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  Preface




  

    

      Thank goodness we had Jerry's score.

    




    

      He really saved us.

    




    Robert Wise


  




  Jerry Goldsmith, the American composer whose work spans from the 1950s to the beginning of the current century, can be considered one of the most significant names of musical creation applied to movies. A well-trained and cultured musician himself, he focused most of his work on movies, along with occasional incursions in orchestra and choral composition specifically conceived for concert halls. He also worked, at the beginning of his career especially, in radio and television, both of which turned out to be excellent training for his later work.




  The present essay, among the composer's vast body of works, is centered on those connected to the American movie system. The focus will obviously be on Goldsmith's most meaningful scores, both in a strict musical sense and in relation to the movie they belong to, although each would be worthy of a lengthier and more specific analysis, such as those applied to musical theatre works. This book, however, will try to create a base for further studies.




  The first and largest part – formed by chapters one to three – will concentrate on a few basic and recurring features of movie scoring: production context, relationships with directors and producers, orchestration and other practices of the composing "workshop"; we will then turn our attention to Goldsmith's specific case and finish the section with a brief excursus on the composer's career, which touched almost every movie genre. The second part – the fourth chapter – will cover his experience with the Star Trek saga, the work that turned him into an iconic composer. The book will end with a catalog of Goldsmith's body of work, including movies, television, radio, and other minor experiences.




  As one of the main examples, together with John Williams, of the so-called silver age1 of Hollywood music, this Californian composer's successful work in movies started in the second half of the 20th century, allowing him to collaborate with many of the most prolific directors of his time, and to be signed on by the most famous production studios. In this sense, Goldsmith represents a significant paradigm: a 20th century musician from a consistently classic tradition – albeit open-minded towards avant-garde movements – who made a profit from a seemingly thankless and secondary job, all the while managing to make his mark on music, as witnessed by the excellent record sales throughout his career.




  Most musical examples in this book are taken from reproductions of sketches, handwritten by the composer or by his aides and donated by Goldsmith himself in 1997 to the Margaret Herrick Library of Los Angeles; library curator Warren M. Sherk catalogued these hard-to-access notebooks, which constitute a fundamental musicological starting point for the study of the composer2.




  

    [image: Jerry Goldsmith]



    Jerry Goldsmith


  




  

    Notes





    1 Such is the name of the American movie score era spanning from the end of the 1950s to the 1990s, as opposed to the Golden Age going from the first half of the 1930s to the beginning of the 1960s, the main representatives of which are Erich Wolfgang Korngold, Max Steiner, Miklós Rózsa, Franx Waxman, Alfred Newman, Bernard Herrmann and other, lesser composers.





    2 The commercialization of orchestral movie scores is generally limited. The available scores are usually a miscellanea of (simplified) piano arrangements or single tracks in different versions (e.g. band arrangements). John Williams, who wrote scores for the Star Wars saga and for many of Steven Spielberg's movies, is a rare example of renowned composer who published his pieces as suites or single tracks in the original orchestra version.
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  A LIFE IN MOVIE PRODUCTION




  Production context




  Ever since expressive media such as radio, movies and, later, television made their appearance, the average 20th century composer often turned to the "applied" conception of musical composition; if, on the one hand, the subordination of music to a specific medium – in this case, movies – could be seen as an intellectual limitation, on the other hand it allowed for more opportunities of interacting with the current forms of artistic expression. Prior to the 1900s, the focus had been on such media as theatre and dancing, but the 20th century brought along a greater range of expressive possibilities. After the full development of sound in movies, during the 1930s, music and pictures started cooperating in earnest, forging a relationship that became a basic part of artistic and intellectual evolution in the 20th century.




  While examining the movie production system – even when it is appropriate to use terms such as "art" and "strong individual expression" – we must bear in mind that the final product is never created by a single artisan, as it happens in other musical fields such as musical theatre or ballet. The composer, consequentially, does not enjoy the expressive freedom he would have when composing for himself or when being commissioned work from musical institutions or symphonic orchestras. Although the U.S. movie industry underwent drastic changes after the major studios' great crisis,1 the various phases of movie production retained their basic "assembly line" approach: storyline, script, casting and direction, editing and musical composition. The same limitations applied to directors. In Europe, even today, the director is seen as the keystone of a cinematic work's personality. In the U.S., by contrast it is rare for the so-called director's cut of a movie to be released in theaters, and a studio-appointed producer usually has the last word on the editing process. As for scripts, they are often reviewed – or even distorted, especially as far as the ending is concerned – to match the requirements of a hypothetical audience. Even within this system's stifling conventions, however, it is clear that original voices can manage to surface and offer a significant contribution in both content and meaning.




