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CHAPTERELEVEN
EvIL BACH

VALENTIN BENAVIDES
UNIVERSIDAD DE VALLADOLID

Cinema is—and has always been—a powerful meansatopulate
reality, create new meanings, and assign theseedeystent elements.
Image and music coexist in a symbiotic way: thegendakes from the
music its extraordinary ability to express emoticansd the music acquires
from the image some meaning that it inherently does possess. The
music of Johann Sebastian Bach is not an excefdtithis rule. The works
by the German composer have been repeatedly usecidematic
purposes, sometimes to illustrate the evil side of humanuret crime,
murder, oppression, genocide, etc. The where, vdr@hmore interestingly,
the how and why the music of Bach has become aiecing vehicle used
to transmit all these dreadful acts. These arek#equestions that this
article aims to answer. But firstly, it is necegstar determine what Bach’s
music generally means to us...

The Good Bach

The art of J. S. Bach is considered to be the kafisacred music in
Western culture. This is, most likely, why he isolum as “the Fifth
Evangelist” in many circles. Notwithstanding thaadd was Lutheran,
even Catholics concede his probable connection tvéhdivine—after all,
only God could inspire such music. Furthermore, esdrave requested—
clearly in a more romantic than well-founded marnkis canonizatiof.
Saint Johann Sebastian? It would be, indeed, areaegented ecumenical
gesture from the Vatican. But, could it be poséible

It is often said that truth is stranger than fintibut sometimes fiction
really is stranger than truth. This is the casethe film The Mortal
Instruments: City of Bongglir. Harald Zwart, 2013), in which a fictional
reality is portrayed: a lot of demons live amongalisover the world,
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hidden beneath a human form and, therefore, unidéiecto ordinary
people. Only a small group dfephilim a race of half-human half-angelic
beings also named the Shadowhunters, have the nteamsmask and
destroy them. In one scene from the film, the twwtagonists, a
Shadowhunter named Jace Wayland and a teenagealigdi Clary Fray,
are talking. Jace is seated at a piano and malsespaising disclosure:
“Demons react to certain frequencies when two tamess. It drives them
crazy. See, Bach discovered this and put it intgystem... using a
mathematical progression of tonal combinationsallbws us to expose
demons.” In the meantime, he plays some chordgemplify what he is
saying, and immediately a non-diegetic music engerljds the first few
bars of Prelude No. 1 in C major (BWV 846) from thest Book of
Bach’'s The Well-Tempered ClavierClary asks him if Bach was a
Shadowhunter, and he answers “yes.” Then, she edeslwith a hilarious
simile: “So Bach is to demons... what garlic iw#émnpires.” Of course it is
not long before the theory is put to the test: latar scene we can see how
Jace is able to unmask a demon by playing Aha from Goldberg
Variations (BWV 988). No more evidence is needed to answer th
aforementioned question: if reality were like fieti and Bach’'s music
actually had supernatural powers against evil fartdee Catholic Church
would have the conditions required for his beadifion.

What | have discussed so far may appear bizarreefileless, it
serves to show the extent to which cinema has iboéd to fix a highly
positive image of Bach in the public’'s mind. Beyoméligious
connotations, many examples can be found where’'8aulsic is used to
illustrate concepts such as goodness, piety, amsd¢endence. Even in
dramatic or tragic contexts, even when picturessattand depressing, or
even when the screen is tinged with violence ardrttages are painful to
watch, his music functions as a kind of consolat®time for reflection,
or a means for redemption. Many filmmakers, inahgdingmar Bergman
or Andrei Tarkovsky, have approached Bach’'s wodafrsome of these
perspectives.

Bach’s music seems to be especially suitable ferrépresentation of
the good side of human nature. One more exampkhisf—and again,
taken to the extreme—can be found in the filhe Day the Earth Stood
Still (dir. Scott Derrickson, 2008), a remake of the 1186i-fi film of the
same name. Klaatu, a humanoid alien (played by K&meves) is sent to
Earth as the representative of a group made uptiHterrestrial races. His
mission is to evaluate whether or not the humaa ragst be exterminated
in order to preserve the rest of the planet. Thevéfee cannot afford to
lose such a precious planet, a planet able to sufifm It is not long
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before Klaatu becomes aware of humanity’s destredgndencies, so he
decides upon its annihilation. It is at this cafigoint that Dr. Helen
Benson (played by Jennifer Connelly) and Nobeld2wmnning Professor
Karl Barnhardt (played by John Cleese) try to coogihim that humans
can change, and they ask him for a chance to ineptto world. The three
are at Barnhardt's house when something catcheatik&aattention: the
music playing on the Hi-Fi. Helen notices the ditwraand without being
asked, answers: “It's Bach” (more specificallyisithe first variation from
Goldberg Variations Klaatu says: “It's beautiful.” Karl then takeket
opportunity to state: “So we're not so differenteafall”, to which Klaatu
replies: “I wish that were true.” This scene présethe turning point in
Klaatu’'s mind and, consequently, the fate of madkiBach reveals
himself as the link between humans and alfeNmreover, Bach’s music
provides the first piece of evidence that manksmdorth saving.

What | have shown, up to now, is the cinematic ofeBach in
accordance with the benevolent vision we have of. Hilowever, | am
more interested in the dark side of his music matien the good.
Obviously, music cannot bgood or evil per se, but music is a
tremendously efficient instrument to increase thegr of the image in its
representation of good and evil. So, the main gb#tis text is to analyse
how cinema has used the music of Bach to illustste

