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 The following is a descriptive cue rundown analysis of the 1982 score, Dead Men 

Donôt Wear Plaid, music by Miklos Rozsa. The motion picture was directed by Carl 

Reiner, produced and released by Universal Pictures. The movie is a comedy (genre) 

film-noir spoof (a sort of tribute-parody) of the old mystery and drama film-noir classics 

including The Big Sleep, Double Indemnity, The Lost Weekend, The Killers, and a dozen 

moreðseveral film-noirs that Rozsa had originally scored! The gimmick in Reinerôs film 

was to inter-cut (cut & paste) scenes form the classic film-noir films with the action and 

characters of his comedy. Rozsa, however, did not reincarnate the old themes and cue 

fragments from the original scores, nor did he create a ñcomedyò score. Instead he wrote 

a fresh score, often deadpan music that would in effect work against many of the comic 

scenes in the movie because he wanted to keep true to the mood of film-noir stylistically 

throughout the film. It was a clever approach that worked quite well considering the 

obvious intent of the movie to both pay homage to film-noir and also have fun with it. Itôs 

a clever and funny movie, and Steve Martin was excellently cast as the gumshoe private  
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dick, Rigby Reardon. I particularly liked the inter-cutting of Humphrey Bogart (as 

Marlowe) interacting with Martinôs character. Of course it is a black & white film 

(unusual for 1982!) to keep true to the classic film-noir look. Besides, I donôt think 

Reiner would want to colorize the old film-noir clips he used! : ) 

 

 Normally it is next-to-impossible to be able to research a full film score from 

Universal Studios. As many of you may know by now, Universal is presently the most 

researcher-unfriendly studio out there. Iôve been trying to get into their studio music 

library for at least the last 15 or 20 years to study the Bernard Herrmann television scores 

for such series as The Virginian, Alfred Hitchcock Hour, Bob Hope Chrysler Theatre, and 

others. The reply is simply that it is not their ñpolicyò to let researchers in. I believe until 

perhaps the early Eighties it was possible to research occasionally (researchers of the 

original SPFM did indeed research there) but afterwards, for some reason, the doors were 

unfortunately closed.  

 

 Fortunately, however, I managed to discover a full-sized xeroxed copy of the full 

score at UCLA Music Library Special Collections. It is located specifically in the Film 

Music Collection (003) within Box 6. I hand-copied a good deal of the score at the end of 

September and early October 2004. While the orchestratorôs identity was not written 

anywhere on the full score cues, Christopher Palmer was the orchestrator (even though he 

was given no End Credits card). I recognized his handwriting from his orchestrations for 

Rozsaôs Time After Time that I researched. His notation was easily readable and 

expansive, written on 32-stave paper.  
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 Besides, Preston Jones verifies this fact in his report of the original recording 

sessions (ñDead Menôs Diaryò) in Pro Musica Sana #35 (Volume IX, No. 3, Spring 

1982). He writes (page 4): ñInside [Scoring Stage One], the good Doctorôs [Rozsa] 

replacement on the podium, a curly haired, dark-mustachioed conductor in a pullover, 

turns out to be Lee HoldridgeéStanding to one side, and offering quiet counsel between 

takes, is a tall man in a blue shirt with white collar, his blond hair parted in the middle, 

and who wears sunglasses in the twilight of the recording stage; this is none other than 

the well-known Christopher Palmer, orchestrator of the score and the absent Rozsaôs 

representative.ò On page 6, he added: ñéI soon learn from others that Palmer flew in 

yesterday [Sunday, January 3, 1982], after having done the orchestrating in London.ò  

Prestonôs excellent onsite account continues thru page 21, and I may refer to specific 

information now and then. For example, as given on page 24, Mrs. Blengsted stated over 

the phone to Mr. Jones that it was a 64-piece orchestra and that 120 minutes of music was 

recorded (thatôs pretty good for an hour-and-a-half movie!).  

 

 As a reference source, I will primarily use the dvd of the movie from Universal 

(20523) released in 1999. [Postscript written March 23: I am amazed how far I have 

written this rundown, and it helped having free vacation time to concentrate on this 

project. I have only a few more clues to complete the rundown.. Moreover, today I 

received the Prometheus cd (PCD126, ñMiklos Rozsa: Film Music Vol # 2) of the 

original tracks that I ordered last Wednesday from Buysoundtrax.com, shipped on Friday. 

