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Preface 1.0 
Looking back on this project, I noticed it’s something that developed over the years. As a little kid I always 

wanted to be a professional drummer. At least, that’s what I thought I wanted to be. I took many lessons, 

practiced for hours and then tried to get accepted to a music college. I told myself my chances were low, 

but I might as well give it a try. Since that was my mindset, I didn’t get accepted to college. What I didn’t 

realize until a few months ago is that I actually wanted to be in the music business instead. Since I was a 

little kid, I started watching The OC and One Tree Hill. I was intrigued by the music on the two shows. It 

sounded very appealing and I started to pay more attention to the songs. When Payton founded Tric (a 

music venue in One Tree Hill) and later her own label, I wanted to start my own music company as well. I 

got accepted to PXL Music for Music Management, and this is my thesis.  

 

I want to thank Fréderic Busscher, for giving me the chance to write this thesis. I also want to thank 

Jonathan Finegold, my internship supervisor. Working at Fine Gold Music in New York gave me the 

opportunity to learn more about music licensing, music supervision and music publishing. When I was 

making cue sheets for documentaries, I came up with the idea to write my thesis about music supervision. 

A special thanks goes out to my parents, who supported me when I was in New York. I also want to thank 

my best friends, who motivated me to write this thesis.  
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Preface 2.0 
Last summer, somebody recommended me to read “The Secret” from Rhonda Byrne. The basic concept 

of the book is that people can do whatever they want do, as long as they believe they can. Electricity is 

something so common we never think about, but when you look back, it took some great scientists to 

make the way we live today possible. Those scientists had a vision and they believed they could achieve 

it. This a natural law and is known as the law of attraction. If you have positive thought, you will receive 

more positive thoughts and positive things will happen. If you have negative thoughts, you only get more 

negative thoughts and bad things seem to happen everywhere1. When I read more about this subject, I 

found out that it is something that is used a lot in religion. The bible states that you can achieve everything 

you want, as long as you believe. Other religions have similar quotes as well.  

 

This law is something that made many positive things happen for me. I have always been a positive person, 

and when I want something, I try to achieve the best possible result and I won’t stop until I’m satisfied. I 

have never given it a thought before, but I noticed this law really works. My childhood dream was to 

become a music supervisor. I knew that it was a long term dream, but it’s a path I’ve been walking ever 

since. I really wanted to study at a music college. I worked hard to get there and when I finally got accepted 

I never stopped working. I read many books about music publishing, started my own company until I was 

ready to take the next step: New York. I knew that New York would be a great opportunity to achieve my 

goal, so I went to Midem to meet some American publishers. At Midem I discovered Fine Gold Music, the 

company where I did my internship. I had a few Skype meetings and moved to New York to start working. 

At Fine Gold Music, I learned a lot about music supervision and music publishing. I basically did the work 

a real music supervisor would do. First, I want to get more experience, but in a few years I want to start 

working as a music supervisor.  

 

Reading further on the subject, I discovered ‘The Science of Getting Rich’. There are two ways to run a 

business, the competitive way and the creative way2. The competitive way is getting rich by taking another 

business down. The creative way is getting rich by giving people more in use value than you take from 

them in cash value. This inspires other people along the way to do the same thing. Imagine you’re buying 

a coffee in a coffee shop and the employees are so friendly to you, you feel happy for half an hour. Even 

                                                                 
1 The Secret 
2 The Science of Getting Rich 
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though you paid for the coffee, they gave you so much more in return. When you translate this into music 

supervision, the creative way is very important. Music publishing is a multibillion dollar industry. By 

licensing music to commercials, movies and TV shows, you can make a lot of money. It’s easy to walk the 

competitive path and try to license your music at all costs. As a music supervisor, you should always try to 

walk the creative way. When you’re working on a TV show, you’ve got to think of the storyline and which 

music could add value to that story. Your personal music flavor doesn’t matter at all. A good music 

supervisor can add extra value to his work, a bad one can destroy the entire project.  

 

Money is important, but walking the competitive way will limit your chances of being successful. By being 

nice to everyone you meet along the way, by adding value to every sale you make, you will definitely be 

successful. If you’re unfriendly, people won’t be interested to continue working with you. However, if you 

treat your business and your clients with respect, you will meet more people, and eventually, your 

business will grow. Especially with music it’s important not to be an asshole. If you  are all about the money, 

ripping people off along the way, karma will eventually come back for you. 
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Introduction 
This thesis can generally be divided into three parts. The first part starts wi th an introduction to copyright, 

followed by an introduction to publishing, performance rights organizations and music supervision. It’s 

important to have a basic understanding about these topics, since music supervision is all about copyright.  

 

The second part consist of different examples of good music supervision work. I discuss music in TV shows, 

movies, documentaries, games, commercials and trailers, followed by band cameo’s, theme songs and 

soundtracks.  

 

The third and final part is my own practical project. I wrote a short plot for a pilot television episode, after 

which I review all the steps a music supervisor would do to assure the show has great music.  

 

I chose this topic because I can’t watch a movie or television show without analyzing the music they used. 

Since I was a little kid, I have been curious about how someone becomes a music supervisor. I started an 

internship at Fine Gold Music in New York to learn more about music supervision. This thesis was just a 

logical thing to do in order to gain more information about this topic.  

 

Many hours have been spent watching television shows and movies, in order to analyze the music they 

used. Most of the information I got was either from books, movies or my own work experience. Since I 

worked in New York, this thesis is mostly specified on the American music business.   
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1. Copyright 
Before I start talking about music supervision, it’s important to know the basics about copyright. If you 

are a composer or a writer, you have to know what qualifies your work for copyright protection and how 

long this copyright lasts. This can save you a lot of time when somebody violates your copyright. To enjoy 

copyright protection, your work must be original and it must be fixed in a tangible medium of expression 

that is now known or later developed. Ideas are not protectable, only the expression of the ideas.  

 

1.1 Exclusive Rights of Copyright 
A copyright owner has the exclusive rights to:  

- Reproduce the copyrighted work in copies or phono records3 

- Prepare derivative works based upon the copyrighted work 

- Distribute copies or phono records to the public by sale, rental, lease or lending 

- Perform the copyrighted work publicly 

- Display the copyrighted work publicly 

- In the case of sound recordings, to perform the copyrighted work publicly by digital audio 

transmission 

 

There are a few exemptions to these exclusive rights: Fair use, reproduction by libraries and archives, 

educational use, teaching activities, charity, performance at home… All of these rights are initially owned 

by the creator of the work and can be individually or totally transferred to others by a written and signed 

document.   

 

1.2 Durability of Copyright 
The durability of copyright changed drastically over the last 300 years. The English Statue of Anne (1710) 

was the first copyright protection. Under this law, authors were protected for 14 years after they created 

the work. The law was revised multiple times and since 1998, copyright lasts until 70 years after the last 

surviving author of the copyrighted work dies. If you write a song with your band members in 2016 and 

the last surviving author dies in 2080, the work will be protected until 2155. After this date, the song 

becomes public domain, which means that anybody can perform and record the song for free.  

                                                                 
3 Music, Money And Succes pg. 100 
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1.3 Works Made for Hire 
This is a special category of copyright that primarily affects film and television underscore composers and 

songwriters who write songs for film and television series. It is however very important, as I will mention 

it multiple times later on in this thesis. A work made for hire is ‘A work prepared by an employee within 

the scope of his or her employment or a work specially ordered or commissioned for use as a contribution 

to a collective work, as part of a motion picture of other audiovisual work, if the parties expressly agree 

in a written instrument signed by them that the work shall be considered a work made for hire’ 4. The 

employer becomes the author and the copyright owner for the entire term of copyright.  

 

1.4 Neighbouring Rights 
If you are the copyright holder of a work, you enjoy multiple benefits. Writing a song doesn’t necessarily 

mean you are also the performer or the master owner of that song. For a long time, performers and 

master owners didn’t get any protection or compensation. That’s why the y adopted neighbouring rights. 

Neighbouring rights compensate the master owner and the performer when the recording gets publicly 

performed.  This rights lasts 70 years after the recording is publicly performed for the first time or 95 years 

after the work was recorded, whichever comes first.  

 

5 

                                                                 
4 Music, Money and Succes pg. 101 
5 http://musicmanagersforum.ca/wp-content/uploads/2015/01/1500_flowchart1.png  

http://musicmanagersforum.ca/wp-content/uploads/2015/01/1500_flowchart1.png
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1.5 Compulsory Licenses 
A compulsory license gives the right to use copyrighted musical works without asking for permission. The 

user has to follow certain procedures and has to pay a royalty. The license includes  the retransmission by 

cable systems of distant networking programming, the right to make recordings of copyrighted musical 

works once the first authorized record is made and distributed, and the right of public broadcasters to 

broadcast copyrighted works.6 

 

As a composer or a writer, your work should be properly registered with a performance rights 

organization. Without it, the compulsory license can’t be paid correctly. The following chapters will cover 

more about PRO’s.  

 

1.6 Sampling 
When we talk about copyright, music sampling is an important topic. Every sample, regardless of the total 

time used in the song, needs to be cleared. There is no such thing as free sampling if the sample is less 

than 5 seconds. This mistake is commonly made by new artists and is the reason why there are so many 

copyright infringements among sampling artists.  

 

There are different types of sampling:  

- The artist uses a part of an existing song as a bridge, insert, or part of a new song.7 

- The artist uses an instrumental part of an existing master and inserts it into a new master.  

- The artist transfers an existing master and vocal performance directly into a new master.  

 

A sample needs to be cleared by the publisher who owns the copyright of the sample and the record label 

who owns the master recording of the sample. The price of the sample can differ depending on the 

bargaining power of the parties, the duration of the sample, the nature, whether it re -occurs or not... 

 

If the sample is approved, it can be a one-time buy-out of all rights, a percentage of income received from 

the recording of the song or a portion of the copyright of the new composition.  

 

                                                                 
6 Music, Money and Succes pg 101 
7 Music, Money and Succes pg 173, 174 
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An example is the song ‘Can I Kick It’ by A Tribe Called Quest. The song sampled the bassline from ‘Walk 

On the Wild Side’ by Lou Reed. Since this bassline is well known, Lou Reed approved the sample under 

the condition that he would get 100% of the copyright of the song. The song launched the career of A 

Tribe Called Quest, but they never received money from this song. Whether or not you should approve 

this kind of deal depends on different factors. A Tribe Called Quest did become famous with ‘Can I Kick It’, 

so they were willing to pay the price.  

 

1.6.1 Sampling & Music Supervision 

Regarding music supervision, sampling can be quite challenging. As a music supervisor, you should only 

use songs that are 100% cleared and can be used for synchronization. The basic rule is: If you are uncertain 

about a song, don’t use it. It’s highly unprofessional if you use a song in an advertisement or TV show 

that’s not cleared. If there is a copyright infringement with a song being used in a TV show, the production 

will be delayed, the song needs to be changed, etc.  As a music supervisor, you can lose your job over this 

one. Word spreads fast in the movie business. If you worked with a placement company who gave you 

the song, there is a high possibility that company can file for bankruptcy. Mistakes are unforgivable, 

especially on a high level like Hollywood.  

 

When you use a song for synchronization, you need to agree a master use fee from the record label and 

a synchronization fee from the publisher. Sampling, however, is more challenging. Even though a sample 

is cleared, you still need to ask permission from all the right holders and negotiate a fee if you want to use 

the song in movies, advertisements etc.  

 

Let’s say there’s a song where 4 different publishers are involved.  The sampling artist is not well known 

and just got his first placement in a television show. The television shows wants to pay $5000 for the 

synchronization use. The first 3 publishers agree upon $1000 each, leaving $2000 for the last publisher. 

The last publisher however is major publisher and thinks $2000 is way too less. He wants at least $5000, 

bringing the synchronization fee up to $8000. The TV show doesn’t have $8000 and decides to use another 

song. As a sampling artist, there is nothing you can do about it.  
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2. Publishing 
Music publishing is a multi-billion industries. When the first publishers came around in Tin Pan Alley in the 

early 1900’s, music sheets were one of the only ways you could make money as a composer/publisher. As 

new technologies developed, so did music usage, and the publishers found different ways to make money.  

 

Nowadays, music is used everywhere. It’s a lifestyle and it’s in the air every day, as we breath. Motion 

pictures, television shows, satellite television, ringtones, downloads, CD’s, vinyl, Broadway shows, DVD’s, 

game consoles, toys, apps, computers, etc., are all based on music. Most people don’t pay attention to it, 

but we would all notice it if there was no music. A motion picture just doesn’t have the same effect without 

it.  

 

Some people claim that the music industry isn’t what it used to be and that it’s difficult to make money 

nowadays. It’s true that record labels are facing some major issues and that their golden days are over, 

but the music industry can be divided into different categories. Live music and music publishing have taken 

over the music industry and are now the major ways to make money. You don’t need a publisher to place 

your music in small indie movies or local commercials. The DIY-scene is flourishing on a high level. There 

are multiple websites where an artist can place their music for licensing. However, for big movies and 

commercials a publisher is still necessary. They have a network and can license your music for more 

money.  

 

2.1 Publishing Agreement 

2.1.1 Single Song Agreement 

In this agreement, the publisher represents one or multiple songs. There are different possibilities why a 

publisher obtains for a single song agreement. Sometimes, the publisher is only interested in 1 song, and 

not the whole catalog (project related songs). It can also be that the publisher just wants to focus on 1 

single. Not every song is great for licensing and publishing. If a songwriter is new in the business, the 

publisher can offer him a 1 song agreement, to see how well the music can be used for publishing 

opportunities. A single song agreement can evolve into an exclusive song writer agreement later on.  
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2.1.2 Exclusive Song Writer Agreement 

In an exclusive song writer agreement, the publisher represents all the songs and futures songs of a 

writer/composer. It can either be for a limited amount of time or for the lifetime of copyright. Most 

publishing agreement are 50/50, meaning the composer receives 50% off the income and the publisher 

receives the other 50%. As the music industry developed, some companies started working with a 

kickback. This means the publisher will give a certain percentage of their share back to the artist.  

 

On a daily basis, a publisher makes sure that all songs are properly administered. They try to license their 

songs to motion pictures, television shows, advertisements, games… The idea behind publishing is that a 

writer can make way more money with a publisher, even though they have to share 50% of their revenue. 

100% of €1.000 or 50% of €25.000 makes a huge difference.  

 

2.2 Administration Deal 
A hit song that gets played on the radio for a certain amount of time can generate quite some performance 

rights revenue. Therefore, it’s important that all your songs are properly administered with a performance 

rights organization. The soundtrack of Friends keeps making money. Every time the show is broadcasted 

on television, the composers make a little amount of money. In the end, it adds up. The song already made 

millions and keeps making money every time an episode gets rebroadcasted.  

 

In an administration deal, the publisher makes sure that all your songs are properly administered. 

However, they don’t occupy themselves with licensing. Therefore, they only receive 10-15% of the writer’s 

income. It’s a good deal for writers who can publish themselves but don’t want to deal with all the 

administration. There are many different countries with their own performance rights organization. It can 

be quite challenging to make sure that everybody pays you correctly. That’s what an administration 

publisher tries to do for you.  

 

2.3 Co-publishing Agreement 
A co-publishing agreement is when multiple parties publish a song together. It’s one of the most common 

publishing agreements. Under this deal, the different parties are co-owners of the copyright of the song. 

They agree upon a split of royalties, usually equally divided. Co-publishing is used when the 
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writers/composers of a song have different publishers or when they want to co-publish a song with a 

publisher.  

 

2.4 Sub-publishing Agreement 
There are many different countries where music publishing is a lucrative business. It’s usually difficult to 

be active in every country if you don’t know the foreign markets or if you don’t have contact persons 

overseas. Therefore, a lot of publishers deal with sub-publishing agreements. It’s an agreement between 

a publisher based in a certain country and a publisher based in a foreign country. It’s like an administration 

deal, where the sub-publisher acts on behalf of the publisher in certain foreign territories and it’s limited 

to a group of countries (European Union, Benelux, Latin America, GAS…). Important to notice is that no 

ownership of copyrights is being transferred to the sub-publisher.  

 

3. PRO’s 
As I mentioned before, it’s important as a writer/composer to make sure that all your songs are properly 

administered. Every year, more than $6 billion is generated as performance royalties, which gets divided 

to songwriters, composers and publishers. These performance royalties continue to generate money until 

70 years after the writer/composer dies. To focus on the importance of proper administration, the 

following table sets forth different types of monies that can be earned with a number 1 song.  

 

Type of Performance Income                Writer and Publisher Royalties 

Number One Billboard pop song of the year $2.000.000 

Top 10 chart hit in Europe $350.000 

Top 20 chart hit in Asia $200.000 

#1 pop chart single  $800.000 

Theme song for a TV show $450.000 

Hit song used in a two-year commercial broadcast $500.000 

Background usage in a worldwide blockbuster movie $750.000 

Song performed on primetime television network $2.500 
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Performance royalties generated from radio airplay is only one of the many different possibilities to 

generate income. Especially motion pictures, TV shows and commercials are a lucrative way of making 

money. The theme song for Friends generated millions of dollars and will keep generating money as long 

as the shows gets rebroadcasted. Many music supervisors work with indie artists, so your song certainly 

doesn’t have to be a number one hit to be successful.  

 

There are two major ways a song can make money. The first one is performance royalties, which gets paid 

to songwriters/composers and publishers. The second one is neighbouring rights, which gets paid to the 

performer and master owner of the song. This right doesn’t exist in the United States, but in Europe, 

there’s a lot of money coming from neighbouring rights.   

 

3.1 Performance Rights Organizations (PRO) 
The first PRO was founded in France.8 Ernest Bourget, a composer, was dining in “Les Ambassadeurs”, the 

most fashionable café at the time. His music was being played there and he realized that he was not 

receiving compensation for it. He ate dinner, walked out and refused to pay his bill. When the owners 

asked why he refused to pay he said: “Since you are not paying for my music, I’m not paying for your 

food”. He had the court recognize these rights and so SACEM (Societé des Auteurs, Compositeurs et 

Editeurs de Musique) was founded.  

 

In order for your music to be represented by a PRO, you must first affiliate yourself with a PRO. Once 

that’s done, you must register your songs in order to be paid correctly. A PRO’s function, is to collect 

performance royalties and distribute these to the writers/composers and publishers. Some PROs (e.g. 

SABAM) also collect mechanical rights, but in the USA, these mechanical royalties are collected by The 

Harry Fox Agency.   

 

3.1.1 USA 

USA has 3 different PROs (ASCAP, BMI, SESAC). A writer may only belong to one PRO and their music must 

be published through a publisher affiliated with the same PRO. A BMI writer must be published by a BMI 

publisher. Because most publishing companies have writers that belong to all three PROs, they may form 

3 separate companies, each affiliated with a different PRO.  

                                                                 
8 Music publishing, the complete guide, pg. 16 
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In order to determine the value of a song, each PRO uses a variety of methodologies. Only the top-grossing 

concerts each year are reported. If you are a singer who performs 300 days a year in clubs but have no 

television or radio exposure, you could end up not earning anything from your PRO. To compensate this, 

BMI launched BMI Live in 20119; a program that allows songwriters performing live in music venues to 

receive royalties for their performance. SESAC has a similar system called the Live P erformance 

Notification System. In 2012, ASCAP launched ASCAP On Stage, a similar program that allows members to 

submit a set list so that they can get paid accordingly.  

 

USA is one of the only countries who doesn’t collect royalties from motion picture i n theaters. This is a 

legal issue that has to do with union payments.  

 

10 

                                                                 
9 Music Publishing The Complete Guide, pg. 23 
10 http://www.slideshare.net/KennethConsor/cd-baby-pro-101  

http://www.slideshare.net/KennethConsor/cd-baby-pro-101
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3.1.2 Overseas Territories 

Much like in the US, each PRO monitors the broadcast in their territory and calculates the value of the 

performances. In most foreign countries, the monitoring of live music in concert halls, clubs and sports 

stadiums is more accurate and detailed. This way, a touring arti st is paid accordingly to his live 

performance. The sub-publisher’s share of performance royalties is automatically deducted by the local  

society before it gets paid to the US writer/publisher.  

 

3.1.3 Affiliating with Multiple PROs 

Sometimes, it’s great to affiliate yourself with multiple PROs from different countries. Each PRO takes a 

certain commission before paying your share. If you are a US based artist and SABAM collects €1000 for 

your performances in Belgium, they take a certain commission (€1000 – 15% = €850). The €850 gets paid 

to your US based PRO, who also takes a commission (€850 – 15% = €722.5). You receive less money, 

because the PROs take a double commission. €1000 is not worth the effort to affiliate yourself with 

multiple PROs, but if you’re hot in a certain territory, it may be worth it. It takes more effort, especially if 

you’re not familiar in the certain territory, but there are administration publishers who are specialized in 

collecting this kind of money.  

