter films. The roles of music in relationship with film text include
convergence with dialogue, with diegetic sounds, and with narrative subtexts. The roles
of music in relationship with film visuals include setting era and place, depicting the
passage of time, providing transitions between scenes, emphasizing action and
heightening dramatic points, as well as reflecting camera angle and tone color. There is
also a relationship between specific musical events and the soundtrack as a whole, as well
as a relationship between the soundtrack and the general musical knowledge that
audience members bring to their viewing experience. As such, some of the roles of
music with other music include volume level, contrasts between diegetic and non-diegetic
music, connections and disruptions between musical sections, allusions to previously
composed music, and leitmotifs. Tying these relationships together is the emotional
quality that music facilitates for the observer. As a model for finding how the Harry
Potter scores address the matters above, the two parts of Chapters I1I and I'V will examine
how Claudia Gorbman’s seven principles of Classical Hollywood style film music are
varied in the first five films.

In Chapter III, I show how music in the first five Harry Potter films establishes
geographical, social, and cultural landscapes, as well as the fantasy dimension.

Moreover, I show how the varied approaches in the first five films establish different
relationships between these landscapes and the viewer. While the music in each film
establishes some sort of landscape for each installment, these landscapes are not always
congruent with those established in previous and later films in the sequence. Moreover,

sometimes the musical approaches involve the audience in the landscapes as observers,
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while at other times, the musical approaches involve viewers as virtual participants. In
Chapter IV, I show how the Harry Potter film scores carry us from the beginning to end
of each film, indicate the limits of film story in the opening and closing scenes, and
provide continuity, and unity, and showing us what each film is really about. Sometimes
musical markers at film beginnings, endings, and points of continuity are congruent and
symmetrical, while in some films the musical markers are complementary—Ilike yin-yang
opposites.

The next chapters consider how the cumulative work of composers Williams,
Doyle, and Hooper supports important continued narrative themes. In Chapter V and VI,
I analyze how changing musical metaphors for important narrative elements in the scores
from Williams, Doyle, and Hooper overtly change the narrative interpretation of each
film. In part one, I address the series of leitmotifs and major thematic material depicting
Harry’s emotional and philosophical world. The discussion of these leitmotifs is
categorized by those depicting love, loss and death, mystery and the rise of evil, and the
conquest of evil. By analyzing the musical metaphors in these leitmotifs, I show how
Harry’s feelings of love and loss become more nuanced over the course of the films, how
the representation of death changes from the objective to the emotionally subjective, how
the nature of evil shifts—aligning with varied philosophies of good and evil, and how the
conquest of evil is represented with various qualities of emotional integrity rather than
with wit, skill, or strength.

In Chapter VI, I address motifs, larger themes, and set-pieces that reflect varied
approaches to the roles of magic and fantasy, and to the representation of humor. I show
how the contour of musical approaches over the course of the films directly relates to the
filmmakers’ intended emphasis on the fantasy dimension. Furthermore, I show how the

changes to Williams’s leitmotif “Hedwig’s Theme” over the course of the series indicates
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shifts in the nature of the fantasy dimension. Additionally, I show how the nature of
humor (i.e., another kind of violation of the rational dimension) changes over the course
of the films with the contour of musical approaches—from lighthearted, to bawdy, to
macabre, to satirical forms of humor.

Chapter VII considers how Rowling’s descriptions of musical folklore and
vernacular music from the Harry Potter novels are represented in film visuals and in film
audio.94 Special attention is given to comparisons between the social messages
suggested by Rowling’s descriptions of music and their subsequent representation on
screen. I argue that Rowling’s descriptions of musical events suggest a less hierarchical,
more gender—equal environment than has historically existed even in the Western
countries in which her books are perhaps most popular. In contrast, movie
representations of the same musical events tend to revert to more hierarchical, male-
dominated models of traditional Western culture.