  Rather than to opera, movie scoring can be compared to the composition of incidental music for theatrical pièces, where the composer’s space for individual expression is reduced in the extreme2. Movie scoring is generally regarded as mechanical work, and those who undertake it end up embodying the stereotype of eclecticism, becoming one-size-fits-all composers who oblige to follow explicit requests from a director or a producer; this usually means employing the common musical formulas of each genre, which the audience is trained to expect and recognize. In short, a composer who writes scores for pre-packaged works – be it in movies, radio, television or theatre – is almost always forced to avoid the use of bold musical language, with the paradoxical aim of finding a qualitative balance among the final material, or of simply matching the (often stereotypical) requests of his customers.




  Whenever a high-level composer – such as Šostakovič, Prokof'ev, Walton or Vaughan-Williams, to name but a few – becomes involved in a second-rate movie3, the predictable result – given the musician’s talent – is for the whole enterprise to be regarded as unsuccessful; at most we may be interested in not letting the music go to waste, forgetting the movies for which it was written.




  Jerry Goldsmith's professional adventure evolves in an environment that is rather politically quiet if compared, for example, to the working conditions of the aforementioned Soviet composers, who were often summoned to work on propaganda movies.




  Careful examination of Goldsmith's filmography reveals, in many cases, a complete discrepancy between some of his musical solutions and the movies they are meant for, the latter lacking, more often than not, in artistic expression. It is almost proverbial, among enthusiasts of this composer and of the applied cinematic genre in general, to consider Goldsmith a rare example of talent and technical ability frequently involved in projects lacking in ideas. And yet, it was precisely while working on the most old-fashioned genres – such as thrillers, action films, exotic or maritime adventures, war or fantasy movies – that the composer felt freer to experiment with his personal choices, employing peculiar timbre mixtures and a liberal use of dissonances, or even (sparingly and whenever it was necessarily) using electronics, all the better to exalt a specific theme – often pared down to a few notes or a simple rhythm. As for the composing technique itself, the author looked to a wide range of 20th century historic musicians, never shying away from new languages such as atonality. We are talking, therefore, about a modern composer who was attuned to the most advanced language techniques, open to tradition – due to his classical education – as well as to lighter techniques pertaining to "popular music" (albeit to a smaller extent). In spite of his eclecticism– an almost inevitable trait, having to face such a consistent number of commissions –the composer was also able to acquire a recognizable form of style. Although his career started on the radio at the beginning of the 1950s, 1962 was the year of his first significant cinematic result: a contribution to the John Huston movie Freud. From then on, in the course of a forty-year career – ending with the score to Joe Dante's Looney Tunes: Back in Action (2003) – Goldsmith contributed to more than two hundred movies, to which we must add his (almost always secondary) television work.




  Goldsmith seldom talked of the poetics of his movie work. Other composers have been more explicit in detailing their separate approach to concert music and movie scoring4. A few of them even held their cinematic work in higher esteem – namely, Bernard Herrmann and Miklós Rózsa, two of Goldsmith's mentors, who left their mark in the composer's life, especially at the beginning of his career.




  Herrmann (1911-75)5, born in New York and known for his work with both Orson Welles and Alfred Hitchcock, had a resolute and uncompromising personality, and considered himself an all-accomplished composer, engaging in movies as much as in any other expressive medium (he also dabbled in opera and concert music). Consequentially, even when working on movies, he demanded complete freedom.




  Rózsa (1907-95), a Hungarian who emigrated to England first and then to the U.S., where he became a famous score composer for big-budget historical movies (Ben-Hur, El Cid, King of Kings, to name but a few), stated in his autobiography that the number of concert compositions he wrote did not show a significant gap in quality and language when compared to those he did for the movies – for a total of about a hundred titles. While Herrmann experimented with rhythm, Rózsa (much like Rachmaninov) was a 20th century Romantic composer. This meant he preferred to use a less advanced musical language, keeping his work within the tonal and modal without ever reaching dodecaphony (twelve-tone technique), which he did not hold in very high esteem. Save for a few exceptions, composers who were more open to avant-garde – even when only moderately advanced, from a musicological point of view – often felt less at ease with the more "communicative" and tonally clear music usually required for a movie.


