Musical cue sheet for Blade Runner : The Director’s Cut
*
0.00.00
Ladd Company logo music begins as Ladd Company logo comes on-screen.  

*
0.00.23
Ladd logo music fades out as logo fades on-screen.  Black screen and silence.

*
0.00.29
Title music in as first credit appears on-screen.  Orchestral percussive note (sounds as if struck on huge drum) as first credit fades onto screen.  Note is struck when letters reach full intensity on-screen.  Note fades out slowly, lasting 9 seconds and ends when next credit (Harrison Ford) appears on-screen.


0.00.38
Second percussive note, slightly louder and deeper as Blade Runner title appears on-screen.


0.00.43
First notes of Main Titles fade in slowly as second percussive note is finishing.  Notes played softly on a single, high-pitched synth, gives the tune a lonely, personal feel.  Drum notes act as percussion to the tune but come in multiples, as if with quick-echo effect.  

Other credits come on-screen, one at a time

*
0.02.00
Cross-fade music to ‘electronic’ noise as the prologue text scrolls up the screen.  


0.02.49
Quadruplet of percussive notes as LOS ANGELES, NOVEMBER, 2019 comes on-screen.  


0.02.56
Effects up as aerial shot of Los Angeles fades in, large explosions with sound effects are first thing visible on-screen, these are revealed to be gas flares from towering industrial chimneys above the city lights below.  

Fade-in picture of city is highlighted by a short fill of string sounds (through a synth) fusing into piano notes; the fill has a revelatory tone.  Industrial-sounding 'megadrone' starts once camera begins to move slightly over the city.  

A hovercar, with audible effects flies past the screen.  


0.03.18
Lightning strike, with sound effects, in middle distance.  Cues a close-up of industrial gas flare, noise of lightning blends into noise from gas flare.  This punctuates the beginning of the Main Titles tune proper.  


0.03.20
Main section of Main Title tune, now played in full, begins as lightning-flare noise fades.  Effects down but still audible (the hovercar can be heard).  

Views of the city from high above are counter-shot with full-screen close up of an eye with the city sights reflected in it.  Shots of the city show a hovercar flying through it, approaching the huge, imposing Tyrell Corporation building.  


0.03.59
Begin very slow fade-in of ‘electronic’ noise over the music.  

*
0.04.06
Music fades out and ‘electronic’ noise up as the counter shots of the eye are replaced by shots of a silhouetted figure standing in a smoky room within the Tyrell building.  Shots of the city get closer and closer to the Tyrell building, eventually zooming in on the same room from outside.  


0.04.20
‘Electronic’ noise down as an establishing shot shows the smoky room’s interior in more detail.  A soft, but impersonal, feminine computer voice announces Leon’s arrival at the interview room.  

Holden conducts the Voight-Kompff (V-K) test on Leon, the noises of the V-K machine become the background noises but other noises continue faintly throughout, as does the ‘electronic’ noise.  


0.06.00
Very fast, strong heartbeat sound, getting louder and more dominant, takes foreground to signify Leon’s emotional reaction to the test, slight echo on Holden’s voice also shows Leon’s reaction from his own point of view.  Fades out as Holden moves the test on and Leon relaxes slightly.  

*
0.06.56
Leon shoots Holden, who spins round from the impact.  Single, ominous synth note to mark the violence of the event, note ends with Leon’s second shot and cut to next scene.  

*
0.07.00
Cut to shot of city and ‘corporate-oriental’ source music in, implicitly coming from a large, animated billboard advert at the edge of the shot.  Background effects from the city as well as from the hovercar flying through the scene are audible.  

Successive shots show the city from lower and lower down, large floating craft blaring out adverts for the ‘off-world colonies’ are shown overhead.  

Effects into foreground as cut to street-level shot in what seems to be Chinatown.  The street is very busy, noisy and dirty; the sounds from the street are loud and confusing.  

*
0.07.08
‘Corporate-oriental’ music out as a blare from the advert-ship announces the beginning of the voice-over for the advert.  

*
0.07.32
Oriental source music played on a high-pitched wind instrument fades in over noise of busy street, possibly from overhead corporate advert, as Deckard is shown to be sitting at the edge of the street, reading a newspaper; he looks up at the floating advert-ship overhead.  

*
0.07.59
Music fades out and becomes inaudible against the voice-over of the advert and the noise of the street.  Deckard crosses over the street to a noodle bar.  He is interrupted from his food by Gaff, who he reluctantly allows to take him to the police station.    

*
0.09.51
Effects down and ‘Main Titles - section 2’ up as Gaff’s hovercar lifts off.  Music continues as Deckard and Gaff fly through the city towards the police station and we are shown the size, scale and atmosphere of the Los Angeles in 2019.  


0.10.23
Short, high synth note climbing in pitch to accompany the upwards movement of the camera shot which reveals the huge police station as the hovercar flies towards it.  This note becomes part of the tune and is repeated.  

*
0.10.53
Music out and effects up as cross-fade shot of hovercar landing on the roof to establishing shot of main hall in the police station.  Camera moves down to inside Bryant’s office and the noises from the hall fade into the background.  Deckard and Gaff enter the office and Bryant pressures Deckard into accepting an assignment.  Bryant shows Deckard profiles of the target replicants on a computer screen.  

*
0.14.00
Faint, ominous drone as the profile of Roy Batty comes on the screen to signify his threatening status, unnerving music continues faintly throughout the scene from here to prolong this.  ‘Electronic’ noise begins here also and continues into next scene until the main theme section of the music starts.  

*
0.15.25
 ‘Main Titles (reprise)’ begins as Deckard and Gaff are flying towards the Tyrell building (becomes recognizable as a version of the Main Titles at 0.15.49).  Shots of Deckard and Gaff inside the car (where faint background noises can be heard) are cut with external shots of the car flying through the city (where engine noises can be heard when the car is near the camera) as well as more aerial views of the city.  Music blends into ‘electronic’ noise as the car approaches the Tyrell building.  



*
0.16.34
Cut to shot of owl inside Tyrell building, ‘Deckard meets Rachel’ tune starts, tune begins with windchime sounds as the owl flies across the room.  A tranquil but striking noise (similar to that used in ‘Deckard’s Dream’) starts as the owl is landing on its pedestal, mainly to introduce Rachel as she comes on-screen for the first time.  Room is calm, tranquil and refined, visual style of the room and view outside has a Mayan feel; this is in contrast to the chaotic city outside.  Tyrell enters, he has Deckard perform the V-K test on Rachel.  


0.18.16
Second ‘Dream’ type noise as the blinds come down to dim the lights in the room, uplifting piano notes play here also to suit the calm mood.  The music complements the view of the far-off city down below with the sun shining over it.  


0.18.47
Music fades slowly out to virtually inaudible when the test and the V-K machine noises begin.  The music becomes indistinguishable from the background noises and the focus comes upon the test itself.  

Rachel leaves the room once it is over.  Tyrell and Deckard discuss her and Tyrell’s practices, Rachel’s true nature as a replicant is revealed.   

*
0.21.36
Fade in ‘Tales of the Future (main)’ to mark the moment when Deckard realises Tyrell’s method of implanting memories into replicants.  


0.21.43
Music up in volume as cut to external shot of Deckard’s car flying back out across the city.  

*
0.21.48
Music out and effects up as cut to Deckard’s face from inside the car.  Extract from the Leon-Holden interview signifies this is the clue that leads Deckard to Leon’s apartment.  

Upon arriving at Leon’s hotel room, Deckard searches the room for clues.  A background noise of a heavy rainstorm outside continues throughout this scene.  