Because different narrative themes are emphasized with music for each film, the
cumulative experience of the films also changes. Over the course of the films, the music
becomes less representative of magic, and more representative of the rise of evil and its
conquest. Themes of friendship, mystery, and humor find homes in most of the films, but
are emphasized in only some. While all films deal with loss and death, early films
address loss in a more general, removed sense while later films include more specific
representations of death itself. Likewise, research from the second and third chapters
shows how the film music engages viewers at different levels, and engages with the
forms of each film to different degrees. A conclusion will synthesize the finished

research and analysis with a brief summary of findings for each film in turn.

The term “vernacular” is borrowed from the discipline of folklore, and is used to describe musical
practices that are part of everyday life, but fall in the crease between institutional practices (such as western
classical music) and folk traditions. Some examples of vernacular music in the Harry Potter films include
hymns, marches, and alma mater tunes.
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TRANSFERRING AND TRANSFORMING VISIONS FROM PAGE TO SCREEN: A

HISTORY OF PRODUCTION, AESTHETICS, AND RECEPTION IN THE HARRY

POTTER FILMS

Introduction

Although the films share many traits, the most significant of which is their direct

link to J. K. Rowling’s Harry Potter novel series, the films are also very different from

one another. The differences are due in large part to the four different director/composer

collaborations over the course of the films, as represented in table 2.1.

Table 2.1. Director and composer collaborations for the first five Harry Potter films

Film Title Director Composer Year
1. The Sorcerer’s Stone Chris Columbus John Williams 2001
The Chamber of Secrets Chris Columbus John Williams 2002
2. The Prisoner of Azkaban Alfonso Cuarén John Williams 2004
3. The Goblet of Fire Mike Newell Patrick Doyle 2005
4. The Order of the Phoenix David Yates Nicholas Hooper 2007
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Through published statements, I show how each of the four Harry Potter directors
brought a unique perspective to each film—which was then reflected by the three
composers (who also brought unique musical perspectives), and how each approach was
received by audiences, fans, and critics. Although some critics perceived differences in
quality between the films and accompanying film music, the most significant perceived
differences between the films concern the aesthetic styles of narrative visuals and
accompanying music.

Any perusal of Harry Potter internet fan site discussions (e.g. HPana, Mugglenet,
the Leaky Cauldron, and so on) reveals that fans, also, perceive strong aesthetic
differences between the different films.”5 On one hand, fans agree that all the films in
the series follow the main events of Rowling’s original narrative, that they all belong to
the fantasy genre, and that they become increasingly darker in tone and subject matter
over the course of the series. On the other hand, fans acknowledge subgenres in the
series as well—the first two films are the faithful “classics,” the third is the liberally
interpreted “art-film,” the fourth is the action-packed “thriller,” and the fifth is the
modern psychological, emotional “drama.”

Similarly, while all the Harry Potter musical soundtracks use orchestral forces and
have all been described as “colorful,” listeners perceive differences between the musical
approaches of each collaboration. As we will see, Williams’s music for the first two
films (with Chris Columbus) is often described as theatrically “magical,” Williams’s
music for the third film (with Alfonso Cuardn) is hauntingly beautiful and “enchanting,”
Doyle’s music for the fourth film is brooding, exciting, and “regal,” and Hooper’s music

for the fifth film is an energetic and “delicious” stream of consciousness. Table 2.2

95 These perceived difference align with changes in director—that is to say that the first two films are
perceived with the same aesthetic and also have the same director. All the other films (i.e. with different
directors) are perceived differently.
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shows how different reviewers from one website use a variety of adjectives to describe
the music from each of the films. The lists include adjectives used to characterize both
the overall musical content and specific musical themes. Although some words, like
“beautiful,” “regal,” “dark,” and others are used for more than one film, the collection of
adjectives used for each soundtrack is distinct and speaks to some of the ways that

reviewers perceive differences between the musical soundtracks.

