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Abstract									       
While Jurassic Park’s musical legacy is dominated by its iconic “Main” and 
“Adventure” themes, much of the soundtrack is more atmospheric, dealing 
with subtler emotions and trading in more sophisticated, less overtly melo-
dic compositional techniques. This article redirects attention to a brief but 
revealing stretch of quiet underscore: the celesta-inflected pairing of “A Tree 
for My Bed” and “Remembering Petticoat Lane” midway through the film. 
Through topical, harmonic, and motivic analysis, I show how these cues form 
a reflective interlude that negotiates wonder, nostalgia, illusion, and the film’s 
self-critical stance toward spectacle. Channeling on the berceuse, bagatelle, 
and music-box topics, Williams shapes a delicate musical oasis, one whose ap-
parent athematicism proves deceptive: “Petticoat Lane” is shot through with 
subtle permutations of the score’s “Carnivore” Motif, linking Hammond’s  
reverie to the film’s underlying anxieties about control and creation. I close 
by considering what this scene reveals about the limits of motivicist analysis 
and the value of treating non-thematic underscore as analytically and inter-
pretively central.
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Résumé									       
Si l’héritage musical de Jurassic Park est dominé par ses thèmes iconiques 
(« Main Theme », « Adventure Theme »), une grande partie de la bande origi-
nale se révèle plus atmosphérique, porteuse d'émotions plus subtiles et fondée 
sur des techniques compositionnelles plus sophistiquées et moins ouverte-
ment mélodiques. Cet article s’intéresse particulièrement à un passage calme 
en underscore, court mais révélateur  : le diptyque marqué par le célesta, « A 
Tree for My Bed » et « Remembering Petticoat Lane », au milieu du film. 
Par une analyse topique, harmonique et motivique, je montre comment ces 
deux cues constituent une parenthèse réflexive qui conjuguent émerveille-
ment, nostalgie, illusion et position autocritique du film envers le spectacle. 
En mobilisant les topoï de la berceuse, de la bagatelle et de la boîte à musique,  
Williams façonne une oasis sonore délicate dont l’apparente athématicité 
s’avère trompeuse : « Petticoat Lane » est traversé de permutations subtiles du 
motif « Carnivore », reliant la rêverie de Hammond aux anxiétés profondes du 
film quant au contrôle et à la création. Je conclus en examinant ce que cette 
scène révèle des limites de l’analyse motivique et de la valeur d’une approche 
qui traite l’underscore non thématique comme un élément central de l’analyse 
et de l’interprétation.

1	 Thirty years after its premiere in 1993, Jurassic Park stands firmly in 
the canon of great blockbuster films. Steven Spielberg’s creature feature 
represents a true watershed in Hollywood’s visual vocabulary. In today’s 
CG-saturated Hollywood landscape, it is too easy to forget just how 
historic were the film’s advances in computer-generated imagery, and 
how aptly monumental the end of those advances—nothing short of the 
resurrection of a menagerie of long-extinct, never-before-seen colossi. 
Released six months before Schindler’s List, Jurassic Park contributed to 
something of an annus mirabilis for Spielberg, a year of unprecedented 
commercial and critical success after a handful of critical misfires in 
the previous years (Always in 1989, Hook in 1991). The movie’s cultural 
imprint today remains, deep and reverberant as the footfall of its most 
celebrated character, Tyrannosaurus Rex.

2	 John Williams’s score, at the time his then thirteenth in collaboration 
with Spielberg, is no less well-regarded. While overshadowed in the year 
of its release by Schindler’s List (which understandably and deservedly 
garnered more sales, awards, and general critical goodwill), Jurassic Park’s 
music remains a fixed and beloved component of the broader “Jurassic 
imaginary” that persists to this day. If the existence of recent think-pieces 
in outlets like GQ, NPR, and—not to be underestimated as a source of 
deep musical discourse—YouTube are any indication, Williams’s colorful 
symphonic score retains a powerful fascination thirty years on.1

1.  See, for example, “The Best 
Part of Jurassic Park Is Its Music” 
on GQ.com (Rivera 2018), “The 
Theme to ‘Jurassic Park’ Hasn’t 
Aged A Day” on NPR (Grei-
ving 2022), and “Why Jurassic 
Park’s Music is So Powerful” on 
the YouTube channel Listening 
In (Martin 2021).
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3	 At the center of Jurassic Park’s musical reception history is its theme. Or, 
rather, its themes. What is frequently referred to as the “Theme to Jurassic 
Park” is in actuality a concert suite arranged by the composer in 1993 
and subsequently published by Hal Leonard in the Williams Signature 
Edition series. This piece is effectively a musical diptych. The suite’s first 
half presents an extended version of the hymn-like Main Theme, drawn 
from the scene in which the protagonists first witness the Brachiosaurus 
early in the movie (“The Dinosaurs,” with the cue designation 3m2). 
Figure 1a shows the opening (mm. 8–11) of this melody, assuredly one 
of Williams’s most instantly recognizable.

4	 Following the presentation of the Main Theme comes a modulatory 
transition (mm. 36–46 of the suite) based on a subsidiary, more lyrical 
idea heard in only one cue (14m2, “Leaving the Island”). From there, 
the suite launches into a rendition of the score’s brassy and harmonically 
wide-ranging Adventure Theme (Figure 1b), its fifty-odd measures 
imported with minimal alteration from the helicopter arrival sequence 
(2m3, “To the Island”).2 Filling in the edges of the arrangement (not 
shown) are a short preamble (mm. 1–7) centering on a four-note solo 
horn motto faintly connected to the score’s Carnivore Motif (much 
more on this later), and a brassy climax and codetta drawn from the “End 
Credits” plus the conclusion of “T-Rex to the Rescue” (14m1).

Figure 1
Jurassic Park, transcription of melodies featured in “Theme from Jurassic Park.”

a. Main Theme. Film (16:37), OST Track 4 (05:07),
b. Adventure Theme. Film (20:23), OST Track 4 (01:25).

5	 Unlike most other post-Jaws soundtracks by Williams, from which he 
generally extracted multiple contrasting stand-alone arrangements, this 
“Theme from Jurassic Park” was the sole representative of the score pre-
pared and conducted by the composer for concert use. Williams was 

2.  In the score proper, the Main 
Theme only appears in one other 
cue, 9m3 (“A Tree for My Bed”), 
to be inspected closely in this es-
say. The Adventure Theme is 
slightly more common, occurring 
definitively in 2m3 (“To the Is-
land), referenced in 2m3/3m1 
[Untitled], 3m3 (“The Entrance 
of the Park”), 5m1 (“The His-
tory Lesson”), 5m2 (“Jurassic 
Park Gate”), 11m2 (“Preparing 
to Meet the Monster”), and at 
several key junctures in 14m2 
(“T-Rex to the Rescue”).
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also curiously hesitant to revisit much of the material from Jurassic Park 
in its 1997 sequel, The Lost World: Jurassic Park (Steven Spielberg). A 
remarkable score in its own right, albeit far less iconic, The Lost World 
is very much its own musical animal: it makes only sporadic citations 
of the Adventure Theme, hosts a single cue based on the Carnivore 
Motif, and treats the audience to a rather perfunctory replaying of the 
Main Theme at the movie’s conclusion.3 Indeed, it is this “Theme from 
Jurassic Park” that enjoyed a surprising resurgence in interest in 2015, 
during the build-up to Jurassic World (Colin Trevorrow, 2015), when it 
clawed its way back to the top ten—admittedly in the humble domain 
of streaming instrumental tracks on Spotify.4 Nevertheless, this upswing 
in popularity was an achievement noteworthy enough to garner seve-
ral articles in various newspapers and trade magazines (Maloney 2015; 
Trust 2015). Even with an unsteady dissemination following the original 
film, the noble and nostalgic melodic pair of the Main and Adventure 
themes is undoubtedly what comes to mind for most who recall what 
Jurassic Park “sounded like.”

6	 Musical canons are, of course, selective and reductive by their very nature. 
But few cases in the canon of film music—or film musicology—are so 
misleadingly selective or reductive as the case of Jurassic Park. The do-
minance of the score’s “Theme From” has led to a near-total neglect of 
the vast majority of the actual soundtrack, shockingly little of which is 
based on those two famous melodies. As a result, appreciation of Wil-
liams’s actual achievement has been barely recognized outside of a few 
small insider fan communities, and has been oddly neglected in the John 
Williams studies literature besides a single, highly perceptive analysis by 
Chloé Huvet (2014).5 Missing from the concert suite, rousing as it is, is 
any suggestion that the bulk of the Jurassic Park score is not so melodious. 
Indeed, the primary theme itself only occurs three times in the movie, 
albeit in admittedly famous scenes! Rather, the overall soundtrack is at 
turns atmospheric, horrific, and pulse-quickeningly exciting. This less 
melodious material is less accessible for concert or billboard purposes (and 
less iconic for nostalgia-generating ones), but altogether more illustrative 
of Williams’s technical mastery—in particular his unique alchemy of 
twentieth-century modernist ingredients and profoundly retrospective, 
romanticizing musical idioms.

7	 Recent contributions to John Williams studies have helped direct analy-
tical attention towards less strictly melodic matters.6 Nevertheless, there 
remains a strong emphasis in the study of this composer—and film music 
theory as a whole—on theme (or leitmotif ) as a fixed object, as opposed 
to an active, evolutionary agent within the processes of dramatic under-
score.7 This essay is offered as something of a corrective, if a provisional 
one: to better our understanding of the Jurassic Park score, and Williams’s 

3.  The Lost World briefly invokes 
the Adventure Theme in the 
following cues: “Revealing the 
Plan” (2m2), “After the Fall” 
(10m3/11m1), “Monster on the 
Loose” (12m5), and “A Neighbo-
rhood Visitor” (13m1). The Car-
nivore Motif reappears only in 
“Reading the Map” (8m3), and 
the Main Theme in “The Saving 
Dart” (14m2).