 

3.2 Neighbouring Rights 
Since the late 19th century, PROs were founded in different countries. Composers and writers were certain 

to be recognized for their performances and to earn money. The master owners and especially the 

recording artists were not properly compensated. Some of the most famous studio musicians recorded 

hundreds of number one hits without ever being paid accordingly. That’s when the convention of Rome 

was signed in 1961. The basic idea behind this convention is that master owners and recording artists 

should be paid properly when their recording is played in public. The downside is that the US doesn’t pay 

neighbouring rights.  

 

As a performer or master owner (record label), you can affiliate yourself with a ne ighbouring rights 

organization. Once your songs are properly administered, you can start earning money. Neighbouring 

rights are equally divided (50%-50%) between master owners and performers. Some countries have 2 

separate organizations for the master owner rights and the performer rights (Belgium, SIMIM for master 

owners & PlayRight for performers), while others have one organization for both (The Netherlands, SENA).  
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4. Music Supervision 

4.1 The Evolution of Music Supervision 
1890-1920s: Multiple attempts were attended to make moving pictures synchronous with phonograph 

technology.11 Until this was perfected, music was needed to accompany the silent movie. Performers like 

Charlie Chaplin played piano or organ and brought out the finer points of the story in theaters. First, they 

were allowed to improvise music, but soon music publishers started to specialize in film music.  

 

In 1927, the first movie boasting synchronized sound and picture was released: ‘The Jazz Singer’, starring 

Al Jolson. Suddenly music composers could create a signature song for the opening & closing credits, as 

well as through the movie. At this point, music supervisors started to arise everywhere. Through the 50s, 

the importance of music supervisors was boosted in many ways. TV and music became inseparable and 

rock ‘n’ roll artists started to perform on television. When The Beatles performed on The Ed Sullivan Show 

in 1964, they influenced an entire generation of music fans. TV commercials proved to be an important 

source of income for musicians. Recordings became stereo and multichannel, leading to more diverse 

movie scores and soundtracks. 

 

In the 70s, the first computers and game consoles started to arise.  At first, they only used simple songs, 

but as technology developed, the need for music became a necessity and music supervisors started to 

license songs and hire composers. The development of the CD and DVD faced new problems for music 

supervisors, making their negotiations even more difficult. The ‘World Wide Web’ appeared in 1991. After 

a few years, when bandwidth limitations started to increase, it became possible to deliver music files 

digitally over the internet. For music supervisors, this was a challenging development. Since they now had 

access to music from all over the world, their job became more creative.  

 

4.2 The Music Supervisor on a Daily Basis 
A music supervisor is someone who selects and licenses music and sounds effects for different sorts of 

media. He has licensing know-how and budgetary skills, while trying to multiply relationships and staying 

on top of pop culture. Music and sound effects are crucial in every medium or media service. People are 

                                                                 
11 Weiss, David; Adams, Ramsay; Hnatiuk, David. Music Supervision: The complete guide to Selecting 
Music for Movies, TV, Games, & New Media (p. 3). Music Sales. Kindle Edition.  
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more impressed by media with amazing audio, inspiring them along the way. It is the job of a music 

supervisor to make that connection possible.  

 

The basis of music supervision lies in the ability to negotiate with other people.  The most important thing 

to remember is that it’s not your project, you’re working for a producer or writer. You’ve got to be able 

to fully realize their musical desires within a restricted budget. You need to be very social, presenting ideas 

to other people, and trying to maintain relationships with producers and writer as well as wi th different 

music publishers and companies.  

 

First of all, you need to understand licensing. A great supervisor does not only have a great record 

collection, you also need to know where you can get new music and how you can use this in projects, 

without facing legal issues. Second, you need to be able to understand what the director wants, while 

making sure that everybody on your team is speaking the same language. Communication is very 

important here. When a director hires you as a music supervisor, you need to present him musical ideas. 

If he says he wants to use a song with a ‘dance’ vibe in a specific scene, what does that mean? Does he 

want a hip-hop track, an electronic track, a club track or a more traditional jazz/classical track? You’ve got 

to be able to translate what the director wants in musical terms. Most music supervisors know so much 

about music in comparison to other people, that they are considered to be music nerds. If you present a 

psybient song to the director (like Shpongle), it is likely you would have to translate this as quirky music.  

 

The director gives you a specific budget in which you are supposed to find songs for the movie/television 

show. If you have a small budget, you are faced to take challenges. A Rolling Stones song will definitely be 

unavailable in that price range, but as a music supervisor, you can be creative. If the director really wants 

to use the song, you can either look for covers of that specific song or look for music with the same vibe. 

You can also ask your composers to write a new song with the same vibe or cover the song. That way, you 

can save money. The publisher will certainly give you a reduced price for a Rolling Stones cover, because 

the original song has way more value. A small budget doesn’t necessarily mean your job will be harder. It 

can be more challenging, but in the end very rewarding. You can use independent music, which will 

certainly be cheaper. A song from a psych band in Japan can be perfect for the scene, even though nobody 

knows the band. All the Tarantino movies have very obscure music, but the soundtracks are great.  
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When you have all the songs you want to use, you need to send a master & synchronization request to 

the master owner and publisher of the song. The master request is sent when a specific master is used in 

the movie. The publishing request is sent when the song is synched into the movie. This means that when 

somebody sings a song on camera, you don’t need to clear the master, but you still need to clear the 

publishing side. There is no master used, but since you still use the song, you need to pay for that. 

Sometimes a song is unavailable for sync because your offer is too low or because the writer doesn’t want 

to license his songs and then you need to find a new song.  

 

It’s important the clearing process is done properly. Assume you always have to pay for every song you 

use. You can cause a lot of problems if you don’t clear a song properly. If you use a song in a movie without 

paying for it, legal issues can arise, causing delays for the movie. The song needs to be changed, which is 

a very costly process. This copyright infringement can be taken to court, which leads into outrageous fees. 

As a music supervisor, you’ll probably lose your job and credibility. Nobody wants to w ork with you if you 

mess with this. You also need to make sure you are not personally reliable for any legal issues that might 

occur when you’re working on a movie.   

 

Finally, when all the songs are cleared and the movie is ready to hit the theaters, you need to fill out a cue 

sheet. This is a sheet that lists all the songs that are being used in the movie. Every song on the sheet 

mentions the correct right holders (writers, composers & publishers) and the use of the song (theme song, 

visual vocal, background vocal…). Afterwards this cue sheet gets submitted to the PROs who make sure 

that the right holders are being paid performance income every time the movie is played.  
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4.3 Advice from Industry People 

4.3.1 Ariel Hyatt 

In order to appeal to music supervisors, you have to know what they’re looking for and you need to have 

your rights in order.12 Presentation is everything. The more diverse music you have in your catalog; the 

more chances you have for getting your music licensed. The best way to know if your music suits a certain 

type of placement is to watch TV shows, movie trailers and commercials. That way you get a feeling for 

where your music will work best.  

 

It’s also important to know who you’re talking to. You need to do some research about the person you’re 

pitching your email to. A music library might help to distribute your music to buyers in the licensing 

market. You don’t need to be signed to get a music placement. Unsigned artists have lots of opportunities, 

but having a music placement can help you get signed to a label or publisher.  

 

4.3.2 Andrea von Foerster 

It’s never too late for me to hear something. I’ve placed songs that I received a year earlier. You need the 

right project for it.13 In film, you don’t get the chance to use something right away. Everything is about 

finding something within the time limit and price that you have. When people pitch to me, I don’t need a 

lot of info. I just want to know who owns the publishing & master, where you are from and if you used 

any samples. Un-cleared samples can cause some serious legal issues, so before working with an artist 

who used samples, I want to be 100% convinced that they are cleared.  

 

A great way to pitch music is by going to music conferences and events.14 Every time I attend such events 

I want to meet people who pitch music. This can be either labels, agencies, managers, publishers or the 

artists themselves. It beats pitching music via email. If I just met you on a network event, I will remember 

you when you send me songs. I also like links that don’t expire. If you send me songs, but I’m too busy 

working on a project, I want to be able to download the songs later on.  

                                                                 
12 http://www.musicthinktank.com/blog/ariel -hyatt-7-questions-for-a-real-live-music-supervisor-sar.html 
13 http://www.hypebot.com/hypebot/2012/04/music-supervisors-explain-how-they-find-indie-music-for-      
movies-and-tv.html  
14http://www.hypebot.com/hypebot/2012/04/music-supervisors-on-finding-indie-music-for-movies-tv-part-3.html  

http://www.musicthinktank.com/blog/ariel-hyatt-7-questions-for-a-real-live-music-supervisor-sar.html
http://www.hypebot.com/hypebot/2012/04/music-supervisors-explain-how-they-find-indie-music-for-movies-and-tv.html
http://www.hypebot.com/hypebot/2012/04/music-supervisors-explain-how-they-find-indie-music-for-movies-and-tv.html
http://www.hypebot.com/hypebot/2012/04/music-supervisors-on-finding-indie-music-for-movies-tv-part-3.html
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4.3.3 Brian Vickers 

When submitting music to supervisors, you have to make sure that the sound quality is amazing. This is 

one of the most important factors of helping your music stand out from thousands of other submissions 

supervisors receive.15 You should never avoid submitting your music just because you’re and indie artist 

or company. That doesn’t really matter, as long as the sound quality is good. Once we pick a song, there 

are a number of factors that determines whether or not we actually use the song.  

 

It’s important that you’re visible and have an onl ine presence. This means having a least a Bandcamp or 

Soundcloud where we can listen and download your songs. We have budgets for using music and pay our 

rates regardless of the artist being signed to a major label/publisher or being independent. Sometimes  it’s 

easier to negotiate with an independent artist, because the majors have more bargaining power and are 

just too expensive.  

 

4.3.4 Mitchell Peters 

- Make your art pleasing to the eye as well as pleasing to the ear by having artwork for your songs 16 

- Display the following information: artist name, record company, writers & publishers 

- Supply the supervisor with a URL & if you send multiple songs, make sure to send a ZIP file  

- It’s important that the label and artist know about the project for with they are applying for 

- Have instrumental versions of your songs 

- Capture the supervisor’s attention in the first 30 second of the song  

- Write down when the chorus or bridge starts in the song 

 

4.3.5 Season Kent 

In general, low budget shows are often looking for unsigned bands. As an artist, it is smart to be affiliated 

with a PRO, especially if your music is being placed in film, TV and ads. 17 This will lead to more cash flow. 

If an artist wants to do a gratis (for free) license because they want the exposure, that may be worth it, 

but in general, you should be paid something, even if it’s a small amount. If you submit music to a 

supervisor, don’t call him every day to follow up. A super receives thousands of tracks on a daily basis. If 

he likes your music and want to use it, he will get back to you.   

                                                                 
15 http://www.musicthinktank.com/blog/what-music-supervisors-really-think-about-indie-music.html  
16 http://www.musicthinktank.com/blog/tips-to-landing-your-music-on-a-music-supervisors-desk.html  
17 http://www.musicthinktank.com/blog/qa-how-music-supervisors-license-music.html  

http://www.musicthinktank.com/blog/what-music-supervisors-really-think-about-indie-music.html
http://www.musicthinktank.com/blog/tips-to-landing-your-music-on-a-music-supervisors-desk.html
http://www.musicthinktank.com/blog/qa-how-music-supervisors-license-music.html
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4.3.6 Josh Collum 

5 things music supervisors are looking for in you and your music18:  

- Master Quality Recordings: No demos!! 

- 100% Ownership: A lot of time, a supervisor doesn’t have time to get multiple people to sign off 

on a license. All these things are avoided when a single artist can sign off on a use.  

- General Themed Lyrics: Lyrics should be general or metaphorical enough to be interpreted in as 

many ways as there are viewers.  

- Feel Good and Break Up Style Production: There are many different music needs out there, but 

80% of all the uses fall into the ‘Feel Good’ and ‘Break Up’ category.  

- Instrumentals: Sometimes, music editors need to work around the dialogue. Your songs might be 

perfect, but lyrically it doesn’t work. 

 

4.3.7 Marina Garza 

Metadata is extremely helpful in the discovery of your music by licensing companies and music 

supervisors.19 If you put keywords into your tracks, they might come up when a supervisor is looking for 

a specific kind of track. The tags ‘Earthy’ and ‘Organic’ are used to describe music that creates a bright 

and warm feel and is used in commercials that create an outdoor image. It’s also useful to put the 

instrumentation in the metadata (acoustic piano, fiddle, banjo, mandolin…). Other frequently used 

descriptions are ‘Bright’, ‘Warm’, ‘Feel-Good’, ‘Laidback’, ‘Natural’…  

 

 

 

 

 

 

 

 

                                                                 
18fhttp://www.musicthinktank.com/mtt-open/5-things-music-supervisors-are-looking-for-in-you-and-your-
m.html  
19 http://www.musicthinktank.com/mtt-open/using-the-right-keywords-when-tagging-your-music.html  

http://www.musicthinktank.com/mtt-open/5-things-music-supervisors-are-looking-for-in-you-and-your-m.html
http://www.musicthinktank.com/mtt-open/5-things-music-supervisors-are-looking-for-in-you-and-your-m.html
http://www.musicthinktank.com/mtt-open/using-the-right-keywords-when-tagging-your-music.html
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4.4 The Ten Commandments of Sync Licensing (Fine Gold Music) 
 

1. FIDELITY: The Quality of the audio cannot be underestimated. Your songs should be 320 bit and 

mixed. This is important and often overlooked.  

 

2. RIGHTS: Must know owners of both the master & publishing details.  Before submitting material, 

secure contact details and pro affiliates of all writers. 

 

3. TARGETS: Your music must compliment the music supervisor’s needs. (i.e. don’t send hip hop if 

they are primarily looking for and use classical music) Research your targets and find out 

specifically what they are looking for. 

 

4. ASSETS: Have instrumentals and WAVS ready.  Have these prepared ahead of time in case they 

are urgently needed. 

 

5. METADATA: Contact details etc.  What other artists does the song sound like?   When does the 

chorus come in?   Who is the publisher?  What are the publishing splits?  Year song was released?  

Fill in all pertinent information. 

 

6. PATIENCE: Can be from 3 months to longer once a synch has locked.  Don’t be pushy  on contracts 

and payments. 

 

7. MOMENTUM: Take advantage of your synch with social media.  But wait until it has locked/aired.  

Then reach out to your fan base and let them know. 

 

8. SPEED: Must be able to turn things around ASAP.  Again, have your assets ready.   

 

9. REPUTATION: Be easy to work with, cooperative, nice, not to pushy, delicate balance. 

 

10. NO FORMULA: No guarantees for anything, especially an actual request or even a request locking.  

Until the spot has aired, you don’t know what’s going to happen.   
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4.5 Famous Music Supervisors 

4.5.1 Lindsay Wolfington 

 
Lindsay Wolfington started a music supervisor through an unpaid 

internship.20 She worked as a coordinator for Jennifer Pyken & 

Madonna Wade-Reed, 2 music supervisors who worked on 

Smalville21. They got hired for the first season of One Tree Hill and 

Lindsay stayed on the show for 8 more seasons with her company 

Lone Wolf Music. One Tree Hill used amazing music. The show was 

all about finding the rights songs for each scene. The only pressure 

Lindsay had was to remain true to the sound of the show and to take 

some risks, which really improved the show in general.  The process 

for one episode was about 3 weeks. She sends music to the editors 

based on the script. Next, they had a meeting with the composer, 

music editor and Mark Schwahn, and they decided which song they would use and which scenes they 

would score. Afterwards, Lindsay had one week to clear the songs with the labels and publishers before 

the episode got mixed.  

 

Lindsay’s view on music supervision:  

- The song has to work in a scene (most important part)  

- The producer has to like the song (he is the decision maker)  

- You have to get permission from record labels and publishers for each song & agree on a fee 

within a very limited time span 

- You have to stick to a certain budget for each episode. By using smaller, independent artists who 

don’t cost that much, you introduce the audience to new talent they don’t get to hear on the 

radio.  

- A scene with the same edit & dialogue can change a lot by the music you use. If you play a song 

that’s too slow, the scene seems slow. If you play a song that’s too fast, it feels like the characters 

are talking too fast.  

 

                                                                 
20 http://getinmedia.com/articles/film-tv-careers/handpicked-lindsay-wolfington  
21 http://www.oth-music.com/exclusives.html  

http://getinmedia.com/articles/film-tv-careers/handpicked-lindsay-wolfington
http://www.oth-music.com/exclusives.html
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4.5.2 Alexandra Patsavas 

 

Alexandra Patsavas built an interesting resume as a music 

supervisor. Her most notable work includes Grey’s Anatomy, Mad 

Men, The O.C. and Gossip Girl. She’s one of the people who 

brought indie bands to mainstream- TV and music. Alexandra 

started in the mid- ‘90s, when music fans were replacing their 

cassettes with CDs. She moved to L.A. to work at a talent agency, 

but ended up at BMI in the film and TV department. That’s when 

she first came in contact with music supervision. One of her friends 

was directing his first movie ‘Caged Heat 3000’, which she 

coordinated as a music supervisor. After that Alexandra worked in 

over fifty Roger Corman B-movies, until she finally broke into 

television in 1999 with her own music company Chop Shop Music Supervision.  

 

She re-surfaced the trend of music promotion through television, especially on Grey’s Anatomy with Snow 

Patrol’s ‘Chasing Cars’ and The Fray’s  ‘How to Save a Life’, which both saw huge success after being 

futured in the show.22 Following this trend, The Beastie Boys’ single ‘Ch-Check It Out’ appeared on an 

episode of the O.C., before it was even officially released. Josch Schwartz, the creator of The O.C., hired 

her for Gossip Girl and Chuck after seeing the success she brought to the O.C. and the songs and artists 

featured in it. Her work on Gossip Girl brought in many New York-orientated bands and other popular 

songs.  

 

“Music supervision is about finding that signature sound”  

 

Alexandra tries to tell the story and not fight dialogue all the time. She has different lists of songs she 

wants to use. Whenever she reads a script, she might think about some songs, but when she actually sees 

the scene she can see what music might do to it. Silence is really understated, there’s something powerful 

about just letting the actors act sometimes.  

 

                                                                 
22 https://en.wikipedia.org/wiki/Alexandra_Patsavas 
 

https://en.wikipedia.org/wiki/Alexandra_Patsavas
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4.5.2.1 The Astronaut Wives Club   

The Astronaut Wives Club is a ‘60s period drama, but the show used contemporary music23. The 10-

episode drama was produced by Fake Empire and created by Stephanie Savage. Alexandra got the pilot 

script as well as the script for the entire show. Usually, you only get one script at a time. Because the show 

had limited episode, it’s interesting because you know what story the show is trying to tell. They used 

covers of ‘60s classic and classic ‘60s songs by contemporary artists. All the song on the show feel like 

they’re inspired by the ‘60s.  

 

4.5.2.2 The O.C. 

The O.C. started in 2003 and Alexandra came around on the eight episode. The creators, Josh Schwartz 

and Stephanie really loved indie music. Josh chose the music for the first seven episodes, mostly stuff 

from his iPod24. Some of the bands he reached out to were indie rock bands, because that ’s the only thing 

the show could afford. Josh even created the Bait Shop to bring more music into the story. It led to a lot 

of indie bands having their mainstream moments and it played a huge role in indie becoming the 

mainstream form of rock music. Alexandra used music she personally loved. It was not self-conscious at 

all. The music was just right for the kids and the story. The music business was also changing. The O.C. 

was one of the first shows that listed the songs every night. It took a lot of coordination to put the music 

on the site. Every time the show aired, Warner Bros posted a link to the music along with the description. 

For fans this became a great way to discover new music.  

 

                                                                 
23 http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-the-o-
c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/ 
24 http://www.huffingtonpost.com/2013/08/05/the-oc-music-moments_n_3704377.html 

http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-the-o-c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/
http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-the-o-c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/
http://www.huffingtonpost.com/2013/08/05/the-oc-music-moments_n_3704377.html


 34 

4.5.3 Budd Carr 

Budd Carr’s first music supervision gig was for the 1984 classic 

‘Terminator’, starring Arnold Schwarzenegger’25. He was 

working as a manager for the rock band Kansas, when he was 

recruited for the movie to assist James Cameron in finding 

music. The movie was relatively low-budget but they wanted 

to use songs from The Police and Prince. After clearing the 

songs, Budd found out that the movie didn’t have enough 

money to use the songs. From there on, he turned to 

developing artists and put them in the movie. Brad Fiedel 

composed most of the scores. As a result, the soundtrack is very synth-orientated and has an 80s feeling. 