  




  Goldsmith's compositions outside of movie scoring were few and far between, mainly commissioned by symphonic and theatrical institutions: between 1969 and 1972 he created the Christus Apollo cantata (1969, lyrics by Ray Bradbury), the Music for Orchestra orchestral composition (1971), and the Othello ballet (1972). After a lapse of several years it was time for Fireworks, a piece commissioned by the Los Angeles Philharmonic in celebration of its hometown (1999)6. Goldsmith’s colleague John Williams, on the other hand, maintained a prolific concert production since the 1970s; the commercial success enjoyed by some of his music allowed him to concentrate only on specific cinematic projects, while devoting himself to concerts and original compositions, especially for well-known concert musicians.




  After acting as conductor (with few exceptions) during the recordings of his own scores, Goldsmith took on the same role in concert halls, though less assiduously, especially in the second half of the 1980s. The request for live exhibitions of his movie suites grew in time, causing him to produce a few records as mementos. Fewer are the instances of him directing someone else's music. During the 1990s he devoted himself to rediscovering and celebrating another one of his mentors, Russian-American Alex North (1910-91), to whom he was bound by deep friendship as well as professional esteem. To Goldsmith, together with the National Philharmonic Orchestra, we owe the first execution of the music composed by North for Stanley Kubrick's science-fiction masterpiece 2001: A Space Odyssey (1968), which the director famously rejected; the long-forgotten score was later brought to light and recorded by an independent label specializing in movie soundtracks7.




  The practice of conducting is very common among movie composers, though most of them only conduct their own music. Herrmann and Williams, however, have been known to conduct music by other composers, even when it pertained to the traditional symphonic repertoire. Herrmann was among the first musicians to conduct Charles Ives' music when the latter was still relatively unknown. Herrmann, an accomplished musician himself, also conducted and recorded music by Walton, Vaughan-Williams, Milhaud and Satie, among others. Williams is remembered for his interpretation of Aaron Copland's The Red Pony and Gustav Holst's The Planets, a score that greatly influenced his own adventure in science fiction par excellence, Star Wars.




  Given the scarcity of studies on cinematic music – and especially on a figure as significant in this realm as Goldsmith's – it is often necessary to "make do" with the few mentions of his work in specialized magazines, as well as with the composer's sporadic statements in interviews or – more recently – in audio commentaries to his movies, reissued on DVD. Despite such scarcity, it is worth mentioning this short but interesting passage:




  

    Of the few composers with talent and genius who are extremely active in scoring films today, Jerry Goldsmith must be ranked as one of the most significant contributors in the 1960s and 1970s to the art of film scoring. Goldsmith's creative imagination seems almost boundless, a fact made even surprising by the Mozartian swiftness with which he produces scores of dramatic significance. His subtle dramatic sense is equaled by only a handful of his colleagues. Like any fine film composer, Goldsmith is aware of the overriding importance of "spotting" music for a film8.


  




  The following study by Roy Prendergast – a rare example of musicological essay dealing with movie scoring history, aesthetics and technologies – reports the following, even more significant, statement from Goldsmith:




  

    Goldsmith sees his score "as a total piece and not just as a series of sequences. The score is a piece of music. Everything is developed from one piece of material. The most important thing to me is that everything develops out of the initial organic material. All my scores work that way. If the music has no form, no foundation – no basis from where it came then why is it there in the first place9?"


  




  Though his composing activity occurred in close connection to movies, and his music reached a high level of functionality, Goldsmith still believed his scores had their own internal structure and, consequentially, a life of their own. He worked within the great American movie studios'10 production system. His spirit of adaptation was remarkable, as proven by the fact that almost all major Studios benefited from his work. His collaboration with movie production studios allows us to trace some of the most significant phases of his career.




  From his debut in movies in 1957 up until 1962, Goldsmith seldom created scores for the silver screen, as he was consistently busy with television work (being under contract with CBS from 1950 to 1960). In 1962 Alfred Newman – one of the most significant figures in Hollywood music and the director of 20th Century-Fox's music department – helped Goldsmith write two of his first relevant scores: Freud and Lonely Are the Brave, both from the same year. During his first five years of movie work, from 1957 to 1962, the composer wrote ten scores: three for Universal and two for Columbia, followed by United Artists, Warner Bros and MGM (one for each), as well as a British-produced documentary and a TV movie that was used as a series pilot.