*
0.22.57
‘Tales of the Future (windchimes)’ begins as Deckard looks in Leon’s bath, he finds a clue and bags it.  

*
0.23.25
Music out as cut back to Gaff.  

*
0.23.31
‘Tales of the Future’ in full starts to mark the moment when Gaff sets down his prophetic origami model.  Cut to show Leon walking across the street outside and into the hotel.  


0.23.54
Main section of tune comes in as Deckard finds the photos in Leon’s drawer and looks through them.  

*
0.24.04
Music out and effects up with heavy, throbbing background noise of machinery as scene changes - cut to establishing shot for Roy and Leon’s location.  

*
0.24.59
‘Harps of the Ancient Temples’ plays as camera pans across the street and a group on bicycles ride past the camera.  The music gives a sense of identity to the part of town (seemingly Chinatown) that Roy and Leon are in.  Music seems to be source music although this is not clear.   

*
0.25.19
Background noise of machinery rises in volume to drown out the music as Roy and Leon enter Chew’s workplace.  Cut to inside Chew’s workplace and noise is back down to background level.  

*
0.25.52
Threatening drone from ‘Tales of the Future’ up as Roy is shown to be inside Chew’s workplace.  Volume and intensity rise as Roy approaches Chew from behind.  

*
0.26.09
‘Electronic’ noise in as Chew turns round, this becomes part of the background noise for this scene.  Drone fades to background level.  


0.26.38
Volume and intensity of drone rise again as Leon investigates Chew’s equipment and puts his hand in freezing cold liquid out of curiosity.  


0.26.53
Drone fades back down as the focus of the scene moves back to the conversation between Roy and Chew.  Drone has become virtually indistinguishable from the background noises by the time Leon rips Chew’s protective coat open.  


0.29.01
Volume and intensity of drone back up slightly to mark the moment when Roy has conquered Chew and can now get the information he needs from him.  

*
0.29.05
Music out as scene changes to show Deckard driving through a tunnel.  Clip from the Leon-Holden interview indicates Deckard is listening to - or thinking about - it.  Video clip has slight echo-effect to reflect the aesthetics of the tunnel Deckard is driving through.  

Deckard drives home and finds Rachel there waiting for him, she has learned that he thinks she is a replicant and tries to show him that she isn’t.  Deckard rebuffs her unsympathetically.  


0.31.49
‘Memories of Green’ begins at the point in the conversation where Deckard has made Rachel realise for sure that she is a replicant.  The emphasis of the scene shifts to focus upon her emotional reaction, although when Deckard goes into the kitchen the viewpoint remains with him and the music continues after Rachel has left his apartment.  Noises from the city can be heard faintly in the background when the dialogue has ended.  

*
0.34.28
Cross-fade music to ‘Blade Runner Blues’ as Deckard’s moment of reflection over Rachel’s and Leon’s photos has passed and he moves to his balcony to look out over the city.  


0.34.47
Scene changes to Pris walking through the city streets.  Continuity of mood as the streets have an empty, night-time feel to them and Pris seems a tired and lonely figure; cars and trucks go by but Pris is the only human figure visible.  


0.35.37
Background effects of rain up as Pris approaches the Bradbury building, where JF Sebastian lives, she beds down in some rubbish outside.  He arrives shortly after.

*
0.36.21
Music out as Pris ‘wakes up’ when JF approaches.  Pris and JF talk, JF invites her into his house.  

*
0.37.38
Replicant howl and subsequent threatening-sounding drone from ‘Dangerous Days’ as a shot of Pris’ face reveals her chance meeting with JF was calculated.  

*
0.37.49
‘Commercial-oriental’ tune as Pris looks up from inside the lobby and sees an advert-ship overhead.  

*
0.38.55
‘Commercial-oriental’ tune out and drone down to faint background level as Pris and JF enter the lift and dialogue ensues.  


0.39.17
Rhythmic ‘space wind’-type background noise outside JF’s actual apartment, this noise is always associated with this particular scene at later points in the film also.  

*
0.39.07
Music and background out as Pris and JF enter JF’s apartment and JF’s ‘friends’ sing a welcome rhyme.  

*
0.39.35
First notes of ‘Deckard’s Dream’ play.  


0.39.44
Scene changes to Deckard’s apartment.  He is slouched on his piano, slightly drunk and pressing the same note repeatedly and slowly, this blends into the ‘Deckard’s Dream’ tune itself.  The tune at first consists of minimal, slightly random piano playing, the notes are prolonged (as opposed to staccato) to reflect the ‘cerebral’ nature of the scene.  Piano plays as the camera pans across Deckard’s apartment and a full, warm sounding string section fades in as Deckard at his piano comes into view.  


0.40.12
The strings blend into the main, emotive part of the tune as Deckard dreams of a beautiful, white unicorn running through unspoiled forest.  This is a choral section with a mood of ‘’wonder’ to it.  


0.40.28
Picture dissolves back to Deckard’s apartment.  


0.40.36
Slightly more unsettling notes mark the point where Deckard looks over at the photos lying on his piano.  This is indicative of the connection of these photos to the replicants, thereby bringing the focus out of the dream sequence and back onto the narrative. 

*
0.40.57
Music fades slowly out as Deckard picks up the photos and moves over to his photo-analyser.   Background noises come back in.  

*
0.41.56
‘Trail of discovery’ tune fades in very slowly as Deckard examines Leon’s photo.  Gets slightly louder as the women in the photo is slowly revealed.  Music is slightly similar in style to ‘Tales of the Future’ (although less intense) in that it has a slightly sinister, enigmatic feel to it.  Consists mainly of long, slow synth notes with vibrato.  


0.43.34
Ominous piano chords mark our discovery of her, they get louder when her image is printed out.  

*
0.43.41
Music changes to ‘Tales of the Future’, starting with main section, as Deckard looks at her image on the hard copy


0.43.51
Intensity of the tune increases when Deckard takes out the clue he found in Leon’s bath.  So mysterious and ominous associations with the clues and the connections to them are increased.  


0.44.00
Scene changes to busy street, music provides continuation from last scene – Deckard is following the lead of the clues.  Establishing shot of the area, again seemingly Chinatown descends slowly to street level where Deckard is consulting an old woman about the clue he found in Leon’s room.  Both music and the noises from the street are in the foreground.  


0.44.27
Music fades to background level and dialogue takes foreground as the lady examines the clue under a microscope.  She informs Deckard it is an artificial snake-scale, and to ask Abdul Ben Hassan about it.  

*
0.45.15
Music fades out at the end of the conversation.  The first drum notes of ‘Egyptian (market)’ tune begin as Deckard turns to leave.  


0.45.17
‘Egyptian (market)’ tune begins in full as cut to show Deckard walking through a chaotic street market with a seemingly ethnic feel to it.  Deckard enters Hassan’s shop and interrogates him about the snake-scale.  

*
0.46.19
Cut to ‘Egyptian (club) 1’ tune as picture cuts to Deckard inside Taffy Lewis’ club.  The club is loud, busy and smoky.  There is a general background buzz of loud conversation.  Deckard finds Taffy Lewis and interviews him.  


0.46.24
Cheer from crowd somewhere off-screen cues change in level of music from foreground to background as the dialogue between Deckard and Lewis ensues.  


0.46.50
Music comes back into foreground as the conversation ends and Deckard sits on his own for a moment.  Various people around the club are shown so that they, along with the music, give an idea of the atmosphere in the club.  


0.47.16
Music down slightly as Deckard goes to a videophone to make a call, dialing noise takes foreground.  


0.47.44
Background noise down as conversation between Deckard and Rachel begins.  

*
0.47.55
Music has faded to inaudible by halfway through the conversation.  