Terminator was a surprise hit and Budd was quickly recruited for new movies.  

 

He supervised more than fifty movies since then, including Natural Born Killers, Heat, Dirty Dancing: 

Havana Nights, Any Given Sunday & Born on the Fourth of July. More recently, he supervised 50 episodes 

of Californication, a TV show about Hank Moody, a troubled writer who drags his friends and family down 

into a spiral of drugs, booze and woman.  

 

“I found my knowledge of negotiating was an asset to a film director and producer”  

 

The basic of music supervision lies in access and the ability to present ideas. That skill sprang from his 

background as an agent and manager. You negotiate with people who have ideas and creative desires. 

The most important thing a music supervisor can do is enable the writer, producer, or director to fully 

realize their music desires within the framework of their budget. At the end of the day, it’s not your 

picture, TV show, or video game, it’s their project. You shouldn’t be distracted from the storytelling and 

hopefully the music enhances that. 

 

 

                                                                 
25 Weiss, David; Adams, Ramsay; Hnatiuk, David. Music Supervision: The complete guide to Selecting Music 
for Movies, TV, Games, & New Media (pp. 9-10). Music Sales. Kindle Edition. 
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4.5.4 Joel Sill 

 
Joel is a legendary music supervisor who reshaped 

the way movie soundtracks are created.26 He has 

an impressive list of film music-supervision 

credits, starting with the groundbreaking movie 

‘Easy Rider’. From there on, he supervised motion 

pictures such as an Officer and a Gentleman, 48 

Hours, Flashdance, Purple Rain, Mad Max: 

Beyond, La Bamba, Forrest Gump and Terminator 

3: Rise of the Machine.  

 

 

 

“A bad soundtrack is made by bad ingredients, either the wrong mix of people making the project, the 

wrong mix of music, or both”.  

 

Joel worked at Dunhill Records as a producer and music publisher. Steppenwolf was one of their groups 

and Burt Schneider (a friend of Joel’s father) wanted to use ‘Born to Be Wild’ and ‘The Pusher’ in the movie 

‘Easy Rider’. Joel cleared the songs for minimal budget and the film and soundtrack became an enormous 

success.  Afterwards, the path for a career as a music supervisor laid wide open. If you look at the 

soundtracks from Forrest Gump and Easy Rider, you can see why Joel is so popular. They pretty much 

some up the American music history.  

 

 

 

 

 
 
 

                                                                 
26 Weiss, David; Adams, Ramsay; Hnatiuk, David. Music Supervision: The complete guide to Selecting Music 
for Movies, TV, Games, & New Media (p. 14). Music Sales. Kindle Edition.  
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4.5.5 Dave Jordan 

 
Dave Jordan is probably the most successful music 

supervisor ever. He has credits on over 40 movies, leading 

to more than $15,000,000,000 worldwide box office.27 He 

is the founder of Format Entertainment, a very successful 

music enterprise in Hollywood. Format brings together 

some of the top music supervisors, songwriters and 

producers in the film and television world, pioneering a 

cutting-edge approach to music supervision.28 His passion 

for music, entrepreneurial skills and ability to spot talent 

has led him to great success.  

 

As a music supervisor, Dave Jordan is known for his work on Marvel Movies like Avengers, Iron Man 1,2,3, 

Captain America, Transformers, Thor, The Incredible Hulk, Fantastic Four and Daredevil. He also 

supervised some famous comedy movies like Harold & Kumar and Dude Where’s My Car? Aside from 

music supervision, Format also has a successful publishing division in the Film, TV, gaming and advertising 

world.  

 

4.6 Music or Sound Effects Used in Media 

4.6.1 Score 

Original music created by a composer written specifically for a TV show, motion picture, commercial, video 

game, or other media projects.29 

 

4.6.2 Theme 

This is the ‘Signature’ piece of music. It’s usually a score.  

 

                                                                 
27 http://www.the-numbers.com/people/records/technical-roles/Music-Supervisor  
28 http://formatent.com/supervision/dave-jordan/  
 
29 Weiss, David; Adams, Ramsay; Hnatiuk, David. Music Supervision: The complete guide to Selecting 
Music for Movies, TV, Games, & New Media (p. 18-19). Music Sales. Kindle Edition. 
 

http://www.the-numbers.com/people/records/technical-roles/Music-Supervisor
http://formatent.com/supervision/dave-jordan/
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4.6.3 Background Music 

Background music is often a variation on the theme and sets a specific tone and style for the work. It’s not 

necessarily noticed by the viewer, but the absence would sure be noticed (piano playing in the 

background). Sometimes is an alternate arrangement of the film’s main theme or songs being licensed for 

theatrical use.  

 

4.6.4 Source 

Music with a visual connection to a source (radio, TV, headset) in the scene. 

 

4.6.5 Atmospheres 

Drones or ambient music that establish a mood or emotion and help set the scene.  

 

4.6.6 Sound Effects 

Explosions, bleeps, horns, barking dogs… in the scene that gives the viewer more clues and completes the 

motion picture that they’re seeing. Managing sound effects can be a large part of the music supervisor’s 

job.  

 

4.6.7 Natural Sound 

This is the sound that was actually recorded at the same time as the video or film (dialog).  

 

4.7 Music Supervisor Agreement 
THIS MUSIC SUPERVISOR WORK FOR HIRE AGREEMENT (“Agreement”) is made as of June 22, 2016, by 
and between White Noise Music Supervision, LLC, with an address at 1268 Myrtle Ave #2, New York, NY 
11221, USA (“you”) furnishing the music supervision services of Roeland Gijsens (“Supervisor”), and 
Classic Media Inc, LLC with an address at 85 5th Ave #6, New York, NY 10003 (“Company”).  You and 
Company are sometimes individually and collectively referred to herein as the “Party(ies).”  For good and 
valuable consideration, the receipt and sufficiency of which is hereby acknowledged by the Parties, the 
Parties hereby agree as follows: 
 
1. TERM: The term of this Agreement shall commence on June 22, 2016 and shall continue until the 

satisfactory completion of all of Supervisor’s services hereunder (the “Term”). 
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2. SERVICES: 
 

a. Company hereby engages you to render music supervision services in connection with the film 
tentatively entitled “Lysergic Acid Diethylamide” (the “Film”).  Supervisor’s responsibilities include 
presenting musical ideas, and the research and acquisition of all licensed music for the Film, and 
the negotiation and execution of all agreements relating to such licensed music, within Company’s 
Budget (as defined in paragraph 3 below).  During the Term, Supervisor’s services shall be non-
exclusive to Company. 

 
b. Company shall use its best efforts to grant you the sole and exclusive first option with respect to 

music supervision services in connection with any prequel, sequel, spin-off and/or other 
derivative work of or based on or related to the Film including, without limitation, any so-called 
“feature film” version of the Film, subject to your good faith negotiations with Company regarding 
your compensation therefor. 
 

3. BUDGET: 
 
 a. Company has approved a music licensing budget of Fifty-Thousand Dollars ($50,000.00) for the 

licensing of music for “All media in perpetuity for the World”, only with respect to up to three (3) 
music cues in the Film.  

 
 b. The Budget shall be inclusive of all licensing fees and/or other costs associated with the acquisition 

of music for use in the Film.  All such costs are to be approved by Company prior to you incurring 
any expenses.  All agreements shall be provided to Company for Company’s approval prior to 
submission to artists, labels and/or other music rights holders. 

 
4. OWNERSHIP: You hereby acknowledge and agree that Company will own exclusively all rights 

of any kind or nature now or hereafter known or existing in and to all results and proceeds of  the 
services performed by you (the “Work”) for exploitation by Company and Company’s licensees, 
successors and assigns throughout the universe in perpetuity in any and all manner or media now or 
hereafter known or devised and in all languages.  You hereby acknowledge and agree that for 
copyright purposes, the Work is a “work-for-hire” specifically commissioned by Company for use as 
part of a motion picture or other audiovisual work.  In the event that the Work or any part thereof is 
not or cannot be a “work-for-hire” as aforesaid, you hereby assign to Company, from inception of 
creation, all rights in and to the Work including, without limitation, all  copyrights therein, all to the 
full extent set forth above, for exploitation by Company and Company’s licensees, successors and 
assigns throughout the universe in perpetuity in any and all manner or media now or hereafter known 
or devised and in all languages.  Notwithstanding the generality of the foregoing, Company shall have 
the right to make any changes to the Work and you hereby acknowledge and agree that you shall not 
have any right of approval or consultation with respect to any such changes or with respect to any 
element of the production of the Film or any soundtrack album that may be produced in connection 
with the Film (the “Album”) and in connection therewith, you hereby waive any rights of droit moral 
or similar rights which you may have. 

 
5. NAME/VOICE/LIKENESS: You hereby grant Company and Company’s successors, licensees and 

assigns the right to use your name, voice, photograph, likeness and biography, in connection wi th the 
Film, the Album, if any, and the rights granted hereunder and in advertising and publicity in 
connection therewith, and to reproduce the same throughout the universe in perpetuity in any and 
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all manner of media now known or hereafter devised, provided that in no event shall you or 
Supervisor be depicted as endorsing a product or service without your prior written consent. 

 
6. COMPENSATION: In full and complete consideration for the full and faithful performance of all 

of your services pursuant to paragraph 2.a. hereof and all of your material obligations hereunder, and 
provided that you are not in default hereunder, Company shall pay you the following amounts (the 
“Compensation”): a fee of Ten Thousand and Five Hundred United States Dollars (US $10,500.00), 
payable as follows: (i) Seven Thousand United States Dollars (US $7,000.00) upon full execution 
hereof; and (ii) Three Thousand and Five Hundred Dollars United States Dollars (US $3,500.00) upon 
completion of licensing.   

 
7. EXPENSES:  All of your out-of-pocket expenses must be approved in advance by Company in writing.  

Company will not reimburse you for any expenses not accompanied by original receipts. 
 
8. CREDIT: Provided that you perform the services hereunder, Company shall accord Supervisor 

single card credit in the end titles, provided there are single cards in the end titles, otherwise in the 
end credits roll, on all positive prints of the Film, which credit shall read substantially as follows: 
“Music Supervisor:  Roeland Gijsens”. and which credit shall be included in all advertising (under 
Company’s control), including billing block solely at Company’s discretion. In the event an A lbum is 
produced and released in any format, Supervisor shall be credited as “Executive Producer”. All other 
aspects of the aforesaid credits including, without limitation, position, size and type, shall be in 
Company’s sole discretion. No inadvertent failure to comply with the foregoing credit provisions nor 
any failure by any third party to accord such credit will constitute a breach of this Agreement by 
Company and in connection therewith, you hereby waive any entitlement to injunctive or other 
equitable relief for any such non-compliance, and your sole remedy therefor shall be to seek damages, 
if any, in an action at law. 

 
9. TERMINATION: Company hereby reserves the right to discharge you for any reason at any time 

subject only to the obligation to pay to you any accrued and unpaid compensation.  Without limitation 
of the foregoing, this Agreement is subject to termination in the event of any incapacity or default by 
you or in the case of any suspension or postponement of production by reason of labor controversy, 
strike, act of nature, terrorism, governmental action, regulation, or decree, or for any other customary 
“force majeure” reason.  If Company discharges you for any reason other than a default by you, you 
shall receive the balance of the Compensation, if any, pursuant to paragraph 6 hereof, upon such 
discharge. 

   
10. WARRANTIES AND REPRESENTATIONS: 
 
 a. You jointly and severally warrant and represent the following: 
 

i. You have the full right, power, authority and legal capacity to enter into this Agreement and 
to perform all obligations hereunder; 

 
ii. You are not a party, whether directly or indirectly, to any agreement or understanding, 

whether oral or written, express or implied, exclusive or non-exclusive, which would prohibit 
or restrict any use hereunder of your services or of the results and proceeds thereof, in 
connection with the Film, if any, or which would otherwise interfere with your ability to 
perform services hereunder; 
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iii. To the extent of your contribution to the music, and except to the extent of any contribution 

based upon materials supplied by Company, the use of the music and/or other rights granted 
by rights holders for use in or in connection with the Film and/or the Album, if any, shall not 
infringe upon or violate any common law or statutory right of any third party including, 
without limitation, contractual rights, copyrights and right of privacy and for purposes of 
clarification in no event shall you be liable in the event that any third party makes any claim 
including, without limitation, a claim of copyright infringement, with respect to any music 
used in the Film for which you have obtained all necessary rights in the event that such rights 
were granted by an unauthorized party and you didn’t have any knowledge that such party 
was not authorized to grant such rights. 

 
iv. You shall indemnify and hold Company harmless from any and all damages, liabilities, costs, 

losses and expenses (including reasonable attorneys’ fees and costs) arising out of or 
connected with any claim, demand, or action arising out of or relating to any of the warranties 
or representations or made by you herein. 

 
 b. Company hereby warrants and represents the following: 

 
i. Company has the full right, power, authority and legal capacity to enter into this Agreement 

and to perform all obligations hereunder; 
 
ii. Company is not a party, whether directly or indirectly, to any agreement or understanding, 

whether oral or written, express or implied, exclusive or non-exclusive, which would interfere 
with Company’s ability to perform Company’s obligations hereunder; 

 
iii. To the extent of Company’s contribution to the music, and except to the extent of any 

contribution based upon materials supplied by you, the use of the music and and/or other 
rights granted by rights holders for use in or in connection with the Film and/or the Album, if 
any, and all other creative elements of or relating to the Film and/or the Album, if any, shall 
not infringe upon or violate any common law or statutory right of any third party including, 
without limitation, contractual rights, copyrights and right of privacy; 

 
iv. Company will not bind you to any agreements; and 

 
v. Company shall indemnify and hold you harmless from any and all damages, liabilities, costs, 

losses and expenses (including reasonable attorneys’ fees and costs) arising out of or 
connected with any claim, demand, or action arising out of or relating to any of the warranties 
or representations or made by Company herein. 

 
11. BREACH: In the event of any breach or alleged breach by Company, you hereby acknowledge and 

agree that the sole remedy will be an action at law for any accrued and unpaid Compensation and 
that in no event will you be entitled to equitable or injunctive relief. 
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12. ASSIGNMENT: Company may assign this Agreement and/or any or all of Company’s rights and/or 
obligations hereunder, provided that such assignee agrees in writing to assume Company’s obligations 
hereunder, and provided that if such assignment is to a party other than a major or mini -major studio, 
Company shall remain secondarily liable.  You shall not have the right to assign any of your rights or 
obligations hereunder. 

 
13. RELATIONSHIP OF THE PARTIES: Nothing contained herein shall constitute a partnership or a joint 

venture between the Parties.  You are hereby retained in the capacity of independent contractors and 
not as employees and you shall be responsible for the payment of any federal, state, or local taxes in 
connection with your compensation hereunder. 

 
14. MISCELLANEOUS: This Agreement contains the entire agreement and understanding between the 

Parties with respect to the subject matter hereof and supersedes any and all oral or written 
representations, arrangements and/or understandings. No change or modification of this Agreement 
will be binding upon any Party unless it is made by a written instrument and signed by the Parties.  A 
waiver by any Party of any provision of this Agreement in any instance shall not be deemed to waive 
such provision for the future.  All remedies, rights, undertakings, and obligations contained in this 
Agreement shall be cumulative and none of them shall be in limitation of any other remedy, right, 
undertaking, or obligation of any Party. Should any provision of this Agreement be determined to be 
void, it shall not affect the validity of any other provision of this Agreement.  This Agreement will be 
governed by, and construed in accordance with, the laws of the State of New York applicable to 
contracts entirely made and performed therein. 

 
15. NOTICES: All notices to be given to you hereunder and all payments to you hereunder shall be sent 

to you at the address first set forth above or at such other address as you shall designate in writing 
from time to time.  All notices to be given to Company hereunder shall be addressed to Company at 
the address first set forth above or at such other address as Company shall designate in writing from 
time to time.  All notices shall be in writing and shall either be served by personal delivery, or certified 
or registered mail, return receipt requested, all charges prepaid.  Notices shall be deemed given when 
personally delivered, three (3) business days following the mailing thereof except that notices of 
change of address shall be effective only after the actual receipt thereof.  

 
IN WITNESS WHEREOF, the Parties have executed this Agreement by their duly authorized representatives 
with full rights, power, and authority to enter into and perform this Agreement.  
 
ACCEPTED AND AGREED:    ACCEPTED AND AGREED: 
 
CLASSIC MEDIA INC, LLC     WHITE NOISE MUSIC SUPERVISION, LLC 
  
 
By: _______________________________  By: _________________________________ 

       Roeland Gijsens, Music Supervisor 
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4.8 Famous Composers 

4.8.1 Hans Zimmer 

Hans Zimmer is one of Hollywood’s most innovative music talents. He 

started out as a member of The Buggles and had a worldwide hit with 

‘Video Killed the Radio Star’.30 Hans entered the world of film music 

working on ‘My Beautiful Laundrette’. During these years, Zimmer 

pioneered the use of combining old and new musical  technologies, 

which earned him the reputation of being the father of integrating the 

electronical musical world with traditional orchestral arrangements.  

 

A turning point in his career came in 1988, when he scored ‘Rain Man’. 

The film won an Oscar for Best Picture of the Year. Afterwards, he 

scored The Lion King, which earned him an Academy Award for Best 

Original Score, a Golden Globe an American Music Award, a Tony and two Grammy Awards. The 

soundtrack sold over 15 million copies, an impressive achievement for a soundtrack. Some of his other 

scores include Pearl Harbor, The Ring, Hannibal, The Gladiator, The Last Samurai & The Dark Knight. 

Thanks to his scores, Hans Zimmer is the most successful film composer as up to date, with more than 

$25,000,000,000 box office worldwide.31 

 

4.8.2 John Williams 

 

John Williams scored more than 100 movies, including Jaws, the 7 

Star Wars films, E.T, Jurassic Park and the first three Harry Potter 

films.32 He was born in Queens, but moved to Los Angeles, where 

he became a movie studio musician. Working closely with Steven 

Spielberg, John scored almost all of Spielberg’s movies. He also 

composed the Star Wars soundtrack for George Lucas. The 

franchise had an incredible theme song.  

                                                                 
30 http://www.hans-zimmer.com/index.php?rub=bio  
31 http://www.the-numbers.com/person/182440401-Hans-Zimmer#tab=summary 
32 http://www.biography.com/people/john-williams-9532526  

http://www.hans-zimmer.com/index.php?rub=bio
http://www.the-numbers.com/person/182440401-Hans-Zimmer#tab=summary
http://www.biography.com/people/john-williams-9532526
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“I developed from very early on a habit of writing something every day, good or bad.”  

 

John Williams is known for writing soaring scores that often feature recurring musical motives. Although 

he mostly composed film scores, he also wrote concert pieces and the theme song for several Olympic 

Games. He received 4 Oscars, 3 Emmy Awards and more than 20 Grammy Awards,  leading to more than 

$20,000,000,000 box office worldwide.33 

 

4.8.3 James Newton Howard 

 
James Newton Howard scored over 100 films, including The Fugitive, Pretty 

Woman, Batman Begins and The Hunger Games series.34 After graduating from 

college, James worked as a session musician for Diana Ross, Ringo Starr, and 

Harry Nilsson. In 1975, he joined Elton John’s band and went on tour. James 

also worked as a songwriter and producer for Cher, Earth Wind & Fire, Rickie 

Lee Jones, Rod Steward and Barbra Streisand. He received an Emmy Award for 

the TV show Gideon’s Crossings and a Grammy Award for The Dark Knight. His 

high-profile film work led to more than $15,000,000,000 box office 

worldwide.35 

 

4.9 Music Licensing Companies 
Getting placements for your music can be a difficult task if you have no expertise in licensing. There are 

so many different music genres and projects. You need to do a little research before pitching your music 

to the wrong person and fucking up your relationship with them. Luckily, there are different companies 

who occupy themselves with music licensing, either music libraries or pitching companies.  

 

4.9.1 Killer Tracks  

Killer Tracks is a music library with pre-cleared music for film, television, and interactive media. They offer 

music genres for different moods and have an easy navigation system on their website. When you need 

to have quick music for one of your projects, this is definitely one of the best solutions.  

                                                                 
33 http://www.the-numbers.com/person/199650401-John-Williams#tab=summary  
34 http://www.allmusic.com/artist/james-newton-howard-mn0000786126/biography  
35 http://www.the-numbers.com/person/199110401-James-Newton-Howard#tab=summary  

http://www.the-numbers.com/person/199650401-John-Williams#tab=summary
http://www.allmusic.com/artist/james-newton-howard-mn0000786126/biography
http://www.the-numbers.com/person/199110401-James-Newton-Howard#tab=summary
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4.9.2 YouLicense 

YouLicense is an online music licensing marketplace. Artists can upload their music online and offer 

licenses for sale. It enables them to do business directly with those seeking musical content. The website 

uses a unique search engine and standardized contracts that allow a quick and easy process.  

