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11. Lento (5:23) 

12. Candles In the Wind <4=i6) 

13. Adagio <4:i5) 

1. Main rule (3:16) 

2. Hyper Sleep (2=45) 

3. The Landing (4=33) 

4. Breakaway <3:ii> 

5. The Droid (3:46) 

6. The Door (1:28) 

7. End Title (3:27) 

8. Main Title (6:21) 9. Futile Escape (5:45) 

io. Bishop’s Conntdown <3:20 
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ALIEN 
In retrospect, the success of Alien (1979) is not surprising: In the post-Star UUars environment of 

graphic possibility and permissibility, audiences were obviously ready for a high-tech blend of horror 

and science fiction. The origin of Alien, however, can be found in several B pictures of the 1950s. 

Plot strands from genre staples such as The Thing [From Another World] (1958). The 

Creeping Unknown (1956), and It!: The Terror From Beyond Space (1958) can be found 

in Dan O’Bannon’s screenplay. It is likely that the writer also was influenced by his own script and 

performance in John Carpenter’s Dark Star (1974). In the years following the release of Dark 

Star O’Bannon developed a story with Ronald Shusett. The finished script eventually landed in the 

hands of a production company established by Walter Hill, David Giler and Gordon Carroll. It was 

subsequently polished and given to newcomer Ridley Scott, whose first film, The Duellists (1977) 

was an undisputed visual masterpiece. 

In addition to launching the career of the talented Scott, Alien is remembered as the film that raised 

the profile of actress Sigourney Weaver. Most critics, however, felt that the film could not escape its 

B movie sensibilities. Scott defended his movie, stating that “it has absolutely no message. It works 

on a visceral level and its only point is terror, and more terror.” Pauline Kael of The New Yorker 

argued that Scott gave the public what it wanted: “Alien was more gripping than entertaining, but a 

lot of people didn’t mind,” she wrote. “They thought it was terrific, because at least they’d felt some¬ 

thing: they’d been brutalized.” Not every critic gave enough credit for the artistic qualities of the film. 

For example. Alien broke new ground in special effects. H.R. Giger, Carlo Rambaldi, Brian Johnson, 

Nick Allder and Denys Aylins all won Academy Awards for their work. 

Then there was the music score by Jerry Goldsmith. In 1979 Goldsmith was a man at the forefront of 

his profession. Throughout the decade he had gathered eight Oscar nominations, winning the 

Academy Award for The Omen (1976). Goldsmith’s score for Alien was overlooked by the 

Academy, but the score is considered to be a classic in the genre. This was not achieved without con¬ 

troversy. Goldsmith’s original intentions are not those represented on the soundtrack of the finished 

print. What we are left with is one of the most famous music editing jobs in cinematic history. 

Goldsmith explains: 

“Directors and editors use temporary music tracks and sometimes it’s the kiss of death for a com¬ 

poser. I used to hate it, because I would want to see the picture first without any music. Sometimes 

they temp-tracked it with music I had written for other pictures, which makes it even worse because 

I know what the music was originally written for. I had this happen on Alien. They temp-tracked that 

whole picture with my music. There's one sequence with a cue from Freud, and the director and pro¬ 

ducer said. Isn’t that wonderful?,' and I didn’t agree. They had been living with this music for 

months, and they were used to it. So I wrote a new piece, and, naturally. I thought that it was won¬ 

derful. Well, the whole score was eventually emasculated. Half of the music didn’t end up where it 



was supposed to go, and they would up going to Universal and actually buying that piece of music 
from Freud and putting it in Alien. This was after the picture was previewed and unbeknownst to 

me. I was furious! Anyway, there was nothing I could do about it.” 

The soundtrack for Alien includes the work of Howard Hanson, W.A. Mozart, music from Freud, and 

original compositions by Goldsmith. None of these composers was flattered by the use of his music. 