  The year 1963 marked the beginning of a long and crucial phase in Goldsmith's career, which continued until 1980 for a total of ninety-nine works. Though still under contract with Fox (forty productions, including a made-for-television movie), he was able to work for other studios: MGM (fifteen productions, including TV co-productions with ABC and CBS), Paramount (ten productions, the Star Trek saga among them), Columbia (seven productions, including four TV movies, one of which was co-produced by ABC), Warner Bros (six productions, including two co-productions with CBS and one with Allied), Universal (five productions, including one TV movie co-produced by NBC), United Artists (three productions), AVCO (two productions), Allied (two productions, one of them co-produced by Warner), Disney, NGP, First Asian and AIP (one production each).




  The 1970s saw a growth in made-for-television movies produced by CBS (eight, including two co-produced by Warner), ABC (five) and NBC (one, co-produced by Universal). Out of eighty strictly cinematic works, therefore, a little less than half (thirty-nine) were produced by 20th Century-Fox. During that same period, especially between 1970 and 1977, Goldsmith's role as a composer for made-for-television movies (commissioned by CBS, ABC and NBC) overlapped the final stretch in his work on TV shows, for a total of nineteen scores in seven years; to these we must add the tail end represented by Masada: the Heroic Fortress (1981; directed by Boris Sagal; an over six-hour-long mini-series), which stands as his last complete television work.




  In 1981 Goldsmith called off his longtime collaboration with Fox in order to become a freelance composer. This, with the added factor of the major studios' crisis and the growing assertion of multinational companies, coincided with the appearance of newly-constituted studios such as Tristar (which would later merge with Columbia), Cannon, Orion, Embassy, Carolco and Dreamworks. Some of them would be short-lived, others, though young, would prove very active. During this final 20-year-plus span (reaching the start of the 21st century), Goldsmith wrote more than ninety scores, though he would never forge another stable work relationship like the one he had once had with Fox. Overall it was the most traditional studios that still required his contribution, even though their managing structure had changed: Columbia-TriStar (fifteen, including a rejected score), Universal (fourteen, including a rejected score and two co-productions, the first one with 20th Century-Fox and the second one with Dreamworks, as well as the Masada TV-movie), Warner (twelve), Paramount (eleven, including a rejected score), MGM (nine, one of which was rejected); 20th Century-Fox (eight, including two rejected scores, a co-production with Universal and another with AIP); Disney (eight, including the company's associates Touchstone and Buena Vista); and finally, Orion (three), Dreamworks (three, including one co-produced by Universal), Cannon (two), and Carolco, Hemdale, Pathé, Embassy, Aband, ITC, Kings Road, New World, AIP (one each).
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  Career




  Jerrald King Goldsmith (hence the nickname Jerry11) was born in Pasadena, California, on February 10, 1929, a crucial year for the U.S. in general and for movie-making in particular, with the creation of the first talking pictures. Many composers and artisans, as well as producers, directors and actors from the generation that preceded Goldsmith's in Hollywood (the so-called golden age of American movies) had been European: Erich Wolfgang Korngold (1897-1957), Max Steiner (1888-1971), Franz Waxman (1906-67), and the aforementioned Hungarian Miklós Rózsa, who, together with U.S. native Alfred Newman, are to be considered the five most important composers working during the early decades of the talkies12. Korngold and Waxman – Steiner had arrived earlier –, like many of their better-known colleagues (Schönberg in particular) had been forced to emigrate from Europe by the ominous racial laws enforced by the Nazi regime, long before the start of WWII. They managed to continue working in the U.S. after countries such as Austria, Germany and Poland (another composer worth remembering is Poland-born Bronislau Kaper) had forbidden them to do so.




  Goldsmith can be considered one of the first California-born leading musicians of the State's studio system (Alfred Newman, a unique case among the "great pioneers" had been from Connecticut). He was luckier than his older colleagues in the sense that, for historical reasons, he did not experience the existential problems of the other intellectuals who shared his Jewish cultural roots. He, on the other hand, would later experience the whole Cold War phase, which would greatly influence some of the movies he scored.