 

4.9.3 Music Dealers 

Music Dealers is a music licensing company that connects quality artists from all over the world with 

leading brands, networks, advertising agencies, film production houses and gaming companies. They have 

an immense catalog of pre-cleared, independent music. To ensure the quality of the music, they review, 

categorize and tag each song. The Discovery Tool function on the website ensures that clients can search 

for specific music needs.  

 

4.9.4 Fine Gold Music 

Fine Gold Music is a licensing company who represents a large group of labels, publishers and artists. They 

represent every genre, from old Billboard hits to today’s cutting edge. They maintain relationships with 

supervisors and pitch them music for their searches.  

 

4.9.5 Jamendo PRO 

Jamendo was founded in Luxembourg in 2004 with the idea that all artists should have the chance to share 

their music easily and be heard by a greater number of people around the world. It’s primarily a place 

where musicians and music lovers from all over the world connect. In order to answer the needs of 

professionals searching for any style of music to be used in a film, a TV program, a commercial, an online 

video or as background music for commercial space, Jamendo launched ‘Licensing Marketpace’. Artists 

can license their music at a fair price with all rights included.  

 

4.9.6 LicenseQuote 

LicenseQuote is a music licensing solution software for independent artists, publishers, labels, catalogs 

and libraries to license their compositions and music recordings directly from their own websites while 

keeping 100% of the sales revenues. The website gives full control over every possible licensing type and 

pricing scenario.  
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5. Glossary 

5.1 Ad Cards 
Ad cards are very specific to the network where a show is broadcasted. It’s an opportunity for bands to 

get a shout-out at the end of the show. 1 card is 10 seconds; 3 cards is 21 seconds. There’s a limit to the 

number of cards you can give per episode. It’s basically an advertisement for the artist’s new song or 

album and is tied to the episode/show where the song was used. In exchange for the ad card, labels want 

to give a discount on the master fee.  

 

5.2 Most Favored Nation Clause 
When each party grants an approval, they can set the fee for their share. A common practice for co-

publishers is to set their fees on a Most Favored Nation base.36 This means that each party receives an 

equal fee, pro rate to their share of the song. Sometimes this clause also i ncludes the owner of the master 

recording, so that the record company and the publisher(s) receive an equal share.  

 

5.3 Blanket License  
A blanket license allows a user (radio, TV station…) to perform any works in the ASCAP or BMI repertory 

during the term of the license (max 5 years) for a specific negotiated fee.37 This unlimited access includes 

all of the past works of the writer and publishers members or affiliates, as well as the works written by 

members or affiliates during the entire term of the l icense agreement with ASCAP or BMI. This license 

also covers the works of foreign societies.  

 

The blanket license allows users to perform copyrighted works from writers and publishers without 

worrying about infringement claims, keeping track of what is performed or the identities of the correct 

parties who need to be paid. 

 

                                                                 
36 Music Publishing, The Complete Guide, pg. 60 
37 Music, Money and Success, pg 313 
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5.4 Per Program License  
A per-program license is when a station pays a license fee for each program using ASCAP or BMI music 

that is not otherwise licensed directly or at source.38 They also pay an incidental fee for music uses not 

contained in specific programs and ambient uses in local news programs.  

 

5.5 Jingle 
A jingle is a short musical piece, designed to elicit a response, facilitate an emotion, instill an idea, and/or 

raise the overall profile of an institution, organization, or product.39  

 

5.6 Perpetuity 
Perpetuity means forever. Before the digital era aroused, many companies only settled for ‘On air’ 

performances. They didn’t ask for ‘all media rights in perpetuity’ and didn’t anticipate on the Internet, 

home video or streaming rights. Therefore, many shows had to change their original songs when they 

wanted to release it on DVD. Artists can bargain for a much higher price if the show was successful, leaving 

the companies with no other choice than replacing the music for cheaper alternatives.  

 

6. TV-Shows 
A music supervisor sometimes wants to use a popular or a recognizable song in a production to add a 

specific flavor to the scene or because of the secondary meaning attached to it. Movies that take place in 

a certain time period may want to use music from that era or music influenced by that era. Certain song 

lyrics can also be used as a substitute for dialogue to convey a message left unspoken by the characters. 

A nightclub scene may have a band or recording playing in the background with the actors dancing on 

screen. These are all possibilities that can make or break a scene. If you use a song that’s too slow, 

suddenly the scene may seem slow. If you use a song that’s too fast, it seems like the characters are 

speeding things up. In the next few chapters, I’m giving examples of television shows, movies, 

commercials etc. where the music supervisor did a great job.  

 

                                                                 
38 Music, Money and Succes, pg 313 
39 JingleMoney: The Musician’s Giude to Making Hundreds of Thousands of Dollars, pg  
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6.1 The Sopranos 

 
 
6.1.1Paparazzi (Instrumental) – Xzibit (Season 1, Episode 6) 

The last scene of the episode where Tony Soprano and the rest of the Capo’s are toasting to Jr Soprano 

being the new boss. The waiters pouring the drinks are actually undercover FBI agents and take pictures 

of everyone at the meeting. The episode ends with a shot of a memo board with pictures of all the 

mobsters.  

 

The original Paparazzi song has hip-hop lyrics, but because they use an instrumental version, this scene is 

probably one of the most classic scenes of the Sopranos. The clicking sound of photographs at the 

beginning of the song are perfectly align with the undercover waiters taking pictures.  

 

6.1.2 Don’t Stop Believin’ – Journey (Season 6, Episode 21) 

Final scene of the Sopranos. Tony is waiting at a diner for his family. He’s flipping through the jukebox and 

put’s on Don’t Stop Believing. Carmella, Anthony and Meadow enter the diner and they eat.  

 

Tony’s flipping through the jukebox and it’s almost like the soundtrack of his life, because he sees various 

songs. Don’t Stop Believin’ is a really good rock ‘n’ roll song. The music sets the timing and the rhy thm of 

the scene. When Carmela enters the lyrics say: “Just a small town girl livin’ in a lonely world, she took the 

midnight train goin’ anywhere.” Afterwards they talk about Tony: “Just a city boy”. The song described 

their lives perfectly. They took the midnight train (dark train) a long time ago and were looking for 

something they couldn’t find.  

 



 48 

6.2 Breaking Bad 

 
 
6.2.1 Baby Blue – Badfinger (Season 5, Episode 16) 

Final Scene of the show. After a life of crime, Walter finally collapses in the lab whe n the police arrive. 

 
Baby Blue is an obscure power pop number that was a hit back in the day. It’s the perfect song to end the 

show with. The title has an obvious double meaning (Baby Blue, referring to Walt’s blue meth) and it 

perfectly reflects Walt’s mindset: ‘Guess I got what I deserved’. The song’s melancholy content is 

propelled by uplifting and catchy power pop chords just as the tragedy of Walt’s death is countered by all 

his triumphs.  

 

6.3 Orange Is the New Black  

 
6.3.1 Sunday Morning – The Velvet Underground (Season 1, Episode 5) 

It’s Sunday morning. The prisoners wake up and eat breakfast. Piper is trying to enjoy the beautiful 

morning and takes a walk in the prison yard.  

 

This is song is a perfect example of a substitute for dialogue. Even though there’s no dialogue, the lyrics 

of the song assume it’s a Sunday morning and there’s no reason to think otherwise. As the prisoners wake 

up, you immediately want to grab a cup of coffee and eat a bagel.  
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6.4 Friday Night Lights  

 
 
6.4.1 Remember Me as a Time of Day – Explosions in the Sky (Season 1, Episode 1)  

The episode begins and we are introduced to several main characters of the show.  

 

This track creates an emotional mood. As we are introduced to the main characters, we  feel like they all 

have a great story to tell. The show uses a lot of music from Explosions in the Sky. Since they are a post-

rock band who only make instrumental tracks, the music doesn’t interfere with voice overs. The band is 

also from Austin, which is an advantage for the show. The show takes place in the fictional city of Dillon, 

which is located in the state Texas. Opening the first episode with music from a local band is a great 

strategy to market your show. During the episode, the song gets played multiple times. Perhaps the most 

emotional scene is the ending scene of the episode. Jason Street, the quarterback of the team gets fouled 

really hard during the game. He can’t get back on his feet and is taken to the hospital. After the Panthers 

game, the team comes to the hospital to check up on Jason. Nobody knows what’s going to happen with 

him and a lot of people are crying. This song makes you want to cry, knowing that life is short. Take nothing 

for granted, because every day could be your last.  

 

6.4.2 Nine Thou (Superstars Remix) – Styles Beyond (Season 1, Episode 1) 

Coach Taylor gives instructions to his team in the Panthers dressing room. The first game of the season is 

about to start. The team goes out there on the field and scores their first touchdown. 

 

This song is really aggressive and is also used in the soundtrack of Need For Speed Most Wanted. The 

aggressiveness of the song is perfect for an action scene. The Panthers are playing a serious game, so the 

music needs to create that kind of mood.  
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6.4.3 Devil Town – Tony Lucca (Season 1, Episode 22) 

After the Dillon Panthers win the State Championship, they are paraded through town as conquering 

heroes.  

 

Instead of choosing for a triumphant fanfare song, we get ‘Devil Town’. The lyrics are very dark (“All my 

friends are vampires in a devil town”) and hint to the parasitic worship of the football players. Everybody 

in Dillon is obsessed with football and sometimes this creates troubles.  

 

6.5 The OC 

 
A lot of shows use music well without actually launching careers. One thing that makes The O.C. different 

is the extra mile the producers of the show went to ensure that their audience knows what they’re 

experiencing. They listed the songs they’ve used on the official O.C. website and some acts even got their 

album covers flashed on the screen at the end of the show (ad cards).  

 

6.5.1 Into Dust – Mazzy Star 

6.5.1.1 Season 1, Episode 1 

Ryan sees Marissa being driven home and dumped outside her house by a drunken  Summer. Ryan 

romantically carries her to the pool house.  

 

This track is very romantic. During the show, Marissa and Ryan are super attracted to each other. When 

there’s a key moment in their relationship, this track gets played in the background. If the music supervisor 

chose for a non-romantic song, the vibe of this scene would be totally different and wouldn’t work as well. 

By using a leitmotif for their relationship, you can easily flash back to other important moments. It works 

the same way in Star Wars and Lord of the Rings. They use leitmotifs for characters and important 

relationships.  
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6.5.1.2 Season 1, Episode 7 

Marissa took some painkillers and blacked-out. Ryan finds Marissa in the alley, picks her up and carries 

her out while Seth and Summer look on.  

 

As like in the first episode this song gets played when there’s an important moment in the relationship of 

Marissa and Ryan. Although this scene is supposed to be very tragic, the song makes it kind of romantic. 

When you hear the song, you immediately look back to the first episode where Ryan carries Marissa to 

the pool house. It’s like as if Ryan is always there for her when something bad happens.  

 

6.5.2 Honey and the Moon – Joseph Arthur 

The morning after the party, Ryan is driven back to Chino. When they pull off, Marissa stands on the corner 

waiting to go to school. This scene appears again as a flashback in later episodes.  

 

In this case, a soft folky track is perfect. It’s important that the music is not too fast, since this scene comes 

back in later episodes as a flashback. You want to create the feeling that there’s something important 

going on that you need to remember.  

 

6.5.3 Hallelujah – Jeff Buckley 

6.5.3.1 Season 1, Episode 2 

Marissa and Ryan are at the model home. They share feelings for each other. Marissa offers to stay, but 

Ryan tells her to go.  

 

This track is a very popular track and is used in a lot of movies and TV shows. It’s also commonly used at 

funerals and creates a kind of dramatic mood. Whenever there’s something bad going on, this track gets 

played in The OC.  

 

6.5.3.2 Season 1, Episode 27 

Ryan leaves Orange County to help Theresa raising the baby. As they leave, Marissa is waiting to go to her 

new home and Seth sails out to who knows where.  

 
Just like the song ‘Into Dust’, ‘Hallelujah’ is used as a leitmotif for Ryan and Marissa. The song creates a 

dramatic mood and Ryan drives away from Orange County, you feel a sudden urge to cry.  
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6.5.3.3 Hallelujah – Imogen Heap (Season 3, Episode 25) 

Marissa gets hit by a car and dies in the accident. Ryan carries her out of the vehicle and they have their 

final farewell.  

 

Again, this song is used as a leitmotif for Ryan and Marissa’s relationship. Even though they were lo nger 

apart than they were together, there was always an electrical feeling between them. This song creates a 

very dramatic mood and makes you cry. There is no happily ever after for them.  

 

6.5.4 Sing Sing Sing (With a Swing) – James Horner (Season 1, Episode 3) 

Vegas Night at the Club. Seth blows on Summer’s dice, Ryan’s mum tries to keep off the drinks and Sandy 

finds out about Kirsten’s loan to Jimmy.  

 

For a Vegas Night, you need a fast song. You need to have the impression that there are multiple things 

going on. A swing song works perfectly in this case. Our characters are playing the dices and they need to 

keep their senses sharp. It creates a mood as if they were being chased by someone.  

 

The master use and sync licensing for this track was probably really expensive. James Horner is an 

American composer who wrote the scores for Avatar and Titanic, the number one and two on the all-time 

box office chart40.  

 

6.5.5 More Bounce in California – Soul Kid #1 (Season 1, Episode 6) 

The scene starts with a few shots of the beach. Ryan and Seth are riding along the boardwalk. Marissa & 

summer get burritos when they run into each other. Ryan asks Marissa to Caleb’s birthday party but Luke 

asked her first.  

 

This song is perfect for a beach scene. Orange County (The OC) is located in California, so the lyrics of the 

song are very literally and create a kind of summery, cool vibe. You immediately which you were in 

California enjoying the warm weather. 

 

                                                                 
40 http://www.boxofficemojo.com/alltime/world/  

http://www.boxofficemojo.com/alltime/world/
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6.5.6 Out of Control – The Chemical Brothers (Season 1, Episode 7) 

Luke is drinking heavily and dances with Holly in a club in Tijuana. Ryan, Marissa, Seth and Summer arrive 

at the bar and drink some shots. Marissa sees Luke and Holly making out on the dancefloor and runs away.  

 

This song makes you want to get up from your chair and dance all night long. It’s perfect for a club scene 

where people are drinking heavily and partying. The lyrics “Outta Control” are in this case very literally, 

but it works. All those people on the dancefloor just want to go Outta Control  and party until the morning 

light.  Marissa wants to forget that here parents are getting a divorce and wants to enjoy herself.  

 

6.5.7 Dice – Finley Quaye & Berth Orton (Season 1, Episode 14) 

It’s New Year’s Eve. Ryan runs up the stairs at the Four Season hotel to find Marissa. They kiss on the 

stroke of midnight. Sandy and Kirsten get ready for bed, Seth is with Anna in his room and Summer kisses 

someone at the penthouse party.  

 

This is a classic OC scene. The song is slow, but has a cool vibe going on. Whenever there is an important 

moment in the relationship of Marissa and Ryan, the music has to correspond with that, as it will live on 

for a long, long time. Good music supervision from Alexandra Patsavas on this scene. Whenever you hear 

this song after you haven’t watched the show for some time, it immediately draws you back to this scene. 

That’s wat good music supervision is all about.  

 

6.5.8 Born Too Slow – The Crystal Method  

Marissa and Summer are invited to a birthday party in L.A. They arrive with Ryan and Seth at the Luna 

Chicks Club.  

 

The breakbeats and the aggressive guitar really drives you into the scene. It’s perfect for an L.A. party 

hosted at a strip club. This song is also featured on the Need for Speed Underground Soundtrack. It would 

play whenever there was a tough race going on in the game.  
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6.5.9 Ch-Chek It Out – The Beastie Boys (Season 1, Episode 24) 

Seth, Ryan, Jimmy, Sandy and Caleb arrive in Vegas and go to the Hard Rock Casino  

 

When you make an episode where the characters are going to Vegas, you need music that can generate 

the Vegas feeling. This song starts with a breakbeat, and as we see multiples quick shots from Vegas, the 

lyrics are perfectly in align with the scene. ‘Ch-Ch-Ch-Ch-Check It Out’, Vegas is certainly a place worth 

checking out. What’s also quite remarkable is that when the episode was first aired on television, this 

single was not officially release yet, so the audience of the show got to hear the new  Beastie Boys single 

before anybody else did.  

 

6.5.10 Streamside – The Album Leaf (Season 2, Episode 12) 

Julie tricks Marissa into having dinner with her by taking her phone away. Sandy and Rebecca are walking 

on the beach and grieving about Max’s death.  

 

The emotional charge of this song makes you want to cry. Even though you’ve never met Max, you can’t 

help but feel sorry for Sandy and Rebecca. Everybody has lost an acquaintance or a family member and 

this song reminds you of your loss.  

 

6.5.11 Legendary – Lou Barlow (Season 2, Episode 18) 

Marissa moves in with the Cohens for a few days. When Ryan and Marissa can’t sleep they meet in the 

kitchen. They talk and almost have a moment. Later Marissa gives Trey the tea set auction money and 

finds Ryan by the pool.  

 

This a very emotional song. “I know you’ve given all that you could give to me. I know there’ll come a day 

I understand. Until then I’ll be trying to solve your mystery. Wonder why I couldn’t make you stay”. The 

lyrics sum up Ryan and Marissa’s relationship. They are always attracted to each other and feel electrified, 

but whenever one of them takes the next step, everything goes wrong.  
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6.5.12 For the Widows in Paradise, for the Fatherless in Ypsilanti – Sufjan Stevens (Season 3, 

Episode 15) 

This song plays at Johnny’s funeral on the beach and in the end of the episode when Marissa is crying in 

her bedroom as she holds Johnny’s necklace.  

 

Sufjan Stevens is known for his folky emotional songs. As the lyrics go: ”Morning comes in paradise, 

morning comes in light” you feel sorry for Johnny’s unfortunate death. You also know that wherever he 

goes, he will be fine. Morning comes in paradise.  

 

6.6 One Tree Hill 

 
6.6.1 Huddle Formation – The Go! Team (Season 3, Episode 14) 

The Ravens cheerleading team is performing an important cheerleading contest. As Peyton messes the 

dance up because she’s still drunk, Brooke starts a goofy dance that results in everybody getting on stage 

and just having a good time.  

 

This song has a quirky vibe to it, but as Brooke starts that goofy dance, you cannot but smile and realize 

there’s no better song that fits than this one.   

 

6.6.2 Baby I’m Gonna Leave You – Led Zeppelin (Season 3, Epsiode 22) 

Rachel and Cooper crash their limo into a river. Nathan dives into the river to save them and Haley is 

screaming her head off.  

 

This was one of the first times a Led Zeppelin song had been licensed for network television. The chaotic 

guitar chords and the shrieking of Robert Plant make it an unforgettable season ending. This scene would 

definitely not have the same effect without this song.  
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6.6.3 Always Love – Nada Surf (Season 3, Episode 3) 

Lucas and Haley are writing their predictions of what’s going to happen in the new school year. Brooke 

has been writing letters to Lucas all summer. Peyton talks about her problems on her webcam. Nathan 

stands up for Haley at school and gently puts his hand on her back.  

 
One Tree Hill doesn’t use leitmotifs in the show, but this song comes close. It’s used multiple times 

throughout the series, but this one is the most memorable. As we hear ‘Always love, hate will get you 

every time’, we see the characters fighting against their problems. Nathan and Haley have been through 

a lot, but they’re willing to leave the past behind them and move on.  

 
6.6.4 Non Believer – La Rocca (Season 4, Episode 10) 

Lucas has a stroke and is in a sort of in between place. He has an encounter with Keith and they talk about 

who tried to kill him. As Lucas gets convinced Jimmy didn’t kill Keith, he wonders who did. Keith tells Lucas 

to open his eyes and in the final seconds of the scene, Lucas wakes up.  

 
This is a unique song that marks for a powerful scene. As Lucas doesn’t believe Jimmy killed Keith, the 

lyrics go: “Cause I’m a Non-believer”. The somber violin chords mixed with the upbeat “Do-do-do do-doo” 

makes this a moment to hold on to for the rest of the show.  

 
6.6.5 Within You – Ray LaMontagne (Season 4, Episode 21) 

Slow motion montage of the characters as they hang out one last time in the place where it all started. 

Everybody is going away for collage.  

 
The horns in this song just give you goosebumps. You take a trip down memory lane and think about your 

final days in high school. Even though it’s only the beginning of something greater, back then, it was an 

important, life changing moment.  