Table 2.2 Adjectives used by reviewers to describe thematic music material and overall
music content in the first five Harry Potter soundtracks

Stone Chamber Prisoner Goblet Order
comical beautiful beautiful beautiful celebratory
dramatic colorful classical darker classical
exciting delightful comedic dramatic delicious
glorious fantastical delightful gloomy elegant
grandiose glorious darkest yet grand emotive
magical heroic medieval- jaunty insistent
majestic quirky like less- jaunty
mysterious soaring moody magical ominous
playful spooky powerful ominous original
poignant vibrant reflective more regal rhythmic
regal scary rich rousing
robust tender sweeping soaring
romantic wacky theatrical
sweeping wild

threatening

This chart lists adjectives (in alphabetical order) used in music reviews of the first five Harry Potter film
soundtracks posted on the website Music from the Movies (http://www.musicfromthemovies.com). While
some adjectives (such as “glorious,” and “dramatic”) are used to describe music from more than one film,
the collection of adjectives used for each musical soundtrack is distinct. This supports my claim that
viewers perceive differences between the different musical soundtracks.

Indeed, the individual tastes of fans tend to align with the aesthetics of one or two,
but not all of the films. Some prefer the fidelity and magic of the earlier films, and

dislike the looser interpretations in the later films. Other fans only tolerate the first, so-
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called “by-the-numbers” films, but positively engage with the later, darker, more
creatively crafted films. Still others claim that the third (i.e. the middle) film is the only
one of the current five that gets it right, by balancing classicism with creativity. Opinions
about the musical soundtrack tend to align with opinions about each film as a whole. For
instance, one colleague recently claimed to me that the first two films (directed by Chris
Columbus with music by John Williams) are the only ones that interpret the narrative as
he had read it in the Rowling novels—a position I have heard from many others as well.
As such, he adamantly believes that the producers at Warner Brothers should have
retained the services of Columbus and Williams for the rest of the films, arguing that the
series should have been handled like all the other great epic series (e.g. Star Wars, The
Lord of the Rings, and so on) that use the same production team throughout. While my
research won’t necessarily change his (or any other fan’s) opinion, I argue that the
exploration of production changes and public reception in the Harry Potter films is
important exactly because this is the only series of its magnitude that has regularly
changed directors and composers.

Some salient points about the timeline of Rowling’s original novels and the
mercurial rise of the Harry Potter phenomenon in general will assist our understanding of
the approaches to aesthetics in the films and the reception to these approaches. Within a
ten year span, Joanne Rowling went from unknown author to millionaire, and her
product, the Harry Potter series, became one of the UK’s biggest cultural exports ever.96
Numbers in the millions—inclusive of first print runs of some of the books, subsequent
film budgets, and box office ticket receipts—provide some tangible evidence of the depth

and breadth of the Harry Potter phenomenon and its significant cultural influence on

96 BBC, “The Potter Phenomenon,” BBC.com, February 18, 2003.
http://news.bbc.co.uk/2/hi/entertainment/820885.stm (accessed March 16, 2008).



69

people in contemporary times. I summarize the main events in the genesis and
publication timeline of the books, and the aspects of reception to the books that created a
worldwide stir in the following list of significant statistics and key events in the history

and timeline of Harry Potter (adapted from Susan Gunelius).9”

e 1990, July: J. K. Rowling begins writing Harry Potter (in note form) while on a train
from Manchester to London

e 1995, December: J. K. Rowling completes the final manuscript for Harry Potter and
the Philosopher’s Stone. Twelve publishers passed on Rowling’s book, including
Penguin, Transworld, and HarperCollins

e 1996, February: J. K. Rowling signs a contract with Christopher Little Literary
Agency. Later that year, Bloomsbury pays Rowling a $6,500 advance in order to
publish the book.

o 1997, June: Harry Potter and the Philospher’s Stone is released in Britain.
Bloomsbury auctions off the rights to publish the book in the United States. Arthur
Levine (Scholastic) wins the bid for an unprecedented $105,000.