  He started studying music in his teens; during the 1940s he studied piano with pianist and composer Jakob Gimpel (1906-89), himself a pupil of Alban Berg's, as well as learning theory and composition from another distinguished expatriate, Florentine Mario Castelnuovo-Tedesco (1895-1968), who in turn had studied with Ildebrando Pizzetti and had been Alfredo Casella's protégé. Later on, Goldsmith also studied with a prominent figure of California's star-studded composing scene, the aforementioned Rózsa, whom he met at University of Southern California after 1948. At the Los Angeles City College he studied with Eric Zeisl (1905-59) and especially with Ernst Krenek (1900-91). The latter's exceptional teachings proved more successful than others (such as those of Castelnuovo-Tedesco and Zeisl, both closer to the late-19th century traditional musical language) in drawing Goldsmith to the use of the twelve-tone technique. Castelnuovo-Tedesco, at any rate, had little influence on such a young student; Goldsmith kept closer ties with Gimpel, his childhood teacher, who would later contribute, as a pianist, to a seminal work of the composer's musical and cinematic career: Planet of the Apes (1968).




  Before delving further into Goldsmith's career, it is useful to remember a brief statement he gave about the years of his education and their relation to his later work:




  

    My teacher was myself. I studied composition, theory, harmony and counterpoint with teachers, but coming in film scoring you teach yourself. You can't really teach it! I was fortunate... I worked in the '50s for five years on live television: you screwed up, came back next week and again had another attempt at it13.


  




  He started his professional life as a copyist for CBS, in 195014. In the course of the decade he worked with some extremely accomplished composers, writing arrangements and preparing orchestrations for radio and television. During this time he started composing his first – not very original – scores for television series. Some of them were significant in marking a certain approach to a peculiar genre – western and science fiction especially – which the author would then try to develop in the same kind of movies, as a personal way of managing his composing resources. While working for CBS, he had the chance to appreciate the personality and work of Bernard Herrmann, a composer whose musical language in scores, at the time, was the most cutting-edge on the U.S. movie scene. Goldsmith regarded Herrmann as a master of style, and we can actually trace a connection between the two, as they both put emphasis on less-than-predictable musical parameters such as timbre and rhythm. In this sense we might find a direct, ideal stylistic heritage, for different reasons, between Korngold and Williams, whose music is generally regarded as more "open". Personal relations between Herrmann and Goldsmith, however, were not very friendly, especially due to the former's touchy personality. On that note, we can relate an incident which, unfortunately, left its mark on their relationship. It is reported by Steven C. Smith:




  

    At the same time, a less temperamental composer [Goldsmith, a/n] sixteen years Herrmann's junior was building a reputation in CBS radio and television. After a brief internship in the network's music library, Jerry Goldsmith had become one of CBS's most imaginative and economical musicians. (For his first score, for the series 'Romance' (…) he was paid an all-inclusive $50). Goldsmith had watched Herrmann conduct 'Crime Classics' programs and, until 1956, had idolized him. But Goldsmith's success – and a radio programming error – led to a recurrence of Herrmann's now-familiar pattern of support followed by suspicion. "I was doing a series at the time called 'Studio One' ", Goldsmith said, "we would score the show and then they would do a minute teaser or trailer of the next week's show. (…) There was never time to write music and play it. Unfortunately this week they picked a piece of Bernie's music that had been in the library and they used it as the underscoring for the trailer. Now the credits came up – 'Music composed and conducted by Jerry Goldsmith'. Well... he was going to sue everybody. He went around the studio demanding all sorts of incredible things. "There's Goldsmith! He's stealing my music!" and naturally I tried explaining to him... Well, the more you explained it, it only exasperated the situation. So from that point on that was the end of our relationship15"


  




  It is not easy to understand the behavior of an otherwise intelligent artist such as Herrmann, who did not seem to fully comprehend the technicalities of a radio and television musician's daily work. One had to write and record quickly, often re-arranging pre-existing musical pieces. Herrmann had long been active in these two sectors: starting in the mid-'30s he had the chance to work with Orson Welles, an experience that prepared both artists for their important collaborations of the early '40s (Citizen Kane, The Magnificent Ambersons).