4.  Michael Giacchino’s music 
for the quasi-reboot Jurassic Wor-
ld in the 2010s both cites and 
reworks Williams’s established 
melodies in new contexts, albeit 
with very few overt presentations 
of the big two themes. Don Da-
vis, in his underrated score for 
Jurassic Park III ( Joe Johnston, 
2001), is both more liberal in his 
quotes of those iconic themes, 
and much more thorough in his 
assimilation of Williams’s tonal 
and orchestrational idiom from 
the original.

5.  As with all things John 
Williams, this score has been 
plumbed extensively on the 
long-standing aficionado web-
site JWfan.com, in particular on 
its persistently active message 
boards, with over 150 separate 
threads and thousands of indi-
vidual posts on this score alone.

6.  Notable examples include 
Schneller (2014), Kmet (2018), 
Sapiro (2018), and Huvet (2022).

7.  Within screen music theory 
broadly, a set of recent projects 
suggest this theme-fixation is fi-
nally beginning to dissipate. See, 
for example, Yorgason (2020) 
on credits and logo music and 
Murphy (2023) on harmonic 
progressions. See also the various 
essays in Lehman (2024), Film 
Music Analysis. Studying the Score, 
that do not take themes as their 
central object of investigation: 
Oden on timbre, Motazedian 
on key, Lofthouse on form, Ea-
ton on tempo, Powell on meter, 
and especially Buhler on affective 
modes of film underscore.
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art more generally, I will draw attention to precisely those corners of the 
soundtrack that are not defined by the aforementioned “big two” themes 
that have so dominated discourse and reception of this musical text.8

8	 My central case study is a pair of cues, “A Tree for My Bed” and “Remem-
bering Petticoat Lane.” The latter is a “one-cue wonder”: a discrete span 
of film music, which (on first glance at least) is athematic and without 
anticipation or corroboration elsewhere in the score. “Petticoat Lane” 
(10m1) is set apart from the rest of the Jurassic Park soundscape both in 
its eschewal of already-established leitmotifs and its dissimilarity in tone 
from either the majestic materials (over)represented in the suite, or the 
more typical suspense and action underscore that supports the bulk of 
the film.9 It comes paired with “A Tree for My Bed” (9m3), with which 
“Petticoat Lane” is almost contiguous. That cue does foreground a recurrent 
melody—the Main Theme—though in a way that reveals interesting 
new layers of meaning, rather than merely replicating the simplistic awe 
and splendor of its more famous guises. Together, these two cues form 
a larger sequence that might be called Jurassic Park’s celesta interlude, 
a musical refuge that foregrounds the instrument’s unique timbre and 
draws from its rich array of extramusical codes and emotional resonances.

9	 Beyond its singularity within the melodic and timbral soundscape of 
Jurassic Park, the celesta interlude (01:21:43–01:28:29) is an attractive 
subject for music analysis for two reasons. First are the sequence’s complex 
and, for a blockbuster of this sort, subtle themes. I mean “theme” not in the 
musical sense, but rather as an interpretive issue or narrative concern. The 
interlude thematizes the interlinked affects of wonderment and nostalgia, 
elements at the very core of Williams’s and Spielberg’s aesthetic. In a less 
obvious but no less potent way, “Petticoat Lane” also thematizes issues of 
commerce, illusion, and even the ideology of entertainment itself.

10	 The second commending feature is the fact that the celesta interlude 
comprises a span of quiet dialogue underscore. That such an oasis of calm 
music occurs within a soundtrack that is, for long stretches, written at an 
ear-shredding forte, is remarkable in itself. Focusing on this span of low-
key music thus fills an additional lacuna in John Williams studies. When 
not focused on flashy recurring themes, analytical attention has naturally 
tended to fall on loud and foregrounded cues like action set-pieces or 
love scenes—music that, by the composer’s own admission, is often in 
something of a competitive relationship with other demands on the au-
dience’s attentional bandwidth, especially sonic (think roars, screeches, 
stomps, and so on). This is at the expense of understanding the delicacy 
of Williams’s quieter moments, a topic made somewhat more difficult 
to broach from a scholarly perspective because the composer himself 
rarely speaks to his process with respect to non-thematic, self-effacing 

8.  By emphasizing the score 
Jurassic Park, I do not wish to 
downplay the enormous signifi-
cance of the other sonic elements 
of the film. The movie’s sound 
design is every bit as iconic as 
Williams’s orchestral contribu-
tion—and in some cases, like the 
footfalls of the T-Rex, “musical” 
in both conception and effect. 
For a detailed investigation into 
Jurassic Park’s overall soundscape, 
including insight on the inte-
raction of non-diegetic musical 
score and diegetic sound design, 
see Heidi Wilkins’s (2014) essay 
“Steven Spielberg’s Jurassic Park. 
Sounding Dinosaurs.”

9.  Although Williams wrote 
“Petticoat Lane” to accompany 
just one scene, a segment is re-
purposed (“tracked”) at the end 
of the film, accompanying a pen-
sive and regretful close-up on 
Hammond. Though unintended 
by the composer, the poetic ap-
tness of this splice will become 
apparent once we unpack the cue. 
Huvet (2014, 34) writes compel-
lingly of this moment’s rueful 
pregnancy, with the tracked cue 
suggesting a shattering of the 
dream of Jurassic Park earlier 
expressed by Hammond: “The 
first time this music played, it ac-
companied John Hammond ex-
pressing unwavering faith in the 
park’s potential for technical im-
provement. Here, it starts in sync 
with a close-up of a mud-splat-
tered car door bearing the park’s 
logo—a stark symbol of John’s 
dream falling apart. The reprise 
of the ‘Remembering Petticoat 
Lane’ theme thus marks the re-
versal that unfolds in the film’s 
final act.” (“Lors de sa première 
occurrence, cette musique inter-
venait lorsque John Hammond 
exprimait une foi inébranlable en 
la possibilité d’une amélioration 
technique du parc. Ici, elle débute 
en synchronisation avec le gros 
plan sur la portière à l’effigie du 
parc, souillée par des éclabous-
sures de boue, symbolisant l’ef-
fondrement du rêve de John.  

https://dx.doi.org/10.35562/emergences.297


Émergences. Son, musique et médias audiovisuels
DOI : 10.35562/emergences.297 

dialogic underscoring. Granted, Williams may be at his most memorable 
with big set-pieces and broad themes. But what makes him a master film 
composer is his sheer musical emotional intelligence, his intuition for 
when to pull back, when to insinuate, ruminate, to gently stir feelings or 
memories—all without drawing attention to the score as such—or, as 
the celesta interlude demonstrates, ever compromising technical rigor 
or musicality for which the composer is so admired within the industry.

11	 Close inspection of “A Tree for My Bed” and “Petticoat Lane” will lead 
us down a number of interpretive avenues. After a quick summary of 
the sequence as a formal unit, we will consider the self-reflexive, even 
self-critical, quality of Hammond’s monologue and the peculiar subjectivity 
being represented through its accompanying music. This will lead to an 
examination of three style topics—the berceuse, the bagatelle, and the 
music box—that infuse both cues and provide stylistic continuity with 
other musical works both within and outside Williams’s oeuvre. The most 
music-analytically intensive portion of the article follows, re-associating 
the ostensibly standalone “Petticoat Lane” with the rest of the Jurassic Park 
score, through its embedding of the pervasive (and also seldom discussed) 
Carnivore Motif. While edifying as a purely formal exercise, insofar 
as it demonstrates the motivic economy and inventiveness in Williams’s 
underscore, the analysis is motivated by a more hermeneutic concern, one 
which strengthens and complicates the self-reflexive reading proffered at 
the beginning of the analysis. A somewhat more rhapsodic conclusion 
rounds off the essay, in which we consider the nature of musical codes 
and consider the responsibilities of analyzing the less-obviously thematic 
aspects of John Williams’s art.

Seeking sanctuary

12	 Two-thirds of the way through the action-packed runtime of Jurassic 
Park, there is a seven-minute oasis of quiet, celesta-filled calm. Having 
barely survived the jaws of T-Rex, Alan Grant (Sam Neill) and the kids 
Timmy and Lex ( Joseph Mazzello and Ariana Richards) retire to the 
jungle canopy to rest and recover. Ellie Sattler (Laura Dern), fresh from 
her own close call with the surprisingly fleet-footed beast, heads to the 
park’s cafeteria to find John Hammond (Richard Attenborough), alone 
with his thoughts. These two paired scenes are where the movie catches its 
breath. The characters find, if briefly, sanctuary from the carnage surroun-
ding them. This occurs in terms both spatial (in an unreachable treetop; 
in the proactive arms of an adult) and psychological (under a parental 
figure’s watchful eye; in gustatory pleasure; in the throes of nostalgia).

La reprise du segment musi-
cal de ‘Remembering Petticoat 
Lane’ emblématise alors le ren-
versement opéré au cours de la 
dernière partie du film.”)
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13	 The first scene sees Grant, the erstwhile child-hater, assuming the role 
of surrogate father to the traumatized Lex and Tim. From their arboreal 
perch, Grant indulges in some sonic communing with the herbivorous—if 
still intimidating—sauropods dining in their midst. Once this serenade 
concludes, the “A Tree for My Bed” cue gently emerges. As the kids nestle 
into Grant’s embrace, he offers them both the individualized comfort 
they need: humoring Tim’s bad but tension-puncturing jokes, and pro-
mising to stay up all night to watch over Lex. Before drifting off, Lex 
asks Grant, “What will you and Ellie do now if you don’t have to dig up 
dinosaur bones anymore?” Grant answers, “I don’t know, I guess. Guess 
we’ll just have to evolve too.” The scene’s melancholic concluding shot 
is an obvious but elegant visualization of character growth: Grant tosses 
away the fossilized raptor claw he has held onto like a talisman. The claw, 
previously an emblem of his inflexibility and dedication to a now-obso-
lete profession (and, more symbolically, his lack of parental instincts) is 
now just deadweight. Grant has far more important things to care about.