e 1997, November: Rowling’s work wins the first of many prizes: the prestigious
Smarties Book Award.98

o 1998, July: Book two, Harry Potter and the Chamber of Secrets, is released in
Britain. One month later, the renamed first book, Harry Potter and the Sorcerer’s
Stone, is released in the United States.

e 1998, October: J. K. Rowling agrees to sell the film and merchandising rights for the
Harry Potter franchise to Warner Brothers. The contract stipulates that Rowling
would maintain some decision-making authority.99

97 Susan Gunelius, Harry Potter: The Story of a Global Business Phenomenon (New York: Palgrave
Macmillan, 2008), 9-10, 23-24.

98 BBC, “The Potter Phenomenon,” BBC News, February 18, 2003.
http://news.bbc.co.uk/2/hi/entertainment/820885.stm (accessed March 16, 2008).

99 1bid.
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e 1999, June: Book two is released in the United States. Later in the summer, book
three, Harry Potter and the Prisoner of Azkaban, is released first in Britain then in the
United States.

e 1999, October: A group of parents in the US accuse the books of depicting “sheer
evil.” Select school and church authorities in both the United States and Britain make
moves to keep the books off of school library bookshelves and out of the

classroom.100

e 2000, June: Queen Elizabeth 1l names Rowling an Officer of the Order of the British
Empire.

e 2000, July: Book four, Harry Potter and the Goblet of Fire, is released
simultaneously in Britain and the United States at midnight on July 8.

e 2001, November: The first movie, Harry Potter and the Sorcerer’s Stone, is released
around the world.

e 2002, November: The second movie, Harry Potter and the Chamber of Secrets,
opens in theaters.

e 2003, June: Book five, Harry Potter and the Order of the Phoenix, is released
simultaneously in Britain and the United States at midnight on June 21.

e 2004, early: J. K. Rowling launches her website at www.jkrowling.com. Millions of
official and unofficial web pages are now related to the Harry Potter phenomenon,
from publisher and producer sites, to fan sites, fan fiction, role playing, and fan
bands, to conventions, and vacations and tours. 101

e 2004, June: The third movie, Harry Potter and the Pisoner of Azkaban, opens in
theaters.

e 2005, July: Book six, Harry Potter and the Half-Blood Prince, is released
simultaneously in Britain and the United States at midnight on July 16. In the United

States, the book becomes the best-selling novel of 2005.102

100 1piq.

101 gysan Gunelius, Harry Potter: The Story of a Global Business Phenomenon, 103, 120.

102 BB, “Potter is US best-seller of 2005,” BBC News, January 7, 2006.
http://news.bbe.co.uk/2/hi/entertainment/4590140.stm (accessed January 11, 2006).
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e 2005, November: The fourth movie, Harry Potter and the Goblet of Fire, opens in
theaters.

e 2006, April: An asteroid is named after Rowling. The following month, a newly
discovered pachycephalosaurid dinosaur is named Dracorex hogwartsia in reference
to Rowling’s wizarding world.

e 2007, May: Warner Brothers and Rowling reach an agreement on plans for a Harry
Potter theme park.

e 2007, July: The fifth movie, Harry Potter and the Order of the Phoenix, opens in
theaters. The seventh book, Harry Potter and the Deathly Hallows, is released
simultaneously in Britain and the United States at midnight on July 21.

e The first five Harry Potter films earned worldwide box office grosses of over $4
billion.

e Over 400 million copies of the seven books in the Harry Potter series have been sold
worlwide.

e The Harry Potter books have been translated into 64 languages.
e J. Rowling is estimated to be worth over $1 billion, more than Queen Elizabeth II.

e 2009, July: The sixth movie, Harry Potter and the Half-Blood Prince, opens in
theaters.

e 2010: The seventh movie, Harry Potter and the Deathly Hallows, Part I, is
scheduled to open in theaters.

e 2011: The eighth movie, Harry Potter and the Deathly Hallows, Part 11, is scheduled
to open in theaters.

