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- — . This effect is enhanced by the use of repeated rhythmic and melodic motifs on electric bass

and using a synthesized harpsichord effect. The layering up of sonic textures is suddenly

) interrupted by a brief flashback of a stabbing as the lullaby plays. Fading back in, the bass and

A _ 4 - | ‘ ._ , _ : _ synth build to a crescendo ending abruptly as Argento’s credit appears. So, the music creates

. : : atmosphere, but more importantly it cues the viewer into an association with violence and the
crucial event which will trigger later murders.

- _ — _ _ : — This main theme returns at two key moments: during the initial stalking of the psychic and
when Marc discovers a major clue. Here it's more heavily textured with guitar riffs, heavy rock
O’'BR drums, broad synthesized organ-like chords and a sonic stabbing motif. It further reinforces
the relationship between the music and the identity of the murderer, but when the psychic
e live performance of the PROFONDO ROSSO (19 ore by ltalian progressive ro is brutally killed with a hatchet, a second theme enters and the musical tone becomes
group Gob ely going to be the highlight of Celluloid ea 0 ob ote incongruous as the score has a more upbeat and jazzy feel. Piano, bass and drums play in fast
and performed the scores for ma orro d g the 1970s and early ‘80 ding 4/4 time, pacing the murder set-piece rather than simply underscoring it. This tone doesn't last
BUIO O A (1979) and CONTA ATIO 980). However, the group ost noted fo for long. As her head smashes through a window and Marc runs frantically to try and help, a
ollaboratio director Dario Argento; after PROFONDO ROSSO 9 ob ent o new set of more abstract bass and piano motifs develop the theme. Here, the electric bass is
0 score PIRIA (19 BRA 98 edited a gle a and P 0 A played using a plectrum, giving a much harder edge to the sound. This technique reinforces the
98 eyboard audio onetti later forged a solo career and co ed to wo oring brutality of the action taking place and is used similarly during other violent set-pieces in the
ggero Deodato and othe film: the scalding to death of one character and the infamous teeth battering/neck stabbing
of Professor Giordani. The addition of throbbing guitar, frantic conga drumming, hammered
3 oblin followed e esteemed footsteps o ompose o Morricone and R percussive bass notes on acoustic piano, and synth ‘stingers’ makes this jazz/rock fusion a
Ortolani, both o om had already created experimental scores for horro b orporating perfect complement to the frenzied violence.

orchestra entation. B e hea e ed sound, d q and comple The third theme represents searching and it's used extensively as Marc is looking for clues in an
arrangeme ound in prog ro e 1970s proved to be the ideal accompanime abandoned house and towards the climax when he returns to the psychic’s apartment. A guitar
or the excesses of Italian horror. A e became more extreme, giallo killers, alie plays a mesmerising eleven note riff repeatedly as shorter motifs are introduced on synth and
ombies and canniba ere easingly accompanied b obbing abio bass. The new musical theme underscores Marc’s search and constantly changes key; use
ores are notable example oward e end of the '70 pbeat disco sounds became of modulation up and down conveys precisely the feeling of being on the verge of discovery.
part o easing 3 al landscape - appearing a 0 ongruo Further instrumentation is added gradually creating more layers of harmony and rhythm,
berto Le edibly gruesome CA BA RO 981). D g period, two of the eventually building to a crescendo as Marc uncovers the key to the murders. It returns when
0 ovative Italian horror scores were composed and performed by Gob c Marc is finally confronted by the killer, but it's mixed with the lullaby and dissonant orchestral
PROFONDO ROSSO and PIRIA - are regarded b any as being the mo pre eo chords, tying everything together. As the past trauma is revealed and the killer dispatched, the
Argento’s leng areer and the score plays a major role in bo doe 0 score returns to the original opening theme. This bookending ensures narrative closure and
o underscore events and create atmosphere also a portant narrative device reveals how consistent the score has been at creating continuity throughout. Although it may
not be as lauded as the SUSPIRIA score, Goblin’s work on PROFONDO is certainly as effective
any respe PROFONDO ROSSO is a typical giallo. Protago arc Daly, a jazz pia and possibly more influential. In fact, it was so successful that it steered the musical direction

gets dra o a world of violence and insa afte e g the bruta der of a famo Italian horror would take well into the 1980s and beyond.

and extremely gruesome set piece e addition o et design, Argento d Shelley O'Brien holds a BA in History of Art, Design and Film and an MPhil in Film Studies;
oving camera and the Gob ore, thoug : becomes a giallo mastercla Althoug she is a Senior Lecturer in Film Studies.