14	 “A Tree for My Bed” continues, bringing a shift of scene to the visitor 
center, with a slow and loving pan over Jurassic Park-branded toys and 
merchandise. One might think this would be an astonishingly self-un-
dermining juxtaposition of genuine sentiment with almost sacralized 
treatment of commercial merchandise, were it not presented with such 
earnestness!10 As it happens, that very earnestness is discreetly challen-
ged in the exchange to come. Sattler, spying Hammond alone, eating a 
cup of melting ice cream, offers him an update on Ian Malcolm’s ( Jeff 
Goldblum) recovery. A short gulf of un-scored sound separates the end 
of “Tree for My Bed” and “Petticoat Lane.” The latter cue commences as 
soon as Hammond begins reminiscing on his early career, when he was 
a much more modest species of showman. As it forms the textual crux 
of the analysis in this chapter, the whole exchange is worth reproducing. 

Dialogue Between Hammond and Sattler

Hammond: You know the first attraction I ever built when I came down 
south from Scotland? Was a Flea Circus, Petticoat Lane. Really quite 
wonderful. We had a wee trapeze, uh, a merry-go… carou… carousel. 
And a seesaw. They all moved—motorized, of course. But people would 
swear they could see the fleas. “Oh I see the fleas, mummy! Can’t you 
see the fleas?” Clown fleas, and high-wire fleas, and fleas on parade. 
[Pauses] But this place… I wanted to show them something that wasn’t 
an illusion. Something real. Something they could see and touch. An 
aim not devoid of merit.

Sattler: But you can’t think through this one, John, you have to feel it.

10.  Lester Friedman (2006, 134) 
notes that this merchandise shot 
is a microcosm of the movie’s 
ambivalent self-reflexivity: “one 
cannot be certain if [Spielberg] 
means this as an ironic comment 
on our commodified culture or a 
sly advertisement: is it a Marxian 
critique or a spot on the Home 
Shopping Network?”
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Hammond: [Chuckles]. You’re right, you’re absolutely right. Hiring 
Nedry was a mistake, that’s obvious. We’re over dependent on auto-
mation, I can see that now. Now the next time everything’s correctable.

Sattler: John…

Hammond: Creation is an act of sheer will. Next time it will be flawless.

Sattler: It’s still the flea circus. It’s all an illusion.

Hammond: When we have control…

Sattler: You never had control! That’s the illusion! I was overwhelmed 
by the power of this place. But I made a mistake too! I didn’t have 
enough respect for that power, and it’s out now. The only thing that 
matters now are the people we love. Alan, Lex, and Tim. John—And 
they’re out there where people are dying… [Pause to wipe tears.] So… 
[Reaches for ice cream]. It’s good…

Hammond: Spared no expense…

15	 The celesta interlude concludes with a scene transition back to Grant’s 
treetop, now bathed in morning’s light. The end of Williams’s “Petticoat” 
overlaps with the onset of the next cue, “My Friend, the Brachiosaurus” 
(10m2). This piece begins with a solo French horn intoning a pacified 
variant of the Carnivore Motif before launching into more luscious, 
quasi-impressionistic music for an up-close encounter with one of the 
gigantic leaf-eaters.

16	 Credit is due to Spielberg and his screenwriter David Koepp for this 
sequence. The two scenes conjoined by the celesta interlude make up one 
of the more thoughtful ruminations on the responsibilities of art and the 
power—and risks—of fantasy, among many in Spielberg’s filmography. 
Truthfully, the scene-pair is rather “on the nose,” in the sense that it 
renders explicit several themes that were previously only implied in the 
narrative: Grant’s discarded raptor claw as a symbol of his out-of-date and 
unsympathetic mindset, Hammond’s flea circus as a well-intentioned but 
equally-fake precursor to Jurassic Park, Sattler’s reproach of Hammond’s 
exploitative and inhumane reliance on technology. Sattler’s accusation 
concerning the illusory, hubristic nature of human control has to it the 
makings of a more drastic critique, even if her character does not go so 
far as to explicitly implicate the theme park industry, or, more broadly, 
the whole entertainment industry under late capitalism. Still, with those 
shots of plush dinosaur toys and expensive Jurassic Park-branded desserts 
fresh in the filmgoer’s mind, it is hard not to hear Sattler’s criticism as 
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Spielberg and Koepp’s way of implicating not just Jurassic Park the park, 
but Jurassic Park the film.11

17	 The celesta interlude is a musical character study, providing listeners a 
glimpse into Alan Grant’s subjectivity, then Hammond and Sattler’s in 
alternation. The empathic identification both cues elicit enables in turn 
a non-verbal point of access into the film’s conversation with itself. Wil-
liams’s music here reflects on the film overall, on its ethics, the illusory 
nature of spectacle, and the hollowness of the virtualized sublime. As 
argued by Constance Balides in her essay “Jurassic Post-Fordism,” the 
“Petticoat” scene permits Sattler an almost-radical social analysis because 
at the end, the character endorses a basically conservative “family values” 
kind of solution to the ills represented by the park. Sattler refrains from 
challenging the underlying wonderment-for-profit system. Balides notes 
that “Jurassic Park foregrounds the presence of its own products, and in 
this moment of commercial self-reflexivity, makes its own merchandising 
economics explicit” (2000, 150). She goes on:

Curiously, while Jurassic Park celebrates its commercial success, it 
also critiques the theme park mentality as well as the entrepreneurial 
culture underpinning neoconservative ethics… In Jurassic Park, the 
ethical problem of the commercialization of science in the park is 
resolved by the ethics of the new familialism. The film negotiates 
its critique of Hammond’s entrepreneurialism (“spared no expense”) 
and overweening techno-hubris (“next time it will be flawless”) by 
displacing ethics onto affect (“you can’t think your way through this 
one, John, you have to feel it”) and systemic critique onto personalist 
solutions (“the only thing that matters now are the people we love”)… 
(Balides 2000, 155–156)

18	 Balides’s diagnosis, part of a larger analysis of film’s self-implicating po-
litical economy, is persuasive. And, with only minimal adjustment it may 
be applied to Williams’s score, as we shall see. There is an audacity to the 
sequence as a whole. Any tent-pole action film that takes a minutes-long 
break to pick apart its own ideological foundations—and unsubtly in-
culpate its filmmakers and audiences alike!—is worth admiring. Perhaps, 
the sequence’s ideology is strained, incoherent even, due to the film’s 
mixed-messaging. But, as Balides rightly contends, these ideological fis-
sures make the sequence, and the film as a whole, far more engaging for 
the audience than a didactically clear warning about this late-capitalistic 
systemic ills could ever be.

19	 Regardless of its aesthetic coherence or political efficacy, there is a clear 
ideological strain conveyed through imagery and dialogue in this scene: 
a tension between admiration for and suspicion towards the Jurassic 
Park project. The cues that constitute the celesta interlude also replicate 
this anxiety, and arguably with less hedging, more emotional directness 

11.  David Koepp has spoken 
in several venues about the ten-
sion expressed within this sce-
ne—the most rewritten of the 
whole screenplay—in particular 
the odd balance it struck with 
its critique of commercialism 
sandwiched within an extrava-
gantly commercialist film. In 
one interview, he recalls that “I 
was writing about these greedy 
people who are creating a fabu-
lous theme park just so they can 
exploit all these dinosaurs and 
make silly little films and sell 
stupid plastic plates and things. 
And I’m writing it for a com-
pany [Universal Studios] that’s 
eventually going to put this in 
their theme park and make these 
silly little films and sell stupid 
plastic plates. I was really chasing 
my tail there for a while trying 
to figure out who was virtuous 
in the whole scenario—and 
eventually gave up.” (Quoted 
in Shay and Duncan 1993, 56). 
See also Koepp on the “shot that 
pans lovingly” over merchandise 
(Hibberd 2025) and on the many 
drafts of this sequence (Koepp 
2022).
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and honesty, than the screenplay itself. “Petticoat Lane” especially seems 
to strip away a layer or two of the artifice and manufactured sentiment 
central to the Jurassic Park project, be that feeling uncomplicated awe 
(such as heard in the Adventure Theme) or fear (such as heard in 
any number of dissonant, frantic suspense cues). With these cues, by 
contrast, the filmgoer is offered a richly ambivalent, quiet nocturne in 
which Williams expresses a complex and ultimately irresolvable mix of 
regret, wonderment, and guilt.

20	 While both cues are united by their celesta obbligato, an instrument 
whose associations we shall examine presently, it will serve first to inspect 
how the affective gestalt of the interlude is based on an important tonal 
contrast. “A Tree for My Bed” is completely diatonic: not a single pitch 
across its twenty-six measures belongs outside the governing D major 
scale. “Petticoat Lane” meanwhile is bristlingly chromatic, even though 
its primary theme is no less functional than its predecessor. (Its tortured 
middle section is a different matter, as we will see).

21	 Figure 2 displays the first seven measures of “A Tree for My Bed.” The 
opening five bars consist of a celesta solo based on silky two-voice counter-
point. This sets the berceuse-like tone of the whole cue before it launches 
into the film’s Main Theme (only the first two bars of which are rendered).

Figure 2
Jurassic Park, “A Tree for My Bed,” transcription of first 7 measures.

Film (01:23:28), OST Track 10 (00:01).
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22	 Even its moments of dissonance—note the assorted added-note and 
suspended chords within the Main Theme—are diatonically referable. 
The celesta solo glances by non-consonant vertical intervals harmlessly, 
particularly in its opening sentence, whose various unprepared sevenths, 
ninths, and elevenths as often as not fall on strong beats. These glints of 
dissonance are indicated with asterisks in Figure 2. Without this bed of 
safe, entirely traditional harmony as an overture, the chromatic and restive 
“Remembering Petticoat Lane” would lose a great deal of its contrastive 
valence. “A Tree for My Bed,” in its guileless diatonicism, does not just 
serve the immediate needs of tucking Grant and the kids away in a cozy 
tonal bed; it provides an affective conduit into Hammond’s monologue, 
into his childlike mindset as the purveyor of (genuine) fakes and (mecha-
nically reproducible) wonders.