One intriguing element of the book and film timelines, as shown above, is that no
one aside from Rowling knew how the books would end at the time that the film series
began. This tension of the unknown created a dynamic relationship between the
publication of the books and films. As one blogger pointed out, there has been a great

synergy between the movie and publishing business,
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The books therefore became more of a craze with the release of the
movies, which then amplified the desire for future movies. . . . [which]
themselves represent an interesting experiment. . .as the series has
experienced four very different directors, each surprisingly lending a
unique touch to the series.103

Producer David Barron confirmed the intention for the different feel of each Harry Potter

film when he spoke retrospectively about the five available films, saying,

I think they have to feel like different films. . . . It’s very important to us
that they are very different films, and it would be to the audience. Jo
[Rowling], again in speaking to the way she approaches the books tonally,
always makes them different, which is why they’re always exciting to
read. It’s not that difficult to make the films different, because we start
with source material that is the same, but different.104

Similarly, a Los Angeles Times article noted the synergy between the different movies

themselves.

Viewed as a whole, the Potter movies are shaping up to be a fascinating
experiment in big-budget filmmaking. Using the same J.K. Rowling
source material, the same screenwriter (the excellent Steve Kloves)!05
largely the same cast but a variety of directors, the Potter pictures have
ended up reflecting the sensibility of their filmmaker more than that of the

author. 106

103 Teqd Pigeon, “Great Movies Can Come From Anywhere,” The Ted Pigeon Blogspot, entry posted July
23,2007, http://tedpigeon.blogspot.com/2007/07/not-every-movie-can-be-great-but-great.html (accessed
March 18, 2008).

104 Movie Magic, “Countdown to The Half-Blood Prince!” Life Story, October 6, 2008, 15.

105 Steve Kloves wrote for the first four films, Michael Goldenburg wrote for the fifth film, and Kloves
returneed to write for the final installments.

106 Kenneth Turan, “’Harry Potter and the Goblet of Fire’ movie review.” Los Angeles Times, November
17, 2005. http://www.calendarlive.com/movies/turan/cl-et-harrypotter18nov18,0,410738.story (accessed
March 10, 2008).
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Table 2.3 gives us another perspective of the synergy between Harry Potter books
and films. As we can see from the timeline, books and films were released in tandem,
and new filming often began as previous films were released (and sometimes before). In
the endeavor to capitalize on the story’s popularity, the first films were released before

the series had been completely finished.

Table 2.3. Timeline of Harry Potter book releases, filming, and film releases

Year  Books released Filming begins Films released
1997 The Philosopher’s Stone (UK)

1998 The Chamber of Secrets (UK)
The Sorcerer’s Stone (US)
1999 The Chamber of Secrets (US)

The Prisoner of Azkaban
2000 The Goblet of Fire The Sorcerer’s Stone
2001 The Chamber of Secrets The Sorcerer’s Stone
2002 The Chamber of Secrets
2003 The Order of the Phoenix The Prisoner of Azkaban
2004 The Goblet of Fire The Prisoner of Azkaban
2005 The Half-Blood Prince | The Goblet of Fire
2006 The Order of the Phoenix
2007 The Deathly Hallows The Half-Blood Prince The Order of the Phoenix
2008
2009 The Deathly Hallows, Parts I-11 The Half-Blood Prince
2010 The Deathly Hallows, I
2011 The Deathly Hallows, 11

This table shows the timeline relationship between the release of the Harry Potter novels, the creation of
the Harry Potter films, and the release of the Harry Potter films. The information here supports others
claims of a dialectic exchange between fan anticipation for both books and films. Additionally one can see,
filming began before the series of novels had been completed.. Moreover, filming began for some of the
films before the previous film had been released.