  Personal relations aside, the two composers' cinematic works, though dissimilar, share an ideal pursuit of the best rhythmic behavior and the most congenial (sometimes even unorthodox) timbric palette. Goldsmith's radio experience saw him working on series such as Suspense, The CBS Radio Workshop, Juvenile Court, Frontier Gentleman, Romance (for Juvenile Court and Frontier Gentleman he also wrote the opening credits music). His television work, starting roughly at the same time as his work in radio, was substantial and long-standing. The composer's exclusive work in movies started only in 197516. The '50s saw him working almost exclusively on various CBS series: Studio One (on air from 1948 to 1958; music written for twelve episodes), General Electric Theatre (1953\1962, four episodes17), The Line Up (1954\1960, two episodes and main theme), Climax (1954\1958; eleven episodes), Playhouse 90 (1956\1960; ten episodes). These series showed the typical structure of the era – anthology clips often introduced by a live studio guest. Few traces remain of such works, save for a mention of the episodes Goldsmith participated in; they were pure entertainment, which gave him, as a young musician, the chance to test the economics of musical media, to best adapt to what he was provided with – often no more than a small orchestra – and deal with tight-on-time writing and recording processes.




  Those were the years of the first fictional TV show productions, the three main veins being western, judicial/crime and horror-tinged science fiction. Goldsmith devoted himself to these genres with nary a trace of snobbery. One of his first significant experiences, dating from 1959, was connected to two episodes from the third season of Perry Mason. Then came the western series, prominently featured among television productions all through the 1960s: three episodes of Gunsmoke in 1960 (on air from 1955 to 1975 for a grand total of twenty seasons), two episodes of Have Gun, Will Travel (on air from 1957 to 1963), two more episodes of Gunsmoke in 1961 (another one in 1966 would bring Goldsmith's contribution to this long-running series to a close) and one episode of Rawhide (1959\68). He then contributed to Wagon Train (1957\66), Wanted Dead or Alive (1958\61), Ben Casey (1961\66), Black Saddle (1959\62; two episodes), The Loner (1965; two episodes and main theme), and The Legend of Jesse James (1965). To these we must add the author's brief experience with the wartime serial Jericho (1966).




  The 1970s brought a renewal of his contracts with western TV series, though these were starting to mix with different genres, e.g. family drama; such was the case with The Waltons (on air between 1972 and 1981; in 1972, Goldsmith scored six episodes of this show as well as its opening credits18), as well as lesser-known ones. As for crime series, it is worth mentioning his contribution to Barnaby Jones (1973/80), for which he scored the opening credits and pilot episode. This show, dating from the mid-'70s, would mark the end of Goldsmith's work on TV serials; from then on he would only contribute to them on occasion.




  Going back a few years, it is more interesting to examine the composer's work on science-fiction, fantasy or mystery shows. Between 1960 and 1961 Goldsmith offered substantial contribution to two series: a more traditional one, Thriller (fifteen episodes between 1960 and 1961, plus two where his music was used again), a short-lived NBC series introduced by cult actor Boris Karloff; and a more innovative one, The Twilight Zone, created by Rod Serling19, originally on air from 1959 to 1964. The latter is significant for its music, as well as for its base concept: along with Goldsmith, it boasts contributions by some of the top movie scoring names of the time: Bernard Herrmann, Leonard Rosenman, Fred Steiner, and Franz Waxman; the opening-credits theme that would soon become the series' trademark was written by Marius Constant. Goldsmith's contribution to this series was focused on the first two seasons – from 1960 to 1961 – for a total of seven episodes. Unlike most of his TV production, such contributions would prove quite successful in terms of record sales, although the overall quality of his work never reached the structural complexity of his later movie scores. In 1964 Goldsmith took on a leading role in contributing to another well-known U.S. series, The Man from U.N.C.L.E., a bizarre mixture of comedy, adventure and spy fiction: Goldsmith only worked on the first of the show’s five seasons (105 episodes on air from 1964 to 1968). The composer created music for three episodes, including the series pilot; some of his existing music was reproduced in thirteen more episodes; he also wrote the theme for the opening credits, which became so famous he would later perform it during concert suites devoted to his TV work.




  The crime-detective genre, which Goldsmith fleetingly touched in 1959 with Perry Mason and to which he later returned with Hawkins (1974; Goldsmith, having composed the score for the 1973 movie Hawkins on Murder, was hired to write the theme music for the show's opening credits) proved less fortunate: the short-lived 20th Century-Fox pilot for Nick Quarry (1968), followed by Room 222 (after premiering in 1969, it only lasted for a handful of episodes), Police Story (1973\80; Goldsmith worked on the original The Police Story movie and wrote music for seven episodes of its spin-off series' first season) and Archer (1975; music for one of the series' six episodes). He briefly dabbled in drama (a secondary genre even in his movie production) with Dr. Kildare (1961\66), for which he wrote the opening credits music in 1961; Anna and the King (just a few episodes in 197220) and music for the movie version of Medical Story (1975). He also contributed to lesser, long-forgotten works: in 1972 he scored When Widows Weep, a special revival episode of Lights Out, a series on air from 1946 to 1972; in 1974 he worked on Police Woman, a spin-off crime show based on Police Story. After 1975 his contribution to television, at least as far as series were concerned, came to an end: this silence would later be broken, after the Amazing Stories event, by the main themes for two more shows: H.E.L.P. and Star Trek: Voyager21, a Star Trek tie-in that would serve as a crucial contribution to the Star Trek movie.