23	 On a larger scale, “A Tree for My Bed” consists of two rotations through 
the Jurassic Park Main Theme, which correspond to a pair of slow-mo-
ving camera shots. The first rotation accompanies a crane shot moving 
slowly away from the children, safely nestled in the arms of their reluctant 
guardian. The second, rendered in full in Figure 3, follows the aforemen-
tioned loving pan over the lunch boxes, stuffed dinos, and other crass 
park merchandise. After securely cadencing in its twenty-first measure, 
the cue concludes with a recollection of the opening celesta solo. As 
Sattler joins Hammond at the café table, Williams allows the cue to 
trail off on a pair of widely-spaced dyads (E4+C♯5, F♯4+E5) that rise 
over a wistful diatonic cluster in the strings (an inverted G-major13  
sonority)—a hint of tensions still unresolved, but nevertheless still ra-
diating major-mode warmth.

24	 As noted earlier, the Main Theme is surprisingly infrequent within 
the runtime of Jurassic Park, making its extended airing in “A Tree for 
My Bed” all the more salient. The other two iterations come at similarly 
powerful moments. The first, famously, is disclosed as Sattler, Grant, and 
Malcolm—here functioning as audience surrogates—behold for the first 
time the dinosaurs by the lake (19:50). In that context, the wellspring 
for the concert suite mentioned earlier, the melody is offered almost like 
cinematic sacrament: a sublime hymn, replete with literal “oohs” and “ahhs” 
from a wordless chorus.12 The variation offered in “Tree for My Bed,” by 
contrast, is domesticated into the least threatening, least sublime genre 
imaginable: a lullaby. The third iteration, which arrives at the very end 
of the film (01:58:06), blends timbral and affective elements of the first 
and second.13 In that guise, the Main Theme accompanies a visual echo 
of the tree-top scene, with Lex and Tim again safely sleeping on Grant’s 
shoulders as he and the rest of the survivors are elevated high above dan-
ger—now in a helicopter racing away from Isla Nublar. Beginning with 
a soft, solo piano rendition, the melody surges into a grand orchestral 

12.  Franchise-savvy viewers will 
recall Ian Malcolm’s line in the 
sequel: “yea, ‘ooh,’ ‘aah,’ that’s 
how it always starts; but then 
there’s running, screaming…”

13.  This distinctively Spiel-
bergian amalgamation of the 
sentimental and epic was noted 
by James Hoberman in a cri-
tical diagnosis of the director’s 
oeuvre: “In a sense, Spielberg 
synthesizes Disney and Hit-
chcock. Astoundingly attuned 
to mass-audience psychology, he 
is at once ruthlessly sadistic and 
cloyingly saccharine, a filmmaker 
who opened his first blockbuster 
by implicating the audience in an 
aquatic sex-murder committed 
by a giant serial-killer shark 
[Jaws, Steven Spielberg, 1975], 
and the only filmmaker since 
Disney who might sincerely em-
ploy “When You Wish Upon a 
Star” [the original closing music 
for Close Encounters of the Third 
Kind, Steven Spielberg, 1977]. 
Naturally privileging sentiment 
above reason, Spielberg’s movies 
are shamelessly dependent on 
such cues” (Hoberman 2007). 
And what could be more cloying 
than the tinkling of a musical toy, 
playing a literal cradle song for 
sleeping children and their in-
nocent playthings?
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rendition that ushers in the movie’s credits. Here, at the end, Williams 
effectively synthesizes the domestic and epic aspects of the theme.14

The Bagatelle, the Berceuse,  
and the Music Box

25	 Several veins of dark irony only lightly suggested in “A Tree for My 
Bed” are mined in the subsequent “Petticoat” exchange. Put reductively, 
Spielberg, Koepp, and Williams are baiting the audience. First, they 
lure and console the filmgoer with sweets: imagery of home and hearth, 
heartwarming dialogue, thematically familiar music. Then, with the viewer’s 
defenses lowered, the filmmakers can steer them into discomfort—a 

14.  The degree to which Spiel-
berg was successful in balancing 
sentimentalism and family-va-
lues style messaging with sus-
pense and violence remains one 
of the film’s “problems.” W.J.T. 
Mitchell notes that “a family 
cannot be brought together by 
a film that is too violent for the 
children in it to see. Spielberg 
thought that the film would 
be too frightening for his own 
children.” (Mitchell, quoted in 
Gordon 2008, 208). Indeed, this 
is my own experience with the 
film: despite being dinosaur-ob-
sessed as a nine-year-old, I was 
 

Figure 3
Jurassic Park, “A Tree for My Bed,” transcription of final 10 measures.

Film (01:24:47), OST Track 10 (01:19).
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tense confrontation of characters, a scratching at the film’s ideological 
underpinnings, a haunted and at times keenly dissonant musical set-pie-
ce. It is in this respect that the guileless mood of “A Tree for My Bed” 
is strategic; a child’s nightmare hits harder if they were lovingly tucked 
into bed beforehand. On its own, Williams’s “Petticoat Lane” cue would 
be too much an outlier, detached from both the affective and thematic 
substance of the score as a whole. But with its beautiful, consoling prede-
cessor introducing the musical terms (timbral, topical) and thematic stakes 
(affective, philosophical), the first half of the celesta interlude guides—or 
perhaps lulls—the filmgoer into Spielberg’s moment of self-reflexivity 
and incipient social criticism.

26	 In fact, a comparable strategy of first lull, then challenge is enacted at the 
level of cue construction in “Petticoat Lane.” The piece is structured as 
a rounded binary form. Figures 4a through 4c depict the three portions 
of this cue, along with annotations to indicate where each line of Sattler 
and Hammond’s dialogue falls. The first paragraph (4a) presents a bit-
tersweet but still reassuringly traditional and predictable celesta melody, 
the Petticoat Theme. It is followed by a much more discursive, often 
unnerving slice of musical prose (4b) wherein the celesta goes silent in 
favor of more plaintive sounds from solo winds and dark strings. The final 
four measures (4c) consist of a truncated recollection of the opening’s tune. 
More than serving as a mere symmetrical bookend to the cue, these bars 
restore—or, more forcefully, reassert—balanced, harmonically functional 
melody as the primary driver of, and emotional bedrock underneath, the 
Jurassic Park score. Those final measures also ease the entry into the next 
cue, “My Friend the Brachiosaur.” A variant of the film’s opening four-
note horn motto (also shown in 4c) is another seeming throwaway detail 
that will turn out to be fairly significant in drawing the celesta interlude’s 
motivic threads taut.

27	 The Petticoat Theme treads a thin wire between outward plainness 
and inward sophistication. It is a simple—but by no means a simplistic 
tune—more world-weary than ingenuous, particularly by the standards 
of the “naïve” compositional tropes identified by Jacob Friedman (2025) 
that Williams applies to comparable cues involving memories of youth. 
Nearly every measure features a surprising octave displacement, a plangent 
leap, a chromatic alteration, or all three. Figure 5 renders the theme in two 
ways. At the bottom of the diagram is a direct reproduction, with every 
melodic and harmonic interval indicated, and those that are dissonant 
(both in absolute and local, contextual terms) flagged with asterisks. The 
top of the diagram is a rhythmic reduction that displays the melody’s 
essential structure.

prohibited by my parents from 
seeing the film in theaters at the 
time of its release. I turned to pa-
ratexts—collectible trading cards, 
television documentaries on the 
“Making of Jurassic Park” and, 
not so incidentally, the soun-
dtrack, to direct my imagination.
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Figure 4a
Jurassic Park, “Petticoat Lane,” transcription of mm. 1–14.

Film (01:25:57), OST Track 12 (00:01).
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Figure 4b
Jurassic Park, “Petticoat Lane,” transcription of mm. 15–28.

Film (01:26:58), OST Track 12 (01:03).
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Figure 4c
Jurassic Park, “Petticoat Lane” and “My Friend the Brachiosaurus,” transcription of mm. 29–32, 1–4.

Film (01:26:10), OST Track 12 (02:19) and Track 8 (02:29).

Figure 5
Jurassic Park, “Petticoat Lane,” underlying melodic and intervallic structure.
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28	 Several nice details emerge from this analysis. Note the infrequency 
with which vertical and horizontal dissonances coincide, despite the pre-
ponderance of unexpected pitches and odd contrapuntal configurations. 
Besides one convergence across the bar line of measures 1–2 (the hori-
zontal d10 to d9, a vertical M2), Williams is studied in his avoidance of 
linear preparation/resolution of non-consonant sonorities. Note too the 
delicate mirroring of the theme’s concluding phrase, which pivots on a 
melodic inversion (mm. 2–3: F4 to E♭5 versus mm. 6–7: E♭5 to G♭4). 
Many other such details could be singled out: the composing out of a 
chromatic double neighbor figure, the convoluted counterpoint in mea-
sure 7, the whiff of the minor flat submediant in measure 9. Collectively, 
these touches lend the Petticoat Theme an uncanny air, a sense upon 
hearing that one is not sure exactly how such a musical object is able to 
operate as seemingly smoothly as it does.

29	 As noted, the “Petticoat” theme that appears in Figures 4a and 4c has 
little in the way of obvious linkage with the rest of the Jurassic Park score. 
It is, however, exceptionally dense when it comes to extratextual refe-
rences and resonances. Foremost is a trio of closely related style topics, 
which shall be considered in turn: the bagatelle, the berceuse, and the 
music box. The bagatelle topic consists of an instrumental melody of a 
distinctively “old country” cast. Not quite a folk song but possessed of 
a certain vernacular accessibility, a bagatelle is very likely conceived for 
a pianist of modest ability. Although it has precedents in music of the 
early eighteenth century (Brown 2001), the genre is closely associated 
with Beethoven, who wrote several Bagatelle sets and singletons, the 
most famous of which is undoubtedly Für Elise. Bagatelles are light and 
sentimental in tone, often in the minor mode, and colored with a few 
poignant chromatic pitches, tangy dissonances, or expressive leaps. Their 
harmonies are functional but amenable to enrichment, and typically ar-
ticulated through broken or arpeggiated chords (especially as triplets). 
While not contrapuntally inactive per se, linear interest is subordinated 
to a clear projection of a tune. More important than any one structural 
quality, however, is the topic’s essential affective remoteness: the bagatelle 
occupies a stylistic idiom that is both geographically foreign and somehow 
behind the times. It is affecting precisely because it is temporally and 
spatially displaced.