Goldsmith was so upset that he re-recorded his score as per his original vision with the National 

Philharmonic Orchestra. In offering his faithful interpretation with the Royal Scottish National 

Orchestra, conductor Cliff Eidelman discovered how difficult it was to resurrect the score. Written in 

a modernist style and with many avant-garde elements, the score contains very little in the way of 

tonality, tradition or accessibility (characteristics that are more evident in Goldsmith’s current style). 

In addition, Goldsmith’s orchestrations include rarely used instruments like the serpent, didjerido, log p 

drums and shaum. 

Goldsmith favored a quasi-romantic approach to the main title while the producers preferred some¬ 

thing scary and portentous. Goldsmith composed both. The suite here begins with the world pre¬ 

miere recording of the version which ultimately was heard in the film (for the original soundtrack 

release Goldsmith returned to his preferred romantic version). The producers’ choice for the Main 

Title includes scratching strings, echoing vibrations, minor-mode woodwind phrases, and percussion. 

A chord with rising strings leads to a visual of the commercial towing vehicle “Nostromo.” As the 

camera moves through the ship’s interiors we hear a four-note motif in the winds. The camera finds 

its way to a chamber containing the seven-member crew in a suspended state of Hypersleep. Once 

again we hear the four-note motif that suggests the ticking away of time. A major chord announces 

the awakening of the crew. Dulcet fragments of what will eventually be revealed as Goldsmith’s main 

theme are played over high-range strings. 

The “Nostromo” has been stopped by the ship’s computer in reaction to a distress signal coming from 

a planet. Impressionistic strings and winds give the vessel a sense of floating grace. More glimpses 

of the main theme are exposed by the trumpets, strings, horns, and oboe as the crew prepares for The 

Landing. The tension is finally exhaled by the strings with a full statement. This music was replaced 

by sound effects in the film, but the original version of 

the cue is presented here. The rest of the cue consists 

of three elements repeated four times: a forward-moving 

bass line, variations on the four-note motif in the winds 

under sustained high-range strings, and a three-note 

string/brass passage that serves as a coda. While 

exploring the planet, the crew comes across evidence of / 

an alien life form. One piece of evidence attaches itself 

to crew member Kane (John Hurt) and, in direct contra¬ 

diction to quarantine rules, an alien is brought on board. 

Before long the crew realizes that the only response the 

species has to other forms of life is murder. The alien 

proceeds to stalk the crew one by one. 

In The Droid, the crew learns that science officer Ash (Ian Holm) - the man responsible for bringing 

the alien aboard - is in fact a robot with instructions to return the alien to earth at the expense of the 

crew’s lives. Goldsmith deploys tremolo strings, high piccolo parts, piano keys struck in the upper 

octave, glissandi and sharp bow strokes in the violins, and orchestral clashes of atonality. He also 

uses pizzicato strings, wide intervals, and alternating crescendos/decrescendos in the brass. The 

cue ends with a statement of the main theme by solo oboe and a rare wash of tonality as Kane's cof¬ 

fin is expurgated into space. The cue concludes with the four-note motif, this time with tonal flutes 

harmonized with insistent brass. 

The music heard in Breakaway was not used in the film. Constructed around three-note phrases, it is 

an excellent example of action scoring. Difficult brass writing and unusual orchestrations are among 

its highlights, as are a quasi-romantic passage for middle-range strings and the four-note “time” 

motif. 

Indeed, time is ticking for Ripley (Sigourney Weaver), the last surviving crew member. She strategi¬ 

cally lures the alien into The Door and blasts it through the air lock into deep space. Most of this cue 

did not make its way into the final cut, though part of it ended up on the soundtrack album as Acid 

Test. Ripley places herself and her cat into hibernation to complete the journey home. The End Title 

is a recapitulation of Goldsmith’s original main title, neither of which ended up in the film. His main 

and end titles would have provided a sense of symmetry, but the end title ultimately utilized, an 

excerpt from Howard Hanson’s Symphony No. 2 (“The Romantic”), had no relation whatsoever to the 

main title or, for that matter, to any of the music heard in the film. Goldsmith’s quasi-romantic 

approach begins with mid-range dissonance before the strings build to harp, chimes, and vibraphone 

punctuations. Then the main theme is heard - a lonely trumpet solo, evocative of the solitary nature 

of both Ripley and outer space. A secondary, five-note motif for strings and horns follows before the 

strings play the theme to its rapt conclusion. 