Cost: $16.95 plus $5 first class postage and $1.40 sales tax. They had the best price and 

the only outfit that had it in stock (Screen Archives and Intrada did not have it in stock). 

With the cd in hand, I will revisit the cues I have already worked on and insert the 

appropriate cd track timingsðbut not all tracks are on the cd] 

 

   ************************************  

 

 

   DEAD MEN DONôT WEAR PLAID 

 

 ñPreludeò Reel1M12. Allegro Moderato in 4/4 time, 10 pages, 40 bars, 1:48 

duration. Instrumentation: 2 flutes, piccolo, 2 oboes, 3 clarinets, 2 bassoons, 4 horns, 3 

trumpets, 3 trombones, tuba, timp., triangle, bass drum, snare drum, harp, piano, 10 

violins I, 8 violins II, 8 viole, 6 VC, 4 CB. Dvd location: Chapter 1 starting at :16. Cd 

location: start of track # 2 (ñPreludeò). 

 Interestingly, there are two versions of the Prelude. One is a ñConcert Pitch 

Scoreò of 32 bars length, and the normally transposed score of 40 bars (that I am 

referencing in this cue rundown). No other cue I in the materials I researched was a ñCò 

concert score cue. I did not have time to investigate this further, but I find it strange that 

the concert pitch score was eight bars less than the transposed (for the horns, clarinets, 

trumpets, etc). Also, Reel1M11 is the opening Universal logo-fanfare composed by, I 

believe, McHugh, but the written music for that was not included in the documents.  

 The opening three bars are cleverly configured in the tonal framework of major 

sevenths although you never see on the written score or hear on the track the actual  
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vertical chords. The tonality is conveyed or implied in a horizontal (normally melodic 

and rhythmic) manner by the first four tenuto notes of each bar. 

 

 Incidentally, I do not have the cue sheetsô description of the score, so I do not 

know how they would word the different sections of the Prelude (if they do). At any rate, 

the theme developed in this first section of the Prelude up to Bar 12 (the start of the Juliet 

Theme) can be simply described as the ñDead Menò themeðor the primary ñMysteryò 

Themeðthat is repeated many times in this score (just as the Juliet Theme is repeated 

quite often!). 

 

 So, after an 8th rest in Bar 1, the violins play ff (fortissimo) stand-alone Line 1 A 

tenuto 8th note (very short horizontal bar over the note) to Bb tenuto 8th up to Line 2 F 

down to D tenuto 16ths connected as a three-note figure crescendo hairpin ( < ) up to 

Line 2 A rinforzando-marked ( > symbol above the note) half note bowed tremolo ffp 

with another crescendo hairpin as that A half note is tied to (Bar 2) A 8th note ff again. 

Note what the initial 8th and 16th notes are: A-Bb-F-D. Rearranging them as Bb/D/F/A as 

if they were a vertical chord (harmonically speaking), we have the Bb major 7th tonality.  

 

 In the same pattern given in Bar 1, Bar 2 lays out in effect the Eb maj 7th 

(Eb/G/Bb/D) tonality and them, in Bar 3, Ab maj 7th (Ab/C/Eb/G). In Bar 2, violins 

continue the same phrasing starting on stand-alone Line 2 D tenuto 8th note to Eb tenuto 

8th up to Bb down to G 16ths figure < ffp up to Line 3 D rinforzando half note trem tied 

to 8th note next bar. Now, viole play the same notes and pattern but played (written) an 

octave lower register. So, in Bar 1, we find small octave A stand-alone tenuto 8th note, 

and so forth. VC/CB play the same as the violins but two octaves lower register (Great 

octave A stand-alone tenuto 8th, and so forth). Moreover, the celli and basses do not play 

the A half note as a bowed trem effect (as the viole and violins do), nor the D half note in 

Bar 2.The bassoons also play as the VC/CB except that instead of tenuto notes, Rozsa 

inserts marc. (marcato) for the bassoons (the only such instance or instrument line, 

curiously, except for the piano). Trombones I-II (both sharing the same or top staff line) 

also play as the VC/CB but the small octave A half note in Bar 1 is indicated at the ffpp 

sound level or dynamic instead of ffp. Pos (trombone) III plays (sharing the bottom staff 

with the tuba) is I believe silent for two bars. However, the tuba plays the phrasing an 

octave lower than Pos (trombones) I-II. So, after an 8th rest, the tuba plays Contra-octave 

A stand-alone tenuto 8th note up to Bb 8th to F to D 16ths up to Great octave A 

rinforzando half note tied to 8th note next bar, and then down to D 8th to Eb 8th up to (like 

the Pos) Bb down to G 16ths up to small octave D half note tied to 8th note next bar. 