 
6.6.6 Heartbeats – Jose Gonzalez (Season 4, Episode 9) 

The Ravens finally take the state championship title. Whitey is extremely happy, Nathan and Haley are 

having a moment and Lucas finally makes his move on Peyton.  

 
This song is a cover and is originally written by The Knife. The acoustic guitar creates a memorable music 

moment as it reflects joy and positive feelings.  
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6.6.7 Bust a Move – Young MC (Season 6, Episode 14) 

Nathan and Chase are doing a karaoke on stage while they try to sing the song. Jamie and his friend 

André are at home, also singing the song.  

 
This song has amazing lyrics and as we see the characters freestyling on this song, you get the urge to 

start singing along.  

7. Movies 

7.1 Manhunter 

7.1.1 In-a-gadda-da-vida – Iron Butterfly 

 
FBI employers try to get Hannibal Lector to help them track down a serial 

killer. In this scene, they gather around the house of the serial killer, where 

he is ready to kill his next victim. Iron Butterfly comes out of the stereo and 

right before the drum solo kicks in, we hear the sound of breaking glass. A 

gunfight breaks out as the FBI tries to invade the house and at the end, the 

serial killer gets shot. In-a-gadda-da-vida is a very psychedelic song, which 

creates a scary atmosphere in this scene.  

 

 

7.2 Terminator 

7.2.1 Police Station & Escape from Police Station – Brad Fiedel 

Brad Fiedel composed this song for the movie. Sarah Connor is haunted by the 

Terminator, an evil Robot who wants to kill her. She hides at the police station, 

where she thinks she is safe. The Terminator kills all the police agents who 

come in his way and Sarah tries to escape with the help of Kyle Reese, a human 

who travelled from the future to save her from getting killed by the 

Terminator. As they try to escape, we hear fast arpeggio’s on a synthesizer, 

speeding the scene up.  
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7.3 Drive 

7.3.1 Nightcall – Kavinsky 

 
Drive is a neo-noir movie that is heavily 

influenced by the Grimm’s Fairy Tales. Boy 

meets girl, boy saves girl from evil but doesn’t 

have the happy afterlife. During this scene, we 

see a snapshot of Los Angeles and the main 

character who drives through the city. The song 

creates a slow motion vibe and adds heavily to 

the neo-noir theme.  

 

 

7.4 Fight Club  

7.4.1 Where Is My Mind – The Pixies 

 
Fight Club is a neo-noir drama film starring Brad Pitt and Edward 

Norton. Norton plays the unnamed protagonist who is 

discontented with his job. He forms a fight club with Tyler 

Durden (Brad Pitt) and they are joined by men who also want to 

fight recreationally. During the movie, we find out that Tyler and 

Norton are actually one and the same person. Everybody has 

some masculinity in them and everybody is afraid of something. 

In the ending scene we see Norton and Marla Singer (Bonham 

Carter) surrounded by collapsing buildings. We are unclear if 

they survived or not. Where Is My Mind is a great song to use in 

the ending scene. It’s a little obvious, because Norton played a 

delusional man in the movie, but it works nonetheless.  
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7.5 Trainspotting 

7.5.1 Perfect Day – Lou Reed 

 
Trainspotting is a British black comedy film. The story follows a 

group of heroin addicts in the late 1980s in an economically 

depressed area of Edinburgh and their passage through life. In this 

scene, Renton overdosed on heroin and he is taken to the hospital. 

Perfect day is calm, disturbing and scary all at once. Lou Reed was 

a heroin addict himself, so this song is kind of like the soundtrack 

of heroin.  

 

7.6 Lords of Dogtown 

7.6.1 Fire – Jimi Jendrix 

 
Lords of Dogtown follows a group of young skateboarders in the Venice Beach 

area in California during the early 1970s. In this scene, Emile Hirsch is shirtless 

and performs some kind of mating dance in attempt to hit on Kathy. His tribal 

moves are accompanied by the purple haze master of the electric guitar and we 

feel like he knows how to spark a ‘Fire’ in Kathy, just like Jimi Hendrix would do.  

 

 

7.7 Human Traffic 

7.7.1 Build It Up, Tear It Down – Fatboy Slim 

 
Human Traffic is a British film that explores themes of coming of age, drug and 

club cultures. It’s a great description of your typical raver’s weekend. As the 

movie opens, we hear ‘Build It Up, Tear It Down’ and footage from people 

spreading the love at street raves and clubs is shown. It gets you ready to party 

like it’s 1999.  
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8. Documentaries 
Documentaries can roughly be divided in 2 categories: Music documentaries and other documentaries. 

Music documentaries focus on an artist, a festival, a musical movement… They have music as a primary 

focus and therefore, music supervision is easier. They mostly use songs from the artists / festivals / musical 

movement, so it’s almost like a best off. Other documentaries don’t have music as a primary focus. The 

music supervisor can experiment a little bit and can either license tracks or request a composer to score 

tracks. Some soundtracks can make or break a documentary. Koyaanisqatsi is the perfect example. It’s a 

silent documentary about life on planet earth and the music just drives you into it.  

 

8.1 Music Documentaries  

8.1.1 Woodstock 

 
The Woodstock documentary takes a look at the 

Woodstock Music & Arts Festival held in Bethel, NY, 

in 1969. We are guided from preparation through 

cleanup, with historic access to insiders, concert 

footage and portraits of the concertgoers.  

Negative and positive aspects are shown, from 

drug use by performers to naked fans sliding in the 

mud; from the collapse of the fences by the 

unexpected hordes to the arrival of National Guard 

helicopters with food and medical assistance. The documentary covers the three -day music festival that 

symbolized the late 1960s in terms of musical, social and political ideology of the era.  

 

All the music used in the documentary is either live footage from artist like Alvin Lee (Ten Years After), 

Jimi Hendrix, The Who, Joe Cocker, Santana etc. or songs used by artists who also performed on the 

festival. The movie did big box office business and the soundtrack release of the documentary sold millions 

of copies. As a music supervisor, you don’t have much room to improvise. You can’t choose music from  

artists who didn’t perform on the festival and you can’t change the live footage from the  movie. Therefore, 

the music that did get selected almost feels like a best off the 1960s.  
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8.1.2 Dig! 

 
Dig! is a documentary compiled from seven years that contrasts the 

developing careers and love-hate relationship of The Dandy Warhols 

and The Brian Jonestown Massacre and their front men Courtney 

Taylor and Anton Newcombe. We see their gigs and recordings, 

arrests and death threats, uppers and downers and ultimately their 

chance at success and how each one handles it.  

 

The music used in the documentary is either compiled live footage 

from The Dandy Warhols and The Brian Jonestown Massacre or key 

songs in their careers. As a music supervisor, there’s not much to do.  

You can only use music from those 2 bands, so that makes is easy.  

 

8.1.3 Our Vinyl Weighs a Ton 

 
Our Vinyl Weighs a Ton is a documentary about Stones Throw 

Records, a hip hop label whose name has become synonymous 

with groundbreaking experimental music. Under the guidance of 

founder Chris Manak (Peanut Butter Wolf), it became a 

tastemaker with soul, psych, and electro releases. The 

documentary tells the story from the perspective of the artists 

who helped it become the universally respected name it is today.  

 

The soundtrack of this documentary consists of Madlib, J Dilla, 

Quasimoto, etc. and can be described as a best-off album from 

Stones Throw Records. As a music supervisor, there’s again not 

much room for improvising. You are bound to the artists who 

recorded for Stones Throw Records.  
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8.2 Other Documentaries 

8.2.1 Koyaanisqatsi 

 
Koyaanisqatsi is an experimental cult film that consists primarily of slow 

motion and time-lapse footage of cities and many natural landscapes across 

the United States. It is a silent movie and the word Koyaanisqatsi means 

‘unbalanced life’. The film is the first one of a trilogy that focuses on different 

aspects of the relationships between humans, nature, and technology.  

 

The music supervisor could have chosen for licensed tracks, but instead 

Philip Glass scored the film’s soundtrack. The music is just wonderful as we 

take a moment to think about our life on planet earth and all the things we 

could have done better. The soundtrack became so popular that the Philip Glass Ensemble has toured the 

world to play the Koyaanisqatsi music live in front of the movie screen.  

 

8.2.2 The Black Panthers: Vanguard of the Revolution 

 
Vanguard of the Revolution is documentary that combines archival footage 

and interviews with surviving Panthers and FBI agents to tell the story of the 

revolutionary black organization ‘Black Panther Party’. The documentary is 

the first of a three-part series about African-American history. 

 

For this documentary, you are still bounded to some specifics. The music 

has to be the soundtrack of a black revolution. However, you have more 

room to improvise. The music supervisor of this movie wanted to give the 

audience a sense of the time and the undercurrents of change and 

revolution. The Black Panthers were more connected to soul music than 

funk. Funk became popular later on. In the end he did a great job, the music is truly the soundtrack of a 

revolution. One of the songs that was used is ‘For God’s Sake Give More Power to the People’, by the ‘Chi-

Lites’. It was released in 1971 just as the Black Panther movement was starting to splinter, but that doesn’t 

diminish the empowerment of their message, which suits the mood of  the time and the documentary: 

“For God’s Sake, Why Don’t You Give More Power to the People?”  
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Sometimes, you can negotiate a better price on licensed tracks if you have an important story to tell. The 

Black Panthers are a key moment in American history, so it’s really a story that needs to be told.  

 

8.2.3 Jiro Dreams of Sushi 

 
Jiro Dreams of Sushi is documentary that follows Jiro Ono, an 

85-year-old sushi master and owner of Sukiyabashi Jiro, a 

Michelin three-star restaurant, on his continuing quest to 

perfect the art of sushi. Sukiyabashi Jiro is a 10-seat, sushi-

only restaurant located in Tokyo. Jiro Ono serves a menu of 

20 courses for $240. The documentary also profiles Jiro’s two 

sons, both of them are also sushi chefs. The eldest son still 

works for Jiro and is faced with the prospect of one day taking 

over the restaurant.  

 

The soundtrack of this documentary is again composed by 

Philip Glass. The music is kind of a metaphor for Jiro’s work 

ethic. It’s repetitive but is also builds on itself and escalates. 

Every day he’s doing the same routine and trying to do exactly the same thing, but just reaching for that 

one step of improvement. Philip Glass captures this work ethic perfectly and the music helps build the 

story and give it that one extra thing.  
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9. Games 

9.1 The Evolution of Music in Video Games 
Because of the major technological advance within the last 15 years, video games and music are now 

common thread. The more complicated and realistic, the better the music will be. In the early days of 

videogames, music played no great part when it came to playing a game.41 Sounds were simply used to 

illustrate actions. Pong, developed in the 1950’s, was one of the first commercially available computer 

games. The object was to play a kind of tennis game, while bleeps represented the ball hitting the bat. 

The game was basic, but caught the imagination of players around the globe.  

 

When Atari released the Atari Video Computer System in 1977, it marked the beginning of video game 

music. Space invaders, a basic arcade game, arrived with a tune to put fear into its players. The tune 

became more frantic as the invaders came closer to their goal, while the player tried to destroy them. It 

raised the blood pressure and the heart rate of the player, absorbing him fully into this world. The game 

was a phenomenal success. In the eighties, games such as Pacman, Donkey Kong and Tetris arrived with 

unique soundtracks played through low-tech sound processors. Composer Shigeru Myamoto (Zelda game 

series) became recognized through his work on games. In 1989, Michael Jackson saw the potential video 

games had for promoting music, and he released his own game featuring synthesized versions of ‘Billie 

Jean’ and ‘Beat It’.  

 

Since the release of PlayStation, Sony has dominated the games industry, with Nintendo running behind. 

When CD quality sound became the norm on consoles, games were no longer limited to synthesized 

sounds. This allowed the game environment to be more atmospheric and well known music could be used 

in the game. Sony’s ‘Wipeout’ game is a high energy racing game, accompanied by a fast and thrilling 

soundtrack, featuring artists like The Chemical Brothers, Orbital and Leftfield. It was possible to select the 

track you wished to hear as you raced through tunnels and canyons. The music in the game was more 

important than the game itself, and the soundtrack was released as an album. It illustrated the importance 

of soundtracks within a game, and it was the start of musician’s involvement in the games industry.  

 

Mogwai created the soundtrack for Actua Ice Hockey 2 and Ash earned $600,000 for their track on Gran 

Turismo. Grand Theft Auto is known for its in game radio stations, where you can choose between 

                                                                 
41 http://www.taxi.com/music-business-faq/music-licensing/video-game-music.html  

http://www.taxi.com/music-business-faq/music-licensing/video-game-music.html
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different styles of music. Artists heard on games are able to promote their music directly at their target 

audience, while the artist’s appearance also works as promotion for the game. The two worlds work well 

together. In a way, music in a game is more important than in film, because it interacts with player’s 

reactions and it gives a fuller experience.  

 

9.2 Licensed Songs 
In video games, there’s a huge difference between licensed songs and originally composed songs. Licensed 

songs tend to be used more for sports games like NBA2K, Madden, NHL and FIFA, while composed songs 

are often used in RPG games and shooting games.  

 

9.2.1 Tony Hawk’s Pro Skater (1999) 

 
Tony Hawk’s Pro Skater is a skateboarding game where you have to 

perform and combine flips, aerials and grinds. Successful tricks ads 

to the player’s score. The soundtrack is iconic. It features many pop-

punk artists like Goldfinger, Suicidal Tendencies and Dead 

Kennedys. Ideal for skate culture.   

 

 

 

9.2.2 Grand Theft Auto: Vice City (2002) 

 
When it comes to Grand Theft Auto, Rockstar Games did a great job. They 

featured tons of licensed music through in game radios. The player can 

choose what kind of music he wants to hear, by choosing the radio station 

and its specific kind of music. They even have their own radio personalities. 

GTA Vice City focuses on the ‘80s. While you drive around in the character of 

Tommy Vercetti, you try to live a life of organized crime. The game is based 

on Miami and takes place in 1986. One the best radio stations is ‘Fever 105’ 

with DJ Oliver Ladykiller Biscuit. As we hear him announce pop, disco & funk 

songs, you get drawn into the whole ‘80s vibe.  
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9.2.3 Madden NFL 2005 (2004) 

 
EA Sports achieved great success with their licensed soundtracks. If we look at 

Madden NFL, they’ve completely dominated the 21st century. The franchise 

has amazing soundtracks. They found a way to make Andrew W.K.’s ‘Party 

Hard’ work and debuted Blink 182’s single ‘Feeling This’ under the title ‘Action’ 

(Madden NFL 2004). A game like Madden resembles pure testosterone and 

needs to have action songs. Madden 2005 featured the unreleased single 

‘American Idiot’ by Green Day and featured singles from Will.I.Am, The Hives, 

Hoobastank, New Found Glory and The D.O.C. 

 

 
9.2.4 Need for Speed Underground (2003) 
 

Need for Speed Underground is the 7th installment in the Need for Speed 

Series and completely rebooted the franchise. They ignored the previous 

games and offered a career mode featuring a storyline, a garage mode that 

allowed players to fully customize their cards and visual upgrades. They had 

an incredible soundtrack. During the game, songs like ‘Fortress Europe’ 

(Asian Dub Foundation) would play when you were racing through 

Chinatown. Whenever the game got hard, ‘Born Too Slow’ by ‘The Crystal 

Method’ played in the background. You just knew the race was going to be 

tough if that song started playing. All those songs helped establish the first major shift in the development 

of the Need for Speed series.  

 
9.2.5 NBA 2K13 (2012) 

The NBA series always had great soundtracks. Basketball and hip-hop are so 

aligned that Jay-Z produced the soundtrack for NBA 2K13. The track list includes 

Nas, Kanye West, Daft Punk and Eric B & Rakim. When you hear all that classic 

hip-hop, you just want to pick up your basketball and shoot some hoops.  
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9.2.6 Guitar Hero (2006) 

Guitar Hero is somehow special when it comes to licensed tracks. In 

the game, players use a guitar-shaped game controller to simulate 

playing lead-, bass- and rhythm guitar across numerous rock songs. 

Players match notes that scroll on-screen to colored fret buttons on 

the controller, strumming the controller in time to the music in order 

to score points, and keep the virtual audience excited. The first 

Guitar Hero features 47 songs from Black Sabbath, Franz Ferdinand, 

Jimi Hendrix, Ozzy Osbourne, Deep Purple, Cream, Sum 41, etc. The 

game is also different when it comes to payment. Because music is 

the primary focus of the game, a group can ask for more many and 

can even get royalties. No other game franchise agrees to pay 

royalties, not even GTA.  

 

9.2.7 FIFA 08 (2007) 

 
To be honest, the last few editions of FIFA had awful soundtracks. The 

soundtrack has definitely seen better days, but FIFA 08 is considered to 

be one of their best. The song that made this game is ‘Chimbonda’ by 

The Automatic. Pascal Chimbonda was a football player at Tottenham 

Hotspur. His career is very much forgettable, but this chant isn’t: 

“What’s that coming over the hill is it Chimbonda, is it Chimbonda?” 

This song evokes passion and does exactly what every footballer fan 

wants.  
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9.3 Composed Songs 
Composed songs have been around since the game ‘Pac Man’ was released. In the beginning, the songs 

were mostly synthesized tracks, but as technology developed, the scores got more exciting. This next list 

will feature some amazing scores, both from new and older games.  

 

9.3.1 Ducktales (Hiroshige Tonomura, 1989) 

 
DuckTales could have gotten away with a simple 8-bit theme song, but instead, 

Hiroshige Tonomura composed an incredible theme song. He showed us that even a 

few bleeps and bloops can be beautiful. It’s a theme song that doesn’t become 

annoying after hearing it over and over again.   

 

 

 

9.3.2 Time Crisis (Kazuhiro Nakamura, 1996) 

 
Time Crisis is a first person shooter. The player holds a light gun and fires at 

on-screen enemies. The amazing score of Kazuhiro Nakamura made shooting 

bad guys feel like your own personal action movie. Call of Duty is known for 

its orchestral scores, but Time Crisis did it first. It creates adrenaline like no 

other.  

 

 

9.3.3 Far Cry 3: Blood Dragon (Power Glove, 2013) 

Far Cry 3 is a first-person shooter game set on a tropical island. Jason Brady must 

save his friends, who have been kidnapped by pirates, and escape from the island 

and its unhinged inhabitants. Far Cry is a parody of every 80s action film from 

Rambo to Robocop. The music could be confused for Daft Punk’s ‘Tron Legacy’ 

soundtrack or Kavinsky’s ‘Drive’ theme song. Instead, Power Glove created some 

powerful ‘80s orientated synth music, which creates some kind of kitsch.  
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9.3.4 Halo: Combat Evolved (Martin O’Donnell & Michael Salvatori, 2001) 

Halo is a first-person shooter video game franchise that centers on an interstellar 

war between humanity and a theocratic alliance of aliens known as the Covenant. 

The game launched Microsoft’s Xbox, so the score needed to be truly epic. The 

Gregorian chanting showed that sci-fi games could deliver complex orchestral 

scores. The series became so popular that the theme song is as widely recognized 

as Super Mario Bros.  

 

9.3.5 Pokémon Red/Blue (Junichi Masuda, 1996) 

 
The first Pokémon soundtrack is legendary. From the Palette theme Town song 

to the triumphant fanfare upon overcoming a gym leader, all the motifs 

enhanced the journey that influenced an entire generation of kids. If you look at 

the successful release of Pokémon Go, you know why this soundtrack kicked ass.  

 

 

9.3.6 Half-Life 2 (Kelly Bailey, 2004) 

Half-Life 2 is a first-person shooter video game. The soundtrack is very pulsating and 

synth-driven. It has an industrial vibe that could easily be mistaken for movie scores 

like Escape From New York, Assault on Precinct 13 and They Live. As you try to kill the 

alien force ‘Combine’, the scores add heavily to the game play and adrenaline. If video 

gaming has a John Carpenter, it would we Kelly Bailey, the composer.42  

 

 

9.3.7 Final Fantasy 7 (Nobuo Uematsu, 1997) 

Final Fantasy 7 is one of the biggest RPG’s in history. In 1997, the world had never 

seen such a popular RPG game before. There was a large pre-promotional campaign, 

so it’s kind of logical that the score needs to be equivalent. With 4 hours’ worth of 

score, Nobuo Uematsu did an incredible job.  

 

                                                                 
42 http://www.factmag.com/2015/04/28/the-100-greatest-video-game-soundtracks-best-ost/  

http://www.factmag.com/2015/04/28/the-100-greatest-video-game-soundtracks-best-ost/101/
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10. Commercials 
Commercials use jingles or license pre-existing songs. It all depends on the company’s profile. Sometimes 

it may seem like a good idea to write a jingle and sometimes a pre-existing song could be the perfect 

solution. 