30	 The bagatelle topic is seldom heard in Williams’s output, though there 
are some manifest precedents for “Petticoat Lane.” The clearest of these 
is the love theme for Monsignor (Frank Perry, 1982), a melancholic and 
vaguely Italianate piece, in its own context strongly identified with a solo 
trumpet. This theme is itself probably indebted to Nina Rota’s Godfather 
waltz (Francis Ford Coppola, 1972), perhaps cinema’s most iconic “old-
country” style melody. Figure 6 displays the Monsignor tune in isolation, 
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while a secondary staff juxtaposes it against “Petticoat”: note the degree 
to which the openings of these themes align, like neat little mirrors 
of each other.

Figure 6
Monsignor, transcription of the love theme and comparison 

with Jurassic Park’s Petticoat Theme.

31	 More common in Williams’s output is the second major style topic active 
in the celesta interlude, the berceuse (alternatively lullaby, Wiegenlied). 
Defined by Kenneth Hamilton (2001) as “a gentle song intended for lulling 
young children to sleep,” trope-defining instances stem primarily from 
the nineteenth century, Chopin’s op. 57 Berceuse in D♭ being particularly 
important in codifying the genre’s expressive and formal expectations. 
Those expectations include: keyboard texture, compound time signature, 
tonic pedal point, and, as Hamilton observes, “a ‘rocking’ accompaniment 
oscillating between chords I and V.”

32	 Williams-composed cues that invoke this consoling and soporific genre 
tend to overlap with the next style topic and its bell-like timbres, but a 
few of the most prominent instances make use of an instrument other 
than the celesta. Nodding to the Romantic-era’s instrument of choice for 
the berceuse, lullaby-like cues for piano may be found in the aforemen-
tioned finale from Jurassic Park, as well as Stepmom (Chris Columbus, 
1998, “Always and Always”), The BFG (Steven Spielberg, 2016, “Finale”), 
The Fabelmans (Steven Spielberg, 2022, “Reverie”) and throughout A.I.: 
Artificial Intelligence (Steven Spielberg, 2001, “Reading Stories” and “The 
Reunion” especially). Two of Williams’s finest berceuses are played by the 
harp, an instrument otherwise rarely exposed in Hollywood scores in an 
extended or soloistic capacity. These showcases are the exquisite “Bed Time 
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Stories” from E.T. the Extra-Terrestrial (Steven Spielberg, 1982), where 
the harp takes up the score’s Friendship Theme; and the pseudo-diege-
tic “Fluffy’s Harp Lullaby” from Harry Potter and the Philosopher’s Stone 
(“Sorcerer’s Stone” in the United States, Chris Columbus, 2001), in which 
the instrument converses freely with an incongruous contrabassoon. Ex-
plicitly texted lullabies are uncommon, though several pieces from Home 
Alone (Chris Columbus, 1990) and Hook (Steven Spielberg, 1991) qualify, 
most plainly the leitmotif (and eventually diegetic song) “When You’re 
Alone” from the latter. As sung by the child Maggie (Amber Scott), this 
simple and sentimental tune proves capable of bringing a tear to the eye 
of even the most grizzled of pirates.15

33	 The third style topic that animates the celesta interlude is the music box. 
Invoked implicitly in “A Tree for My Bed” but explicitly in “Petticoat 
Lane,” it is a musical symbol with vivid connotations and an extremely 
strong historical association with that specific, tinkling instrument.16 
The music box-as-topic is more than just a vessel for the celesta timbre, 
however.17 The topos bears a particular textural character as well: a high 
tessitura and limited range; a simple but steady and non-rubato stream of 
note durations, especially through an Alberti-bass-style accompaniment. 
Similarly decoupled from the celesta timbre-as-such are matters of har-
mony (a simple progression, emphasizing tonic and dominant oscillations), 
and rhythm and meter (a preference for simple triple or compound duple 
meters, an elevated degree of figurational repetition).

34	 With those structural markers in place, the music box topos conjures a 
host of expressive qualities, most notably childhood, domesticity, and 
intimacy. Additional connotations of wintertime, Christmas, magic, flight, 
dance, and play also attend the music-box topos in certain situations. 
The music box can also represent metonymically the idea of the “toy,” or 
more specifically, a mechanical plaything, a man-made object capable of 
automated but unnatural or artificial human action—perhaps a simple 
act of sound and musical production, perhaps something more.

35	 Examples of music box topos, both literal and abstracted abound in 
Williams’s oeuvre.18 Table 1 offers a (non-exhaustive) gallery of uses 
and their subject matter. Starting in the late 1980s, most performances 
of celesta-based cues were rendered not on an actual celesta but a cus-
tom-designed synth sound created and played by keyboardist Randy 
Kerber (Caschetto 2022), thus effecting yet another remove from the 
“real” thing. Not surprisingly, the dramatic content of the scenes bearing 
these solos consistently revolves around those connotations mentioned 
before, with childhood in particular being virtually obligatory. While 
beyond the scope of this essay, a close study of these examples would 
reveal many subtle gradations of feeling and technique, and even an 

15.  Considering Williams’s 
berceuses in this way reveals a 
recurrent interest in depicting 
night and sleep in the compo-
ser’s output, and not just in film. 
Though beyond the scope of this 
essay, consultation of some of 
his concert works, particularly 
the concluding movements of 
several concerti (e.g. the Horn 
Concerto’s “Nocturne”) would 
doubtless reveal an even wider 
web of references and resonances.

16.  No discussion of the celes-
ta can omit reference to Tchai-
kovsky’s enormously influential 
“Dance of the Sugar Plum Fai-
ries” from The Nutcracker (1892), 
which virtually established the 
instrument as an orchestral re-
source overnight (though Chaus-
son had written for the instru-
ment four years prior). Williams 
employs the instrument exten-
sively and in almost every period 
of his long career. His familiarity 
with the Tchaikovsky is strong 
and in some cases forms an in-
tentionally transparent point of 
musical reference (as in Home 
Alone). Less explicit but still 
manifest allusions can be heard 
in celesta writing by Holst (The 
Planets, Mercury and Neptune 
especially) and Bartók (Music for 
Strings, Percussion, and Celesta), 
as well as the opening solo from 
Elmer Bernstein’s score for To 
Kill a Mockingbird (Robert Mul-
ligan, 1962).

17.  For an in-depth treatment of 
the cinematic music box and its 
associations with childhood, par-
ticularly in Edward Scissorhands 
(Tim Burton, 1990) and Home 
Alone, see Dubowsky (2016, 
201–206).

18.  The music box topic is affi-
liated with a considerably more 
idiolectical device in Williams’s 
oeuvre: what might be called the 
crystalline topic, which shares 
the glassy or bell-like timbres 
of the music box but presents 
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assortment of sub-topoi (especially in the Potter franchise). This kind of 
diversity within one topical umbrella is to be expected from a composer 
with such a longstanding affinity for, and opportunity to experiment 
with, the celesta timbre.19

36	 Of course, the music-box topos is not unique to Williams’s output; it is 
both well-established and, in recent years, well-theorized in film music in 
general.20 Allison Wente observes that the timbre and texture of a music 
box are loaded with associations, not just with childhood and nostalgia, 
but a strange sort of inhumanity. These associations can be conjured in 
passages that explicitly utilize a celesta timbre or one of its cognates 
(glockenspiel, toy piano, etc.), but also in passages that employ those 19.  A strong precedent for “Pet-

ticoat Lane” outside Williams’s20.  A perusal of any number

Film Cue(s) Subjects
Heidi “The Sleeping Child” children, domesticity, nostalgia, lullaby
Jaws “Father and Son” children, domesticity
The Witches of Eastwick “The Children’s Carousel” children, magic
Empire of the Sun “Toy Planes, Home, and 

Hearth”
children, domesticity, lullaby

Hook “The Arrival of Tink” children, lullaby, magic, night, winter
Home Alone 1, 2 “Main Title” children, Christmas, lullaby, night, winter
Home Alone 2 “Turtle Doves” children, Christmas, winter
JFK “Garrison Family Theme” children, domesticity
Jurassic Park 2 “The Island’s Voice” children
The Patriot “Saying Goodbye” children, domesticity
Harry Potter 1 “Hedwig’s Theme” children, lullaby, magic, night, winter
Harry Potter 1 “Cast A Christmas Spell” children, Christmas, magic, winter
Minority Report “Last Scene With Crow” children, nostalgia
Catch Me If You Can “Empty” domesticity
Harry Potter 2 “Harry and Dumbledore” children, magic
Harry Potter 3 “Secrets of the Castle” children, lullaby, magic, night, winter
Harry Potter 3 “Honeydukes” children, Christmas, magic, winter
Revenge of the Sith “Finale” children, domesticity
The Force Awakens “End Credits” (Ending) nostalgia
The BFG “Dream Country” children, lullaby, magic, night
The Last Jedi “Finale” children, lullaby, nostalgia
The Fabelmans “Reflections” domesticity, nostalgia
The Dial of Destiny “To Morocco” children, night, nostalgia

Table 1
Additional examples of music box topoi in Williams’s filmography.