JERRY GOLDSMITH 

There is no greater composer for films than the legendary Jerry Goldsmith. Born in Los Angeles and 

educated at L.A. City College and USC, Goldsmith served his apprenticeship at the CBS Radio 

Workshop in the 1950s. His training in scoring live radio and television broadcasts paved the way 

for a film career. Fox music director Alfred Newman was so impressed with Goldsmith that he rec¬ 

ommended him to Universal for Lonely Are The Brave (1962) and John Huston’s Freud (1962). 
The music for Freud was subsequently nominated for an Academy Award. 

Goldsmith’s 150 film resume includes films that are commercial and critical benchmark pictures of 

their day. From the icy sensuality of Basic Instinct (1992) to the Oriental colorations of The 

Sand Pebbles (1996); from the combination of period and avant garde sensibilities in Chinatown 

(1974) to the Moroccan rhythms of The Wind and The Lion (1975); and from the space opera of 

Star Trek - The Motion Picture (1979) to the eerie chorales of The Omen Trilogy 

(1976/78/83), Goldsmith has created a legacy of professionalism and artistry that has made him the 

great symphonic composer of the latter twentieth century. Director Fred Schepisi, who collaborated 

with him on The Russia House (1990) and I.Q. (1994), says that “his depth of expression and the 

creative use of that expression are mind-boggling. He’s very versatile. You can listen to 17 of his 

major works and all of them would be different, yet each of them would be right for the film.” 

Some of Goldsmith’s other credits include A Patch of Blue (1975), The Blue Max (1966), 

Planet of the Apes (1968). Seconds (1968), The Mephisto Waltz (1971), Islands in the 

Stream (1977). The Secret of NIMH (1982), Under Fire (1983), Legend (1985), Hoosiers 

(1986), Total Recall (1990), Rudy (1993), The River Wild (1994), First Knight (1995), City 

Hall (1996) and Chain Reaction (1996). His most recent commissions are Two Days in the 

Valley (1996), Star Trek: First Contact (1996), The Ghost and The Darkness (1996) and 
Fierce Creatures (1996). 

Goldsmith is the recipient of sixteen Academy Award nominations and the 1977 Best Original Score 

Oscar for The Omen. Other industry recognitions include five Emmy awards, his most recent for 

Star Trek: Voyager. In 1995 Goldsmith became the inaugural recipient of the Daily Variety 

American Music Award. The legend is also a world-class conductor, having conducted programs of 

his film music in concert halls around the globe. His dedication to the preservation of film music is 

symbolized by his ongoing series of re-recordings of the classic scores of late friend and mentor Alex 
North (2001: A Space Odyssey. A Streetcar Named Desire). 

ALIENS 
In the belief that audiences attend sequels to re-experience a movie they loved the first time, ortho¬ 

dox thought dictates that sequels should be remakes of their originals, only bigger. This is the case 

with Aliens (1986). The movie revives the morally ugly universe of the first film, but the artistry of 

Ridley Scott’s original is replaced by a more traditional approach to providing scares. The scares are 

engineered by James Cameron, whose film The Terminator (1984) established him as a premiere 

director of action films. This reputation was solidified by his work on Aliens. 