 

 The horns play the phrase starting on (after an initial 8th rest) small octave stand-

alone A [written Line 1 E] tenuto 8th note up to Bb [written Line 1 F] tenuto 8th up to 

Line 1 F [written Line 2 C] down to D [written A] tenuto 16ths up to A [written Line 2 E] 

rinforzando half note ffpp tied to 8th note next bar. Then they play down to small octave 

D [written small octave A] tenuto 8th to Eb [written Bb] 8th up to Bb [written Line 1 F] 

down to G [written D] 16ths up to Line 1 D [written A] rinforzando half note tied to 8th 

note next bar. The Bb trumpets also play the phrase. After an 8th rest, trumpets I-II play 

Line 1 A [written B] stand-alone tenuto 8th note to Bb [written Line 2 C] 8th note up to F 
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[written G] down to D [written E] 16ths up to A [written B] rinforzando half note tied to 

8th note next bar. Since the trumpets cannot go much higher at that point, trumpets I-II 

descend to small octave D [written small octave A] 8th to Eb [written Bb] 8th up to Bb 

[written Line 1 F] down to G [written D] 16ths up to Line 1 D [written A] rinforzando 

half note tied to 8th note in Bar 3. Trumpet III plays the phrase an octave register lower in 

the first bar and then is col trumpets I-II. The piano bottom staff plays the same phrase. 

So, after an initial 8th rest, the left hand sounds Contra-octave and Great octave A 8th 

notes marcato to Bb 8ths up to Great octave and small octave 16ths down to D 16ths up 

to A rinforzando half notes tied to (Bar 2) 8th notes (followed by an 8th rest). Then it plays 

Great octave and small octave Eb 8ths up to Bb down to G 16ths up to small octave and 

Line 1 D half notes tied to 8ths next bar. 

 

 After a half and quarter rest in Bar 1, the flutes/piccolo/oboes play ff a run of 32nd 

notes crescendo of Line 1 A-Bb-Line 2 C-D-E-F-G-G# to (Bar 2) A rinforzando 8th note 

(followed by an 8th and two quarter rests) and then another run on Line 2 D-Eb-F-G-A-

Bb-Line 3 C-C# 32nd notes to (Bar 3) D rinforzando 8th note (followed by an 8th rest).  

Three clarinets play the same but starting an octave lower register. So we find small 

octave A-Bb-Line 1 C-D-E-F-G-G# [written small octave C-middle C-D-E-F#-G-A-A#] 

to (Bar 2) A [written B] 8th note, and so forth. The harp plays the same but far more 

rapidly or ñnoteyò as a gliss starting on Great octave A-Bb and so forth,  gliss line up to 

(Bar 2) Line 3 A [written Line 2 A with the 8va ottava above the note] 8th note, and so 

forth. The piano plays the run on Lines 1 & 2 A-Bb (etc).  

 

 [end session 10:39 pm]  é..[resume Wednesday, March 16 at 10:47 am] 

 In Bar 3 (after the Line 3 D 8th note tied from the half note in the previous bar, 

violins I and II play Line 2 G tenuto 8th note to Ab tenuto 8th note up to (for violins I 

only; violins II are loco as Line 2 G note] Line 3 Eb down to C tenuto 16ths up to G 

double-dotted quarter note [written Line 2 G but with the 8va above] up to Bb 16th down 

to (Bar 4) Gb [Line 2 Gb for violins II] rinforzando half note tied to dotted 8th note. Then 

they play espr F 16th to E dotted 8th down to C 16th crescendo up to (Bar 5) Eb 

rinforzando 8th note on the down-bow decrescendo (followed by an 8th rest) down to C 

rinforzando dotted quarter note on the down-bow up to Gb stand-alone tenuto 8th to F 

tenuto 8th to E to C tenuto 16th note figure. Violas play this in the Line 1 register (violins 