The Sinister Bach

If there is a paradigmatic piece by Bach—in fagt, dny classical
composer—Ilinked to the dark side, it is undoubtettig Toccata and
Fuguein D minor (BWV 565}’ It is likely that no other piece of Bach’'s
work has been so overused in the audio-visual mediast often to
illustrate mysterious charactergrirst appearing iDr. Jekyll and Mr.
Hyde (dir. Rouben Mamoulian, 1931), this organ piecs become cliché
for horror movie$ because of its use in films likehe Black Cat(dir.
Edgar G. Ulmer, 1934) dérhe Raver{dir. Lew Landers). Even films that
do not fall into the horror genre have used theceito illustrate sinister
characters like Captain Nemo fro2®,000 Leagues Under the Sedir.
Richard Fleisher, 1954)The best proof that something is beconsfighé
is its reiterated and effective use for parody. Amd this respect, the
Toccata and Fugué D minor is a prime example, with some hilarious
appearances in films lik&remlins 2: The New Batcldir. Joe Dante,
1990) and the cartoo8pongeBob SquaredParn(Season 1, Episode 13:
“Scaredy Pants”, 1999). So let's examine the keyh® success of this
organ piece.
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The beginning of th&occatain particular has some musical elements
that make it—as | will discuss below—very suitedcteating the typical
uncanny atmosphere depicted in Gothic fiction. Bwgre are also some
cultural elements that connect this work with thethiic aesthetic. Isabella
van Elferen has specifically studied the lattethar article “The Gothic
Bach.® What are these cultural associations?

a) The organ—more specifically the pipe organ—is asical
instrument that fits in very well with Gothic imangiry: its naturahabitat
is generally made up of vast, cold (often provokétivers), gloomy, and
ultimately impressive spaces, such as churchesatiédrals, and allude
directly to the spaces in Gothic nov@lactually, it is not only the spaces
that hold the organ, but the instrument itselfisaery impressive, in part
due to its enormous size and the complexity ofnischanisms which
connect thousands of pieces to produce its sound.

It is precisely the sound production that is thesmatriguing aspect
about the organ. In the vast majority of cases, oaa intuitively
understand—at least basically—the relationship betwan instrument
and the sound it emits, just by watching a musigéay it. There is a
visual connection between the movements and edfatte performer, and
the sound produced. Moreover, the sound originztese to the musician.
But this is quite different in regards to the ca$ehe organ. An organist
can be seated at the console playing the keys wiitlhoy apparent
physical effort, and a group of pipes begin to sbaha distance. So, what
kind of magic allows a distant pipe sound to bdmal by just pressing
one ridiculous key? What shadowy power controlsetbing as elusive as
the wind to activate the desired pip&@s&ll these questions nourish the
aura of mystery that surrounds the instrument.

Regardless of how the sound is produced, whatrimineis that “the
immensity of the sound of a pipe organ seems weted to a horror
film's sense of monumentality, and its desire bittscare and to create
larger-than-life characters$”And, it is also certain that “the sound of the
organ evokes Bach” even to listeners who are ledbvwarsed in classical
music. To put it into Gothic terms, each time agaor is played, “the
spectre of Bach himself is preseft.”

b) From a romantic perspective, Bach’s name inspaesense of
eternity. Like a ghostly presence, his shadow igjgated through his
work: “Bach the undead master haunting generatibmsusicians.*?

c) Bach himself has developed a certain Gothic itierdiven his
cultural and religious background, which is mostlyange to modern
audienced? Some of the Lutheran texts referenced by Baclisitdntatas
and passions are very explicit in their depictiamfsblood, flesh, and
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bones. Just like in a gore fillIn fact, “what baroque theology endorsed
as the "healing shock” of sacred tragedy appearglam shock to
audiences who are less familiar with Lutheran dewat practice and the
baroque aesthetic of cruelt}”Richard Taruskin has approached this
issue, which he calls “Bach’s Dark Visioh."The author argues that the
essentiaBach is precisely that of the dark cantatas, #ve texts, and the
merciless dissonances:

Anyone exposed to Bach’s full range [...] knowsttttee hearty, genial,
lyrical Bach of the concert hall is not the essenBach. The essential
Bach was an avatar of a pre-Enlightened—and wheh pame to shove, a
violently anti-Enlightened—temper. His music wameadium of truth, not
beauty. And the truth he served was bitter. Hiskegoersuade us—no,
revealto us—that the world is filth and horror, that hureare helpless,
that life is pain, that reason is a snare.

The sounds Bach combined in church were often amyttbut
agreeable, [...] for Bach's purpose there was n@vsr to please. If he
pleased, it was only to cajole. When his soundewsgreeable, it was only
to point out an escape from worldly woe in heavesupmission. Just as
often he aimed to torture the ear: when the word his subject, he wrote
music that for sheer deliberate ugliness has perbapn approached [...]
but never equalled. [...]

%Jch music cannot be prettified in performance euthessential
loss:

Thus, according to this “dark vision”, Bach is shows a sort of
doomsayer whose message—Ilike a curse—builds uplefsdbaot based
in reason. Certainly, this seems very Gothic, sitihee Gothic genre is a
manifestation of counter-Enlightenment: it is auratto concepts that the
Enlightened movement struggled to remove, a retarm superstitious
past, a revival of myths, religious beliefs, anghesmatural phenomena,
which cannot be explain by Reason. Therefore, tme@ption of Bach as
essentially anti-Enlightened puts him in an aesthetontext shared with
the Gothic.

d) Bach’s nationality adds another factor to his Go#ide. As van
Elferen points out:

Bach’s music and person also connote Germany,dtetry with perhaps
the darkest of histories. In popular culture, garrinherent Gothicism is
often attributed to Germany, an association tha bBeolved from a
combination of factors. The Germachauerromarwas an important
precursor of the Gothic novel [...] The link betwe&ermany and the
Gothic was further consolidated in the twentiethntagy. German
expressionism has had a lasting influence on iatemal horror cinema
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[...] Finally, with two wars, an internal separatiand a not immediately
successful reunification, the events of the twéhti€entury have
completed Germany's embodiment of Gothic traumagcesx and
uncannines$

Thus, it can be concluded that “Bach’s Gothic pti&kiis embedded in
the simple fact of his German nationality.””’ r”

Even admitting the plausibility of all the argumgtisted above, | find
them insufficient in establishing why tAeccata and Fugua D minor—
and not any other piece by Bach—has succeededyinragy such sinister
connotations. If it were accepted that the GothiachB is a cultural
construction only due to the Gothic connotationgttef instrument (the
organ), his religion (Lutheran), and his nationaliGerman), this would
lead to the erroneous conclusion that any of Badrgan pieces—
furthermore, any organ work by any German, Lutheramposer—could
be used to generate the spooky feeling thaTtreezatadoes. Indeed, such
a generalization would be nonsensical. Could anyowgine the chorale
preludeWachet auf, ruft uns die Stim®@WYV 645) as the opening credits
music forDr. Jekyll and Mr. Hydeor Captain Nemo playindesus bleibet
meine Freudgfrom cantata BWV 147) in thlautilug or horror icons
like Bela Lugosi or Boris Karloff performing thBiece d'Orguein G
major (BWV 572), without completely losing theirrauof mystery? Of
course not!