The film begins 57 years after the end of the first film. Ripley is discovered in her escape shuttle by 

a salvage ship, but she soon suffers from horrific nightmares and the knowledge that her daughter has 

died since she left. Meanwhile she learns that the alien planet has been colonized at the cost of bil¬ 

lions of dollars. “Did I.Q’s just sharply drop while I was away?,” she asks. When contact with the 

colony is lost, an expedition is sent back to the planet to find out why. Ripley already knows the 

answer. The military crew includes the tough Private Vasquez (Jenette Goldstein), smart Corporal 

Hicks (Michael Biehn), a faithful android, Bishop (Lance Henriksen), and slimy defense industry rep¬ 

resentative (Paul Reiser), whose company envisions making millions by using the aliens as a weapon 

in its biological warfare plans. Ripley is brought along as a consultant. Upon their arrival the crew 

finds the colony abandoned - all except for one little girl, Newt (Carrie Henn), who survived by hiding 

in the air ducts. Newt confirms Ripley’s suspicions, and before long there is an all out war between 

the two species. 

Cameron’s dramatization takes the high ground. The military throws out profanity and high-tech 

weaponry in equal measure, but violence is not glorified. Instead, it is presented as a reasonable 

response to an unreasonable situation. In the expanded, 154 minute edition of Aliens released in 

1992, Cameron adds scenes that flesh out the histories and relationships of the characters. 

Sigourney Weaver’s performance was noted for a depth that went beyond action film expectations, 

earning an Oscar nomination in the process. Aliens won the Oscar for Best Visual Effects, the 

award being given to Robert Skotak, Stan Winston, John Richardson and Suzanne Benson. 

In the 1980s composer James Horner was seen in some quarters as the heir apparent to Jerry 

Goldsmith. Not that Goldsmith had any intention of disappearing, but if film music aficionados were 

looking for someone young to identify with, Horner seemed to be the brightest light. For Aliens. 

Horner was asked to follow Goldsmith’s footsteps in the same way he did for Star Trek II: The 

UUrath of Khan (1982). The Main Title sequence was temp-tracked with the Adagio from one of 

Aram Khachaturian’s Gayane suites (1943, a piece made famous by its use in 2001: A Space 

Odyssey) and Goldsmith’s score for Alien. Horner’s Main Title opens with dissonant orchestral 

rumblings and snare drum fills before segueing to a Khachaturian-style string passage, although the 



tempo is more andante than adagio. The four note 

“time” motif from Goldsmith’s Alien is orches¬ 

trated for echoing trumpet. The piece concludes 

with the orchestral and snare drum movements of 

the opening, with the four note motif joining in. 

The rhythmic action in Futile Escape creates an 

orchestral miasma of writing. Propelled by the 

snare drum, the music features marching brass 

scales and horn calls doubled by piccolo. The 

string andante of the main title is interpolated as 

the piece builds to a furious conclusion. A major 

set-piece in the score, the music follows Ripley 

and the squad’s attempt to flee the creatures. 

By the end of the film the only survivors are 
Bishop, Ripley, and Newt. Bishop’s Countdown represents the end of their plans to destroy the crea¬ 

tures with nuclear detonations. By this time the tension has reached an unbearable pitch, as repre¬ 

sented by the furious interplay between the brass and the strings. This percussive cue follows the 

action as the android prepares to pilot the ship to safety. A final volley of strongly hit rhythms ends 

the piece as the trio succeeds. A lyrical flute with oboe and horn in counterpoint impart the first note 

of calm in the score. The serenity is temporary, however, as there will be at least one more con¬ 
frontation with the alien species. 

JAMES HORNER 

James Horner is one of the most sought-after composers in Hollywood. The irony in this statement 

has nothing to do with his formidable talent. Rather, it rests in the fact that he was reluctant to pur¬ 

sue a film career in the first place. Born in 1954, the Los Angeles-born composer studied at the Royal 

College of Music in London before earning a Masters degree from USC and his Ph.D from UCLA. 

Although Horner’s original goal was to establish himself as a concert hall composer, he could not be 

keep away from Hollywood soundstages. After scoring several B-movies for producer Roger Corman 

(including The Lady In Red (1979) and Battle Beyond The Stars (1980), Horner was ready 

to graduate to major Hollywood features. His early credits include Wolfen (1981), Star Trek II: / 

The Wrath of Khan (1982), 48 Hours (1982), Brainstorm (1983), Krull (1983), Testament 

(1983), The Journey of Natty Gann (1985) and Cocoon (1985). On the strength of these I 

scores Horner was ticketed as the young symphonic composer of the 1980s. In recognition of this ^ 

fact he received his first Academy Award nomination for Aliens (1986). He received another Oscar 

nomination and a Grammy award the same year for the song Somewhere Out There from the ani¬ 
mated film An American Tail (1986). 