II on the Line 2 register; violins I on the Line 3 register). VC/CB play in Bar 3 that Line 1 

D tied 8th note down to Great octave G tenuto 8th to Ab tenuto 8th up to small octave Eb 

down to C 16ths. Then the CB play Great octave A rinforzando half note tied to whole 

note next bar and tied to whole note in Bar 5 and tied in some fashion to Bar 6 (I did not 

hand-copy Bars 6-11). VC play side-bracketed double-stopped Great octave Ab/small 

octave Eb rinforzando half notes (some at least are bowed trem) tied to 8th notes next bar 

(followed by an 8th and quarter rest) while another stand plats small octave C half note 

tied to an 8th note next bar (followed by an 8th and quarter rest). Then, in the treble clef, 

Line 1 F 16th to E dotted 8th to C 16th to (Bar 5) Eb 8th on the down-bow (followed by an 

8th rest) down to middle (Line 1) C dotted quarter note, and so forth as given earlier. 

 Flutes I-II are col violins I, while the piccolo (or flute III?) and oboes play loco 

(as violins II) starting in Bar 4. Clarinets are col violins II starting in Bar 4. The Fags 

(bassoons) are col CB.  
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 After that Line 1 D 8th tied in Bar 3, the horns play small octave G [written Line 1 

D] tenuto 8th note to Ab [written Eb] tenuto 8th up to Line 1 Eb [written Bb] down to 

middle C [written G] tenuto 16ths. Then they play marcato and rinforzando-marked notes 

middle C down to B [written Line 1 G to F#] 8th notes to Bb [written F] rinforzando 

quarter notes to (Bar 4) A-Ab 8th notes to G quarter note to F#-G 8ths to G# quarter note 

to (Bar 5) a repeat of Bar 4.  

 

 After that Line 2 D 8th note tie in Bar 3 from the half note in Bar 2, all trumpets 

play Line 1 G [written A] 8th note to Ab [written Bb] 8th up to Line 2 Eb-C [written F-D] 

16ths to Lines 1 & 2 G double-dotted rinforzando quarter notes to (unison again) Bb 

[written Line 2 C] 16th. In Bar 4, they then play Line 1 Gb half note tied to dotted 8th to F 

16th espr and crescendo to E dotted 8th to middle C 16th to (Bar 5) Eb rinforzando 8th 

decrescendo (followed by an 8th rest) to middle C rinforzando dotted quarter note up to 

Gb tenuto stand-alone 8th to F tenuto 8th to E-C tenuto 16ths. 

 

 Trombones play that small octave D 8th note tie in Bar 3 down to Great octave G 

8th to Ab 8th up to small octave Eb down to C 16ths <ffp C/Eb/Ab rinforzando half notes 

to (Bar 4) Great octave Ab/small octave C/Eb whole notes tied to next bar and tied to 

some in Bar 6. The tuba plays the small octave D 8th tie down to Contra-octave G 8th note 

to Ab 8th up to Great octave Eb down to C 16ths down to Contra-octave Ab half note tied 

to whole notes next two bars. 

 

 I forgot earlier to include the drums. So, after a half rest in Bar 1, the timp is 

rolled (I believe mf) on Great octave A half note (notated like the bowed trem of the 

strings) tied crescendo and tied to 8th note next bar (the bass drum sounds that 8th note as 

well). After an 8th and quarter rest, the timp plays small octave D half note trem 

crescendo and tied to an 8th note in Bar 3. After an 8th and quarter rest, it sounds fp Great 

octave Ab rinforzando half note trem roll tied to whole notes next two bars. After a half 

and quarter rest in Bar 1, the snare drum sounds mf a quarter note trem roll (notated on 

the second space of the staff from the bottom) tied to 8th note next bar. After an 8th and 

two quarter rests, it sounds another such roll (but curiously now notated arbitrarily on the 

space above from the previous location).  

 

 Followed by an 8th rest in Bar 3 (after that small octave and Line 1 D 8th note tie), 

the piano then plays Contra-octave and Great octave Ab 8th up to Great octave and small 

octave Eb down to C 16ths to a rinforzando-marked half note chord comprised on 

Contra-octave Ab/Great octave Ab/small octave C/Eb/Ab tied to whole notes next two 

bars. 