*
0.48.15
‘Egyptian (club) 2’ tune begins as Rachel hangs up and ends the conversation.  


0.48.22
Cut to show Deckard having a drink in the club, background noise back up to full volume.  


0.48.26
Music down slightly as a voice announces the snake dancer.  


0.48.35
Music back up as announcement finishes.  


0.48.50
Cut to backstage, music and crowd noise are now slightly muted as we are outside the main club area.  Deckard is shown to be waiting around trying to look innocent.  


0.49.00
Music down slightly as Deckard initiates a conversation with Zhora when she appears.  Music is now at background level as dialogue ensues.  

*
0.50.26
Background music fades out as Deckard moves the conversation on to ask if he can check Zhora’s dressing room.  

*
0.50.37
‘Tales of the Future’ begins as Zhora gives Deckard a suspicious look before going into the shower.


0.51.07
Increase in volume and intensity of the music as Zhora, silhouetted, uses the hairdryer.  Music fades back down slightly as moment passes.  Zhora gets dressed then, catching Deckard by surprise, knocks him down onto the floor.  


0.52.05
Level of music  increases again as Zhora tries to strangle Deckard.  She then hears people approaching and runs away.  

*
0.52.15
Music out, effects and background noises up as cut to outside the club.  Zhora runs out and Deckard runs out soon after with his gun ready.  A confusion of various source music can be heard in this section as well as a cacophony of different sounds from the city scene – busy crowds, traffic, sirens etc. which add to the cluttered and claustrophobic fast-cutting close-ups of Deckard and Zhora as they chase through the streets.  

*
0.54.31
Background noise down and start of ‘Blade Runner Blues’ as Deckard gets a clear bead on Zhora and fires his first shot.  


0.54.34
Heartbeat sound starts and gets slowly louder.  


0.54.37
Movement on-screen goes to slow motion as Zhora crashes through the first pane of glass.  Gunshots and shattering glass are the only sound effects audible here as Deckard shoots and kills Zhora while she tries to run away.  Deckard pensively reflects upon the moment once she is lying dead on the ground.  

*
0.56.11
Music out and sound effects up as the moment ends, Deckard identifies himself to the policeman who has arrived on the scene and the narrative moves on.  

*
0.56.30
Cut to Deckard in a street café buying some alcohol.  ‘One more kiss, dear’ can be heard playing in the background, it seems to reflect Deckard’s tired and remorseful state of mind.  It seems to be source music from the bar but can still be heard when Deckard moves out in to the street to talk to Bryant.  

*
0.58.32
Deckard sees Rachel across the street and crosses over to try to catch her, music is lost against the noise of the crowds and traffic.  City noises move into the foreground.  


0.58.37
Leon appears out of nowhere and grabs hold of Deckard, dialogue becomes foregrounded but the city noises remain at high volume.  Deckard attempts to fight Leon but is outmatched, Leon is about to kill Deckard when Rachel appears and shoots Leon dead.  

Scene changes to Rachel and Deckard talking in Deckard’s apartment.  

*
1.00.44
Rachel’s line “I am the business” shows her true acknowledgement that she is a replicant.  This is marked by the start of ‘Rachel’s Song 2’, essentially an emotive underscore of the dialogue consisting of short piano notes and synth tones with a sad tone.  

*
1.02.17
Music fades into the background noises (a rainstorm) as Rachel approaches Deckard at the sink and breaks the gap in the conversation.  

*
1.02.48
Music comes back in to guide the audience’s response to Deckard’s reply to Rachel’s request.  


1.03.04
Deckard’s statement that Rachel would still be hunted is punctuated by a second, more despairing note.  

*
1.04.16
Music changes, main saxophone part of ‘Love Theme’ begins, marking a tender moment as Rachel sees Deckard asleep on the sofa.  

*
1.05.04
Rachel starts to play Deckard’s piano and initially overshadows the film music, which goes into a lull when the source music comes in.  This puts the focus on Rachel’s music.  


1.05.13
Cut back to Deckard’s face as he is waking up, film music comes back in and overshadows Rachel’s piano playing.  


1.05.22
Rachel shown to have stopped playing.  


1.06.01
Change from deeper saxophone to lighter piano notes as Deckard gets up.  


1.06.25
Lead section of music fades and music takes a background role as dialogue starts between Deckard and Rachel.  Rachel plays some more of her music on the piano over this.  


1.07.01
Music becomes more full as they become more intimate and Deckard tries to kiss Rachel.  


1.07.16
Music ‘spirals down’ to reflect the change in tone of the situation as Rachel decides to get up and try to leave.  Deckard stops her at the door and a high, prolonged note reflects a brief moment of tension as the situation between them seems unclear.  


1.07.32
Piano takes the music back ‘up’ (i.e. it becomes warmer again) as Deckard seduces her and stops her leaving.  


1.07.52
Saxophone lead comes back in as they kiss.  

*
1.08.50
Song concludes as the scene ends.  

*
1.08.52
Cut to fill-shot of city from high up, a similar corporate advert to before (a Japanese woman endorsing a product) is prominent.  ‘Corporate-oriental’ music heard over this.  

*
1.09.01
‘Corporate-oriental’ tune fades out as cut to close-up of Pris spraying make up on her eyes.  

*
1.09.15
‘Clockwork toys’ tune begins as cuckoo clock finishes calling and Pris finishes her make up.  We see JF asleep amongst his friends who are dressed up to resemble children’s toys.  Also various faint machine-like noises in the background.  Music is very child-like and sounds as it is being played on a toy instrument, this is suited to the visual atmosphere of JF’s apartment – slightly child-like and filled with toys but from another, older era.   


1.09.59
Music goes to background as dialogue between Pris and JF begins.  

*
1.10.19
Cut to show Roy in the hallway outside, walking towards JF’s apartment, music is replaced by ‘space wind’ effect previously associated with this location.  


1.10.25
Cut back to JF and Pris, ‘clockwork toys’ tune is now absent.  

*
1.10.42
Ominous bass notes as Roy’s shadows is seen briefly in the background over JF’s shoulder.  

*
1.11.26
‘Clockwork toys’ tune restarts as Roy and Pris kiss, tune now has accompaniment of single, high-pitch, mournful notes being played on a wind instrument.  


1.11.45
Tune is played more fully, with a piano, as with an emotional effort, Roy tells Pris of Leon’s death.  Tune is still very quiet and subtle.  


1.12.08
Cross-fade picture to close-up of eggs boiling with accompanying effects in foreground.  


1.12.13
Music up as sound effects of eggs fades.  


1.12.17
Cut to Roy walking round JF’s, he is dressed in more passively domestic clothes and the tune now sounds warmer.  The shot of the eggs acts as a marker for the tone (music and picture) to change.  

*
1.12.42
Music out as JF speaks to correct Roy’s chess move and dialogue ensues.  Background noise, of storm outside, comes in.  

*
1.12.56
First section of ‘the Prodigal Son brings Death’ tune begins (sinister bass notes signaling danger) as Roy asks JF why he is staring at them.  

*
1.14.10
Music out as JF catches the hot egg Pris has thrown to him and the moment of tension passes.  

*
1.14.31
Main section of ‘the Prodigal Son brings Death’ tune starts (faintly) as Roy demands help from JF and grabs his lapels.  The threat of Roy’s intentions becomes therefore apparent.  


1.15.28
Music becomes louder and fuller as Roy and Pris persist in persuading JF to help them.  Effects from boiling eggs in the background gets louder, increasing the tension.  