them in a non-melodic, more 
rhythmically amorphous and 
pointillistic setting, somewhat 
akin to ambient music. In har-
monic terms, crystalline cues 
tend to be highly non-functio-
nal, often consisting of slowly 
moving pandiatonic field rather 
than any traditional directed 
progressions. The celesta is a 
likely component of crystalline 
soundscapes, as well as various 
synth tones and pads, bell tree, 
Rhodes piano, harp, and wordless 
chorus. Examples stretch across
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textural features to suggest or “sublimate” a music-box topic without 
the actual bell-like timbre. She observes that “mechanical instruments 
function more as toys than as instruments; they serve as markers of the 
past rather than placeholders for an absent performer… [The music box] 
creates a specific kind of musical work, the kind that requires no perfor-
mer, no performance, and has no fallibility. It is perfect music—music 
without any sort of humanity. The music box is a spectacle of mechanical 
innovation.” (Wente 2013)

37	 The defining feature of the music box is thus the disconnect between its 
comforting, humane purpose and the robotic and error-prone mechani-
zation of its output. “But if the music box breaks down,” a skeptic in the 
mold of Ian Malcolm might say, “the ballerinas don’t eat the tourists.” 
True, though in many cases music-box topics are recruited to produce 
just exactly this kind of threat. Stan Link (2010) argues that it is the total 
anempathy (in Michel Chion’s sense) of the instrument that renders it 
so apt for scenes of horror, especially those in movies involving children. 
There are indeed instances of such perverse music boxes in Williams’s 
filmography—Empire of the Sun (Steven Spielberg, 1987), The Witches of 
Eastwick (George Miller, 1987), and A.I. host distortions of the topic, while 
certain celesta passages in Star Wars: Episodes V – The Empire Strikes Back 
(Irvin Kershner, 1980) and Episode VI – Return of the Jedi (Richard Mar-
quand, 1983) associated with the Emperor channel some of the spookier 
pages of Bartók. A most instructive instance is in “The Island’s Voice” 
from The Lost World, where a soon-to-be attacked young girl gambols on 
a beach to abstracted music box figures, floating high above a queasily 
dissonant orchestral bed. However, in the original Jurassic Park, the mu-
sic-box topic is a near-complete counterexample to Link’s grotesquely 
uninterruptible music boxes. This is the opposite of anempathy—it is 
music that is pro-empathetic, even ultra-empathetic with respect to the 
words spoken and feelings expressed by the onscreen characters.

38	 As the dialogue annotations in Figures 2 and 4a–c illustrate, the celesta 
part in both “Tree for My Bed” and “Petticoat Lane” closely follows the 
emotional beats of the screenplay. The affective congruency of score, 
dialogue, and image is borne out as much in moments of absence of this 
music box topic as its presence. Note, for instance, how the celesta drops 
out from “Petticoat Lane’s” timbral palette precisely when Hammond’s 
wistful reverie is dragged into the present by Sattler. Or how, at the end 
of the same cue, the celesta-defined Petticoat Theme does not com-
plete itself perfectly. What sort of music box is this, we might ask, which 
does not continue mindlessly once spun up, but whose sonic cessation is 
in split-second accordance with the emotional affect of its surroundings?

the composer’s entire career, 
including from Pete and Tillie 
“Bed Room Scene,” Family Plot 
(“The Mondrian Shot”), Super-
man (“Fortress of Solitude”), 
SpaceCamp (“Friends Forever”), 
Heartbeeps (“The Love Scene”), 
Stanley and Iris (“Entering the 
Library”), Always (“Pete in 
Heaven”), Far and Away (“In-
side The Mansion”), Seven Years 
in Tibet (“Reflections”), Step-
mom (“One Snowy Night”), A.I. 
(“Perfume”), Attack of the Clones 
(“Yoda and the Younglings”), 
and The Terminal (“The Foun-
tain Scene”). Within Jurassic Park 
itself, the two egg-hatching cues, 
“Hatching Baby Raptor” and 
“Eggs in the Forest,” exemplify 
this composer-specific topos.

19. A strong precedent for “Pet-
ticoat Lane” outside Williams’s 
output is “Hushabye Moun-
tain,” composed by Robert and 
Richard Sherman, a beautiful 
minor-mode-music box tune 
sung by Dick Van Dyke, a rather 
Hammond-like figure, in Chitty 
Chitty Bang Bang (Ken Hughes, 
1968). Interestingly, that same 
song occurs in a horrific diege-
tic context in War of the Worlds 
(Steven Spielberg, 2005), as a 
song Rachel distracts herself 
with while her father Ray kills 
the crazed Ogilvy, against which 
athematic fragments churn in 
Williams’s dissonant under-
score. Thanks to Tom Schneller 
for bringing “Hushabye” to my 
attention.

20. A perusal of any number 
of silent-film anthologies (e.g. 
Rapée’s Motion Picture Moods, 
1924) will reveal that the mu-
sic box was a secure topic even 
during the very inception of ci-
nematic scoring practices.
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39	 Naturally, the film itself offers a neat “pro-empathetic” explanation for the 
sonic comings and goings of the music box. In the first case, the transition 
into the B section, the celesta disappears just as Hammond states “we’re 
overdependent on automation, I can see that now.” The timbre is thus 
rather elegantly mapped onto the scene’s subtext: a wind-up mechanism 
(music box, mechanized flea circus) must necessarily stop at some time, so 
it might as well be when the illusion of a working project it accompanies 
itself breaks down.

40	 A less literal but equally emotionally sensitive justification can be offered 
for the truncated A section with which the cue concludes. The theme has 
been subtly transformed, cast in a new light. Sattler and Hammond are 
in a different psychic place than at the beginning of this interlude, and so 
too is the audience. It is thus appropriate that Williams’s theme should 
be presented thus: fragmented, tonally displaced, faintly chromaticized, 
a sad recollection. Doubly sad, in fact, as the closing musical sentence 
feels like a necessary but external imposition of closure, when the viewer 
and characters alike know well that the wounds opened and examined 
during the previous 28 measures are not yet—and may never be—sealed.

Hidden Carnivores

41	 Having detailed various topical facets of the celesta interlude, it is worth 
returning to the issue of thematic versus athematic underscoring. As 
shown, “Petticoat Lane” operates outside the referential network defined 
by the two memorable ideas developed in the “Theme from Jurassic Park.” 
However, to say the cue is completely divorced from the motivic subs-
tance of the score as a whole is too hasty. A different, more subtle type 
of thematic relationship hides within the cue, only peeking out briefly, 
but to considerable dramatic effect.

42	 Jurassic Park is a score thick with strange and gnarly chords, from its first 
polychordal measure to its final, haunted cluster sonority.21 Quite a few 
of these pitch simultaneities have, if not full-blown leit-harmonic status, 
then hints of recurrence and development over the score’s runtime. And 
more than a few such chordal recollections occur in “Petticoat Lane.” 
Figure 7 displays two such echoes. The F-major over G♭/B♭ polychord 
that pulses uncomfortably in measures 23–24 finds a direct precedent 
in the F-major(♭6) over G♭/B♭ sonority from “Goat Bait”—a chord that 
leaves the listener in suspense as to whether T-Rex will appear to eat its 
restrained living meal. Both “Petticoat” and “Goat” chords in turn are 
indirect relatives of the opening title’s wash of F♯|Em7. A second harmonic 
interrelationship is less harshly dissonant: the recurring B♭m6/F chord 

21.  For further information on 
and analysis of Jurassic Park’s rich 
tonal menagerie, see the “Gallery 
of Chords” section of the author’s 
“John Williams’s Jurassic Park: A 
Thematic Catalogue.”
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in “Petticoat” is essentially just a lightly-enriched minor tonic chord, 
and has a clear, indeed at-pitch precedent in the opening sonority for 
“Ailing Triceratops.” There, the chord serves a similar tonal and affective 
function, initially heard as B♭m tonic, then, retroactively, a minor sub-
dominant of F major.

Figure 7
Chords in “Petticoat Lane” heard elsewhere in Jurassic Park.

43	 In their inconspicuous way, these and other recurrent verticalities help 
interrelate many of Jurassic Park’s non-thematic cues. Their function is 
arguably more to provide an element of harmonic consistency across the 
score than to produce any strong dramatic or affective meaning. This is 
not the case, however, for the one patently horizontal motif that thus far 
has not featured in our discussion, and which proves decisive in “Petti-
coat Lane”: the Carnivore Motif. Also referred to as the “Danger” or 
“Raptor” motif, this four-note motto stalks throughout the Jurassic Park 
score, appearing far more often than either of the two “Main” themes 
and furnishing material for some of its scariest moments and biggest 
climaxes. Figure 8 depicts its inaugural appearance, played with a mar-
ked degree “Otherness” by a shakuhachi, right after the aforementioned 
“Main Title” polychord.

Figure 8
Jurassic Park, Carnivore Motif in “Main Title” (mm. 5–6). Film (00:39), OST Track 1 (00:18).
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44	 For the most part, the Carnivore Motif’s presence in “Petticoat Lane” 
is obscured. But during one moment, it does make a more overt appea-
rance. Measures 15–18, described back in Figure 4b as a bridge into the 
more agitated B section, hold the key. As this seemingly nondescript 
music plays, Hammond finds himself reacting to Sattler’s urge that he 
cannot “think” his way through his dilemma, only “feel it.” We then see 
a stark change in his demeanor; no longer wistful or grandfatherly, he 
launches into a heated diatribe about control and creation. It is now clear: 
Hammond’s hubris is inextricable from his childish view of the world, 
a reckless lack of maturity or self-insight being the ultimate force that 
endangered his guests. Against this realization, a quiet, elongated variant 
of that Carnivore Motif is heard, materializing from the remnants 
of the preempted Petticoat bagatelle. Williams thereby draws through 
music a connection between Hammond’s recklessness and the carnage 
currently happening in the park.

45	 Most iterations of the Carnivore Motif elsewhere in the Jurassic Park 
score are more assertive in their orchestration, more insistent in their 
articulation, often directly hailing the presence of a meat-eating dinosaur. 
In all cases, the motif has a cruelly curved contour, not so unlike a musical 
raptor claw. Figure 9 offers a variety of analytical angles on this motif. 
Note that, in its standard form (here rendered as B-C-A♭-D), the motif 
is diatonically inadmissible. Those four pitches fit into no natural major 
or minor scale, and assimilate into a stable tonal setting only by the brute 
force of repetition or sustained pedal pitches. (In principle, the motif 
could emerge from the C harmonic minor scale, though no actual uses 
in Jurassic Park suggest such a context.) The motto is similarly difficult 
to squeeze into a commonly encountered chord, though Bdim7(♭9) and 
D7(♭5) can, with some finesse, host its pitch constituents.