 

 Skipping to Bar 12 (:29 cd), we soon come to the start of the second (and major) 

strain of the Prelude, the  ñJulietò theme/melody line. Itôs a gorgeous tune that will be 

heard many times in the score, predominantly associated with Juliet Forrest (Rachel 

Ward), a new client of Rigby Reardon (Steve Martin) and also new love interest, 

especially after ñadjustingò her breasts when she fainted in his office. 
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 We find violins I and II concluding the lengthy preliminary exposition of the first 

eleven and a half bars playing crescendo Line 2 B tied half note (tied from the B whole 

note in Bar 11) and tied to B dotted 8th note. Then the music becomes temporarily Rit. 

(Ritardando or retarding the tempo). Here violins I play (:46 on the dvd) ff Line 1 E 16th 

note on the down-bow up to B# 8th note on the up-bow to Line 2 C# 8th note followed by 

double-bar lines traversing the entire cue (signifying a major new section of the cue).  

Viole play sff > small octave E whole note tied to (Bar 12) quarter note, and then Eb 

rinforzando quarter note to D rinforzando 8th to Db 8th tied to 8th note (followed by an 8th 

rest). VC in Bar 11 play Great octave E rinforzando whole note tied to (Bar 12) quarter 

note up to small octave D# [enharmonic Eb as played by the viole] rinforzando quarter 

note to D rinforzando 8th to Db 8th crescendo to ñ3ò triplet value 8th notes C-Great octave 

B-Bb. CB play in Bar 11 small octave E rinforzando whole note tied to (Bar 12) E quarter 

note and then Eb rinforzando quarter note to D rinforzando half note crescendo hairpin. 

 

 Flutes/piccolo/oboe play Line 2 B whole note tied to (Bar 12) B half note 

(followed by a dotted quarter rest), and then down to Line 1 E 16th up to B# to Line 2 C# 

legato 8th notes. Clarinets play the same by the 8th notes are Line 2 C [written Line 2 D] 

to C# [written D#] 8ths (C is enharmonic to B#). Bassoons are col celli. Four horns play 

Line 1 E [written B] rinforzando 8th to E quarter note tied to 16th and then same E 16ths 

to E half note. Trumpets play Line 2 E half note tied to 8th note (followed by an 8th rest). 

Pos I-II play Line 1 E rinforzando 8th (followed by rests). The tuba and Pos III play Great 

octave and small octave E quarter note tied from the previous bar to Eb rinforzando 

quarter notes to D 8ths (followed by an 8th and quarter rest). The timp beats a small 

octave E 8th followed by rests. The piano in Bar 11 plays Great octave and small octave E 

whole notes tied to (Bar 12) quarter notes, and then Eb rinforzando quarter notes to D-Db 

small octave 8ths to ñ3ò triplet value 8th notes C-Great octave B-Bb. The harp is silent. 

 

 In Bar 13 (:29 as marked directly on the written score above the flutes line), we 

come to the Juliet Theme ff molto espr and also a tempo, piu lento. The melody is played 

notably by the violins but also by the flutes, oboe (I donôt really believe the piccolo is 

now involved) and clarinets, while the shadow melody line is played by the horns, viole 

and celli. The violins (etc) play molto espressivo Line 2 F# rinforzando 8th note to E 8th 

note (crossbeam connected) down to Line 1 A quarter note tied to 8th note down to F# 8th 

note (these two 8th are crossbeam connected) with that F# 8th tied to 8th note, part of a 

crescendo three-note figure of that tied F# 8th note up to G#-A 16ths. In Bar 14, the 

melody continues on ñ3ò triplet value 8th notes rinforzando A# up to Line 2 C# to Line 1 

B decrescendo down to E double-dotted tenuto-marked quarter note to same E 16th (start 

of the second phrasing of this tune) crescendo up to B#-C# 16ths. The woodwinds 

playing this melody differ only slightly here. Instead of the E double-dotted quarter note, 

they play quarter note tied to 8th note (followed by a 16th rest).  

 

 In Bar 15, the melody continues on Line 2 F#-E 8th notes up to G# dotted quarter 

note to A stand-alone 8th tied to 8th note to B-A 16ths. In Bar 16 (start of page 5), the 

violins and flutes play Line 2 B half note decrescendo and tied to dotted 8th note to Line 3 

C# 16th to D to E legato 8ths to (Bar 17) E# dotted quarter note to F# 8th down to Line 2 
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B dotted quarter note to Line 3 C# to D 16ths. The oboe plays this an octave lower 

register starting in Bar 16, and the same applies for the clarinets.  