*
1.15.33
Cut to close-up of boiling eggs, noise of the eggs increases, the music is drowned out and stops.  Cut back to the conversation with volume levels at normal, Roy and Pris succeed in persuading JF to help them.  

*
1.16.03
Cut to exterior shot of Tyrell building as ‘the Prodigal Son brings Death’ restarts, this time played in full.  We see Roy and JF travelling upwards in a lift on the outside of the building.  

*
1.16.34
Music out as cut to interior of Tyrell’s bedroom, Tyrell is lying on his bed arranging business issues.  A computer voice announces JF’s arrival, JF and Tyrell begin talking over an intercom.  

*
1.17.04
A strange ‘music’ of metal wind chimes and soft computer-like beeps fades in quietly among the various background noises during the conversation, giving the situation an oddly eerie atmosphere.  

*
1.18.10
Tyrell decides to invite JF up to his bedroom, unaware of his companion.  Two notes of ‘the Prodigal Son brings Death’ play at this moment to mark the impending consequences of the decision.  The ‘chimes and beeps’ music stops here also.  Roy and JF carry on up and get to Tyrell’s bedroom.  

*
1.18.47
‘The Prodigal Son brings Death’ tune restarts as Roy steps past JF and into Tyrell’s bedroom.  

*
1.19.31
Cross-face music to ‘chimes and beeps’ (at very low volume) as Roy and Tyrell begin to discuss Roy’s wishes.  

*
1.19.59
Faint bass notes now punctuate the atmosphere of the conversation.  


1.20.46
Main section of ‘the Prodigal Son brings Death’ tune comes in as Tyrell, having made it clear to Roy his wish is impossible, takes the lead in the conversation.  


1.21.30
Crescendo of the tune comes in as Roy first kisses Tyrell and then crushes Tyrell’s head with his bare hands.  Roy drops Tyrell’s body and moves after JF.  Cut to Roy descending in a lift with an intense look of aggressive emotion on his face.  

*
1.22.30
Music out and effects up as cut to Deckard’s car driving through a tunnel.  Deckard learns of Tyrell and JF Sebastian’s deaths and is sent to JF’s apartment to investigate.  

*
1.24.23
‘Creepy mansion’ tune begins as Deckard pulls up to the front of the Bradbury building.  Tune is minimal, consisting mainly of pairs of lingering piano notes.  It acts as an atmospheric underscore as Deckard cautiously investigates the house, sound effects and background noises remain.  

*
1.25.08
‘Corporate-oriental’ tune comes in as Deckard walks through the main lobby of the Bradbury building, an advert-ship is shown floating overhead.  

*
1.25.37
‘Corporate-oriental’ tune fades out, presumably as the advert-ship moves off.  ‘Creepy mansion’ tune continues as Deckard moves slowly and carefully towards JF’s apartment and enters.  

*
1.26.58
‘Creepy mansion’ tune out as one of JF’s toys walks past Deckard and into the apartment.  Background noises from JF’s apartment up as cut to show Pris waiting inside.  Deckard walks in, looks around and investigates the immobile figure of Pris, unsure of whether it is actually her or just a model.  She suddenly attacks him, catching him off guard.  

*
1.28.06
Tense underscore (high, sustained string note with low bass note) in as Pris somersaults up and catches Deckard’s head between her legs, strangling him.  

*
1.28.25
Underscore out, effects and background noise move to foreground as Pris drops Deckard on the floor and moves off, readying for another attack.  Pris charges in for the kill but Deckard manages to get to his gun in time and kills Pris, who dies horribly – screaming and thrashing on the floor.  

Cut to show the lift just outside JF’s apartment.  

*
1.29.12
‘Dangerous Days’ begins as Roy steps off the lift, his movements are alert and animal-like.  This and the music indicate that a final confrontation is imminent.  Roy enters the apartment as Deckard readies himself to get a clear shot.  Roy sees Pris’ body and kisses her on the lips before turning his attention to Deckard.  

The music does fluctuate and places emphasis at certain points but with no obvious direct link to on-screen events.  

*
1.30.26
Roy steps out, Deckard shoots at him but misses.  ‘Dangerous Days’ stops at the moment that Deckard fires his shot and dialogue ensues after.  Various background noises – wind, rain, machine sounds, hissing etc. continue throughout the whole scene.  

*
1.31.04
Short bass drone played on synth underscores the moment when Roy pulls Deckard’s gun hand through a wall.  

*
1.31.20
Drone resumes when Roy starts breaking Deckard’s fingers.  


1.31.43
Tense, unsettling underscore begins as Deckard shoots at Roy through the wall.  Music creates slightly eerie effect with echoing percussive notes and discordant string sounds.  

Underscore continues as Deckard runs away from Roy, who is giving him a ‘head start’ before he follows.  


1.32.06
Music changes to become lighter and mournful in tone to reflect the moment when Roy mourns over Pris’ body.  


1.32.38
Percussive notes mark a return to the action as cut to Deckard hurrying through the building in an effort to escape Roy.  


1.32.42
Cut back to Roy and mournful section of underscore comes in again, he has a tortured look on his face.  He howls softly.  


1.32.50
Cut to Deckard, the howl becomes the animal howling sound from ‘Dangerous Days’.  Music from this point onwards becomes much less emotive underscores the action physically, although is quite a minimal way; the various background noises are used to do this also.  

Roy continues to chase Deckard through the house.  

*
1.34.28
Underscore out and source music ‘corporate-oriental’ tune comes in as cut from Deckard to Roy, who is near a window and can presumably hear the music from an advert-ship outside.  Music has an echoey sound as if coming through the house from a distance.  

Roy tries to delay his process of dying by driving a nail through his right hand.  Music continues as cut back to Deckard who is trying to dress his right hand.  

*
1.35.19
‘Corporate-oriental’ tune stops as Roy drives his head through the wall of the room Deckard is in and dialogue ensues.  

*
1.35.33
Short section of ‘Dangerous Days’ (starting with the animal howl) in as Deckard moves to the opposite wall and pulls off an object to use as a weapon.  

*
1.35.44
‘Dangerous Days’ fades out as Deckard hits Roy with the object.  

*
1.35.58
Ominous drone underscore as Deckard kicks through a window and moves out onto the ledge going around the outside of the house.  Marks the danger of his situation.  

‘Corporate-oriental’ music can be heard in the distance and fades in and out as Deckard climbs up the outside of the house and onto the roof.  

*
1.37.24
Underscore continues when Deckard reaches the roof.  Consists of strings sounding as though they are played backwards creating an uneasy tension, there is also a sense of drawing towards a climax as church bell chimes (in the music) mark the significance of the moment.  

*
1.37.55
Underscore stops once Deckard is fully upon the roof.  Background noises move into the foreground.  

*
1.38.44
‘Wounded Animals’ tune begins at moment when Deckard sees Roy appear in front of him.  Percussive note punctuates Roy’s appearance and the tune continues in a dangerous and threatening tone.  Church bells here also to give the atmosphere a sense of power and signify that the moment of resolution is near.  

Deckard turns and runs, he takes a running jump across the gap between two buildings but doesn’t quite make it and is left desperately hanging on to a roof support.  


1.39.05
‘Wounded Animals’ becomes recognisable as a variant on the ‘Main Titles’ theme as the desperation of Deckard’s position becomes evident, he cannot pull himself up to safety.   Roy walks into view and the music marks his presence.  


1.39.32
Bass tone in as Roy, now holding a dove, is bathed in light before turning to run and jump over the gap himself.  


1.39.36
Drum roll as he takes the jump.  


1.39.41
Music blends to emotive underscoring as Roy approaches Deckard, who is still dangling over the streets far below.  