46	 Given its incompatibility within common scalar or functional routines, 
it is more appropriate to treat the Carnivore Motif as a pitch-class 
set—that is, a constellation of intervals subject to the kinds of manipu-
lations one expects from free atonal music. Specifically, the pattern is a 
(0236) tetrachord, or Forte set [4-12]. Among the striking traits of this 
set is the fact that, within its tight bounds, it can project every interval 
class save the paradigmatically consonant perfect fourth/fifth. On oc-
casion, Williams offers a slight variant, also described in Figure 9, that 
proceeds down by minor rather than major third between its second and 
third pitches. When stated with its canonical contour (i.e. B-C-A-E♭), 
the result is a shrunken but strictly pitch-class-equivalent (0236) sonority.

47	 Further contributing to the evocativeness of the Carnivore Motif are 
its various intra- and intertextual kin. These relatives are also depicted 
in Figure 9, along with their respective tonal implications. First is the 
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horn call which opens the “Theme from Jurassic Park”—and, as we have 
seen, transitions from “Petticoat” into “My Friend, the Brachiosaur.” This 
tetrachord bears a passing—albeit diatonic—resemblance to the more 
chromatic Carnivore Motif. The same is true for the interior of the 
Main Theme itself. Admittedly, this B-C-G-F cell has a wildly different 
functional and phrase-formal setting, but at the same time an even more 
precisely matching up-down-down contour. And, outside of the realm 
of Jurassic Park, listeners familiar with the music of Shostakovich will 
hear an echo of that composer’s oft-recruited, comparably elastic musical 
signature (“DSCH”: D-E♭-C-B).22

48	 Despite its brevity (and a certain lack of singability), the Carnivore 
Motif is varied and developed thoroughly, insinuating itself into the 
score’s fabric to an extent extraordinary in John Williams’s output. A full 
accounting of the many guises of this particle is well beyond the scope of 
this essay, though a small gallery of instances will suffice to convey the ways 
in which this motivic talon sinks into the flesh of the score. Figures 10a 
and 10b display the idea in two guises from the film’s climax. The first is 
an intensely dissonant five-voice “harmonization” of the motif. While the 
four chords that support this variant can be considered tertian in origin, 
they may also be accounted for on a more neutral intervallic basis, as 

22.  A considerably more obs-
cure precedent may be found 
in Williams’s own oeuvre, in 
the cue “Appolini’s Decision” 
from Monsignor. Compare the 
Carnivore motif with the te-
trachord that occurs throughout 
OST Track 8. It first appears as a 
simple diatonic idea in E major 
[B-C-A-F♯], but a minute into 
the cue, the motif takes on a 
more threatening guise when it 
is pitted against a C♯ pedal.

Figure 9
Jurassic Park, analytical angles on the Carnivore Motif.
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two stacked minor sixths (e.g. A♯2+F♯3 and E4+C5) with an additional 
major seventh (A3) in the middle, creating a 5-28 set. Figure 10b stems 
from the final action cue “T-Rex Rescue,” during which T-Rex-machina 
appears out of nowhere to do battle with two raptors. At this moment, 
the Carnivore Motif achieves an apotheosis of sorts, appearing in 
triple counterpoint with itself, most prominently in the trumpets and 
at various levels of pitch identity and rhythmic displacement or disten-
sion in the horns and trombones.23 Incredibly, this bravura passage was 
replaced in the final cut of the film with a clumsily tracked iteration of 
the Adventure Theme, totally destroying the telic satisfaction coming 
from seeing the Carnivore Motif in its full actualized state.

Figure 10a
Jurassic Park, Carnivore Motif in “March Past the Kitchen Utensils.”

Film (01:52:04), OST Track 15 (01:33).

Figure 10b
Jurassic Park, Carnivore Motif in triple canon in “T-Rex Attack.”

OST Track 15 (06:42).

23.  The three last cues in Ju-
rassic Park form a unit of over 
300 measures of near-conti-
nuous transformation of the 
Carnivore Motif [“Into the 
Kitchen” (66 mm.), “March Past 
the Kitchen Utensils” (143 mm.) 
and “T-Rex Rescue” (125 mm.)], 
a span of concentrated “thema-
tischearbeit” rarely matched in 
Williams’s output. See Leh-
man “Thematic Catalogue” for 
additional information on this 
aggressively developed idea.
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49	 Compared to the rip-roaring iterations that populate the above-cited 
action cues, the version of the Carnivore Motif that appears halfway 
through “Petticoat Lane” (mm. 15–18) is harmless and peaceable. At 
first it seems to bear just three distinct pitches of the motif ’s four, its 
diminished fourth and fifths (an expected D♭4-A3 and A3-E♭3) softened 
into diatonic thirds and fifths (an actual D♭4-B♭3 and B♭3-E♭3). The 
result is a diatonic (0235) subset instead of the chromatic (0236) one. 
Nevertheless, the referent is undeniable once one is attuned to it, and the 
missing component is supplied in short order. Attending to the destina-
tion of the string line reveals the Carnivore Motif in its entirety. The 
pattern-completing pitch, E♮4, arrives in measure 20, where it assumes 
the role of anchor for the rest of the phrase, acting as the most registrally 
and melodically prominent component of the new A(♭6)/C♯ sonority. Set-
class 4-12 is thus achieved precisely, pitch-ordering and contour alike. 
With the listener distracted by a change of orchestral texture, the clever 
motif was hiding in plain earshot.

50	 This concealed statement is not alone: the whole of “Petticoat Lane” is 
populated with carnivores. Indeed, what makes the cue such a remarkable 
example of Williams’s motivic ingenuity is the diversity of ways in which 
that four-note cell ramifies across its full duration. Figure 11 reveals an 
entire menagerie of harmonic references under the cue’s surface. At the 
risk of overcrowding, the annotated score focuses on sets of cardinality 
four (with just a few, highly salient supersets)—and of those tetrachords 
only those that are reasonably audible, involving no set-theoretically 
promiscuous segmentations or contortions.

51	 Both the tonally secure A1-A3 sections and harmonically floating B1-
B2 sections of the cue abound in prominent melodic tetrachords. In the 
former, those four-note sets are integrated into a functional context, 
first B♭ minor, then E minor. In the latter, they are allowed to agitate or 
even erase the feeling of a stable tonal center. Popping out of Figure 11’s 
analysis are several sonorities Williams is quite partial to. Note, for ins-
tance, the hexatonic 4-19 (0148) and 4-20 (0158) and octatonic 4-18’s 
(0147) interspersed through the cue.24 Many amount to dissonantly 
perturbed consonant triads in one configuration or another. The set of 
prime relevance, however, is undoubtedly 4-12—the “genetic code” for 
the Carnivore Motif.

52	 There are seven instances of 4-12, all eminently hearable as such, none 
requiring segmentational contrivance. A further three sets of larger car-
dinality (5-31, 5-4, and 6-19) are also of significance in the cue, in-
side which sits a 4-12 subset, again perfectly audible. Nowhere is the  
Carnivore Motif ever rendered exactly in both pitch content and contour, 

24.  Surprisingly absent from the 
cue is the 4-17 (0347) set, the 
“alpha tetrachord,” which tends 
to be ubiquitous in Williams’s 
scores, especially suspense and 
action cues.
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but there are certainly some near-clones of the theme. Several spots are 
worth isolating:

	– Measure 7: The melodic line here is a slight variant of the idea 
from measure 3. It hosts the Carnivore Motif in its proper pitch 
order (B-C-A-E♭), but hides the accustomed melodic shape behind 
a pair of octave displacements. The first pitch, B4, is an octave lower 
than the norm, and the second, E♭6, an octave too high.

	– Measures 31–32: A similar play of registration as that in mea-
sure 7, plus an element of internal repetition, conceals an otherwise 
exact iteration of the motif, now in the accompaniment (B-C-A-
[B-C]-D♯). Moments later, the melodic line, in its final gesture, 
plots the Carnivore Motif’s pitches transposed to A perfectly, and 
in the right registral stratum, but now out of order (A♯-A-C-F♯).

	– Measures 27–28: The cello figure that bridges these two measures 
(E-F♯-D♯-C) is also outside 4-12’s accustomed pitch order, but its 
contour and rhythm marks it as clearly derived from the Carni-
vore Motif. Furthermore, the manner in which this cello line is 
set apart, recitative-like, relative to the rest of the texture, makes 
it almost more a vocal utterance than a musical one. The camera 
lingers on Hammond’s chastened face. Rendered speechless by 
Sattler’s reproach, the cellos here now are his voice, his interiority. 
These formal and audiovisual factors collectively render this mo-
ment perhaps the most intentional, explicit, and poignant iteration 
of the Carnivore Motif in the cue.

53	 Varied, transformed, and concealed, the Carnivore Motifs skulks secre-
tively through “Petticoat Lane” like an unseen threat. The cue’s dominant 
affect of nostalgic pathos is thereby inflected with something darker, more 
bloodthirsty. Sattler is right that Hammond never had control; musically 
speaking, the monsters are now running the show.

Cracking Jurassic Park’s musical genetic 
code?