Interestingly, Mamoulian’®r. Jekyll and Mr. Hydestill gives us two
more excerpts from Bach'’s organ catalogue as aaauantithesis to the
spookyToccata® The first one occurs at the very beginning of filra.
The first few images on screen, immediately follogvthe opening credits,
show Dr. Jekyll playing the chorale prelutigh ruf zu dir, Herr Jesu
Christ (BWV 639) on his own organ at home. A remarkablesical
contrast is produced, and consequently, a profatiatige of mood. After
the impetuous—almost violent—title credits, the mipg shot creates an
oddly serene atmosphe®erenebecause of the music, andd as a result
of the camera movements and the subjective poinienf. Actually, the
audience does not see Jekyll but what Jekyll hilhssels: the organ tubes,
his shadow cast on the sheet music, his handsekeys... In this way
Mamoulian keeps Jekyll’s identity a secret from dloglience until his face
is finally revealed in the reflection in a mirrdut, in spite of the slight
suspense created by the subjective camera work,nmhsic remains
peaceful. Jekyll seems relaxed while he is playivggorgan. When he is
interrupted by Poole, the butler, reminding him afh important
appointment, Jekyll becomes upset but retains endty tone, saying:
“You know, Poole? You're a nuisance. But | don'bknwhat | should do
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without you. Your sense of duty is as impregnall&ibraltar. Even Bach
can't move it.” What it is interesting here is that this case, Bach’'s
music is treated as a paradigm of inner calm—wHhathr in the film

contrasts, with Mr. Hyde’s brutality—and a sign sénsitivity and

humanity®? It is also Hyde’s lack of any musical impulse thaflects

another symptom of his inhumanfty.

The second occasion that the film employs Bach@gmermusic in a
different function from the openingoccataoccurs in the scene after
Jekyll has been given permission to marry Muriekyll enters his home
absolutely exultant and announces the good newsPoole. He
immediately sits at the organ and begins to playesaneasures of the
fugue fromToccata and Fugui D minor. There is no trace of mystery or
Gothic reminiscence, just pure joy. | agree wittilNerner when he says
that “Jekyll here feeds his romantic impulse withe torgan music,
allowing himself an unmeasured moment of emotiomaliberance?
Indeed, the selected music seems well suited feretktroverted moment.
It is the last episode of the fugue, before th@péalation of the toccata,
characterised for its great virtuosity and compleaunterpoint. A
sequential passage leads the music back to théenarigey, D minor,
followed by a coda over the tonic pedal in whicle flague subject (or
theme) is stated one last time. A final elementakse the joyful
atmosphere, an interrupted cadence, coinciding avitinterruption by the
butler that brings Jekyll back to his more worryneglity.

These two cases demonstrate something expected:vehven cultural
factors may be prone to the dark side, Bach’s orgasic has not always
to be necessarily sinister. To put it in medicaint® even if one is
genetically predisposed to a pathology, it might sevelop. The key then
is to uncover which external factors have beeniatuo the ultimate
result. So, turning to the matter at hand, whateertusical elements in a
film could make a peaceful piece of music turn irto eerie one?
Definitively, image has the ability to change thergeption—and the
meaning—of music. A childish song, for example, dacome truly
sinister just by adding a disturbing imagdut theToccata as it appears
in the opening credits of the film, is not accompdrby any disquieting
images—ijust the characteristic Paramount Pictuogmland the plain title
credits—, and nevertheless its presence is thriegtehhus, if there are no
external factors, then internal ones must be at placultural associations
cannot fully explain the dark side of this piecedacinematic (visual)
factors do not contribute here, there must be smmely musical elements
that testify as to why this, and not another, pibgeBach sounds so
sinister. Let’'s examine them:
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a) The impressive start, with the impetuous initidl &and the
incandescent melodic descending scale that follows.

b) The Minor mode, which immediately sets up a serimwod.

¢) The recurrent minor 2nd motive (fig.11.1).
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Fig. 11.1: Minor 2nd motive

The minor 2nd is the interval that better represéim essential duality
of tension-resolution in music. So, when insistemépeated, this interval
creates a tense atmosphétre.

d) The diminished 7th chord (fig. 11.2).

disminished seventh chord

{ 1HRN
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=

tritone

tritone

Fig. 11.2: Diminished 7th chord

The diminished 7th chord is very unstable, provgkgreat tension.
Moreover, it is a chord formed by two superimposédnes. And, it is
also well known that the tritone has historicallyeb calledDiabulus in
musica i.e. the devil in music, and prohibited by musieorists due to the
strong dissonance that produéés.

e) The mighty orchestration. At the opening credit©o. Jekyll
and Mr. Hyde the Toccatadoes not appear in its original organ version,
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but is cleverly orchestrated. The power of the soaha full symphonic
orchestra is clearly greater—and consequently rimpeessive—than that
of a solo organ. On top of this, the brass seci®truly outstanding,
emphasising the grave tone.

All these musical elements, albeit obvious, arekibgs to explaining
the sinister side of the work. And for this reasbis worth analysing
them. Only now, with both cultural and musical etats exposed, we can
truly understand why BachBoccata and Fugua D minor has achieved
such a prominent status in horror, thriller andpeuse films.