1.39.58
Music slightly to background as Roy starts to speak to Deckard.  


1.40.11
Increase in volume and intensity as Deckard loses his grip and starts to slip off, moment of suspense as Deckard seems as though he is going to fall to his death.  


1.40.23
Main theme section of the ‘Wounded Animals’ tune comes in as Roy catches Deckard and pulls him up to safety.  

*
1.40.35
Music fades out as the moment passes and Roy drops Deckard at his feet.  

*
1.40.38
Faint underscore of prolonged, single, high-pitch string note as Deckard crawls back against a wall to retreat from Roy, who is approaching him.  

*
1.40.47
Underscore out as Roy stops in front of Deckard, who can now do nothing but await his fate.  Roy sits down to face Deckard and begins to talk.  

*
1.41.04
‘Tears in Rain’ begins as Roy starts to talk, reflecting on the nature of his death.  Roy dies while sitting in front of Deckard, who says nothing but is absorbed by the moment.  Music takes the foreground as dialogue finishes.  


1.42.16
Roy’s death is marked by a salutory bass/percussive note as cut to show the dove he was holding - released as he dies - flying off into a blue sky.  


1.42.20
Noise of pouring rain comes into foreground also as Deckard is left staring sadly at Roy’s body.  


1.42.52
Gaff’s voice comes in and interrupts Deckard’s thoughts although the music remains and extends the moment.  Gaff pronounces Deckard’s job finished and throws him his gun back; almost as an afterthought he mentions Rachel and a reaction can be seen in Deckard’s face.  The dialogue has a slightly muted sound as if coming in through Deckard’s other thoughts, as opposed to fully taking the foreground.  

*
1.43.36
Cut music to sound of door opening as picture cuts to door opening at Deckard’s apartment.  Background noises and sound effects in as Deckard moves through his apartment, gun at the ready, looking for Rachel.  He finds her with her eyes closed and, fearing her dead, tries to wake her.  

*
1.45.27
Underscore in as Rachel wakes.  Underscore is emotive, but minimal and quite faint, consisting of a two-note piano tune with faint string accompaniment.  

*
1.45.47
Music out as Deckard kisses Rachel.  Now cut to door opening as Deckard checks the hallway anxiously.  

*
1.45.55
Underscore back in as Deckard motions to Rachel, who has moved into view in the background of the shot.  Rachel walks into the lift and waits for Deckard, who finds a silver origami model of a unicorn on the floor.  

*
1.46.27
‘Tinkle’ noises begin as association with the moment as Deckard examines the unicorn and remembers Gaffs words from the last scene.  A look of conviction comes over his face and he turns and walks into the elevator where Rachel is waiting.  

*
1.46.43
Door closes and blacks out the screen.  Noise of  the door closing marks the end of the music and the end of the film.    

*
1.46.45
Quick cross-fade noise of door closing (as it fades) to ‘Blade Runner (End Titles)’ as credits appear on-screen.  

Musical ideas and themes in Blade Runner : The Director’s Cut
General notes

With regards to the music itself, there are two different versions of the soundtrack to Blade Runner.  The first was released by Vangelis himself but was never made commercially available, this version is more complete and features most of the music from the film in it’s original form.  The second was the official soundtrack (not released in 1994) which, whilst featuring most of the main pieces, is substantially different from the music found in the film.  It was released more as a stand-alone piece of work than a definitive soundtrack.  

In any case, I have named the pieces listed in this assignment by using the titles assigned to them by Vangelis when possible, otherwise using my own names.  I have indicated where I have done this.  

There are a number of pieces within the film that I have named on the cue sheet, but which have less significance than those which I have listed separately.  Some description of the actual tunes are on the cue sheet but for completeness, I shall briefly outline them here – the first four are listed in Vangelis’ original version of the soundtrack but not in the commercially available release, they are:  

The Ladd Company logo theme [0.00.00] (incidentally, this was composed by John Williams) which is not part of the actual film music but is useful as a starting point for the timing.  

The next is Harps of the Ancient Temples [0.24.59], a gentle piece of harp music originally released by Gail Laughton in 1978, this is the only piece of credited source music (indeed, the only credited music apart from Vangelis’).  

Deckard’s Dream [0.39.35] acts mainly to make it obvious to the audience that Deckard is dreaming as well as to draw significance to the scene (perhaps so as to make the connection with the origami unicorn at the end easier to pick up on).  It also sets the majestic scene of the dream apart from Deckard’s dark and squalid surroundings.  

Deckard meets Rachel [0.16.34] is an example of how noises, as opposed to actual music, are often used for effect in the film, the windchimes give the scene an air of tranquility as well as mystery.  The noises when Rachel enters and music when the sunblinds go down are markers for on-screen events.  

There are also six pieces that are absent from the both versions of the soundtrack, which I have named myself, they are:

Rachel’s Song 2 [1.00.44], played to underscore Rachel’s torment she shows Deckard (and the audience) that she now knows for sure she is a replicant.  I given it the name because Rachel’s Song is the name ascribed to this moment on the commercially available soundtrack, but this is different to the version in the film.  

Clockwork toys [first occurrence at 1.09.15] is played discreetly, more to complement the visual feel of the scenes in JF Sebastian’s strange apartment than anything else, i.e. reminiscent of a children’s playroom in the era when clockwork soldiers and the like would have been popular.  The tune also changes slightly to underscore on-screen events (see cue sheet).  

Creepy mansion  [1.24.23] is basically an underscore to set the atmosphere as Deckard enters the Bradbury building.  It is reminiscent of music that might be used for similar scenes in classical noir films.  

Egyptian (market) [0.45.17], scene music for the market setting when Deckard visit’s Abdul Ben Hassan.  It has a very eastern feel and is reminiscent of market bazaars.  Played on tablas and strings, with a flute-like lead.  

Egyptian (club) 1 [0.46.19], similar in style to Egyptian (market) but has more of an exotic ‘forbidden fruits’ feel to it.  It also has a synthesized rhythm as opposed to tablas; it is played as nightclub source music so this is probably to give it a slightly more of an electronic, synthetic feel.  

Egyptian (club) 2 [0.48.15], see analysis section for a detailed description of this tune.  

Main Titles

The central theme of the film, slow and majestic tones played through a synthesizer.  The tune has a sense of awe and wonder but also has an underlying tone of sadness.  The tune itself occurs only twice, right at the beginning of the film: [1] Played slowly on a single, lonely sounding synth over the opening credits [0.00.43];  [2] Played in full over the opening shot of the film – starts with drone at [0.02.56], the main theme itself starts at [0.03.20].  

Main Titles (reprise), using the same theme but cut to a different sequence and with different peripheral effects occurs at [0.15.25].  

However the theme reoccurs in two other pieces (which are listed separately on Vangelis’ original track listing).  See cue sheet for more detail.  

They are:


Los Angeles, November, 2019
Very similar to the Main Titles in form and tone but slightly less sad in favour of an emphasis on the ‘awe and wonder’ aspect.  Occurs at [0.15.25].  


Wounded Animals
Begins as a dramatic underscore for the climax on the roof but evolves into a darker, more powerful sounding variation of the Main Titles theme.  Begins at [1.38.44], evolves in main theme at [1.39.05].  

The main theme is also partially used in Tears in Rain.  