 

 After a dotted 8th rest in Bar 13, the viole play the response/shadow melody line 

phrase on small octave E 16th note ff on the down-bow up to B# 8th on the up-bow to 

middle C# 8th note (crossbeam connected) up to F# rinforzando 8th note to E 8th down to 

small octave A quarter note. The horns play the same but with a very slight difference 

enharmonically. They play small octave E [written B] 16ths up to middle C [written G]  

8th note (enharmonic B#) to C# [written G#] 8th up to F# [written Line 2 C#] rinforzando 

8th to E 8th down to small octave A [written Line 1 E] quarter note decrescendo. The VC 

play Great octave A dotted 8th note up to small octave E 16th played on the down-bow up 

to B# 8th played on the up-bow to middle (Line 1) C# 8th up to F# rinforzando 8th to E 8th 

down to small octave A quarter note decrescendo.  

 

 After an 8th rest in Bar 14, the violas (or viole, if you prefer) small octave F tenuto 

stand-alone 8th tied to 8th note to G-G# tenuto 16ths to ñ3ò triplet value 8th notes A#-

middle C#-B down to E quarter note. The VC play the same phrase and in the same 

register. After a dotted 8th rest in Bar 15, viole & celli play small octave E 16th to F# up to 

A legato 8th notes crescendo to B-A 8ths up to middle C# quarter note. After an 8th rest in 

Bar 16, they play small octave F# tenuto stand-alone 8th crescendo to G# 8th to A-G# 

16ths figure to F# half note decrescendo.  In Bar 17, violas play espr Line 1 D-C# 8ths 

legato to B quarter note down to A-G# 8ths to F# quarter note. The VC (and CB) in Bar 

17 play small octave E down to Great octave B half notes. The horns follow the viole 

line. 

 

 Back in Bar 13, the bassoons play forte Great octave E/A whole notes to (Bar 14) 

unison (a2) E whole note up to (Bar 15) A whole note crescendo to (Bar 16) same A 

whole note decrescendo. In Bar 17, Fag I plays espr Line 1 D-C# 8ths to small octave B 

quarter note to A-G# 8ths to F# quarter note, while Fag II plays small octave E half note 

down to Great octave B half note. 

 

 Back in Bar 13, trumpets play mp Line 1 E/A/C# (A maj 2nd inversion) whole 

notes [written F#/B/Line 2 D#]. In Bar 14, trumpet I plays Line 1 F quarter note to E 

dotted half note, while trumpet II plays D whole note (trumpet III is silent). In Bar 15, the 

trumpets play E/A/C# whole notes again crescendo to (Bar 16) D/F#/B whole notes 

decrescendo. In Bar 17, they play D/A/Line 2 D half notes legato to small octave B/Line 

1 D/F# half notes. 

 

 In Bar 13, Pos II-II I play mp Great octave E/A whole notes, while the tuba plays 

Contra-octave A whole note. In Bar 14, tuba plays Contra-octave E whole note while Pos 

III plays Great octave E (Pos I-II are silent in this bar). In Bar 15, Pos I returns to play 

middle C# whole note crescendo, while Pos III plays Great octave A whole note, and the 

tuba sounds Contra-octave A. In Bar 16, after an 8th rest, Pos I plays mp espr small 

octave F# stand-alone 8th crescendo to G# 8th to A-G 16ths figure legato to F# half note 

decrescendo. Pos III and tuba repeat the A whole notes to (Bar 17) Great octave and 
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small octave E half notes down to Contra-octave and Great octave B half notes (Pos I & 

II are silent).  

 

 Back in Bar 13, the triangle sounds forte a whole note (notated on the second 

space from the top of the staff) let vibrate, repeated in Bar 15.  

 The piano and harp play arpeggiando chords (vertical wavy line rolled chords). In 

Bar 13, the piano is rolled on Contra-octave A/Great octave E/A/small octave C#/middle 

C#/E/A/Line 2 C# whole notes. In Bar 14, the piano is arpeggiando (top staff) on small 

octave Bb/Line 1 D/F/Bb quarter notes to B/D/E/B dotted half notes, while the bottom 

staff (left hand) is rolled on Contra-octave and Great octave E whole notes. Bar 15 

repeats Bar 13. In Bar 16, the piano is arpeggiando on Contra-octave and Great octave A 

whole notes (bottom staff) and (top staff) small octave B/Line 1 D/F#/B whole notes. The 

piano is silent in Bar 17. 