TheElitist Bach

As Mervyn Cooke rightly points out, “one of the rh@®mmon and
least creative uses of classical music in filmgsaa agent for establishing
the appropriate period, national or cultural asstmas.” In this section |
am particularly interested in the latter. Histolligaclassical music has
been associated with the social, economic or gualal elite. So, its
cinematic use to depict characters that fit wittiese categories seems
obvious. Indeed, this association between classaic and elitism has
been widely exploited by film directors and prodiceBut this has not
always been the case. It is not so of the origitioéma, the silent era.
The film industry soon realised that music was aseatial element in
attracting audiences. Production companies begatakte a keen interest
in the nature of the music that might accompanyitgtibns of their
products”, and consequently “started publishing cleets [...] to
encourage the selection of appropriate musical musakfrom both
classical and popular sources to accompany scrgemihits films. In
his autobiography, Max Winkler, an American pioneef these
publications, confessed:

In desperation we turned to crime. We began to elisber the great
masters. We began to murder ruthlessly the workBeathoven, Mozart,
Grieg, J. S. Bach, Verdi, Bizet, Tschaikowsky andgier—everything
that wasn't protected from our pilfering by copyrig The immortal
chorales of J. S. Bach became an “Adagio Lamenta$fdr sad

scenes”y’

Certainly, this use of the classics appears nohdwe any elitist
connotations. Quite simply, classical music progitiegh quality material
at a low cost to act as the soundtrack to silentiesd" But this situation
gradually changed during the sound era, and ckdssiasic acquired more
complex meanings. For example, “leading film makefsthe 1950s,
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including Fellini, Bergman, Visconti and Bufiuel,iliaed classical
eighteenth-century music as something of a hallméuality and a very
adult maturity.®? The elitism here is not just applied to the chamacin
the film, but to the film itself and, hence, to &sthors. So, the music of
Bach, among other classical composers, may fundi®ra means for
distinction, i.e. a recognisable element that seteediscriminate between
commercial films and auteur cinema.

Intellectual or artistic elitism need not be a lththg necessarily. |
mean elitist attitudes may appear unfriendly, edesagreeable, but not
perverse. However, the truth is that elitism isilgaassociated with evil.
The cinema has shown us many evildoers who abépllaee classical
music, notably pieces by Bacéhin particular, their passion for music—
actually, for any high-level artistic expression—pigof of their superior
intelligence. They belong to an intellectual/cudiuelite and, fully aware
of their superiority, they apply all their intelégce to obtain what they
want, regardless of the harm inflicted on otherke end justifies the
means. As with all elitists, they show contempt tbose who do not
appreciate culture as they do.

The film Unbreakable(dir. M. Night Shyamalan, 2000) approaches a
typical comic book story of heroes and villains nfroan original
perspective, adapting the characters into a moaéistie context than
usual, far from the outlandish scenarios of classiserhero movies. The
protagonist, David Dunn (played by Bruce Willig,an ordinary man, so
humble that he does not even recognise his exiregdqualities. On the
contrary, the wicked antagonist, a comic book spistinamed Elijah
Price (played by Samuel L. Jackson), is an extrana@nd arrogant
character. He uses his supreme intelligence to eosgie for—and try to
understand—his extreme physical weakness. In aesfram the film,
Elijah is at his art gallery showing an originahtic drawing to a potential
buyer. Immediately after the purchase agreememeashed, the client
admits that the drawing is to be a gift for hisrfgear-old son, Jeb. Elijah
then gets mad at him and says: “you must think ithis toy store, cause
you're in here shopping for an infant named Jebe @hus has made a
gross error and wasted the other person’s valdabhé&..”, and concludes:
“This is an art gallery, my friend, and this is i&qe of art.” During the
entire scene, music can be heard in the backgrdunsl.the Allemande
from the English Suite in A minor (BWV 807) by BacFhe last scenes of
the film also take place at the gallery, where Baohusic is ever present.
It is therefore reasonable to suppose that Baclklijgh's favourite
composer. And it seems logical to assume that reowimo loves Bach
would degrade a piece of art to the rank of a n@yelt is possible that in
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this case some may agree with Elijah’s angry reactiElitism here
appears to be fully justified: it is indeed a fattack against the
trivialization of art. However, besides being a @omrt and Bach lover,
Elijah Price ultimately reveals himself as a hemmdl man, a psychopath
able to provoke terrible accidents—and consequéh#yoss of hundreds
of human lives—in order to find a survivor, a sump immune to
disaster (David). Just to prove his theories casiest to demonstrate his
superior intellect, he has killed people—or, like éduphemistically says:
“made so many sacrifices.” Although it is not shoinrthe film, one can
easily imagine Elijah planning his terrible attaskested in his office at the
art gallery listening to Bach. The last words afdHl in the original script
by Shyamalan—which were deleted in the final versamd therefore do
not appear in the flm—are absolutely fundamemahie revealing of his
extreme and perverse elitism: “There are millionsd amillions of
mediocre people in the world, David. Isn't it grehat we aren’t one of
them?®