Tales of the Future

Consists of two main ‘sections’ – an Arabic style of singing that has a very enigmatic mood to it, often played at the point where Deckard makes some sort of discovery.  The second section is a threatening sounding, high-pitched, synthesized ‘growl’, this usually comes in to either mark moments of danger or as a continuation from the main section.  It comes between the singing sections in the full-length recorded version of the tune.  Both sections are used reoccurently throughout the film.  There are also mystical sounding notes played and a faint background effect windchimes throughout.  

Main section alone occurs at [0.21.36], second section alone occurs at [0.25.52].  

Both in sequence occur at [0.23.31, 0.43.41, 0.50.37].  

Tales of the Future (windchimes) – the windchimes that provide the tune with a background effect are played alone at one point in the film [0.22.57], just before the main tune starts.  

Trail of Discovery (my title)

I have called this piece Trail of Discovery as it is played when Deckard is in the process of uncovering some information and the music gives this an air of mystery.  

This tune, played once [0.41.56] precedes Tales of the Future and blends into it, however I have listed it separately rather than as a prelude as it is a separate piece written specifically for that point in the film.  (On the commercially available soundtrack, this tune actually forms a prelude to the Main Titles).  See cue sheet for a description of the tune.  

‘Electronic’ noise (my title)

The name for this effect is self-explanatory.  

This is not strictly music but is a background effect that occurs at four points throughout the film and merits a separate description.  Used alone over the prologue text [0.02.00] and once purely as background noise [0.26.09] and three times as a form of ‘bridge’ where it is used as a musical and sound effect device [0.04.06, 0.14.00, 0.16.15].  

The sound is a two-tone repetition of electronic beeps but with various reverb and echo effects to give it a more natural quality than simple beeps.  

Corporate-oriental (my title)

I have called this piece Corporate-oriental as it is for a corporate advert with an oriental theme.  

This is the music associated with the huge adverts that appear on floating advert-ships and televised billboards, high over the city streets, at a number of points throughout the film.  The adverts usually show a Japanese woman, with a traditionally oriental, look endorsing some product.  

The music is slowly paced and eerie, with a definite oriental sound to it.  Consists of slowly plucked strings and slightly haunting female singing.  Occurs in six places (first at 0.07.08, for other occurrences see cue sheet) in slightly different forms, but similar enough to fit the same description – the mood and form are the same.  

Memories of Green

A mournful sounding piano ballad, used only once [0.31.49] but in full at the point where Deckard unsympathetically rebuffs Rachel’s convictions that she is human.  The music reflects Rachel’s hurt emotions when she realises the truth and Deckard’s moment of doubt and regret after she has left.  

Blade Runner Blues
A brooding, sad sounding theme, reminiscent of Pink Floyd-style jazzy blues, has saxophone-like lead.  Also similar in style to music used in classical noir detective films.  

Occurs only twice in the film [0.34.28. 0.54.31] but is used in full both times to mark the moments of reflection.  Mainly to do with Deckard considering his role as a killer – plays in his moment of brooding after making Rachel realise she is a replicant and when he violently kills Zhora.  

One More Kiss, Dear
Slightly remorseful song in the style of 1940’s popular music with a slightly lazy feel to it, the lyrics seem to be someone saying farewell to a lover (91 bpm).  Used only once as background music [0.56.30] but worth separate attention as the song was written by Vangelis (lyrics by Peter Skellern) especially for the film.  Played just after Deckard has ‘retired’ Zhora and is buying some alcohol to drown his sorrows, the song reflects his feelings of regret over what has just occurred as well as his tiredness.  

Love Theme
A tender, soporific romance theme with a jazzy saxophone lead  The piece is overlaid with Rachel’s piano playing on-screen which is actually a variation of Chopin’s 13th Nocturne.  

This piece occurs once [1.04.16], at the point where Rachel and Deckard realise their feelings for each other and their romance begins.

The Prodigal Son brings Death
An ominous, foreboding theme with a slightly biblical air to it, perhaps reflecting the ‘Prodigal Son’ association; ends in a crescendo with a choral theme.  Technically it could be said to have occurred a number of times as it comes in and out at certain moments, but it is used to give an atmosphere to only one particular sequence of the film – that building up to and including Tyrell’s murder by Roy.  

I have assumed that the deep, threatening synthesized notes that precede it [1.12.56] are part of the same tune as they seem to act as an introduction to the whole sequence which features the main section of the tune.  

Dangerous Days
This atmospheric motif consists of an animal-like howling noise, associated with the replicants at various points through the film; this is followed by a dark, menacing, synthesized drone, continuing the sense of danger.  

Occurs at [0.37.38, 1.29.12, 1.35.33], the howl on it’s own it also used at [1.32.50].  

Tears in Rain
Hopeful sounding theme using deep, majestic tones similar to orchestral strings, has a single keyboard lead in the over the tune which builds with a variation of the Main Titles theme and evolves into a hopeful but sad theme.  Occurs once [1.41.04] at the poignant moment of Roy’s death and continues the mood of reflection immediately after.  

Blade Runner (end titles)

Musical theme for the ending credits, a menacing synthesizer score with seemingly more dramatic impact less subtlety than the rest of the music in the film and is set at a faster pace (120 bpm).  

It is essentially more indicative of BR’s status as a science fiction film.  By this I mean that it could easily be used as a theme for other, more conventional science fiction films. 
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Synopsis of plot and characters

At the superficial level of the narrative, Blade Runner : the Director’s Cut (henceforth BR) is a detective tale, reminiscent of the classical noir films of the 1940’s, set in Los Angeles in 2017.  

However, the City of Angels is now a vast metropolis from Hell.  Industrial towers belch gas pollution into the sky and privileged, corporate élites are all-powerful while down below in the dirty, crowded city streets, life is a misery of loneliness and alienation.  This setting is a vision of one possible future where capitalism has run out of control, huge neon adverts for the off-world colonies float high above while at ground level everyone focuses on trying to get through their individual, daily lives.  

In this future world, technology has advanced to the point where robots indistinguishable from humans can be manufactured, they are called ‘replicants’.  Replicants are illegal on Earth and special detectives, called Bladerunners, are charged with finding and killing any trespassing replicants.  

In BR, four replicants are known to have come down to Earth, their reasons for doing so are unclear.  Rick Deckard, an ex-Bladerunner, is pressured into accepting the job of hunting them down and eliminating them.  

In the process of his investigations, Deckard meets Rachel.  Rachel is a replicant but is unaware of this as she is an experimental version – she has been implanted with memories and led to believe that she is human.  She learns the truth and, not knowing where to turn, eventually goes to Deckard for help.  Despite his orders to kill her, they fall in love.  

As the replicants are killed off one by one, it is revealed that all that are looking for is an extension of their short lives (they have a built-in four year life span).  However as Tyrell – the owner of the huge Tyrell Corporation, which manufactures the replicants - tells Roy, this is impossible.  

 As Deckard proceeds with his mission, it becomes obvious that his role as a hired killer is a questionable one, whilst the replicants – at first represented as violent and threatening – appear to be more human.  This is encapsulated at the end where, after a climatic struggle between Deckard and Roy Batty, Roy saves Deckard’s life before coming to the end of his own.  

The emphasis in the film then, is not so much on the evolution of the narrative itself but more the emotional plight of the characters and the implications of the story in terms of meaning.  

DECKARD is a tough, hard-bitten detective very much in the mould of the lead characters of classic noir films. He is emotionless and unsympathetic to begin with but as the film progresses he starts to question his actions.  

RACHEL is modeled on the ‘femme fatale’ figures from noir films, she is at first composed and controlled but her realisation that she is a replicant throws her emotions into turmoil.  

ROY is the leader of the replicants, represented as threatening and violent through most of the film, his actions eventually show his value for life.  