 

 In Bar 13, the harp (top staff) is arpeggiando on Line 1 F#/A/Line 2 C#/F# quarter 

notes to E/A/C#/E dotted half notes, while the bottom staff is rolled on Contra-octave 

A/Great octave E/A/small octave C# whole notes. You will note that very briefly (in the 

initial quarter note chord) we hear the F# min 7th (F#/A/C#/E) tonality that occurs when 

you add the F# to the A maj (A/C#/E) triad. In Bar 14, the harp is arpeggiando on Line 1 

F/Bb/Line 2 D/F quarter notes to E/B/D/E dotted half notes while the bottom staff is the 

same as the piano. Bar 15 repeats Bar 13. In Bar 16, the harp is arpeggiando on Great 

octave A/small octave D/F#/B and (top staff) Line 1 B/Line 2 D/F#/B whole notes. 

Temporarily we have the B min 7th (B/D/F#/A) tonality. In Bar 17, the harp is rolled on 

Great octave and small octave E half notes and (top staff) Line 1 D/F/A/Line 2 D half 

notes to Contra-octave and Great octave B/small octave B/Line 1 D/F#/B half notes. 

 

 Back in Bar 13, div (divisi, not double-stopped) CB (basses) play forte Great 

octave A and small octave E whole notes to (Bar 14) Great octave and small octave E 

whole notes to (Bar 15) Great octave and small octave A whole notes (repeated next bar) 

to (Bar 17) E down to Great octave B half notes. 

 

 This should give the reader a good conceptualization of how Rozsa cooked up this 

gorgeous musical apple pie. You have the basic recipe. However, letôs give end Bar 40. 

 Violins I play ffz Lines 1 & 2 Ab rinforzando-marked whole notes, while violins 

II play Line 2 Db/F whole notes. Viole play small octave F/G rinforzando whole notes. 

VC play double-stopped Great octave G/small octave D whole notes, as well as Great 

octave B whole note on other stands. CB play small octave G rinforzando whole note. 

The piano plays Great octave G/B/small octave D/F/G rinforzando whole notes. The timp 

beats a Great octave G whole note. The Pos play Great octave B/small octave F/G 

rinforzando whole notes. Trumpets play Ab/Line 2 C#/F whole notes (C# is enharmonic 

to Db). Fags play Great octave G and small octave D whole notes. Clarinets play Line 2 

Db/F/Ab whole notes. The oboes play Line 2 Ab/Line 3 Db whole notes. The piccolo 

sounds Line 1 F rinforzando whole note, and flutes play Line 2 Ab whole note. 

 

 I am not certain what Rozsa meant for the overall ending tonality. Note that we 

have both the D natural and D-flat tones here, creating a certain strong disharmonious 
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effect. If strung out, we have the G/B/D/F/Ab (G Dom 7 b9th) or G/B/Db/F/Ab (Dom 

7b5b9), but with both the Db and D notes, there is an ambiguity of tonality here. 

However, the dissonance is fitting since the music seques immediately to the next 

disruptive scene and cue. ñStormy Meeting,ò as Julietôs father in his car crashes to his 

stormy ending (a ñmeetingò with death). 

 [end session 5:40 pm.] é..[resume Thursday, March 17 at 2:36 pm] 

 

   ******************** ************  

 

 ñStormy Meetingò Reel 1M13. Allegro in 4/4 time, 43 bars. Dvd location: Start 

of Chapter 2 (perhaps a second later). CD location: track # 2 starting at 1:52 (titled ñCar 

Crashò in the cd). Note: the music recorded for this scene stops (cut out or dialed out) at 

the :37 point of the dvd until :57 (Bar 28). I am assuming the original tracks on the cd 

offer the complete music but I have not yet received my copy of the PCD126 cd (ñFilm 

Music of Miklos Rozsa, Vol. 2ò) ordered from Buy Soundtrax in order to verify.  