  The start of the composer's movie adventure occurred in conjunction with his most intense period of television experience, spanning from the end of the '50s to the beginning of the following decade. Goldsmith had first approached this "higher" medium in 1952, by writing additional music for Roy Ward Baker's movie Don't Bother to Knock, officially scored by Lionel Newman (1916-89); the latter, initially one of Goldsmith's mentors, would later conduct many of his scores (The Sand Pebbles, Bandolero!, the The Omen trilogy, Alien). Five years later, Goldsmith worked alone on his first movie score: Black Patch (1957; directed by Allen H. Miller), a mediocre Warner Brothers western. Up until 1962, Goldsmith's work in movies had been scarce and irrelevant – five contributions between 1957 and 1961 – with the exception of 1960's Studs Lonigan, which can be considered better than average.




  The year 1962 marked a turning point, as Goldsmith found himself working with such directors as Robert Mulligan and John Huston. The three resulting scores, all produced by Universal, provided the composer with considerable exposure: Freud (directed by Huston and starring Montgomery Clift as the father of psychoanalysis), Lonely Are the Brave (directed by David Miller; a crepuscular western written by Dalton Trumbo and starring Kirk Douglas) and The Spiral Road (Mulligan's medical drama starring Rock Hudson).




  As a testament to the consideration that Goldsmith's music was starting to receive, we relate an episode from this time, once again involving Bernard Herrmann. While assisting to the Lonely Are the Brave recording session, Herrmann advised Goldsmith not to waste such excellent music on a movie:




  

    Relations between the two composers had never been good (largely due, it seems, to a misunderstanding on Herrmann's part) nor were they improved when Goldsmith, doing one of his first major pictures for Universal [Lonely Are the Brave, 1962, a/n], was publicly excoriated by Herrmann for working with an orchestrator (a practice Herrmann abhorred). Then, without a word of warning, Herrmann appeared on the sound-stage while a recording session for that film was in progress. "But he did walk in at a very opportune moment", recalls Goldsmith, "it happened to be the best piece of music in the score and was quite exciting. And [Herrmann] said: "Don't use that music – it's too damn good for the picture! You save it, it's too damn good for the picture!". The point is that in spite of all his animosities, prejudices and idiosyncrasies he was a musician to the core, his musical instincts could not be denied and in that area he could not help but be honest22."


  




  As Palmer himself underlines at the end of the aforementioned passage, even though Herrmann's convictions drove him to criticize anything he did not consider musically pure (especially the total composition of a musical piece)23, he could not deny his aesthetic approval to his colleague's final musical result. Goldsmith, on the other hand, rarely showed a similar haughtiness towards the people he accepted to work with, which only proved how committed he was to his work. Whenever he could, in fact, he tried to enrich it and push it towards creative progress. In the course of his career he used below-standard movie commissions (thrillers, horrors, second-rate adventure movies) as a training ground to experiment with less conventional solutions, while at the same time helping the movie be more successful than it might otherwise have been. Despite being part of a production "machine" he strived to keep his personal touch, even when writing on commission or intervening in a movie’s final stages (e.g. preliminary or final editing), by experimenting with unusual solutions – especially in timbre – and imposing the musical language he considered most in tune with the proposed result.




  His first movie efforts – with the possible exception of Freud – appear to lack in courage, as they are channeled to the use of well-established genre stereotypes from the previous twenty years; the composer, moreover, was fresh out of a decade of background work at CBS, which pushed him to conform to the dictates of common practice. It would not be fair to compare his beginnings to the memorable debut of the aforementioned Herrmann, on Orson Welles’ 1941 Citizen Kane, especially as the two composers’ professional situations appear to be completely different: Herrmann avoided gaining substantial occupation in movies – composing only fifty scores in the course of thirty-five years (Goldsmith, in comparison, wrote a grand total of about two hundred in forty years24
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