JF SEBASTIAN works for the Tyrell Corporation and the replicants use him to get to Tyrell, he is a sad figure and occupies himself by building his own ‘friends’ – genetic dwarfs reminiscent of children’s toys.  

The visual mood of the film is generally dark and oppressive, all of it is set at night and it is usually raining.  Soaring shots of the vast metropolis with huge neon adverts and hovercars flying through it are alternated with crowded, dirty streets.  The city scenes have a very diverse ethnicity to them Chinese stalls and eastern style market places are all included. 

The interior scenes are also generally cluttered, usually with various pieces of technology or decorations from various eras throughout the Twentieth Century, the rooms are also usually misty and dark, added to the nior-ish feel.  

The film’s scenes in general, and in particular the interiors, are very stylised and almost every shot in the film has a particular ‘feel’ to it.  Also as mentioned, narrative progression is not really the point of the film and consequentially, everything is done at a fairly slow pace.  Establishing shots linger to allow the audience to get a full view of the elaborate sets and scenes are rarely just functional to the plot, there is usually some sort of emotive or visual connotation intended as well.  

It is widely accepted that the film represents the phenomenon of ‘postmodernism’ particularly strongly.  While this is a concept that would require full discussion somewhere else, from a musical point of view it is worth mentioning that an aspect of this is stylistic promiscuity and nostalgia for past eras.  Consequently much of the music is a pastiche of styles from various decades and various ethnic cultures.  

Motivation for choice of material

BR seemed like a particularly interesting film to choose from the point of view of music as it is a film in which atmosphere is of utmost importance.  The film has gained a cult following since it’s original release in 1982 not so much because of exciting action sequences, intricate narrative or dramatic performances but because of the unique feel of the film.  The music forms an integral part of this.  

There has been considerable critical attention paid to BR as it is rich in detail and full of the type of allegory that captures the interest as well as the imagination.  Perhaps this is because the film can be ‘read into’ in lots of different ways – visually it is very complex.  It is multi-layered and full of ‘artistic meaning’, the music is a particularly vital component in the conveying of any of this ‘meaning’ that this film is trying to put across as the ‘mood’ – both of the characters and the city itself – is one of the central issues here.  

The music is also interesting in the sense that it has the quality of a traditionally orchestrated score, yet almost all of it is electronic music (through synthesizers) and it was made in a time before this form of music was really taken seriously.  That an electronic science fiction score can mainly be ‘about’ atmosphere and emotion is an interesting prospect.  

Basically, I chose this film because it is interesting, and I wanted to see how the music contributes towards this.  

For my analysis, I have chosen the section where Deckard tracks down the replicant Zhora at the nightclub in which she works and, after a chase through the chaotic city streets, shoots her dead.  

I feel this section is particularly representative both of the film and of the music.  Of the film because this section encapsulates the film’s theme of blurring the distinction between hero and villain – Deckard as the hard-bitten hero finds the dangerous replicant, but as he kills her the feeling is one of sadness.  There are also the settings of the seedy nightclub and nightmarish streets outside.  The section is representative of the music in that it uses source music, which sets the atmosphere of the city itself, an interesting collage of sounds in the street outside, and part of Vangelis’ score to complement the event of Zhora meeting her death.  

Detailed analysis of music in Blade Runner

Vangelis, the composer of the music for BR, works almost exclusively with synthesizers and when most of the music on BR shows this, the soundtrack has a decidedly electronic feel to it.  

Vangelis’ music for BR is generally concerned with underlying atmosphere and emotion as opposed to on-screen action.  It has been said that Vangelis often writes his scores without reference to the specific timings for the scenes and so they then have to be re-edited to fit.
  Bearing this in mind, it has to be noted that relatively little of the music in BR directly relates to on-screen events, and many of the musical changes seem happen before or after the obvious cue points (although this is very possibly intentional).  

However BR does not have many requirements of direct underscoring as the emphasis is mainly upon the underlying emotion and mood.  The music is usually played with relation to this as opposed to any action and there are only two tracks with a notable tempo (Blade Runner (end titles) and One More Kiss, Dear).  There is no percussion and, with the exception and the beginnings and endings of scenes, relatively little relation to on-screen editing.  

Most of the tunes written for the film have fairly simple structures, consisting of two or three ‘sections’, which are then joined together with string pads or similar.  

All of the tunes, except for Love Theme, have some sense of either sadness or danger about them; much of the music has an air of mystery about it also. There is also a marked diversity of musical styles in the film music (see below for further comment on this).  

There seems to be a slight blurring of the distinction between background effects and the music itself.  The paramusical effects used throughout the film sometimes blend with the music [0.15.25] or are used as a form of music themselves [0.26.09] in the sense that it is what they connote that is important, not what they indicate on-screen.  Sections of the music can also be used as sound effects [1.32.50].  

One of the most prominent features in of this film is the attention to detail that is paid to the atmosphere and setting for the narrative, and the background noises are integral to this.  Sonically, BR very complex, a lot of attention has been paid to creating aural atmospheres with paramusical sounds and there are very few completely silent moments, almost every scene has it’s own aural feel.  

One of the main elements of the film is that almost everything, from sociological meaning to character motivation, is vague and suggestive as opposed to clearly defined.  Much is left up to the imagination and the use of paramusical effects reflects this.  Most of these sounds are simply associated with certain scenes (or simply reoccurring) as opposed to clearly sourced effects.  The sounds themselves are generally sonic/kinetic anaphones that connote some form of electronic or industrial technology, yet they also have a natural sound.  For example, the vaguely electronic noises played in Deckard’s apartment [0.41.00], or those played for outside JF Sebastian’s apartment [0.39.17].  

This has the effect of expanding the perceived diegetic space beyond the frames of the screen, there is a sense of depth to them which comes from the multiple layers of background sounds, for example the implication of various machines in operation from an unidentified source.  

Much of the actual music in the film also is left slightly ambiguous as to whether is it is source music or not. Music used in such a way seems to both to create atmosphere and to signify certain meanings.  For example the Egyptian (market) tune functions both to signify that Deckard is in the Egyptian sector of a bazaar type market, but also sets the atmosphere.  

The Egyptian (club) 2 tune begins with a short intro before exploding into what might be called ‘cheesy pop’ sounds.  This sound is similar in style to a musical trend at around the time of the film’s release - it was used in releases such as Rose Royce’s Car Wash and Minnie Ripperton’s Ring My Bell.  In this sense it could be said that this sound is intended as a sonic anaphone  to create an association with the club scene or general music scene that was fashionable at the time, thereby justifying the stylistic credibility of the film in the eyes of the youth of the time.  

However, to today’s listeners the sound seems cheap and synthetically glitzy.  In this sense it could be viewed as an anaphone to indicate the bad taste and the vacuous hedonism of the club and it’s occupants.  Given that the club’s owner, Taffy Lewis, is shown to be a greasy undesirable, and that the cut immediately after the main part of the tune has started is of Deckard drinking from a cheap-looking and badly stylized glass.  The visual associations formed with the tune would seem to support the view that the use of the ‘cheesy pop’ sounds is to imply negative connotations.  However, the presence of a style that is in contemporary popular use at the time of the film’s release is generally an attempt to form a link to the real world, the perception one gets of this scene now then, could simply be a case of codal interference.  

The argument could go either way, a film like BR the emphasis could either be on a suggestive implication as to the degenerative nature of the club.  Or it could be an effort to give the film more realism, thereby bringing it closer to reality and emphasizing it’s credibility as a possible future (such as with the large Coca Cola advert).  