 

10.1 Jingles 
Jingles are some of the most powerful, effective marketing tools ever. Wheaties, the breakfast cereal 

brand, was the first to leverage the power of the jingle in 1923. There are six basic ways in which music 

can contribute to an effective broadcast advertisement.43  

 

10.1.1 Entertainment 

Good music can make an advertisement more attractive. The inclusion of jingles in any commercial can 

make an otherwise boring ad transform into an entertainment moment. I you can engage an audience 

with entertaining music, you can capture the attention and sell a product or service. That’s what it’s all 

about in the marketing world.  

 

10.1.2 Structure / Continuity 

Most people aren’t aware of how music is guiding what they are feeling. If done correctly, a jingle can 

enhance the impact of content observed in a commercial.  

 

10.1.3 Memorability 

A brand can live nearly a lifetime in the mind of a consumer by the use of music. Our brains are wired to 

retain information that has been put into a song. Even though we don’t particularly like a product, the use 

of music can help you remember information. Some advertisers include their name or product in the 

jingle. Everyone around the world knows Coca-Cola. It’s a powerful brand that knows exactly how 

memorability works.  

                                                                 
43 Jingle Money: The Musician’s Guide to Making Hundreds of Thousands of Dollars Writing Jingles 
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10.1.4 Lyrical Language 

When someone speaks, we evaluate whether what being said is trustworthy. If a message is being sung 

instead, it somehow manages to elude the logical part of our brain. That’s why advertisers need to sing 

‘We’re Number One’, instead of saying it.  

 

10.1.5 Targeting 

Musical styles are identified with different social and demographic groups. Therefore, an advertisement 

needs to target a specific market. A four-to-the-floor track that comes up in a commercial will not work 

to target an older audience, but it is perfect for a young audience that likes MTV. By choosing a specific 

music genre, advertisers can go directly after the audience they seek.  

 

10.1.6 Authority Establishment 

The right jingle at the right time can bring a huge level of credibility to a product or brand. If the jingle is 

well-produced, it can make a business look and sound like a million-dollar company. As a small company, 

you should definitely keep this in mind and elevate your profile.  

 

10.2 Commercials 

10.2.1 Levi’s – Flat Beat, Mr. Oizo (1999) 

Levi Strauss & Co is definitely a brand that understands the power of music in commercials. Since the 

1980’s they used popular music in their television advertisements, which increased their fan base and 

interest from music artists. One of their commercials that really stands out is Flat Eric, a mascot created 

for the brand. We see Flat Eric in a car bopping his head to the French techno artist Mr. Oizo. The mascot 

became a pop culture phenomenon. He featured on Mr. Oizo’s video clip and appeared on BBC, NME, The 

Face and Melody Maker. Levi’s audience is definitely young, so to choose for a techno oriented song was 

a great idea. Especially back in the 90’s, when techno was extremely popular.  

 

10.2.2 Volkswagen – Pink Moon, Nick Drake (1999) 

This commercial is the perfect example how both the brand and artists can benefit from great music in an 

advertisement. Pink Moon is kind of a special song. Nick Drake lead a horrible life, was undervalued and 

died very young. He left us however with Pink Moon, one of the best folk albums ever created. After Nick 

died, people started to appreciate his music, and Pink Moon became legendary. To use such a song in a 
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commercial is delicate. Do it poorly and fans will hate you. If you do it well, the song can gain a new life 

and create a whole generation of new fans. Volkswagen did a wonderful job. They used Pink Moon in their 

first online ad. The spot has a dreamy vibe, almost an ode to teenage nights, but it worked. The spot is 

considered to be one of the best uses of music in an advertisement and Nick Drake’s records sales 

increased highly, placing him on number 5 on Amazon’s sales charts.  

 

10.2.3 Sony – Heartbeats, José Gonzalez (2005) 

For this commercial, Sony hurled 250,000 colorful balls down one of San Francisco’s steepest streets and 

filmed it in slow motion.  They used Heartbeats, a song by José Gonzalez. The song is gentle and wispy 

and as the balls come down in slow motion, you get a wonderful feeling. Heartbeats is originally a cover 

of ‘The Knife’, but its lead the singer-songwriter to global fame. The advertisement won multiple awards 

and demonstrated that there are no boundaries in the marketing world.  

 

10.2.4 Mitsubishi – Days Go by, Dirty Vegas (2003)  

In this commercial, we are introduced to the newest Mitsubishi car. The car drives through the city, while 

a girl is pop-locking on the music. Pop-locking is an urban hip-hop dance, that also works perfectly for 

dance music. After the commercial, the song ‘Days Go by’ reached number 1 on the Billboard Charts and 

was awarded a Grammy for ‘Best Dance Recording’.  

 

10.2.5 Adidas – Civilization, Justice (2011) 

This Adidas commercial is certainly epic. We see various sports icons and musicians coming by as they do 

what they do best: Playing the game and winning. Remarkable for this commercial is that Justice released 

their upcoming single ‘Civilization’ through this ad. As musicians become more comfortable collaborating 

with brands, upcoming singles are being released through games, commercials, movies and TV shows.  

 

10.2.6 Dunlop Tires – Venus in Furs, The Velvet Underground (1993) 

This commercial definitely deserves a price for the weirdest ad ever. We see a surreal landscape in which 

an evil magician and his gnome beset a car with a series of obstacles. As the car slides past the obstacles, 

Dunlop tells us the tires are ‘tested for the unexpected’. ‘Venus in Furs’ is a very powerful psychedelic 

song, but somehow it all makes sense. We can feel the spirit of The Velvet Underground living in this ad.  
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10.2.7 KD 9: Zoom Everywhere – Come Down, Anderson Paak (2016) 

In this commercial, we see Kevin Durant with Nike KD 9 basketball shoes, trying to beat his opponents. 

It’s a smooth ad that makes hard work look easy. The song creates an amazing drive and makes for one 

of the best commercials of 2016.  

 

10.2.8 Coca-Cola – I’d Like to Buy the World a Coke, Bill Backer (1971) 

My list wouldn’t be complete without this Coca-Cola commercial. It’s certainly the most famous ad ever 

created. In the commercial, we see teenagers of all shapes, colors and ethnicities, as they sing “I’d like to 

but the world a coke”, from a hilltop in Manziana, Italy. The ad costed $250,000, making it the most 

expensive commercial at that time. The idea was to no see coke as a liquid refresher, but as a tiny bit of 

commonality between all peoples, as a universally formula that would help to keep them company for a 

few minutes.  

 

The song hit the radio stations in 1971 and gained high popularity on the pop charts. The Hill Singers who 

recorded the original song, peaked at number 13. The New Seekers, with a slightly different version, even 

peaked at number 7 on the Billboard Hot 100. Part of the reason this song was so popular is because it 

was the flower power era and most Americans were tired of the Vietnam War. The lyrics delivered a 

message of peace and camaraderie. Coca-Cola received more than 100,000 positive letters about the 

commercials, and it’s still considered to be the world’s most popular commercial.  
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11. Trailers 
A trailer is an advertisement or a commercial for a feature film that will be exhibited at a cinema. It can 

also be adopted as a promotional tool for television shows, video games, books and concerts. A great 

movie trailer used to be a rarity. Before 1999, trailers were very simply and were released without much 

effort. Afterwards, every trailer attempted to be as eventful as the film itself. A great way to make this 

happen is to use a song that works well with the visuals. This can be either a song that is  used in the movie 

(which will make it cheaper, because you can bargain an all -in fee for the movie and trailer), or an outside 

song.  

 

11.1 Movie Trailers 

11.1.1 The Great Gatsby – No Church in the Wild, Jay-Z & Kanye West 

This song fits perfectly in the candy-coated trailer. As Frank Ocean sings: “What’s a King to a God? What’s 

a God to a Non-believer, Who Don’t Believe in Anything?”; we get a synopsis of what the film’s all about: 

Glitter, Glamour & Booze. The song’s also used in the opening titles of the movie, so that always adds 

extra benefits.  

 

11.1.2 Stranger Than Fiction – The Way We Get by, Spoon 

Stranger Than Fiction is a film about a writer who is trying to write a book. Her main character actually 

really exists and without her knowledge, she guides his life to destruction. Even though the story is tragic, 

this trailer turns out quite comfortable and quirky because of the uplifting piano tune from Spoon. It adds 

a new dimension to the trailer and the story.  

 

11.1.3 Birdman – Crazy, Gnarls Barkley  

In the trailer, we hear a slowed-down version of Gnarls Barkley’s pop hit ‘Crazy’. It’s perfect for the movie 

‘Birdman’, where the main character is on a journey into madness. This is again an example how music 

can work as a substitute for dialogue.  
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11.1.4 Terminator Salvation – The Day the Whole World Went Away, Nine Inch Nails 

Movie trailers are made to sell a movie and to generate an audience for its cinematic release. This trailer 

is a perfect example. The underlying song builds an apocalyptic mood as the trailer progresses. You are 

drawn into the story and can’t wait for the theatrical release. The actual movie turned out to be a joke. 

There were multiple special effects, but it lacked the heart of the original Terminator movies.  

 

11.1.5 Guardians of the Galaxy – Spirit in the Sky, Norman Greenbaum 

Spirit in the Sky has an amazing opening hook. As you hear the bluesy guitar, you are drawn into the movie 

trailer and the story it’s trying to tell. It’s a bad-ass action movie that deserves a bad-ass song.  

 

11.1.6 Fight Club – Where is My Mind, Pixies 

Where is My Mind is very synonymous with Fight Club. It worked well for the movie and it works even 

better for the trailer. As The Pixies sing: “Your Head will collapse, if there’s nothing in it. And you’ll ask 

yourself, where is my mind?”, you can’t but want to watch this cult movie  about a man who’s going insane.  

 

11.2 Game Trailers 
Like movie trailers, game trailers have gone from blurry montages to multi -million advertisements that 

exist separate from the game they’re representing. It’s the most important part of video games marketing. 

There are many companies who specialize in the making of video games trailers, whether it’s an indie 

game or a mainstream game release. The video is intended to sell the game, so the mood of the song 

represents the gameplay.  

 

11.2.1 Dead Island 

Dead Island is a survival horror RPG game that takes place on an island infected by zombies. As you move 

further into the game, you try to survive, using your best combat skills. The trailer is a gold standard in 

video game trailers. It’s memorable, emotional and somber, thanks to an amazing score. It’s nothing like 

the actual game play, but you get a good idea about what’s going on. 

 

 



 76 

11.2.2 StarCraft 2: Heart of the Storm 

StarCraft 2 is a military science fiction strategy game and a follow-up to the first StarCraft. It sets place in 

a world, where aliens are trying to kill humans a la The Matrix. The trailer is graphically very well designed 

and the industrial music underneath creates an apocalyptic mood. Sadly, the gameplay is not as designed 

as the trailer, which is again an example of how a trailer can sell a game.  

 

11.2.3 Grand Theft Auto 5 

Rockstar knows how to sell their games. This trailer is made with in-game footage and became one of the 

most hyped video game trailers of all time. The underlying music is so sunny, you can almost feel a warm 

breeze, sliding through the palm trees.  

 

11.2.4 Red Dead Redemption 

Red Dead Redemption is a western adventure video game. The game sets forth during the decline of the 

American Frontier in 1911 and follows John Marston, a former outlaw whose wife and son are taken 

hostage by the government in ransom for his services as a hired gun. The music used in the trailer is 

western music. It’s kind of logical to use this music in a western game, but it works. The game turned out 

be a huge success and one of the all-time great videos.  

 

11.2.5 Gears of War 

The evolution of game marketing came a long way. There’s a trend new games embrace that involves 

emotional storytelling. The song used in this trailer is called ‘Mad World’ by Gary Jules and is a cover of 

Tears for Fears. It’s a very beautiful and emotional song and to use this in a trailer makes it powerful. It’s 

done in such a way that it almost seems like a movie trailer. It wakes you up and shows you: ‘This is the 

moment where it all changed.’ 

 

11.2.6 Prince of Persia 

Prince of Persia is an action-adventure game set in ancient Persia. The player has to combat various 

enemies as he attempts to cleanse the land of corruption. For this trailer, ‘Saeglopur’ by Sigur Ros was 

used. It adds another dimension to the trailer and makes it again super emotional. Sometimes all you need 

is a beautiful song to promote your game.  
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12. Band Cameos 
Band cameos are something special when it comes to TV shows & motion pictures. A band plays a concert 

where they perform one or multiple songs and the characters in the show are attending the concert. It’s 

quite complex, because multiple schedules have to align. A lot of bands that are doing an on-camera 

appearance are in the middle of a tour and don’t expect to be woken up at 6 am to be on camera at 9 am. 

TV and rock ‘n’ roll time are completely different44. It’s also complicated to be filmed over with dialogue 

and to drop the song out at the right moment.  

 

12.1 Television Shows 
Bands appearing on teen soaps has become a powerful marketing tool for independent acts over the past 

decade45. The O.C. was a trendsetter in this movement, leading the way for other shows to make indie 

rock a focus. Bands like Rooney, The Killers, Modest Mouse and The Walkmen played at The Bait Shop 

(music venue from The O.C.) to an audience made up of Seth Cohen and his friends. These acts gained 

exposure during a time when the music industry was struggling entering the digital age. Death Cab For 

Cutie became synonymous with Seth Cohen and is mentioned in multiple episodes. The audience of The 

O.C. got to discover cool music that didn’t get airplay at the time. While “The O.C. effect”  is undeniable, 

it wasn’t the first show to feature cool bands.  

 

12.1.1 The OC 

12.1.1.1 Rooney (Season 1, Episode 15) 

During this episode, the band is mentioned multiple times. 

Marissa puts on ‘Sorry Sorry’ before she’s going to the show. 

Everybody talks about the upcoming Rooney gig in Oliver’s 

apartment while ‘Blueside’ is playing in the background. 

During their performance, the band plays ‘Popstars’ and ‘I’m 

Shakin’. Luke tries to sing along, annoying the rest of the 

audience. Rooney experienced a 200 percent increase in record sales after their appearance.  

                                                                 
44 http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-
the-o-c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/ 
45 http://www.huffingtonpost.ca/2012/12/13/15-best-musician-cameos-teen-tv_n_2294232.html 
 

http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-the-o-c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/
http://www.stereogum.com/1808743/qa-tv-film-music-supervisor-alex-patsavas-on-soundtracking-the-o-c-mad-men-the-twilight-series-the-astronaut-wives-club-and-more/franchises/interview/
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12.1.1.2 Modest Mouse (Season 2, Episode 7) 

 
Modest Mouse plays ‘Paper Thin Walls’ and ‘The View’ 

as Seth gets drunk to impress Alex. He messes things up 

with Summer and Zach as he accidentally slips out that 

Zach had a fling with an old girlfriend during Christmas 

break. At the end of the episode, ‘The World at Large’ 

plays in the background when Marissa says goodbye to 

Jimmy and takes bagels to the Cohen’s for breakfast.  

 

Modest Mouse formed in 1993, but had a very modest following by the time their song ‘Float On’  was 

used in the first season. This track was their biggest hit to date, before they took it a step further and 

performed at the Bait Shop.   

 

12.1.1.3 Death Cab for Cutie (Season 2, Episode 20) 

Death Cab for Cutie is the favorite band of Seth Cohen. 

He always talks about them and puts on their music 

whenever he has a chance. When they are finally 

playing at The Bait Shop, Seth is delayed because of his 

comic book and misses the show. Marissa and Summer 

are trying to find out who sold Jess drugs at Marissa’s 

party. Death Cab for Cutie plays ‘Title and Registration’, 

‘Movie Script Ending’, and ‘Sound of Settling’.  

 

Thanks to the exposure in the show, Death Cab for Cutie signed to Atlantic Records where they released 

their 5th studio album in 2005. They were charting on Billboard, were nominated for a Grammy and their 

next record went platinum. They began appearing on more TV shows and wrote a song for the second 

Twilight film.  
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12.1.2 One Tree Hill  

12.1.2.1 Jimmy Eat World (Season 2, Episode 22) 

 
Just like in The OC, One Tree Hill has its own 

music club written into the story. In this 

episode, Jimmy Eat World performs at 

Karen’s club TRIC. They play ‘Work’, ‘Polaris’ 

and ‘Hear You Me’ as we see Mouth having a 

good time with his girlfriend, Nathan focusing 

on his basketball, Lucas and Haley meeting in 

New York and Andy trying to take down Dan. We see an ending montage of all the characters, while the 

band is playing their final song.  

 

Thanks to the exposure in One Tree Hill, Jimmy Eat World’s album  sales doubled in the weeks afterwards.  

 

12.1.3 The Simpson 

Matt Groening, the creator of The Simpsons loves music. He is known to include several artists in the 

show, ranging from the Beatles, to Green Day and Cypress Hill. He also let different artists record The 

Simpsons theme song and included this in the show.  

  

12.1.3.1 The Smashing Pumpkins, Cypress Hill, Sonic Youth (Season 7, Episode 24) 

In this episode, Homer is obsessed with 70s rock bands like 

Styx and Grand Funk Railroad. His kids think he’s uncool, but 

to prove them otherwise, he takes them to Hullabalooza 

(based on Lollapalooza). Lisa says: “It’s like Woodstock, only 

with commercials everywhere and lots of security.” Cypress 

Hill and Smashing Pumpkins perform, when Homer is asked to 

go on tour with them for a freak show. He will be the guy who 

gets a cannonball shot in his stomach every festival. During his last show, Cypress Hill performs ‘Insane in 

the membrain’ with the London Symphonic Orchestra, which they accidentally ordered when they  were 

high. In the final seconds of the episode, Sonic Youth performs a noisy cover of The Simpsons theme song. 

 



 80 

12.1.4 Beverly Hills 90210 

12.1.4.1 The Flaming Lips (Season 5, Episode 23) 

This is an intense episode. It features attempted rape and 

friend’s betrayal. The Flaming Lip’s cameo performance 

made the episode much more bearable. The appearance 

in the show marks a peculiar moment in their road to 

stardom. Back then, they were still in their early days, but 

the group turned out to be respected rock megastars. 

After they played ‘She don’t use jelly’, Steve Wanders (one 

the characters) says: “You know, I’ve never been a big fan of alternative music, but these guys rocked the 

house”. Although The O.C. was much more successful in doing band cameo’s, Beverly Hills was first.  

 

12.2 Motion Pictures 

12.2.1 Nothing but Trouble – Digital Underground 

A financier meets a spurned lover 

and agrees to take her to a business 

meeting. On the way over there, 

they run a stop sign in a tiny town 

in the middle of nowhere and get 

arrested. They are taken to the 

local court, but nothing is as it 

seems. The courthouse is a maze and a prison filled with booby traps and deadly contraptions. They try 

to escape from the mad judge and his bizarre family.  

 

It’s a bizarre and disturbing movie that was generally not well received by critics. During the movie, Digital 

Underground is pulled over for speeding and taken to the court. As they appear before the judge, they 

are forced to perform in order to prove that they’re musicians. They start jamming ‘Same Song’, with the 

judge joining in on keyboards. After their performance, the judge is convinced and lets them go. Digital 

Underground’s performance was one of the highlights of the movie. It was Tupac’s first movie and parts 

of it got used in their official music video.  
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12.2.2 PCU – George Clinton and the Parliament Funkadelic 

A high school senior comes to visit Port Chester 

for the weekend to see if he wants to go to that 

University. He meets Droz, a party-animal who 

lives in The Pit, the most offensive house on the 

campus. Droz’s normal activities include 

disrupting political protest by throwing meat and 

beer at them. The president of the University 

receives a number of complaints and tries to kick 

Droz’s house off campus unless they pay $7,000. 

The pit throws an all-campus party where George Clinton and the Parliament Funkadelic performs and 

everything turns out alright.  

 

Via bizarre circumstances, George Clinton has to cancel his performance at a concert venue and ends up 

in Port Chester University. He is asked to perform for some college kids and to funk the audience up. They 

play ‘Give Up The Funk (Tear the Roof Off the Sucker)’ and cover ‘Erotic City’ and ‘Stomp’ by Prince.  

 

12.2.3 Stay Tuned – Salt N Peppa  

The Knables are having marriage problems. 

Roy is a lousy salesman that sits on the couch 

like a potato all night long. Helen, his wife, is 

a successful senior product manager for a 

vitamin company. Roy watches too much TV 

and Helen can’t stand it. She threatens to 

leave him but then a mysterious salesman named Spike rings the doorbell and offers him the ultimate 

getaway: a new remote controller and a satellite TV. Roy accepts the TV by signing a free tri al contract 

not knowing that he just sold his soul to the devil. He and his wife are teleported to real television 

programs with one target: their elimination.  