Cultural or intellectual elitism may not necessardntail social or
economic elitism. The protagonist ifhe talented Mr. Ripley(dir.
Anthony Minghella, 1999) is a penniless young madmwarns his living
as a restroom attendant at a New York theatrearl #50s. Notwithstanding
his current low-class status, Tom Ripley (playedMatt Damon) is well
mannered and cultivated. When the theatre is embpgy,grabs the
opportunity to come on stage and play Badbtncerto Italiano(BWV
971) on the beautiful grand piano. In truth, Ripdesocial status does not
match his intellectual capabilities. Indeed, asfilme's title states, Ripley
is a talented boy. Talented in music and in liesd At is precisely these
two talents that allow him to enter the high-clasgle of the wealthy
Herbert Greenleaf (played by James Redborn) anddysvard son Dickie
(played by Jude Law), who spends his time in It&ipley approaches
Dickie pretending to be a former Princeton studett a lover of jazz, just
as Dickie himself is. Quite soon, Ripley is sedubgdhis lifestyle, and
falls in love with him, but Dickie ultimately rejechim. Ripley, as a jilted
lover, attacks Dickie and accidentally kills himhén, to hide the deed,
Ripley impersonates him, which triggers a new $pof deceit and
murder. His cold mind soon deletes any sense df guregret. Quite the
contrary, he seems entirely comfortable with hiw status—"better to be
a fake somebody than a real nobody”, he says arttef the film. Some
time after Dickie's death, we can see Ripley attwh& supposed to be
Dickie’s apartment in Rome. As at the theatre, ®ipplays Bach's
Concerto Italiang but now at his own grand piano and at his owreala
Indeed, it is his own place, not Dickie's. When @&reaf’s old friend
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Freddie Miles (played by Philip Seymour Hoffman}eza the apartment,
he is immediately suspicious of Ripley. He cannalidve that this could
be Dickie’s apartment: “Did this place come fur@dR It doesn’t look
like Dickie. Horrible isn't it?—so bourgeois”, heys to Ripley, “in fact,
the only thing that looks like Dickie is you.” Friig is completely right—
not knowing that his fine insight will cost him hii¢e. There is nothing
that is reminiscent of Dickie, not the decoratioritee music.

Let us pay closer attention to the music. Throughba film, music
plays a key role in defining the personality of ttfearacters. There is a
duality between Dickie and Ripley that is represdnby the duality
between jazz and classical music—namely, Bach.eRiplays the piano
and Dickie, the saxophoriln the film, the piano appears to be a cold
and mechanical instrument, while the sax is reghrde warm and
spontaneous. The associations seem obvious: jgresents Dickie’s
carefree lifestyle, while Bach’s music illustrategpley’s cold calculating
mind. But there are also some significant socialoestions. At the
beginning of the film, Herbert Greenleaf says: ‘K)cs idea of music is
Jazz. He has a saxophone. To my ear Jazz is jiss#, rjast an insolent
noise.” It is not difficult to suppose that, to Rie's father, jazz music is
something vulgar, related to those of a lower classis, to Dickie, jazz is
not only a hobby but also a sign of his independeinom his father’s
constrained mind and life. Despite his social orggiDickie likes to
mingle with common people. In fact, he loves gdimdpustling nightclubs
and interacting with the locals. On the contraripl®/ prefers the elitist
environment of the opera. Certainly, it seems kpley is the son that
Herbert would have liked to have. Classical musg& the best
representation of the upper class society thateRipkpires to belong to.
To him, cultural and social status should matchd,Asertainly thanks to
his talent—both musical and criminal—Ripley achieveis objective,
albeit at a very high price: utter solitude.

One of the most emblematic cases of intellectudlauitural elitism is
that of Dr. Hannibal Lecter, the infamous charadtem the novels by
Thomas Harris who has been brought to the screesradetimes. What
Lecter most detests is a lack of good taste, andiauety.*® The latter
may, in fact, have fatal consequences. At the lmdginof Red Dragon
(dir. Brett Ratner, 2002) a flutist is killed—andten—by Lecter (played
by Anthony Hopkins) for his awful performance at@ncert. An extreme
measure indeed. But, what makes Dr. Lecter a samgalse is the fact that
he is not just limited to murder but he aims tostenethingartistic with
his victims: from a sophisticated culinary dish—€likn the case of the poor
flautist—to a complex and provocative Installatiént piece—like the
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crucified policeman ifThe Silence of the Lamlgdir. Jonathan Demme,
1991). And he certainly appears to enjoy the ergiecess. As Thomas
Fahy argues, Hannibal Lecter is an “aesthete séiil@r [...] whose
savagery is inextricably linked with high cultur&.In fact, he represents a
major antithesis to Matthew Arnold’s idea that oudt gives us our
humanity® But, how is it possible that culture does not hoiza us? On
this matter, George Steiner argued:

Unlike Matthew Arnold [...] | find myself unable tasset confidently that
the humanities humanize. Indeed, | would go furthieris at least
conceivable that the focusing of consciousness omritien text [...]
diminishes the sharpness and readiness of ourlactaeal response.
Because we are trained to give psychological andahwedence to the
imaginary [...] we may find it more difficult to @htify with the real world
[...] The capacity for imaginative reflex, for mbrak in any human being
is not limitless; on the contrary, it can be rapidbsorbed by fictions, and
thus the cry in [a] poem may come to sound loushere urgent, more real
than the cry in the street outside. The death)ingael may move us more
potently than the death in the next room. Thuseheay be a covert,
betraying link between the cultivation of aesthetesponse and the
potential of personal inhumanity.

Undoubtedly, this thesis could explain the caselafinibal Lecter. Dr
Lecter’s high culture is expressed by his good reesiand his love of art.
Throughout all of the Hannibal Lecter films—withethexception of
Manhunter—there are many occasions where we see him enjoying
classical music, mostly music by Bach. But amoregrthwithout a doubt,
there is a particularly shocking sceneTime Silence of the Lambé/hile
listening to Goldberg Variations Lecter kills and mutilates two police
officers to escape from prison. This scene simabasly shows Lecter’s
fine education and brutal nature. In fact, as Fadiytly points out: “this is
the only moment [...] where the audience witnessester’'s physical
violence. Our assumptions about civility are shiatteas Lecter casts aside
his gentlemanly pose and becomes a monstrous.Kifler

Elijah Price, Tom Ripley, and Hannibal Lecter arbtists and
criminals—and all adore Bach—but the results ofirthects, albeit
horrible, are quantitatively limited. There is, heower, a type of elitism
whose consequences are absolutely devastatingcinwhen taken to the
extreme, socioeconomic elitism is probably the npEshicious, since it
ultimately results in class discrimination and cgg®ion. Aristocracy
versus people, upper class versus middle and lewseb, First versus
Third World, in short, the rich versus the poor.eTémount of injustice,
misery, hunger, disease, and death caused bysttaggle is incalculable.
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History is repeated over and over again: a groupumhans—although a
minority, very powerful—dominate an entire soci¢éyen the world) by
oppressing and depriving the rest of their rigftsere is noone villain
here—such as Elijah, Ripley or Lecter—but a grotipenple who exert
evil upon others. Sometimes, the oppressed rela@éhstgtheir oppressors.
Sometimes, they are even victorious. And sometinths, formerly
oppressed then become the new oppressors. Itténig@ grim landscape,
but class conflict has always existed and, prohatiyays will. It appears
to be part of human nature. This is why so manyristic films base their
plots in a class-warfare context, suchEsiumandSnowpiercerAnd in
both films, Bach’s music serves to function assinguishing mark of the
ruling class.