In any case, the tune comprises a certain juxtaposition of styles and overall has a double function.  First, to represent the club atmospherically (with the ‘cheesy pops’).  Second, to create an introduction for Zhora with the snake charmer like notes that begin when Zhora is announced (I have called this the ‘Egyptian vibes’ section on the graphic).  

Previously in the film, Zhora has been introduced to us only as a video profile and described as ‘beauty and the beast’ [0.13.45], therefore we as an audience are both curious about Zhora and perceive her as threatening.  

The snake-charmer connotations that come with music that emulates eastern styles fits Zhora’s role as a snake dancer but more importantly, music of this style has connotations, to Western ears, of mysticism and a perhaps a slight sense of danger.  

This is consistent with the film’s theme of introducing the replicants as a threat and then showing their human side before their death.  

Therefore Tales of the Future is also a fitting tune for the scene with Zhora – it too is in an eastern style.  It is slightly different to the Egyptian (club) 2 tune but to Westerners, ‘mystical eastern’ tunes tend to get lumped together.  

The most interesting difference for our purposes is the darker tone which gives a more immediate sense of danger than the vaguely sinister tone of the previous tune.  It begins at the moment when Zhora begins to look suspicious of Deckard as opposed to amused by him and changes the tone of the scene from one of contemplation to an impending sense of danger.  

Note also that this is the tune that has been chosen to indicate this with Zhora as opposed to the ‘replicant howl’ noise (from the beginning of Dangerous Days) that is used for similar effect with Pris [0.37.38] and with Roy [1.29.12].  We know them more as characters and theirs is a more primal threat, without the enigma.  

Tales of the Future has essentially two main sections which are used as cues for various points in the film.  The first to occur in this section is the Arabic style of singing (sung by Demis Roussos). It is this which lends the song it’s enigmatic quality as it is more obviously eastern, therefore suggestive of a (relatively) mysterious culture, and it is sung in a way reminiscent of a form of religious chanting, thereby enhancing it’s mystical feel.  However, although it is included, there are no significant cue points for this section of the tune, perhaps this is down to Vangelis’ style of writing scores mentioned at the start of this passage.  

The second section is a sort of synthesized ‘growl’ that increases in intensity and volume.  This lends the song the sense of danger as the sound is fairly similar one that is in common usage in film music to indicate threatening moments.  In this case however, there is no real narrative function for the point where it is cued, it acts more as an episodic marker to complete the change in mood (outlined above) for the scene.  

The two sections are joined together by notes played on a synthesizer with a sort of organ sound to it.  These notes act as a sort of ‘bridge’ between the two sections – it carries a mood similar to both and so can be started at any point so as to have the relevant section cued in at the right time.  

Blade Runner Blues has an underlying synthesizer tone that is repressive and has a sense of desolation about it through its unchanging drone of a minor key note.  

Its lead notes are played on what sounds like a saxophone (actually played on a Yamaha CS80 synthesizer).  The notes have an electronic-jazzy sound to them through the association with the saxophone-like sound that is used, the exact same sound was used six years prior to the film’s release by Pink Floyd in Shine on Crazy Diamond.  The notes are played in a bluesy style which gives them their sad and somber mood – this comes from years of association of blues music with just such a mood within western culture.  

The situation is one where different uses of music could change the audience’s perceptions drastically, for example the use of an up-tempo chase tune might create a perception of ‘needing to catch the villain’.  The use of this tune at this particular point is to create a sad and reflective mood which is juxtaposed with the explicit portrayal of Zhora’s violent death, the visual change to slow motion at this point also marks the moment as an emotive one.  The audience is prevented from seeing Zhora as a target, i.e. from desiring her death through identification with Deckard’s objectives; instead the moment is underscored as a reflective one. 

In this section of the scene, the background effects are dropped and the only effects that can be heard are Deckard’s gunshots, Zhora crashing through panes of glass and the heartbeat.  This is a contrast to the sonically confusing street scenes and serves to focus attention upon the events in particular, furthering the emotive effect of this section rather than it’s role as on-screen action.  

The heartbeat that comes in at this section (played at 80 bpm) creates a ‘biological’ feel, by which I mean that listening to it one is made aware of ones own body which makes the death more affecting.  The effect is achieved as the beats are at the same average rate as a human heart, so it has an intrinsically biological effect.  

The sound effects within the section give the street scenes a sense of confusion, there are a number of different sounds that are thrown at the audience as well as general background buzz of crowds (and when Deckard reaches the road, traffic).  These, along with the visual style of cluttered close-ups full of movement (giving a sense of claustrophobia) and fast-cutting editing to give the scene a fast pace, contribute towards the effect of a chaotic city street.  

The combination of the two-tone siren and the ‘cross now’ voice seems to be deliberately loud and impersonal.  The voices are expressionless and the constant, exact repetition at a machine-like pace as well as the disjointed tones completely remove the voices from any sort of human association, it has an element of being a sort of automated cattle herder.  This is presumably representative of the alienation one might feel from living in such a city.  The ‘move-on’ effect at the end (also in combination with the same two-tone siren) has the same effect but also seems to act as a contrast to the emotive moment that has preceded it, in a sense bringing the audience back into the ‘reality’ of the city.  

The echo effects at the beginning and end of the street scene are reflective of the nature of the diegetic space that the characters are in.  

In particular, the Scottish jig, ‘reverb screech’ (so-called because it seems to be a screech that has a quick-reverb effect) and, to begin with, the ‘cross now’ effect and siren, are examples of undetermined source effects which are used to give atmosphere to the scene as opposed to being indicative of anything actually on the screen. 

There are two forms of source music in the street scene, the first is a sort of Scottish jig and the second comes from the Hare Krishna procession.  Whilst also being part of the confusion of sounds, the choice of music here used is fairly interesting as it is representative of a broader style within the film’s music. There seems to be a large variety of musical styles within the film.  There is an obvious and consistent use of genre synecdoche, giving the film a very diverse sounding score.  There is mystical eastern music, which is fairly prominently used, oriental music, Scottish music, and various other styles.  While the film shows Los Angeles as an ethnically diverse ‘melting pot’, this is notably emphasized by the music even when the narrative does not call for this. However, much of the ‘ethnic’ music is used in a threatening context.  Since the Los Angeles in the film is supposed to seem dirty, polluted and decayed, the emphasized portrayal of the city as ethnically diverse might reflect contemporary perceptions of diversification as a social decay, a form of invasion by immigrants.  Note also the oriental association to the corporate adverts – perhaps reflective of contemporary fears of Japanese dominance in trade and technology.  The film was released in 1982 to Reaganite America, when xenophobic attitudes may have been rife.  

There is also a diversity of styles within the purely Western themes, for example there is contemporary disco music, jazzy blues music, 1940s music in One More Kiss, Dear (reminiscent of contemporary music from the World War Two home front).  As well as these there is the straightforward, menacing synth-score over the end credits which reasserts BR’s status as a contemporary science-fiction film.  All this is a further extension of the film’s embodiment of ‘postmodern’ characteristics in the sense that it shows a pastiche of different styles, often in a nostalgic fashion (this is particularly true of One More Kiss, Dear).  To go into a full discussion of the postmodern aspects of the film is not strictly related to the music and would be beyond the scope of this essay, however it is worth pointing out that this characteristic is embodied in the film’s music.  

In general I feel that the music in BR is extremely effective, my opinions on how the music works is, I think, shown in the above text.  The style of composition seem particularly unusual but works to good effect, BR is probably not a film that would have benefited from a traditional orchestral score.  The futuristic yet emotive soundtrack it has seems to suit the mood of the film well and, with one or two exceptions, has not yet begun to show its age.  
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