Since then Horner has cultivated a distinctive, personal style that has enhanced some of Hollywood’s 

biggest films. His scores include the lyrical, heartfelt compositions of Field of Dreams (1989, his 

third Oscar nomination), the hauntingly powerful orchestral/choral amalgam of Glory (1989, for 

which Horner won a Grammy award), the soaring grandiosities of The Rocketeer (1991), the up¬ 

beat, whimsically melodic Sneakers (1982), the tensely wound soundscapes for Patriot Games 

(1992), the introspective music for Searching for Bobby Fischer (1993), the unashamed 

romance of Legends off the Fall (1994), and the lullabies of Casper (1995). Horner received 

two more Oscar nominations in 1996, for his optimistic soundscape of Apollo 13 (1995) and the 
ethnic/new age mix prepared for Braveheart (1995). 

His most recent credits include Edward Zwick’s Courage Under Fire (1996) and The Spitfire 
Grill (1996). 



/i LIE N3 
Alien 3 (1992) takes place on Fiorina 161, a world populated with male sex criminals. Once a min¬ 

ing facility, the planet has been converted into a prison in which the inmates are left to administer 

their sentences. The ship on which Ripley and the two other survivors from Aliens are traveling 

makes an emergency landing on the planet after experiencing mechanical problems. She awakens to 

discover that Hicks and Newt are dead, while the android Bishop is seriously injured. Ellen Ripley 

(her first name is finally revealed - a rare touch of humanity) is healed by a doctor named Clemens 

(Charles Dance), with whom she shares a moment of primal human behavior. She determines that an 

alien somehow boarded the shuttle and killed her friends. And so, once again, Ripley is called upon 

to wage war with her number one nemesis. “I’ve known you so long I can’t remember a time when 
you weren’t in my life,” she says wearily. 

In his directorial debut, David Fincher surfaces from the world of rock videos to create a gray, 

depressing world. The mine is filled with endless, interconnected tunnels that assist the alien in its 

attacks on the inhabitants, some of whom have turned to religion as their only source of comfort. It 

is difficult to tell which species is more repulsive on this planet, but Ripley manages to rally the 

inmates to take on the hated creatures. For the first time in the trilogy the camera assumes the point 

of view of the alien, who is seen more clearly in this film. Fincher, production designer Norman 

Reynolds, and art/set directors James Morahan and Belinda Edwards have combined to make some of 

the most stunning visuals in recent years. Ripley does find sacrificial redemption in the end, albeit 

in death - and she kills both the last known survivor of the alien race and herself in the process. 

For many filmgoers, Alien 3 was their first exposure to the music of Elliot Goldenthal. The composer 

received the assignment after being recommended by Tim Zinnemann, the producer of Pet 

Semetary (1989). Working closely with Fincher, Goldenthal spent a year developing the score. 

Complex layers of timbres and late 20th century orchestra- 

tional techniques (Robert Elhai is the orchestrator) are found 

within an acoustic, symphonic setting, often abetted with inno¬ 

vative electronic samplings and creations. Nightmarish, dark, 

and disturbing are adjectives that have been used to describe 

the score. The composer has an outstanding reputation in 

both film and classical arenas and in some respects the music 

for Alien 3 sounds like material he would introduce in a con¬ 

cert hall setting. Explaining the difference, Goldenthal states 

that “in concert, a composer can develop one theme for thirty 

minutes. In film, one has to develop the skill to make your 

point in tiny little increments, maybe six seconds or seventeen 

minutes. You have to think of time as very malleable.” 