Elysium (dir. Neill Blomkamp, 2013) sets its action inw@ure where
the Earth is diseased, polluted and vastly overladpd. The wealthiest
inhabitants have fled the planet to preserve tivay of life on a hi-tech
space station named Elysium. In contrast to theediEarth, Elysium is a
clean and beautiful place with all the comforts ginable, but principally,
with the technology to heal any disease or damageédently, only
Elysium citizens have the privilege to use it. Agitizen of Earth who
intends to enter the station will be arrested,vanekilled. Because of such
perverse class discrimination, a rebellion stamsl, finally all citizens will
be equal. Besides the evident visible differencetsvéen the Earth and
Elysium, there are some invisible differences,mretheless interesting. |
am referring to the soundscape. While the Earthnigleasantly noisy,
Elysium is a symphony to the ears. The luxury hitildings, the beauty
of its gardens, and the elegance of its citizehftakith the relaxing and
quiet sound atmosphere, composed by a mild brestdight birdsong...
and one more thing: Bach of course. The scene vihertull splendour of
Elysium is first shown in detail is accompanied tne Prelude from
Bach’'s Cello Suite No.1 in G major (BWV 1007). Inn@n-diegetic
manner, Bach’s music functions empathetically with environment and,
moreover, adds another element to illustrate theyfand elitist lifestyle
of Elysium citizens.

Though narratively and aesthetically different Etysium the film
Snowpiercer(dir. Bong Joon-ho, 2013) shares the vision ofyst@pian
world divided into two social classes. In this ca&arth has been
devastated by a failed scientific experiment thas lfirozen the entire
planet. All life has been destroyed, except for gheup of people aboard
the Snowpiercer, a super high-tech and self-sefiicitrain that travels
around the globe without stopping. For the lastesésen years, the
survivors have developed a new society with its @eonomy and class
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system. Lower-class citizens are in the overcrowgtladons at the back,
living in squalor and prohibited to enter the refsthe train. LikeElysium

a group of oppressed people starts a rebelliorgrahited to reach the
front wagon. As they move forward, the contents andupants of each
section of the train are revealed. There is a @aer wagon that clearly
marks the separation between the low and highedas$pon entering, the
rebels are astonished to discover a precious goesehfull of plants,
flowers, and fruits. The visual contrast with thegeding sections of the
train is drastic. Accordingly, beautiful music cha heard: it is Bach's
Goldberg Variationsn a harpsichord version. Once again, Bach’s music
works with the image to describe an exclusive aditiste world,
unreachable for the majority.

Bach in Auschwitz

| have left a complex and sensitive subject to endthe relationship
between Bach’s music and the society that committerl Holocaust
atrocities, and how this has been portrayed irfithms. The link between
high culture and genocide is a thorny issue, oaehhs been discussed by
many writers and philosophers. Here, Bach appearsbé¢ the
representative of thatigh culture—or better said: what Nazis regarded as
high cultureand that, in a captious and perverse manner,bastitd the
Aryan race. In 1939, the German Propaganda Miniddseph Goebbels
planned the making of the definitive anti-Semitiof which he himself
qualified as “a masterpiece of propagantfaDer Ewige Jude(The
Eternal Jew dir. Fritz Hippler, 1940) was the result: a shérhe
documentary whose ultimate purpose was “to prepiargers for the Final
Solution, [...] [to] turn honest citizens into iddent mass murderer§? by
depicting Jews as filthy, deceitful, corrupt, degete, and greedy for
power. In a scene from the film, where many artwake on display—not
only German art, but also Greek and Roman sculptuaad Italian
Renaissance paintings—the narrator states:

Jews are most dangerous when they meddle in ageapilture, religion
and art, and pass judgement on it. The Nordic qunoé beauty is
completely incomprehensible to the Jew and alwaljisbe. The rootless
Jew has no feeling for the purity and neatnesh@fGerman idea of art.
What he calls art must titillate his degenerateve®r A smell of fungus
and disease must pervade it; art must be unnagraksque, perverted, or
pathologicar®
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Curiously, the most recognisable German artworthis scene cannot
be seen but is heard: it is Baclisccata and Fugum D minor.

For this part of the article, | have borrowed thke tof another film
documentary, which is the polar oppositeDafr Ewige JudeAs a matter
of fact,Bach in Auschwitis the English title of the French-Belgian-Dutch
co-productionLa chaconne d'Auschwitfdir. Michel Daeron, 1999),
which tells the story of the women’s orchestra inséhwitz through the
testimony of twelve female survivors of the concatdn camp. Two of
these women, “Zosia and Helena [...] literally ratto Auschwitz. There,
surrounded by silence, Zosia describes how teritbleas to play during
selections, deceiving the prisoners with reassunmgic.”* In fact, this
was the orchestra’s purpose. For the Nazis, “thsieraimply rendered the
prisoners more manageable until they were seledtad the gas
chamber.*® A cinematic example illustrating such a perverse of music
can be found in the Polish fillasaerka (Passengerdir. Andrzej Munk
and Witold Lesiewicz, 1963). A scene shows all thecupants of a
concentration camp (both Nazis and Jews) at thaee# door, waiting for
the arrival of a train carrying more prisoners. kwhile, an orchestra—in
this instance made up of male prisoners—plagagio from Bach's
Violin Concert in E major (BWV 1042).