 

 
 

 [Postscript written March 23: Yes, the cd track for this cue contains the complete 

cue as written (and obviously recorded). I did not have time to hand-copy this complete 

ñnoteyò cue, but upon hearing the original tracks it is obvious that Palmer had changed 

the music at a certain point right after the car crash or sometime in post-production music 

editing someone inserted a jazzy piece that highlighted the sultry clarinet. At the :19 

point of the dvd Chapter 2, the music abruptly stops for a second as the newspaper 

headline comes swirling into view immediately after the crash. This point on the cd is 

2:12 (track #2). Instead of the original music intended by Rozsa (according to the written 
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score and its recording on the cd) we have this jazzy piece that lasts only a short while. 

On the cd for the music not used for the movie/dvd, we have the cutoff point at about 

2:12, resuming at 2:51 (about 38 or 39 seconds). So the 2:51 point on the cd corresponds 

on the dvd to the :57 point. The music on the dvd (jazz piece) lasts about 18 seconds 

starting at the :19 point. From there until the start of the originally intended cue 

placement (Bar 58) is also about 38 or 39 seconds. So I cannot figure who decided not to 

use the originally intended music. Was it Reiner or Palmer or ??? Rozsa wasnôt present in 

the recording sessions due to back problems, I understand.] 

 

 Once again we find ambiguity in the tonality here at the start of this cue, just as 

we did in the end bar of the Prelude that seques to ñStormy Meeting.ò Obviously itôs a 

disruptive, fast scene that musically is conveyed with clashing chords such as the Cb 

major (Cb/Eb/Gb) played by the trumpets with the C maj (C/E/G) played by the horns 

(with an added Db note again) while the piano plays the G Dominant 7th (G/B/D/F). So 

we have a polytonality effect here that is effective given the scene and the noisy sound 

effects as the car crashes out of control in the stormy night. Itôs an excellent dissonant 

dynamic for the scene.  

 

 Just as the sedan is being propelled in fast speed along the windy cliff road, the 

music is propelled by quickly running 16th note figures played by the woodwinds and 

violins I, while the brass play the ñdrivingò furious rhythm! Violins I play ff the fast 

(Allegro) running motion  on Line 2 Ab-G-Gb-F legato 16ths (connected as a figure by 

two crossbeams) to E-F-F#-G (connected by two crossbeams) to G#-A-A#-B (connected 

by two crossbeams) to Line 3 C-Line 2 B-Bb-A 16ths (connected as the 4th figure by two 

crossbeams). The 3rd figure has a crescendo hairpin underneath ( < ) while the 4th figure 

has the decrescendo hairpin ( > ) with the first 16th of that 4th figure being rinforzando-

marked. Flute I plays the same figures to (Bar 1) Ab 16th note followed by rests, while 

flute II takes over the running figures (as the violins I).  

 

 So, in Bar 2, the first violins continue on Ab-G-Gb-F to E-F-F#-G to Ab-G-Ab-A 

crescendo to Bb-A-Bb-B. Flute II plays this to (Bar 3) Line 3 C16th followed by a dotted 

8th and quarter rest. In Bar 3, the first violins and flute I play Line 3 C rinforzando 16th 

down to B to Bb to A (connected by two crossbeams) to ascending 16ths figure notes G#-

A-A#-B. Flute I then plays Line 3 C 16th followed by a dotted 8th and quarter rest while 

flute II takes over and initially overlaps with C-C#-D-D# 16ths crescendo to E-Eb-D-Db 

16ths (the E 16th on the last figure is rinforzando-marked). The violins of course play the 

same notes. In Bar 4, flute II plays C 16th followed by rests. Flute I takes over to play 

(along with violins I) C-B-Bb-A 16ths to G#-A-A#-B to C-C-C-C# to D-C#-D-D#. 

 Oboe I is col flute I, while oboe II is col flute II. Similarly, clarinet I is col flute I, 

and clarinet II is col flute II. The bass clarinet plays middle (Line 1) C [written D] 

rinforzando whole note (repeated next bar) to (Bar 3) C# whole note (repeated next bar). 

Bassoons play Contra-octave B/Great octave D whole notes (repeated next bar) to (Bar 3) 

I believe C/D# whole notes repeated next bar (C is enharmonic B#). 

 

 Violins II play repeat four-note figures. We see Line 1 F-D-F-D 16ths (connected 

by two crossbeams) repeated three more times, and repeated in Bar 4 to (Bar 3) F#-D#- 
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