Lento conveys a direct immediacy and emotional simplicity. The first half of Lento is a setting of 

Agnus Dei, the fifth and final section of the “Ordinary of the Mass.” The Ordinary is the daily affir¬ 

mation of man’s association with Christ and the most solemn service of the Roman Catholic Church. 

Consisting of Latin psalms, texts, and prayers, it has inspired some of the finest choral music ever. 

The Ordinary is used throughout the year and its texts are always the same, although some composers 

set it differently. Goldenthal sets his text to music sung by solo boy soprano. The short prayer reads 

Agnus Dei, qui tollis peccata mundi, translated as Lamb of God, who taketh away the sins of the 

Earth. In classical terms this is a personal, grief-stricken aria sung by a suffering sinner. The text 

concluded with Donna nobis pacem, or Grant us Peace, words meant to express confidence in God 

and the inner peace that only he can bring. Unlike some classical versions, the two sentiments are 

reconciled by Goldenthal into one dramatic mood. The classical allusions have their filmic referents 

in the overall situation and the religious practices of the inmates (“We even have enough faith for you, 

sister,” says one inmate). It should be noted that the music for the Ordinary is often inspired by 

Gregorian-type melodies sung either as chant or plainsong. Goldenthal’s melody is performed with¬ 

out accompaniment (strings/piano/oboe), but the music is monophonic, without any fixed rhythm, and 

evokes a Gregorian mode. The second half of Lento offers a change of tempo, with swirling strings 

working in a rhythmic environment. The Agnus Dei melody returns at the end, this time without the 

vocal. A brief statement of the main theme (developed in the Adagio) foreshadows the conclusion of 
the film. 

Candles In The Wind features avant-garde techniques such as tone clusters, glissandi, extreme leaps 

in intervals, and wide dynamic contrasts. This cue characterizes most of the score: grim dissonances, 

dense, complex, unmelodic music offset occasionally by fleeting moments of bleak romanticism. This 

pattern ends with Adagio, marking the end of Ripley’s journey. Having been impregnated by the alien 

and realizing that she must die if the alien species is to perish, Ripley forces a final confrontation. 

Ripley and the last remaining alien (and the alien fetus inside her) plummet to their flaming death. 

Goldenthal’s moving, tragically romantic music lends a sense of emotion and resonance that offsets 

the modernity. French horns playing over falling strings spills into a statement of the hymnal theme 

heard in Lento. The liturgical solemnity of Agnus Dei is also evoked. Just as the Ordinary of the 

Mass promises, peace and humanity are brought to bear - albeit at the price of Ripley’s death. A solo 

trumpet figure closes the trilogy, suggesting once and for all the ancient struggle of humanity against 

nature and beast. The war is over... for now. 

ELLIOT GOLDENTHAL 

Elliot Goldenthal was born in 1954 in New York. Although he enjoyed the music of jazz greats and 

formed a blues band that toured the country, Goldenthal became a classical composer. He earned a 

Masters degree in composition from the Manhattan School of Music where he studied composition 

with John Corigliano and Aaron Copland and conducting under Anton Coppola. 

Goldenthal is the author of concert hall works, theatrical scores, incidental music for plays, and film 

music. The composer’s concert pieces include Shadow Play Scherzo, commissioned to honor Leonard 

Bernstein’s 70th birthday, Pastime Variations for chamber orchestra, the song cycle Los Heraldo 

Negros (with Cezar Vallejo), Sonata for String Bass, Concerto for Trumpet and Piano, two brass quin¬ 

tets, incidental music for several Shakespeare productions, including Titus Andronicus (1994), an 

“Obie” award-winning theatrical oratorio called Juan Darien, two musicals (The Transposed 

Heads and Liberty’s Taken), two theatre pieces (Juandarie and The Green Bird) and an 

opera entitled Grendel based on Beowulf. For Sony Classical he recorded Fire Water Paper, an 

oratorio commemorating the 20th anniversary of the end of the Vietnam War. This solemn, multi-lan¬ 

guage choral work with two soloists (featuring Yo Yo Ma at its premiere) is a study in contrast, the 

music being classical, romantic, modern, and minimalist. His awards include the “Stephen Sondheim 

Award” from the American Music Theatre Festival, the “Edinburgh Festival Critics Choice Award,” 

“Toscanini Award for Musical Composition,” the “Richard Rodgers Award” from the American 

Academy of Arts and Letters, as well as miscellaneous nominations for Golden Globes, Grammys, and 
Oscars. 