Sylvia Levine Ginsparg affirms that “Bach in Ausdimy as a film
title, is actually an oxymoron. It combines a reggmgtation of the highest
level of human culture with that which is most dedi™® But, is it really
an oxymoror? The answer igesif we think that high culture is—or at
least must be—incompatible with inhumanity. Butfh&t were the case,
how could what has been called “tt&ehindler’s Listproblem®’ be
explained? Both inLa chaconne d'Auschwitand Pasaerka those
playing the music were the victims. But 8thindler's Listthere is one
scene where an SS soldier plays the piano at atnag# in the Krakow
ghetto, while his comrades are shooting Jews hiddéme building. When
the music is heard, two of the comrades enter ttmnrand begin a
discussion: Was ist das? Ist das Bachdne asks; Nein. Mozart, the
other answers. The soldier is actually playing Bad&nglish Suite in A
minor (BWV 807). The most disturbing thing in thscene—"the
Schindler’s List problem”—is the coincidence of two antagonistic
concepts: the goodith the evil, the beautifukith the ugly, exemplified at
the same time in the same person (the SS soldtery. then that the
oxymoron exists. But, let us observe it more cdhefBurely we all
consider Nazis and their acts as evil, but are thretheir actaugly? We
may agree that Bach’s music is beautiful, but igobd? The problem is
that we often use the same language to make bbitakaind aesthetical
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judgments. But, we should not. Something beautfu#s not have to be
good; something evil does not have to be ugly.tBe,real problem, as
Peter Kivy rightly points out, is that ‘wdo want to be told—want to
believe—that great music such as that of Bach, Mpa®md Chopin has
power for the good®® But, what is certain is that the ‘love of Bach sloe
not engender love of humanity, or of the good. @, another way, the
music of Bach is not a moral force in the woflfiTherefore, finally the
titte “Bach in Auschwitz”, is not an oxymoron, bes& the two implied
parts cannot be judged in the same terms.

The piano scene fror8chindler’'s Listhas been marked by Michael
André Bernstein as a “clumsy literalization of GgmiSteiner's meditations
on Nazism.*® Maybe due to this alleged clumsiness, some hatieeb
only theirony of the scene. For instance, Cooke points outis‘ithe
singular inability of the soldier’'s comrades tontié/ the composer [...]
that creates an ironic conjunction of sophisticatimd brute ignorance”
However, | do not really think that that is the qtoiEven if the comrades
cannot specify whether it is Mozart or Bach, thiliso playing the piano
can obviously differentiate between the two. In aage, it does not seem
to me that this is “brute ignorance.” This typeanfument is, in fact, an
oversimplification—probably for our mind’s sake—toy to justify the
disturbing coincidence of high culture and bruyal¥evertheless, Steiner
prevents us from this erroneous thinking: “We knoew that a man can
read Goethe or Rilke in the evening, that he cay Blach and Schubert,
and go to his day’s work at Auschwitz in the momifio say that he has
read them without understanding or that his eardss, is cant> Thus,
regardless of whether the piano scene is clumsyiithe certainty is that
there is no irony possible. But then, if there @ axymoron, nor irony,
what is there?

Notwithstanding his anti-Enlightened vision of Baaven Taruskin
admits that “the Enlightened, secularized view odcB is the one
advanced by most modern scholarshipSo, it could be said that Bach is
a metonymyof the age of Reason, and his musicm&tonymy of
enlightened thinking. A thinking that, as Horkhem®nd Adorno had
observed in 1944, “contains the germ of the regmaswhich is taking
place everywhere today.” So, it is the Enlightentritself that if it “does
not assimilate reflection on this regressive momergeals its own fate,”
namely, self-destructiotf. That is indeed the context where *“the
Schindler’s Listproblem” must be understood. So, “Bach in Ausching
not an oxymoron, nor an irony, since Bach is a maty of an
intellectual movement—Enlightenment—whose failured | to the
Holocaust.
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And finally, the Beautiful Bach

The main conclusion of this article is that no gaheonclusions can
be established about how Bach’s music has been—wéhdontinue to
be—used by films whose purpose is to illustratd. e&8&veral cinematic
examples have been discussed to conclude that ¢er@mo formulae.
Indeed, the point is that it is not as simple asying a chorale for sad
scenes” or “playing th&occatain D minor for mystery scenes”—like the
antiquated and scantly imaginative musical cuessiient films. On the
contrary, it is quite complex. And, wittomplex | do not meardifficult
for us to understand how a particular piece by Baphrates within a
particular scene or film, but beingolyhedral in the nature of the
relationship between this particular piece and hasticular scene. In
some cases, Bach’'s music adds a new meaning tomgge—Ilike the
Toccatain the opening credits @r. Jekyll and Mr. Hydeln other cases,
it simply cooperates with the meaning of the imagéhout adding
anything new—like the decorative musical pieces Hihysium or
Snowpiercer And finally, there are those cases where Bachisimn
provides a contrary—or apparently contrary—meaninthe image—like
in Hannibal Lecter’s escape scend e Silence of the Lambs the piano
scene fronBchindler’s List

Thus, the only general conclusion possible is—as akeady
suspected—that the music by J. S. Bach has anoedinary ability to
adapt itself to any cinematic situation, even wiles characters or the
film's contexts are evil. But, there is nothing @mantly perverse in Bach'’s
music. We are the ones who have assigned manyetiffe-and at times,
even contradictory—meanings to it. And cinema, egtlusively, but
largely, has been responsible for these new asgowaSo, the reader can
put their mind at ease: Baghnotevil, nor induces anyone to eeil. We
can safely listen to him. After all, it is not BagHault that evildoers also
like his music... Well, actually it is. It is hisdlt for having composed
music sogood.. | mean, steautiful
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Notes

* This chapter has been written thanks to a Rebe&8aholarship from Spain’s
Ministry of Education, Culture and Sport®r¢grama FPU del Ministerio de
Educacion, Cultura y Deporte de Espaia

! Mervyn Cooke says that Bach's “music is the masterently abstract in
conception of any classical style to have featymeaminently in the movies, and
thus perhaps the most susceptible to contrastitegpiretations.” See: Cooké
History of Film Music 448.