As others have pointed out, regardless of the staying power of the series, the

Harry Potter phenomenon—both as books and films—has been recorded as an experience
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of this moment in time. Like a cultural fly in amber, no other generation will read the
books without knowing how the series ends. Likewise, we are, right now, in an un-
reproducible, liminal time in which we do not know how the narrative will be represented
in the versions of the final films. One aspect of the media versions that deserves
consideration is the role of music as interpretive accomplice for the Harry Potter films
that have been seen by so many. In this chapter, I explore responses to the musical
soundtracks as they were released and compared later to the subsequent soundtracks.

Like so many literary adaptations, it would have been impossible for any of the
Harry Potter films to capture all of the descriptive richness, the detailed complexity, and
the nuanced subtlety of Rowling’s novels in a two-hour cinematic experience. As such,
each Harry Potter director had to make choices about what narrative elements to
emphasize and how these elements should be presented cinematically. Likewise, each
Harry Potter composer made choices about which kind of music to write and how it
would be applied to the narrative in order to support the director’s goals. What were
these goals? How did they decide? What choices did they make to manifest these goals?
How did each director/composer team choose differently? How did audiences respond to
these choices? How do the different approaches resonate with different audience
members and critics?

In a statement that may be applied to all of the Potter films, screenwriter Michael
Goldenburg spoke about how the fifth film was created based on personal interpretations

that eventually appeared in public media.

You start with something that's intensely private, an image in your head
that then gets translated as best you can. There's always something lost in
translation. Then it gets passed on to your collaborators, and they add their
input and ideas and then it gets made real: turned into sets and costumes
and lights and then that gets put on film and then digitized and tweaked
and then that gets projected onto a screen and ends up as a memory in
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somebody else's head. It goes from a very private place to the most public,
and then finally ends again in the privacy of someone else's head. And
then you meet one of those people and they have a look in their eye: They
were moved, and they connected, and you see that and realize just how
extraordinary a process this is and how fortunate we are to be able to do it.
It's quite surreal, and it's about connecting with people in the same way
that Harry connects at the end of this film.107

In other words, the product of each film is comprised of an un-countable number of
personal choices made by a myriad of individuals involved with the project. Then, the
film is watched by millions of people who bring an un-countable number of personal
expectations and interpretations of the film. These countless choices and interpretations
form the patterns that are the basis for this chapter on history, general aesthetics, and
reception.

This chapter shows some of the ways that these personal interpretations of
Rowling’s novels manifested in the completed five films, and explores how audiences
tended to respond. In this chapter, I focus on the major aesthetic choices for film visuals
and music made by the film directors and composers. [ also include some information
about major choices regarding set design, costuming, special effects, and lighting because
these areas relate so directly to the visual experience of each film. When possible, I use
published statements of intent made by Harry Potter producers, directors, and composers.
I also consider audience reception—following the theory that effect is equally if not more
important than intent—and cite quantitative figures such as box-office ticket revenues
and critical scores, as well as qualitative statements made by film critics and fans.
Additionally, I show how trends in audience reception appear to influence major changes

in production aesthetics, and vice-versa.

107 Rebecca Traister, “Harry Potter and the art of screenwriting,” Salon.com, July 11, 2007.
http:/twww.salon.com/ent/movies/feature/2007/07/11/goldenberg ga/index].html (accessed July 7, 2008).
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My discussion of history, aesthetic choice, and reception follows the timeline of
filming, post-production, release, and reception of each film in turn, starting with The
Sorcerer’s Stone (2001), then The Chamber of Secrets (2002), The Prisoner of Azkaban
(2004), The Goblet of Fire (2005), and The Order of the Phoenix (2007). Additionally, 1
include relevant biographical information about each film’s composer (John Williams for
movies I-111, Patrick Doyle for movie IV, and Nicholas Hooper for movie V). More
substantial biographical information on both the Harry Potter composers and directors is
found in the appendix.