Goldenthal scored a number of small films early in his career but his first major Hollywood projects 

were the movie adaptation of Stephen King’s Pet Sematary (1989) and Gus Van Sant’s 

Drugstore Cowboy (1989). On the strength of his work on Pet Sematary. producer Tim 

Zinnemann recommended that Goldenthal be hired for Alien 3 (1992). 

Goldenthal brings an engaging intellect to his work, a quality that does not come at the expense of 

emotion. At times his scores exude a macabre humor. Despite these recognizable traits, he tries 

something new in every assignment he takes. He experimented with New Age material in the action 

film Demolition Man (1993), incorporated jazz and Asian influences in Golden Gate (1993), cre¬ 

ated “composition as collision” (ragtime versus growling brass) in Cobb (1994), charted the chrono¬ 

logical development of musical instruments in Interview with the Vampire (1994, for which he 

received his first Oscar nomination), and combined post-Wagnerian and jazz styles in Batman 

Forever (1995). His most recent projects include Heat (1996), A Time To Kill (1996, reuniting 

him with Batman Forever director Joel Schumacher), Neil Jordan’s biopic of Irish revolutionary 

Michael Collins (1996). Voices From A Locked Room (1996) and Schumacher's upcoming 

Batman and Robin (1997). 
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CLIFF EIDELMAN 

The release of The Alien Trilogy marks Cliff Eidelman’s conducting debut with the Royal Scottish 

National Orchestra. The Los Angeles-born conductor is primarily known as a composer for Hollywood 

films. Eidelman studied at Santa Monica City College, where he received his first two commissions 

(the ballet Once Upon A Ruler and Celebration Symphony Overture in Three Movements). After 

enrolling in the music program at USC, Eidelman received an offer to score his first film. The film was 

Magdalene, and while the movie itself failed to leave a lasting impression, Eidelman’s score obvi¬ 

ously did. Recorded with a ninety piece orchestra and sixty piece choir, the film showcased his abil¬ 

ity to write epic romantic music. Eidelman used this ability again in his score for the harrowing WW2 

drama Triumph of the Spirit (1989), the sweeping adventure Christopher Columbus: The 

Discovery (1992), and Nicholas Meyer’s Star Trek VI: The Undiscovered Country (1992). 

After proving that he could write music in the dramatic foreground, Eidelman proved his diversity by 

composing introspective and intimate music for character-oriented films such as Untamed Heart 

(1992), Leap of Faith (1992), My Girl 2 (1994), A Simple Twist of Fate (1994), and Now 

and Then (1995). The composer has also worked in television, scoring the popular television series 

Tales From The Crypt, the telefilms Judgment (1990), Backfield in Motion (1991), the 

Richard Nixon docudrama The Final Days (1989), and the HBO production Dead Man Out 

(1989), for which he received a Cable Ace nomination. His most recent work for HBO was the 1996 

telefilm If These UUalls Could Talk, starring Demi Moore and Cher. 

Eidelman has become a world-class conductor. He led the Seattle Symphony Orchestra in a number 

of parades, processionals and attacks from Hollywood’s epic films in the Varese Sarabande recording 

Blood & Thunder (1995). His next release with the RSNO is a collection of suites and themes by clas¬ 

sical and contemporary composers called Hamlet: Shakespearean Classics From Stage And Screen. 

The recording includes the premiere of his concert hall composition The Tempest, inspired by the 

Bard’s final play. His other concert works include Suite for Orchestra (1986), Five Pieces for Violin 

and Piano (1987), and The Creation Symphony (1995). 

- Kevin Mulhall 
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