2 The dilemma about the sainthood of non-Catholies lbccasionally been
discussed. In 1998 the Ecumenical Commission ofQetral Committee of the
Great Jubilee of the Year 2000 sent a letter toNhBonal Committees entitled
“The Holy Spirit and the Ecumenism”. Item numbeB,Ritled “Communion of
Saints”, reads as follows:

All Christians agree that the Holy Spirit is thexstifying spirit.

In many places Christians have acknowledged inr tmeidst martyrs and
exemplary confessors of faith, hope and charitpthbmen and women. Some of
these, such as Francis of Assisi, Roublev, Johatmsian Bach, Monsignor
Romero, Elizabeth Seton, the martyr Anuarite off@aand Martin Luther King,
have been for various reasons recognised beyondessional boundaries.
Ecumenical groups could look at the example of sofmthese witnesses with a
view to identifying how the work of the Holy Spigean be distinguished in them
and what their role might be in the promotion df ea@mmunion.

The whole document can be read at:
http://www.vatican.va/jubilee_2000/magazine/docutsgm_mag_01091997_p-
49 en.html

3 This question has not only been addressed by @n&uome scientists have
discussed the possibility of making contact witteliigent aliens, and concluded
that, in most cases, “they might be more interestéearning about Van Gogh and
Bach than Einstein or Newton.” See: Moskowitz, Afiens Exist, They Will
Probably Love Bach"Space.congAugust 14, 2010), available at:
http://www.space.com/8951-aliens-exist-love-baahlht

4 Some scholars have denied that this is actualgch’s work. Nevertheless, the
discussion about the authorship of the piece igelevant here. From a reception
point of view, it is unquestionably ascribed t@&JBach.

S There is a large list of films and TV series fefty this piece. The list can be
easily accessed on the Internet Movie Databaseitedlsvw.imdb.com).

5 Actually, it's not only this piece, but organ musiself that is strongly linked to
horror films. This has been addressed in Browgarhival of Souls.”, 1-20.

" More precisely, it is Jules Verne's 1870 noveth®ysame name that inspired this
film, where the “idea of making the organist an estdc, dangerous genius
probably originates”. See: BrownCérnival of Souls.,.5-6.

8 van Elferen, “The Gothic Bach”, 9-20.

° Brown, “Carnival of Souls.”, 5.
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D tis enchanting that the heart of the organ.echfi wind chest—that is, the box
on which the pipes sit and from which the compressie (the wind) is admitted
into them—is calledsecretoin Spanish (literally, “secret” in English). A wer
?loetic word indeed for a very fascinating and guing device.

Ibid., 5.
2yan Elferen, “The Gothic Bach”, 11.
13 |bid.
“1bid., 12.
15 This may appear to be an exaggerated comparisia, fim like The Passion of
the Christ (dir. Mel Gibson, 2004) has shown the extent toictvhChristian
narrative and gore aesthetics, characteristic ef gplatter subgenre, can be
combined. Yet far from being outraged, the Cath@twurch hierarchy reacted
very positively to the film.
% bid., 12.
Y Taruskin, “Facing Up, Finally, to Bach’s Dark \Wsi", 307-315.
% pid., 310.
¥ van Elferen, “The Gothic Bach”, 12-13.
2 pid., 13.
2! For an overview of the music used in this film:degrner, “The Strange Case of
Rouben Mamoulian’s Sound Stew”, 55-79.
2 van Elferen, “The Gothic Bach”, 10.
2 | erner, “The Strange Case of...”, 59.
*|bid., 64.
% Many examples spring to mind, such as riaéve skipping rope song from
Nightmare on EIm Streddir. Wes Craven, 1984) announcing Freddy Krusger
arrival, or thefunnyditty (“Naughty little fly, why does it cry? Caugin a web!
Soon you'll be...eaten.”) sung by Smeagol/Gollumlevpoor Frodo is stuck in
Shelob's web iThe Lord of the Rings: The Return of the K{dy. Peter Jackson,
2003).
% For instance, this is the case of the celebratid theme music frordaws(dir.
Steven Spielberg, 1975) composed by John Williand, also of the second piece
from Musica Ricercataby Gyoérgy Ligeti, used in the filnkyes Wide Shudir.
Stanley Kubrick, 1999).
27 This diabolic quality has been widely exploited in cinema.llassassinat du
duc de Guisédir. André Calmette and Charles Le Bargy, 1908je-of the first
original film scores in history—the music compodsd Camille Saint-Saéns for
the central scene (the Duke's assassination) iedbas the tritone. Another
example is the famous initial motive of the maiertte fromCape Fear(dir. J.
Lee Thompson, 1964) composed by Bernard Herrmahithws also based on the
tritone.
28 Cooke,A History of Film Music437.
2 bid., 15.
30 Winkler, A Penny from Heavei237.
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%1 Actually, these days classical music continuesb& a major source of
inexpensive soundtracks for producers who cannfarcafto hire a competent
musical composer, nor to pay for the copyrighttfar use of some modern music.
32| ack, Twenty Four Frames UndgeP98.
33 The film Dogboys(dir. Ken Russell, 1998) tells the story of a sémociety
formed by prison guards who use prison dogs to Homin escapee inmates as a
sport. One of thesdogboyslistens to Bach on his Walkman while hunting. The
director of the film commented on this issue: “agrg filmgoer knows, if a
character plays classical music in movieland, halerently evil and beyond
redemption [...] So | supposed the baddie's lovdBath was just a cinematic
cliché, a sort of last straw at an attempt at attarsation.” Quoted from: Cooke,
A History of Film Music439.
34 The whole script is available at:
http://www.imsdb.com/scripts/Unbreakable.html
35 Obviously, the piano is also used in jazz, andsés®phone—less frequently—
in classical music, but in these cases, the piasaraes the role of the classical
instrument and the sax represents modern musicjdite.
% When FBI cadet Clarice Starling first meets Drctee in The Silence of the
Lambs(dir. Jonathan Demme, 1991), he initially treats With respect, but shortly
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