The background information presented here on the topic of Harry Potter books
and films serves as a supportive foundation for arguments made throughout this
dissertation—that the films look, sound, and feel different from one another, which is a
result of different production choices, subsequently resulting in different cinematic
messages. These choices began with producers who chose each director based on his
individual skills and reputation, continued with directors who made unique interpretive
choices regarding how to either transfer or transform the narrative from page to screen,
and continued further with composers (often chosen by directors, but approved by the
producers) who reflected and reinforced the intended interpretations with musical
accompaniment. As we will see, fan expectation and reception also played a role in the
way that filmmakers approached each of the films.

This chapter argues the following quantitative and qualititative points regarding
aesthetic continuity and change in the Harry Potter phenomenon. First, Warner Brothers
put a lot of faith in the Harry Potter film franchise, and this faith paid off in financially
tangible ways. Each of the films had a budget of 100 million dollars or more. Directors,
composers, and actors with name-recognition were chosen for the first films. Rowling’s

contract stipulated that she would retain some control over the film product, and she
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worked alongside the filmmakers in order to ensure that the films were in line with the
stories and messages that she put forth in her books. Although all of the films have
family-friendly ratings (e.g., PG and PG13), all of the films are also over two hours in
length, with some being closer to two and one-half hours in length—a length that is
longer than the standard youth-oriented blockbuster, and a length that requires a higher
budget than shorter films. In response, fans came to the films in droves (not only the first
film, but those that followed), each film brought in receipts in the hundreds of millions of
dollars (the lowest at just under $800,000,000, and the highest at just under one billion
dollars), and each production team received favorable critical reviews and accolades from

awards associations.

Table 2.4. A summary comparison of production and reception statistics from the first
five Harry Potter films

Film Number: I 1 I v v

Director: C. Columbus C. Columbus A. Cuarén M. Newell D. Yates
Composer: J. Williams J. Williams J. Williams P. Doyle N. Hooper
Budget: $125 million $100 million $130 million $150 million $150-200 million
Running Time: 146 minutes 156 minutes 136 minutes 150 minutes 132 minutes
Revenue: $976.5 million $879.0 million $795.5 million $896.0 million $938.0 million
Nominations: 62 39 43 38 39

Awards received: 13 9 10 9 10

Even so, we can see many differences in the details of these production choices
and reception of these choices. Film budgets ranged from 100 million to 200 million
dollars—all very large numbers, but some double the amount of others. The film

directors and composers each came from significantly different backgrounds and had
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different working relationships with each other. Moreover, the different collaborators
interpreted Rowling’s work and used her advice for different means and ends—some
sticking with her original work, some developing it, and some adding to it. Although the
lengths of the films range from 132-156 minutes, these ranges are not necessarily relative
to the length of the source novel. For instance, The Order of the Phoenix (at 132 minutes
in film) is a longer novel than The Goblet of Fire (at 150 minutes in film). Although all
of the films earned millions of dollars (i.e., all the films are significantly successful), the
difference between the highest and lowest grossing Harry Potter film is nearly $200
million (i.e., also a significant difference).198 Additionally, while each of the films won
between nine and thirteen critical awards, some received nearly double the number of
nominations that others received (e.g., sixty-two nominations for the first film, versus
thirty-eight for the fourth film).

Second, Warner Brothers producers continued Rowling’s titles and main themes
for each film (e.g., bringing continuity), while simultaneously their directors (and
likewise their composers) brought different skills, experiences, and ideals to the project,
which resulted in aesthetic choices unique to each collaboration (e.g., establishing change
within continuity). Practically speaking, each of the directors chose to focus on only
some of Rowling’s narrative themes, but not all. Moreover, viewers (with a myriad of
interpretations of Rowling’s original narrative) responded to the different film
adaptations either positively or negatively based on how closely the aesthetic choices met
personal needs for literary fidelity and narrative continuity. These positive and negative
responses influenced subsequent production choices. Furthermore, as we will discover,
these responses sometimes change either (positively or negatively) as fans compare

earlier approaches with later approaches.