 

This cameo is so weird. When Roy is teleported to different television programs, he has one fi nal 

encounter with Spike, the devil. Salt N Peppa starts playing Start Me Up, while Spike DJ’s. During the song 

we see many different dancers and Roy sends Spike back to wherever he came from.  



 82 

12.2.4 Human Highway – Devo 

The plot of this movie revolves around a small gas 

station-diner in a fictional town next to a nuclear 

power plant. A nuclear blast occurs and trash 

collectors (members of DEVO) reveal that 

radioactive waste is routinely mishandled at the 

nearby town of Linear Valley. It’s kind of a 

surrealistic comedy movie. In the movie DEVO 

performs ‘Worried Man’ while they are loading 

waste barrels into an old truck. There’s a leak at the power plant and they sing “Barrel go boom”. The 

group members are dressed in red uniforms and it adds a surrealisti c vibe to the whole thing.  

 

13. Theme Songs 
Theme songs can lead a life of their own. It’s almost the same as sonic branding. In sonic branding, you 

hear a piece of music and you immediately think of the brand connected to that piece of music. Microsoft 

and Coca-Cola are perfect examples. Everybody knows the theme song of Coca-Cola, even if you don’t 

know anything about the brand. Music is somehow the same as a specific smell or flavor. Once you tasted 

a specific flavor, you can always tell the next time you’re tasting that flavor. It creates flashbacks and 

feelings, aligned with that flavor. Music works the same way. If you hear a specific song used in an 

important scene, you will immediately think about that scene once you hear the song again. Even if you 

haven’t seen the movie or TV-show for a few years, a song can bring back your deepest memories.  

 

Film companies are great with sonic branding. You only need seconds to tell the theme song of Harry 

Potter, Lord of the Rings, Pirates of the Caribbean or Star Wars is being played. Theme songs used in 

television shows can also chart on Billboard. ‘I’ll Be There for You’ from Friends, was a major hit back in 

the nineties. 
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13.1 Movies 

13.1.1 Harry Potter – Hedwig’s Theme 

This song is closely identified with and used in all of the Harry Potter movies. It’s really a magnificent way 

of using sonic branding. Whenever you hear the intro of Hedwig’s theme, you immediately think of Harry 

Potter, magic and Hogwarts. Harry Potter is a multibillion-dollar franchise with no boundaries. Every 

person on the world can identify with it. We all believed in magic when we were younger and this is a 

great way to relive our childhood.  

 

13.1.2 Star Wars – Main Theme 

Main Title, written by John Williams, is synonymous with Star Wars. It opens every Star Wars movie with 

an explosion of sound and is used throughout the saga as an overall theme. It’s uplifting with a military 

flare to it.  The opening score is used as the leitmotif of Luke Skywalker.46 Different characters have their 

own musical phrases inserted into the background music. The Imperial March, another score used 

throughout the sage is closely identified as Darth Vader’s theme. It is arguably the most recognizable and 

iconic theme song in cinematic history, because it shares many structural characteristics with a 

mainstream hit.47 

 

13.1.3 Ghostbusters: Ghostbusters – Ray Parker J.  

The theme song from Ghostbuster was supposed to be nothing more than a 20-second intro, but 

expanded into a full-fledged single, accompanied by a music video.48 In 1984, this phenomenon was still 

very new. The video culminates with the actors of the movie dancing up Broadway in New York City, all 

wearing their Ghostbuster uniforms. The song hit number one on Billboard’s Hot 100 and became a 

sensation. Even 30 years later, everyone can answer the phrase “Who Ya Gonna Call” w ith 

“Ghostbuster’s”.  

 

                                                                 
46 http://www.songfacts.com/detail.php?id=25986  
47 http://www.billboard.com/articles/news/6812919/star-wars-main-title-theme-deconstructed 
48 http://screencrush.com/ghostbusters-music-video/  

http://www.songfacts.com/detail.php?id=25986
http://www.billboard.com/articles/news/6812919/star-wars-main-title-theme-deconstructed
http://screencrush.com/ghostbusters-music-video/
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13.2 TV Shows 

13.2.1 Friends: I’ll be there for You – The Rembrandts 

I’ll be there for you is definitely the ‘90s theme song. It’s a typical pop rock song with catchy hand claps 

and a good guitar riff. Friends is about 6 people (3 men & 3 women) living as roommates together in New 

York. They are dating all the time and get into some funny situations. The chorus about being there for 

you works perfectly and the energy gets you up for the weekly love drama or career troubles.  

 

13.2.2 The Sopranos: Woke Up This Morning (Chosen One Mix) – Alabama 3  

Woke Up This Morning is a song about an abused wife who decides to shoot her husband. It’s perfect for 

watching Tony Soprano driving into New Jersey. The Lyrics “I woke up this morning, got myself a gun”, 

and drive of the song prepares you for that week’s daily dose of mobster troubles.  

 

13.2.3 Miami Vice: Miami Vice Theme – Jan Hammer 

Miami Vice is an American crime drama series about two police detectives working undercover in Miami. 

It is recognized as one of the most influential television series of all times. The show became noted for its 

integration of music and visual effects and drew heavily upon 1980s New Wave culture and music. The 

theme song is an ‘80s embodied synth song and became number one in USA, winning two Grammy 

Awards.  

 

13.2.4 The OC: California – Phantom Planet 

California is definitely the perfect theme song for The O.C. The song has a very summery vibe, and as we 

see snapshots of Orange County, you immediately get sucked into the weekly drama of Seth, Summer, 

Marissa and Ryan. Phantom Planet’s profile dramatically increased after this song was used as a theme 

song for the show.  

 

13.2.5 One Tree Hill: I Don’t Want to Be – Gavin DeGraw 

Gavin De Graw’s debut album ‘Chariot’ was released in 2003. It didn’t get much attention from radio or 

fans. When One Tree Hill used ‘I don’t want to be’ as their theme song, Gavin grew steadily in popularity. 

By the end of 2004, the song became a hit and the album had been certified gold.  
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13.2.6 Futurama -  Theme Song 

Futurama is an American animated science fiction sitcom created by Matt Groening (also the creater of 

The Simpsons). It follows the adventures of Philip J. Fry, a New York City pizza delivery boy who is frozen 

for one thousand years and then wakes up in the retro-futuristic 31st century. The song is inspired by 

Psyché Rock, a 1967 song by Pierre Henry (a French pioneer of electronic music). It’s an all instrumental, 

very catchy and upbeat.  

 

13.2.7 Fresh Prince of Bel-Air: Theme Song – Will Smith & Quincy Jones III 

In the ‘90s, hip hop was extremely popular. This theme song sums up all of the American hip hop culture 

and the countermovement from rich people. You get drawn into the adventures of Will Smith and his rich 

family that wants nothing to do with hip hop.  

14. Soundtracks 
“A good soundtrack supports the film emotionally and stylistically, and then steps up with performance 

numbers that have the audience satisfied. A bad soundtrack is made by bad ingredients. Either the 

wrong mix of people making the project, the wrong mix of music, or both.” 

 

14.1 TV Show 

14.1.1 The O.C.  

The O.C. has one of the most influential teen TV soundtracks ever created. There’s a reason they called 

their musical releases ‘Mixes’ instead of soundtracks. They used music in a different way and changed the 

television format. Before The O.C., it was unacceptable to use a song with lyrics during a scene with 

dialogue.49 Placement on the show took bands to another level. The O.C. used artist’s no one had ever 

heard of before and put all the songs from every episode on their website. They encouraged fans to 

discover new music and their mix tapes were made like an alternative radio station would put together a 

compilation. Part of their success is due to the cultural climate in 2004. The internet was edging towards 

the autonomy we have today, but teenagers didn’t have the same possibilities to share and discover new 

music. If you didn’t know where to start, you wanted an older and cooler person to select some indie 

tracks for you.  

                                                                 
49 http://pitchfork.com/thepitch/763-death-cab-for-cutie-seth-cohen-and-the-indie-influence-of-the-teen-tv-
soundtrack/  

http://pitchfork.com/thepitch/763-death-cab-for-cutie-seth-cohen-and-the-indie-influence-of-the-teen-tv-soundtrack/
http://pitchfork.com/thepitch/763-death-cab-for-cutie-seth-cohen-and-the-indie-influence-of-the-teen-tv-soundtrack/
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The first Mix tape reached number 52 on the U.S. Billboard 200 and number 2 on the U.S. Billboard Top 

Soundtracks. Once again, a confirmation of how successful the show and its music was.  

 

14.1.2 Dawson Creek 

Before The O.C., teen shows like Beverly Hills 90210 had soundtracks, but it wasn’t until the late ‘90s they 

started to make an impact. To preteens, teen TV soundtracks were a sneak peek to adolescence and an 

exposure to the world of drama and moody longing.  

 

In 1999, Dawson Creek released their first soundtrack. It may have been chosen by people who were all 

but teenagers, but it worked. Dawson Creek’s soundtrack became the fifth highest selling album of 1999, 

the same year the Teen Choice Awards were launched. The show was one of the first to cash in on ad 

cards, offering record labels a 15 second promo spot at the end of the episode in exchange for better 

music licensing fees.  

 

14.1.3 One Tree Hill 

Music has always been the most important thing in One Tree Hill. They made a successful franchise of the 

show, organizing a live concert tour and releasing multiple soundtrack albums. Their second album 

‘Friends with Benefits’ (released in 2006) was kind of special. In the show, Peyton wanted to release a 

compilation CD with her mother to raise money for the breast cancer foundation. The show actually 

released the album as their 2nd soundtrack, featuring artists who performed in the show.  

 

14.2 Film Soundtrack 

14.2.1 Tron Legacy 

Tron Legacy is American science-fiction movie from 2010 and a sequel to the original Tron movie. The 

story follows Flynn’s son Sam, who gets a message from his long-lost father and is transported into a 

virtual reality called ‘The Grid’. In there, Sam, his father and Quorra try to stop the malevolent program 

CLU from invading the human world.  
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Daft Punk composed the entire soundtrack for Tron Legacy. The scores create a futuristic feeling. It is 

somehow different from their previous music, but the incredible scores are perfectly aligning with the 

story being told. The album was released in 2010 and sold 500.000 copies (peaking at number Six on 

Billboard), acquiring a gold certification by the RIAA (Recording Industry Association of America). For a 

film score soundtrack, these are incredible sales numbers. In the middle of the movie, Daft Punk also 

comes up as a band cameo. They are the DJ’s of Castor’s nightclub and are supposed to funk up the 

audience.  

 

14.2.2 Easy Rider 

Easy Rider is an American road movie from 1969. It tells the story of two bikers who travel through the 

American Southwest and South after selling a large score of cocaine. The movie is a landmark 

counterculture film and explores the societal landscape, issues, and tensions in the United States during 

the ‘60s, such as the rise and fall of the hippie movement, drug use, and communal lifestyle.  

 

The soundtrack is groundbreaking and is a ‘60s anthem, featuring music from The Band, The Byrds, Jimi 

Hendrix and Steppenwolf. Licensing costs were more than the film’s original budget (exceeding $1 

million). The extensive use of pop and rock music for a soundtrack was unusual at the time, especially 

since the film doesn’t have a classical score. Born to be Wild got almost immediately adopted as a biker 

anthem after the release of this movie.  

 

14.2.3 Lord of the Rings 

Composer Howard Shore uses incredible scores in the Lord or The Rings trilogy. Just like John Williams did 

in Star Wars, Howard uses the leitmotif idea. The composer represents the important elements of the 

story (characters, objects, ideas) as musical themes or motives in the score and then uses these themes 

to expand and comment on developing action. The leitmotif idea is extremely uncommon in film music. 

Three hours is simply not enough to introduce a whole set of themes and associate them with certain 

concepts. Howard was hired to compose music for the trilogy, so he could make different themes for 

important reoccurring subjects.   
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14.2.4 The Great Gatsby 

The Great Gatsby follows the story of millionaire Jay Gatsby and his neighbor Nick Carraway . It’s set in a 

prohibition-era metropolis in the Roaring Twenties, when jazz music was a cultural movement. The music 

supervisors however didn’t choose for jazz music. They made a blend out of old jazz and modern hip hop. 

Seeing fancy people in the ‘20s getting drunk on Jay-Z’s music is certainly interesting, but in the end it 

works. It’s a modern approach that could have gone wrong.  

 

14.2.5 The Breakfast Club 

Five students with nothing in common are faced with spending a Saturday detention together in their high 

school library. At 7 a.m., they had nothing to say, but by 4 p.m., they had shared their deepest secrets and 

became good friends. To the world, they are known as a Brain, an Athlete, a Basket Case, a Princess, and 

a Criminal, but to each other, they will always be The Breakfast Club. The soundtrack is an ‘80s anthem 

that marks both the popular music and culture of that time. The album was released in 1985 and peaked 

at 17 on the US Billboard 200 album chart. The track ‘Don’t You Forget About’ Me by Simple Minds reached 

number 1 on the US Billboard Hot 100.  

 

14.2.6 Trainspotting 

Trainspotting is a movie about Mark Renton, a heroin addict who lives in Edinburgh. We are introduced 

to his heroin habits and friends Sean Connery, Spud, Begbie and Tommy, and see how heroin destroys 

lives. The soundtrack is the perfect snapshot of 1996, which was a transformative year for British music. 

While Britpop dominated the pop charts, the Spice Girls stormed in and stomped over their guitars. The 

music served the film perfectly and brought scenes to life. The soundtrack consists of Underworld, Brian 

Eno, Elastica, Blur, Pulp etc. A non-forgettable scene is when Mark dives into a shit-filled toilet bowl in a 

desperate attempt to retrieve his opiate suppositories, accompanied by Brian Eno’s ambient music.  
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15. TV Shows hit the road 
A TV show that’s a huge hit can literally do anything to expand their brand.  Some of the shows release a 

soundtrack, but more remarkable is when they hit the road. Music is extremely important, but some 

shows take it to another level. When the characters of the show have musical talents and perform in the 

show, they organize a concert tour and take the characters on the road to perform. One Tree Hill was the 

first show ever to do this.  

 

15.1 One Tree Hill 
In the spring of 2005, One Tree Hill organized their first US concert tour. For the first time, a television 

show took the road and showcased music featured in the show. Bethany Joy Galeotti, Tyler Hilton, and 

the Wreckers headlined the 23-city tour. Along the way, different cast members appeared on stage to 

meet the fans. Bryan Greenberg and Gavin DeGraw also performed on selected dates. The concert tour 

originated as organic to what was happening on the show. If Haley was getting on that tour bus with The 

Wreckers and Tyler Hilton, why not send her on a real tour with them?  

 

15.2 Nashville 
Nashville is a TV show that chronicles the lives of various fictional country musicians in Nashville. In 2014 

and 2015, several cast members from the show went on to perform on a national tour. They featured 

songs from the series. Taking Nashville on the road offers viewers a complete and authentic experience. 

Due to the overwhelming success of sold-out tours, the show went on their first-ever international tour 

in 2016, performing in the USA as well as in the UK.  

 

15.3 Star Trek: The Ultimate Voyage 
For the first time ever, Star Trek: The Ultimate Voyage brought 50 years of Stark Trek to concert halls. The 

live tour launched in Florida in January 2016 and played in more than 100 American cities, giving a unique 

concert experience to the audience. The lavish production included an impressive live symphonic 

orchestra and international solo instruments. While the orchestra played music from different Stark Trek 

seasons and movies, TV footage was simultaneously beamed in high definition to a 40-foot wide screen.  
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16. Practical Project 
For this practical project, I wrote my own pilot television episode. I will include different steps a music 

supervisor would do to select music and to make sure everybody is paid correctly. The music I selected 

for this pilot episode is not cleared. I can’t make phone calls unless this pilot is ready for production. In 

real life, the songs I used could be too expensive or could just be unavailabl e, but for the sake of this 

project, let’s assume that everybody got paid and every song I used is cleared.  

 

16.1 Plot – DRUKQS 
Intro: As the episode starts, we see a snapshot of the East River and the Manhattan bridge. The camera 

slowly zooms in and we see a subway train riding over the bridge. Inside the train, we are introduced to 

our main characters who don’t know each other yet. Donny is a drug dealer, who works at a weed delivery 

service. Joanna is the owner of a techno club in Williamsburg. Joe is a bartender who works at a local bar 

in Williamsburg. James just moved to New York and works at a music publishing company in Manhattan. 

They all slowly put on their sun glasses and wait for the train to arrive at Marcy Ave, the stop where they 

need to get out. This will be the opening title for every episode if the pilot is well received.  

 

James gets out of the subway and walks to his apartment. We see him putting on some music as he tries 

to do some works. The music blasts through the stereo and he starts to dance. He can’t really concentrate 

on his work, so he decides to take a break and goes to a local pub.  

 

In the pub, James starts talking to Joe, the bartender. They talk about music and James asks if there are 

any good parties going on in the neighborhood. Since he’s still pretty new to NYC, he doesn’t know many 

people or places. Joe tells him there’s a great techno club just down the block. If he can wait half an hour 

till Joe’s shift is over, he’ll join him.  

 

In the club, there’s a rave party going on and they meet Joanna, the owner of the club. Joanna and James 

hit it off and they start talking about rave parties. Joanna wants to organize a new party concept in 

Greenpoint. She asks him for advice and they all agree to meet up the next evening.  
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The next evening, they all meet to discuss their party plans. James wants to buy some weed, so he calls 

the NY delivery service. Donny arrives to sell some weed and asks what they are all up to. When he hears 

about their party plans, he wants in and starts brainstorming with them.  

 

16.2 Spotting songs 
Spotting means watching a movie / TV episode without music and trying to found out which scenes can 

benefit from a specific song or special effects. For this project, I don’t have any filmed material, but I tried 

to spot the songs anyway.  

 

16.2.1 Praise You – Fatboy Slim  

Opening title where we see a snapshot of the East River and the 

Manhattan bridge and where we are introduced to the main 

characters of the show. ‘Praise You’ has the same rhythm as the 

subway train, so therefore it’s a perfect match. The lyrics “We’ve come 

a long, long way together, through the hard times and the good” are 

just perfect for our main characters. They don’t know each other yet, 

but that will soon change. They will go a long, long way together if their 

new party concept works out.  

 

16.2.2 Amazon – Zinc 

James is working on multiple music projects and blasts some music 

through his stereo. He really likes the song and starts dancing. Amazon 

is the perfect song to create a dance vibe. It’s a funk & disco song from 

the ‘80s and it makes totally sense for James to like it. He’s in his early 

thirties and grew up in the ‘80s.  
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16.2.3 Buena – Morphine 

James goes to a local pub and starts talking with Joe, the bartender 

about music. ‘Buena’ is playing in the background. It creates a smoky 

bar atmosphere and is therefore perfect for this scene. Depending on 

the bar, different music could be playing in the background, but this 

bar is more like a smoky bar. Morphine’s singer has a very raw voice 

and it just feels right.  

 

 

 

16.2.4 Zaat – VCMG 

James and Joe go to a techno club. There’s a rave party going on and 

they meet Joanna, the owner of the club. They hit it off and start talking 

about a new party concept in Greenpoint. ‘Zaat’ is a great song for a 

rave party and fits well into a dark techno club. It makes you want to 

dance, and that’s what it’s really all about.  

 

 

 

16.2.5 Bad Vibrations – The Black Angels 

Joe and Joanna meet up at James’ apartment and they start to discuss 

their party plans. James wants to buy some weed, so he calls the NY 

delivery service. When Donny arrives, he sells them some weed and 

asks what they are all up to. He wants in and starts brainstorming with 

them. ‘Bad Vibrations’ creates a psychedelic environment, which is 

perfect for smoking weed. Drugs is an important aspect in this new 

television series, so you got to have the music right from the very first 

episode.  
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16.3 Phone Call Label & Publisher 
I chose the songs I wanted to use in the pilot episode, but I can’t use them if they’re not cleared and if I 

can’t reach an agreement with the master owner and/or publisher of the song. There are usually 2 ways 

you can reach an agreement with the parties. You can call them and ask for a price, or you can send them 

a licensing request. Sending a licensing request is more common, but some people also make a phone call. 

When you come to an agreement and you still want to use the song, then you’ve got request a license.  

 

16.3.1 Phone Call with Publisher 

Setting: Music supervisor from the television show DRUKQS calls Universal Publishing to request a 

publishing quote for the song ‘Praise You’ by Fatboy Slim.  

 

MS (Music Supervisor): Hi, this is the music supervisor from the television show DRUKQS. We’d like to use 

the song ‘Praise You’ by Fatboy Slim as the opening title of our pilot episode and as a general theme song 

for the show. The show is about 4 people who meet each other thanks to their love for electronic music. 