54	 The scenes that make up Jurassic Park’s celesta interlude are, for a massive 
blockbuster, surprisingly complex and reflexive. Williams’s music, brim-
ming with topics and echoing with motivic relations, supports the film’s 
self-critical stance while contributing ambivalences all its own. At the 
risk of a certain undermining of its premises, this article will conclude 
with a self-reflexive turn of its own. We began with a call to reduce our 
analytical fixation on themes and instead attend more to non-thematic 
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underscore. And we ended up seeing that a span of ostensibly non-the-
matic underscore is in actuality suffused with thematic work, albeit of a 
concealed and definitely not hummable nature. In the foregoing inter-
pretation of “Petticoat Lane,” one might be forgiven for thinking that 
music analysis has almost become an act of code-breaking. Especially 
to readers unacquainted with set theory, Figure 11 may appear like a 
conspiracy board. Such a bemused reaction is understandable, even if the 
findings of that diagram were offered with a genuine belief that they are 
meaningful, audible, and, if not provably intentional, then certainly the 
product of a rigorous and consistent compositional style. It is nevertheless 
worth pausing on the notion of the encoded, both within Jurassic Park 
and in film music analysis more generally. To do so in the context of this 
study is not a hermeneutic non sequitur: the film strongly thematizes 
the idea of coding and decoding, with references throughout to codes, 
mutations, recombinations, gap-filling, and sequencing. These notions 
all have suggestive correlates in film music analysis.

55	 Screen musicologists familiar with Claudia Gorbman’s discipline-defining 
text, Unheard Melodies, may recall her discussion of “cinematic musical 
codes” (1987, 2–3, 12–13, passim). In essence, these are conventions that 
merge musical structures with culturally shared meanings. Regardless 
of the term (other authors call them tropes, topoi, musemes, clichés, 
or schemata), Gorbmanian codes enable diverse audiences to parse the 
informational density of the average film cue. However, after several 
decades of semiotically informed research in film musicology, there is 
now little mystery or intrigue behind how such cinematic musical codes 
work, at least not on a high level. What is of infinitely more interest is 
that musical material which does not clearly “encode” meaning, or which 
does so in a manner non-generalizable from listener to listener.

56	 In the analysis offered of “Petticoat Lane,” I made a case for the subtle, 
maybe even covert presence of the Carnivore Motif, operating at the 
edges of audibility but contributing still to the ambivalent and self-critical 
content of the scene. To this end, set-analytical tools came in handy. With 
non-thematic underscore as an encrypted text and Carnivore Motif as 
its cipher, my analysis proffered a means of uncovering a sort of motivic 
coherence of the cue, one with interpretive significance and maybe more 
than a small suggestion of John Williams’s impressive craftsmanship.

57	 Analysis, especially when backed with high-powered analytical machinery 
and motivated by a vigorous hermeneutic stance, is a creative act. It is 
also an assertion of control—control over a complex, multivalent, over-
flowing text. But, to channel Ellie Sattler, “you never had control! That’s 
the illusion!” Music analysis, when left to its own devices, tends to revert 
to an exuberant, sometimes heedless penchant for pattern hunting. But 
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film music is not a code to be broken, and not every element needs to be 
“thematic” in order for it to be effective.

58	 There is a term in the biological sciences that entered the mainstream in 
the 1990s: junk DNA. Although the term has since receded in usage as 
our understanding of the genome has increased massively (Wells 2011), 
the basic concept is still largely understood and accepted. It refers to the 
vast swathes of an organism’s genome that are not in charge of coding 
proteins, whose function is regulatory, auxiliary, or perhaps non-existent 
given our current scientific knowledge base (Carey 2015). The most sur-
prising result of our ever-growing understanding of genetic code is that 
so much of it does not seem to directly “code” anything at all.

59	 Film theory has its own version of this term: Kristin Thompson’s (1986) 
notion of cinematic excess. Like the “junk” in “junk DNA,” “excess” comes 
with unfortunate negative connotations that have dimmed enthusiasm for 
its application in recent years, but its basic meaning is not a value-laden 
one. Cinematic excess simply encompasses all the countless elements 
of a filmic text that do not contribute to the construction or delivery 
of its unifying narrative; it is the stuff that, while present, is not strictly 
necessary for telling a movie’s story.

60	 Music analysis tends to be totalizing. One expects that the composer 
meant everything, that each note serves a vital purpose, all is unified. 
Such is the basic ethos of organicist analysis of all stripes, whether the 
organic elements are keys, cadences, sets, or motifs, to say nothing of 
all manner of multimedia relationships. Film music theorists, perhaps 
overcompensating for the old but tenacious anxiety that screen scores 
may be naught but musical wallpaper—a sonic gap-filler—are especially 
prone to this reflexive attitude.

61	 No one who takes film music as an art form seriously would call anything 
composed by John Williams “junk.” And, even denatured of its negative 
connotations, Thompsonian “excess” still seems too categorical to cap-
ture how semiotically dense even throwaway passages tend to be within  
Williams’s brand of intense and self-foregrounding musical storytelling. 
And yet, even the most apophenic listeners must admit that it cannot 
all be code, that his music must include sequences that serve a less vivid 
topical or thematic function than others. Sometimes, a B-C-A♭-E♭-type 
tetrachord is indeed a masterfully camouflaged Carnivore Motif, skulk-
ing in the bush. Sometimes, it is just another four-note pitch succession. 
There are, after all, ultimately only 28 distinctive tetrachordal species: 
with a score as packed with notes as the typical Williams soundtrack, 
certain configurations are bound to appear by accident. Moments of mo-
tivic “convergent evolution” may occur alongside instances of genuinely 
directed thematic manipulation and mutation.
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62	 There is assuredly plenty of non-coding musical material in “Petticoat 
Lane,” if the code in question is the Carnivore Motif. As for the noted 
prevalence of 4-12 tetrachords, or any other unifying thematic detail, 
some analytical humility is warranted. Just because some concatenation 
of notes can be isolated from the texture and ascribed motivic salience 
in a written analysis does not mean it will—or even can—be heard in 
such a way. To paraphrase Dr. Malcolm, “we film music analysts were so 
preoccupied with whether or not we could [draw thematic connections] 
that we didn’t stop to think if we should!”

63	 Luckily, it is entirely possible to pursue a rigorous and profound sort of 
film-music analysis, one that respects the too often-discounted realm of 
non-thematic underscore, while doing so in a way that does not purport 
to turn every last microsecond on the soundtrack into some musical gene 
or another. One need only follow a few simple analytical dictums.

1.	 Seek musical corroboration. If a detail of musical design seems 
significant, look to other passages and other cues; finding it there 
will vastly support hearing said detail as significant, as something 
other than a happenstantial coincidence.

2.	 Seek audiovisual corroboration. Meaning in film emerges from 
the conjunction, correspondence, and sometimes contest of different 
constructive parameters. The most incredible of musical connections 
means little if no other filmic parameter—dialogue, sound, editing, 
cinematography—marks it for the filmgoer’s attention somehow. 
This is not to say those parameters must signpost the presence or 
reinforce the meaning of that musical connection; film musicolo-
gists know well that sometimes non-alignment is as semiotically 
productive as simple congruency.

3.	 Understand a film composer’s idiolect, as it is established over 
numerous scenes and scores. Take special heed of scores generically 
or chronologically close by. Sometimes a striking component of one 
soundtrack will turn out to be an idiolectical schema or mannerism 
that is consistently, perhaps unconsciously applied, across many. 
Never discount the pressure placed on the composer to emulate the 
film’s temporary (temp) track, even for the most accomplished figures 
like Williams.25 (For what it is worth, self-repetition or temp-track-
itis is not the case with the Carnivore Motif, which does appear 
largely sui generis in Williams’s output, though only a thorough 
knowledge of his oeuvre allows the making of such a claim.)

64	 Note that none of these principles are about establishing or disproving 
author intentionality. Filmic meaning—which includes the existence and 
significance of thematic connections— is ultimately produced by the liste-

25.  The most meaningful, if 
loose, resemblance outside of 
the Jurassic Park score is, as 
mentioned, the DSCH motif. 
A handful of other elements of 
the Jurassic Park score do appear 
to have clear models in preexis-
ting music. “Dennis Steals the 
Embryo” is self-evidently a gloss 
on Williams’s “The Conspirators” 
from JFK (Oliver Stone, 1991), 
and large swathes of the chao-
tic action music throughout 
Jurassic Park have precedent in 
the “Streets of Shanghai” from 
Empire of the Sun. The the-
me from “Ailing Triceratops” 
strongly suggests “The Death of 
Falstaff ” from Patrick Doyle’s 
score for Henry V (Kenneth 
Branagh, 1989). And the high 
wind writing and rhythmically 
asymmetric ostinati in “T Rex 
Rescue” all derive ultimately 
from Stravinsky’s Rite of Spring, 
the “Glorification of the Chosen 
One” especially.
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ner/viewer, not the creator. To that end, a fourth dictum for responsible 
analysis is called for: resist the cryptanalytic stance for its own sake. Analysts 
of music for mainstream films ought to avoid the impulse to detect and 
reveal a “secret” embedded in their text.26 In general, Hollywood scores do 
not operate on a logic of obscurity or connoisseur-aimed intricacy; their 
codes, in Gorbman’s sense, need to be well-established and immediately 
legible. Which is not to say enormously intricate and subtle compositional 
processes might not be at play; indeed, we expect them from a composer 
like Williams, while also granting that even he is capable of writing on 
autopilot from time to time. And if it should happen that the analyst 
detects the inklings of some ingenious cipher hiding under the musical 
surface, they ought to proceed in a cautiously self-critical fashion, as 
hopefully has been modeled here.

65	 Ultimately, the best course of action for film music analysts may be to 
emulate a modern geneticist. Spend time looking to the less obviously 
meaningful material. Examine it with the same seriousness and sustained 
attention—but also skepticism—with which one would approach the big 
famous tunes. Dismiss non-thematic underscore as a film’s “junk” DNA 
at one’s peril. On closer inspection, it may not be so non-thematic after 
all. But even if neat motivic interrelations do not emerge from careful 
study, that excessive music will almost certainly play host to a variety of 
style topics and expressive genres, from which a satisfyingly rich interpre-
tive tapestry may be spun. This balanced, interpretive approach—neither 
hyper-focusing on melodic themes, nor obsessively hunting for invisible 
connections—is how, in the words of John Hammond, we provide the 
audience of film music scholars and appreciators “something that wasn’t 
an illusion. Something real.” A music-analytical aim not devoid of merit.
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