108 Box Office Mojo, “All Time Box Office Worlwide Grosses,” BoxOfficeMojo.com. http://boxoffice
mojo.com/alltime/world (accessed September 15, 2009).
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In the course of discussing each film in turn, I show how each production team
brought different experiences and differing aesthetic ideals to their work on the Harry
Potter films. Furthermore, I discuss formal and informal reception for each film, relating
to my claims that the Harry Potter phenomenon has reached and influenced a generation
of individuals and that viewers among those individuals have been sensitive to aesthetic
choices made in the films. A final summary and conclusion will follow at the end of the

chapter.

Harry Potter and the Sorcerer’s Stone

Production History and Aesthetic Choices

The movie, Harry Potter and the Sorcerer’s Stone (2001) is based on Rowling’s
novel of same name (published in 1997). In the late 1990s, producer David Heyman
brought the project to Warner Brothers after searching for a children’s book to make into
a movie. The company sealed a deal with Rowling in 1998 and ultimately bought the
film rights to the book in 1999 for one-million pounds ($1,982,900). Production on the
film began in 2000, and the movie was released in 2001. The approximate film budget of
125 million (U.S. dollars) was nearly repaid with the enormously succesful opening-
weekend box-office seats alone. The following paragraphs describe the journey of the
narrative from page to screen.

Several directors were considered for the project, and had any one of them been
chosen in lieu of Chris Columbus, the first film might have been presented quite
differently. Steven Spielberg (known for his direction of post-classical, special-effects

driven, fantasy adventures, and a frequent collaborator with John Williams) was
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originally considered for the role of director, but his ideas for the film were not congruent
with Warner Brothers’s long-term goals for the project nor with Rowling’s interests in
cinematic fidelity to her British-grounded narrative, and he ultimately backed away from
the project in favor of other more immediate offers. Had Spielberg been hired as
director, the Harry Potter film(s) would have looked different. For instance, he
envisioned the first film as an animated cartoon, voiced by American actor Haley Joel
Osmont, and he preferred to condense the narrative using themes from other Potter
novels. [include this information as a reminder that directors and other collaborators
make choices about how to represent the narrative—Ilest it be easy to forget when
addressing a product retrospectively (i.e. when choices seem obvious, intuitive, or as
foregone conclusions). Though Rowling had no role in choosing the director, her own
preference from the short list was Terry Gilliam of “Monty Python” fame—a choice that
would also likely have produced an entirely different representation based on Gilliam’s
previous topsy-turvy, avant-garde work in British comedy.

In the end, Warner Brothers producers chose American director Chris Columbus,
known for his work with Spielberg and for his own family-friendly pictures such as
Home Alone.199 Rowling was named the film’s Executive Producer, allowing her to
maintain significant creative control over her narrative (that was not yet finished as a
series in written form).119 Columbus welcomed Rowling’s assistance and vowed to
represent her narrative faithfully. Although Columbus’s work had not reached the level
of success or acclaim experienced by other directors under consideration (such as

Spielberg or Gilliam), his up-and-coming status may have motivated a greater willingness

109 gee Appendix A for a more detailed account of Columbus’s film biography.

110 Brian Linder, “Chris Columbus Talks Potter,” IGN.com, March 30, 2000.
http://uk.movies.ign.com/articles/034/034099p1.html (accessed July 8, 2007).



81

to cooperate with the author’s and the studio’s ideals. Warner Brothers officials (such as

Lorenzo di Bonaventura) stood by their conservative choice:

Harry Potter is the kind of timeless literary achievement that comes
around once in a lifetime. Since the books have generated such a
passionate following across the world, it was important to us to find a
director that has an affinity for both children and magic. I can't think of

anyone more ideally suited for this job than Chris.!!1

In other words, the choice of Chris Columbus as director reflects both the desire of the
studio to produce a blockbu