They decide to organize rave parties in Greenpoint and the show is about their success and failures.  

 

P (Publisher): How would you like to use the song and what rights do you need?  

 

MS: The use will be a one-minute thirty seconds main title. We see a snapshot of the East River and the 

Manhattan bridge, as we are introduced to the main characters of the show. We’ll need a worldwide all-

media price quote for one episode and for the theme song of 13 episodes, if the pilot episode is well 

received. We’ll also need an option to use the song in promos (both in and out of context) for the series.  

 

P: Let’s see: a worldwide all-media price quote for one episode will be $40,000. For 13 episodes, the total 

price will be $400,000. The in context use is included in this price, but the out of context will be an extra 

$1,500 per week.  

 

MS: Thanks, as the fees all fit within our budget, I’ll send you a letter confirming our understanding, and 

if the song is used, I’ll request a license.  

 



 94 

16.3.2 Phone Call with Master Owner 

Setting: Music supervisor from the television show DRUKQS calls Universal Music to request a master 

quote license for the song ‘Praise You’ by Fatboy Slim.  

 

MS (Music Supervisor): Hi, this is the music supervisor from the television show DRUKQS. We’d like to use 

the song ‘Praise You’ by Fatboy Slim as the opening title of our pilot episode and as a general theme song 

for the show. The show is about 4 people who meet each other thanks to their love for electronic music. 

They decide to organize rave parties in Greenpoint and the show is about their success and failures.  

 

MO (Master Owner): How would you like to use the song and what rights do you need?  

 

MS: The use will be a one-minute thirty seconds main title. We see a snapshot of the East River and the 

Manhattan bridge, as we are introduced to the main characters of the show. We’ll need a worldwide all-

media price quote for one episode and for the theme song of 13 episodes, if the pilot episode is well 

received. We’ll also need an option to use the song in promos (both in and out of context) for the series. 

Please take in mind that we can offer you one ad card at the end of each episode.   

 

MO: With the ad card included, we can do $30,000 for one episode. For 13 episodes, the total price will 

be $320,000. The in context use is included in this price, but the out of context will be an extra $2,000 per 

week.  

MS: Thanks, as the fees all fit within our budget, I’ll send you a letter confirming our understanding, and 

if the song is used, I’ll request a license.  

 

16.4 Master & Publishing Request 
Sending out Master & Publishing quote request are more frequently used than making a phone call. Every 

time you send out a license request, you have to include a scene description and a synopsis about the 

show. Artists want to know if their music is going to be used in a controversial scene. Most artists don’t 

want their music to be used in pornography, political activities, etc. That’s why so many artists were pissed 

off that Trump used their music to support his campaign.  
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16.4.1 Publishing Request 
July 22, 2016 
 
To:  Pauline Neal – Universal Music Publishing, pauline.neal@umusic.com 
From: Roeland Gijsens (786-816-4213) roeland@whitenoisemusic.be 
 
Hi Pauline, 
On behalf of White Noise Productions LLC, 1268 Myrtle Ave, New York, NY 11221 (“Producer”) we are 
writing to request a quote for the publishing detailed below in the feature-television show currently 
entitled “DRUKQS”.   
 
Synopsis: 
DRUKQS is an upcoming television show about 4 people who meet each other thanks to their love for 
electronic music. They decide to organize rave parties in Greenpoint and the show is about their success 
and failures.  
 
Scene Description:  Opening title where we see a snapshot of the East River and the 

Manhattan bridge. In the train, we are introduced to the main characters 
of the show.   

 
Composition:  “Praise You” 
Writer(s)/PRO: Leo Cook (PRS) / Camille Yarbrough (ASCAP) 
Percent %:  100% 
Timing:               1:30 
Use: Main Theme 
Territory/Term:   Universe/Perpetuity 
 
Rights:     All media for one episode 
 Option for all media as a theme song for thirteen episodes 
 Option for out of context use 
 
Fee:       $35,000 for all media  
   + 350,000 option for all media as a theme song for thirteen episodes 
   + 1,500 / week option for out of context use  

              
Please sign below to confirm the foregoing and e-mail back to me a signed scan.  Thanks for your kind 
and timely attention to this matter.  We look forward to receiving your approval. 
 
AGREED TO AND ACCEPTED: 
Universal Music Publishing 
 
By: _____________________________________ 

An Authorized Signatory 
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16.4.2 Master Request 
July 22, 2016 
 
To: Andrea Autrey – Universal Music, andrea.autrey@umusic.com 
From: Roeland Gijsens (786-816-4213) roeland@whitenoisemusic.be 
 
Hi Andrea, 
On behalf of White Noise Productions LLC, 1268 Myrtle Ave, New York, NY 11221 (“Producer”) we are 
writing to request a quote for the publishing detailed below in the feature-television show currently 
entitled “DRUKQS”.   
 
Synopsis: 
DRUKQS is an upcoming television show about 4 people who meet each other thanks to their love for 
electronic music. They decide to organize rave parties in Greenpoint and the show is about their success 
and failures.  
 
Scene Description:  Opening title where we see a snapshot of the East River and the 

Manhattan bridge. In the train, we are introduced to the main characters 
of the show.   

 
Master:   “Praise You” 
Artist:   Fatboy Slim 
Timing:  1:30 
Use: Main Theme 
Territory/Term:   Universe/Perpetuity 
 
Rights:     All media for one episode 
 Option for all media as a theme song for thirteen episodes 
 Option for out of context use 
 
Fee:       $30,000 for all media  
   + 350,000 option for all media as a theme song for thirteen episodes 
   + 1,500 / week option for out of context use  
 

              
Please sign below to confirm the foregoing and e-mail back to me a signed scan.  Thanks for your kind 
and timely attention to this matter.  We look forward to receiving your approval.  
 
AGREED TO AND ACCEPTED: 
Universal Music 
 
By: _____________________________________ 

An Authorized Signatory 
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16.5 Master & Publishing Contract 
16.5.1 Synchronization License 
 
 

WHITE NOISE MUSIC PRODUCTIONS, LLC 
1268 Myrtle Ave Apt#2 

New York, NY 11221 
 

SYNCHRONIZATION LICENSE 
For good an valuable consideration, the receipt and adequacy of which is hereby acknowledged, Licensor 
hereby grants to Producer, it licensees and assigns, the non-exclusive and irrevocable right, license, 
privilege and authority to record the Composition listed below in synchronization and/or timed relation 
with the Production and to make copies of such recordings and import said recording and/or copies 
thereof throughout the Territory for distribution in the Licensed Media, subject to  the terms and 
conditions of this license.  
 
Producer:  WHITE NOISE MUSIC, LLC 
 
Licensor:   Universal Music Publishing 
 
Production:   The television series currently entitled “DRUKSQ” (Season 1)  
 
Episode(s):   Ep #101 
 
Territory:   World 
 
Term:    In perpetuity 
 
Commencing:   July 22, 2016 
 
Licensed Media:  1. All forms of media now known or hereafter devised excluding theatrical  

2. Out of context advertising and promotional rights in any and all media now 
known or hereafter devised 

 
Composition:   “Praise You” 
 
Composer(s):   Leo Cook (50%) (PRS), Camille Yarbrough (50%) (ASCAP) 
 
Publisher(s):  Universal (100%) (ASCAP) 
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ADDITIONAL TERMS AND CONDITIONS:  
 

1. PERFORMANCE RIGHTS: Performance of the Composition in the exhibition of the Production is 
subject to the condition that each television station in the United States or other entity over which 
the Composition is so performed in the United States shall have a performance license issued by 
Licensor or from a person, firm, corporation, society association or other entity having the legal 
right to issue such a performing license. If at any time any television station outside the United 
States or other entity licensed to broadcast the Production outside the United States does not 
hold a non-dramatic performance of the Composition, Producer shall have automatically have the 
exclusive right to grant to each such television entity the non-dramatic performing rights in and 
to the Composition for use outside the United States in connection with the Production. Producer 
shall not be liable to Licensor for the payment of any sums with respect to the performance of the 
Composition outside the United States.  
 

2. RIGHTS NOT INCLUDED: This license does not include the right to alter the fundamental character 
of the Composition, to use the title or subtitle of the Composition as the title of the Production, 
to use the story of the Composition, or to make any other use of the Composition not expressly 
authorized hereunder. Notwithstanding the foregoing, Producer may make arrangements, 
orchestrations and adaptions of the Composition (including without limitation linear edits for the 
purpose of adapting it to the Production). Licensor acknowledges and agrees that, as between 
Producer and Licensor, Producer exclusively owns all rights (including, without limitation, all 
copyrights) in and to the Production. Use of the Composition on video cassettes, video discs 
and/or any new technological methods of reproduction that are introduced into the 
entertainment industry for the purpose of sale and/or rental to the public for home use is 
specifically included in this license. Any and all rights not hereby expressly granted are specifically 
reserved by Licensor.  

 
3. WARRANTIES: Licensor represents and warrants that it has the right and authority to enter into 

this agreement with Producer and that any transfer of the assignment by power of the recording 
rights herein licensed will be made subject to the rights and license herein grant. Licensor 
warrants that is has the legal right to grant this license, and that no consent, license or permission 
is required to be obtained from any third party in order for Producer to fully exploit the rights in 
and to the Composition, except as set forth herein.  

 
4. NOTICES: All notices hereunder required to be given to Producer (including notification of a 

change in ownership or administrative control) shall be sent to Producer at the address 
mentioned herein. All notices, payments and/or royalties hereunder required  to be made to 
Licensor shall be sent to Licensor at its current address or to such other address as Licensor may 
hereafter designate by notice in writing to Producer.  

 
5. CURE PERIOD: Neither party shall be deemed in breach of this agreement unless the othe r party 

gives notice and the notified party fails to cure said breach within thirty (30) days of receipt of 
said notice.  

 
6. ASSIGNMENT: Producer may assign it rights hereunder in whole or in part at any time and from 

time to time to any person, firm or entity and this agreement and any rights granted herein may 
be assigned by any such assignee thereof.  
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7. PRODUCER MUSIC CUE SHEETS: Upon Licensor’s written request therefore, Producer agrees to 
provide Licensor with a music cue sheet (as such term is understood in the entertainment 
industry) for the Production within one hundred and twenty (120) days following the initial 
performance of such production.  

 
8. INDEMNIFICATION; REMEDIES: Licensor agrees to defend, indemnify and hold harmless Producer, 

its parents, subsidiaries and affiliated entities, and their respective licensees, successors and 
assigns (and their respective officers, directors, shareholders, employees, contractors, attorneys, 
representatives and agents) and all those persons and entities associated with the development, 
production, distribution, and exploitation of the Production (including without limitation, 
Producer participants, talent, advertisers, sponsors, product integrations, partners, and trade  out 
partners) from an against any and all liabilities, claims, costs, expenses, losses, damages 
(including, without limitation, reasonable outside attorney’s fees, whether or not in connection 
with litigation), arising out of or in connection with any breach by Licensor of any representation, 
warranty or agreement made or entered into herein. Excluding matters covered by Licensor’s 
indemnity above, Producer agrees to indemnify Licensor and hold it as a result of any breach of 
Producer’s duties, obligations, representations and warranties hereunder.  

 
9. LIMITATION OF REMEDIES: Remedies for any breach of this agreement by Producer or others will 

be limited to damages and in no event will Licensor be entitled to rescind this agreement or to 
seek any injunctive or other equitable relief of the Production or any element thereof.  

 
10. CHOICE OF LAW / ENTIRE AGREEMENT: This agreement shall be governed by and construed in 

accordance with the laws of the State of New York, save its choice of law provisions and the 
jurisdiction of any dispute hereunder shall be in the State or Federal Courts, located in New York, 
New York. This agreement constitutes the entire agreements between the parties hereto, and all 
parties acknowledge and agree that no party shall rely on any representations or warranties in 
connection with this license or the subject matter hereof not contained herein. This license cannot 
be canceled, altered, modified, amended or waived, in part or in full, in any way except by an 
agreement in writing executed by the parties hereto.  

 
11. MISCELLANEOUS: The agreement is finding upon and shall inure to benefit of the respective 

successors and/or assigns of the parties hereto.  
 
This agreement shall not be valid until signed by an officer or duly authorized representative of Producer 
and payment has been made by Producer as provided herein, if any. Electronic and facsimile signatures 
hereto shall be deemed original for all purposed.  
 
AGREED & ACCEPTED:  
 
WHITE NOISE PRODUCTIONS, LLC    UNIVERSAL MUSIC PUBLISHING  
    
 
By:                                                              K    By:                                                              K 
 
 
Its:                                                              k    Its:                                                              k 
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16.5.2 Master Use License 
 
 

WHITE NOISE MUSIC PRODUCTIONS, LLC 
1268 Myrtle Ave Apt#2 

New York, NY 11221 
 

MASTER USE LICENSE 
For good an valuable consideration, the receipt and adequacy of which is hereby acknowledged, Licensor 
hereby grants to Producer, it licensees and assigns, the non-exclusive and irrevocable right, license, 
privilege and authority to record the Master listed below in synchronization and/or timed relation with 
the Production and to make copies of such recordings and import said recording and/or copies thereof 
throughout the Territory for distribution in the Licensed Media, subject to the terms and conditions of 
this license.  
 
Producer:  WHITE NOISE MUSIC, LLC 
 
Licensor:   Universal Music 
 
Production:   The television series currently entitled “DRUKSQ” (Season 1)  
 
Episode(s):   Ep #101 
 
Territory:   World 
 
Term:    In perpetuity 
 
Commencing:   July 22, 2016 
 
Licensed Media:  1. All forms of media now known or hereafter devised excluding theatrical 

2. Out of context advertising and promotional rights in any and all media now 
known or hereafter devised 

 
Master:   “Praise You” 
 
Artist(s):   Fatboy Slim 
 
Label:   Universal Music 
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ADDITIONAL TERMS AND CONDITIONS:  
 

1. PERFORMANCE RIGHTS: Performance of the Master in the exhibition of the Production is subject 
to the condition that each television station in the United States or other entity over which the 
Master is so performed in the United States shall have a performance license issued by Licensor 
or from a person, firm, corporation, society association or other entity having the legal right to 
issue such a performing license. If at any time any television station outside the United States or 
other entity licensed to broadcast the Production outside the United States does not hold a non-
dramatic performance of the Master, Producer shall have automatically have the exclusive right 
to grant to each such television entity the non-dramatic performing rights in and to the Master 
for use outside the United States in connection with the Production. Producer shall not be liable 
to Licensor for the payment of any sums with respect to the performance of the Master outside 
the United States.  
 

2. RIGHTS NOT INCLUDED: This license does not include the right to alter the fundamental character 
of the Master, to use the title or subtitle of the Master as the title of the Production, to use the 
story of the Master, or to make any other use of the Master not expressly authorized hereunder. 
Notwithstanding the foregoing, Producer may make arrangements, orchestrations and adaptions 
of the Master (including without limitation linear edits for the purpose of adapting it to the 
Production). Licensor acknowledges and agrees that, as between Producer and Licensor, Producer 
exclusively owns all rights (including, without limitation, all copyrights) in and to the Production. 
Use of the Master on video cassettes, video discs and/or any new technological methods of 
reproduction that are introduced into the entertainment industry for the purpose of sale and/or 
rental to the public for home use is specifically included in this license. Any and all rights not 
hereby expressly granted are specifically reserved by Licensor.  

 
3. WARRANTIES: Licensor represents and warrants that it has the right and authority to enter into 

this agreement with Producer and that any transfer of the assignment by power of the recording 
rights herein licensed will be made subject to the rights and license herein grant. Licensor 
warrants that is has the legal right to grant this license, and that no consent, license or permission 
is required to be obtained from any third party in order for Producer to fully exploit the rights in 
and to the Master, except as set forth herein.  

 
4. NOTICES: All notices hereunder required to be given to Producer (including notification of a 

change in ownership or administrative control) shall be sent to Producer at the address 
mentioned herein. All notices, payments and/or royalties hereunder required to be mad e to 
Licensor shall be sent to Licensor at its current address or to such other address as Licensor may 
hereafter designate by notice in writing to Producer.  

 
5. CURE PERIOD: Neither party shall be deemed in breach of this agreement unless the other party 

gives notice and the notified party fails to cure said breach within thirty (30) days of receipt of 
said notice.  

 
6. ASSIGNMENT: Producer may assign it rights hereunder in whole or in part at any time and from 

time to time to any person, firm or entity and this agreement and any rights granted herein may 
be assigned by any such assignee thereof.  
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7. PRODUCER MUSIC CUE SHEETS: Upon Licensor’s written request therefore, Producer agrees to 

provide Licensor with a music cue sheet (as such term is understood in the entertainment 
industry) for the Production within one hundred and twenty (120) days following the initial 
performance of such production.  

 
8. INDEMNIFICATION; REMEDIES: Licensor agrees to defend, indemnify and hold harmless Producer, 

its parents, subsidiaries and affiliated entities, and their respective licensees, successors and 
assigns (and their respective officers, directors, shareholders, employees, contractors, attorneys, 
representatives and agents) and all those persons and entities associated with the development, 
production, distribution, and exploitation of the Production (including withou t limitation, 
Producer participants, talent, advertisers, sponsors, product integrations, partners, and trade  out 
partners) from an against any and all liabilities, claims, costs, expenses, losses, damages 
(including, without limitation, reasonable outside attorney’s fees, whether or not in connection 
with litigation), arising out of or in connection with any breach by Licensor of any representation, 
warranty or agreement made or entered into herein. Excluding matters covered by Licensor’s 
indemnity above, Producer agrees to indemnify Licensor and hold it as a result of any breach of 
Producer’s duties, obligations, representations and warranties hereunder.  

 
9. LIMITATION OF REMEDIES: Remedies for any breach of this agreement by Producer or others will 

be limited to damages and in no event will Licensor be entitled to rescind this agreement or to 
seek any injunctive or other equitable relief of the Production or any element thereof.  

 
10. CHOICE OF LAW / ENTIRE AGREEMENT: This agreement shall be governed by and construed in 

accordance with the laws of the State of New York, save its choice of law provisions and the 
jurisdiction of any dispute hereunder shall be in the State or Federal Courts, located in New York, 
New York. This agreement constitutes the entire agreements between the parties hereto, and all 
parties acknowledge and agree that no party shall rely on any representations or warranties in 
connection with this license or the subject matter hereof not contained herein. This license cannot 
be canceled, altered, modified, amended or waived, in part or in full, in any way except by an 
agreement in writing executed by the parties hereto.  

 
11. MISCELLANEOUS: The agreement is finding upon and shall inure to benefit of the respective 

successors and/or assigns of the parties hereto.  
 
This agreement shall not be valid until signed by an officer or duly authorized representative of Producer 
and payment has been made by Producer as provided herein, if any. Electronic and facsimile signatures 
hereto shall be deemed original for all purposed.  
 
AGREED & ACCEPTED:  
 
WHITE NOISE PRODUCTIONS, LLC    UNIVERSAL MUSIC   
  
 
By:                                                              K    By:                                                              K 
 
 
Its:                                                              k    Its:                                                              k 
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16.6 Cue Sheet 
Like I mentioned before, making a cue sheet for a television show or movie is really important. The sheet 

gets forwarded to all of the performance rights organizations on the sheet and they make sure everybody 

gets paid properly. Therefore, every music supervisor should make sure they fill out a music cue sheet 

with the upmost care.  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Prepared By: Roeland Gijsens - White Noise Productions

DRUKQS- Music Cue Sheet

Episode Title: Pilot
Episode Number: 101 Air Date:                 *Use Codes: 

T = Theme
Season: 1 MT = Main Title ET = End Title
Program Type: Series Version: Network VV = Visual Vocal VI = Visual Instrumental
Length: 25:39 Network/Station: FV = Feature Vocal FI = Feature Instrumental
Producer: Roeland Gijsens Distributor BV = Background Vocal BI = Background Instrumental

Cue # Time Code
Musical 
Composition Performer Writer(s)

Performing 
Rights Society 
for Writer(s)

Publisher/Copyrigh
t owner

Publisher/
Writer %

Time 
(length) Use

1 01:00:00:00 Praise You Fatboy Slim Leo Cook PRS Universal (ASCAP) 50 1:30 MT
1 01:00:00:00 Praise You Fatboy Slim Camille Yarbrough ASCAP Universal (ASCAP) 50 1:30 MT
2 01:04:17:15 Amazon Zinc Mauro Malavasi SIAE IMAGEM (PRS) 50 1:12 FV
2 01:04:17:15 Amazon Zinc Massimo Trevisi SIAE IMAGEM (PRS) 50 1:12 FV
3 01:08:23:54 Buena Morphine Mark J Sandman BMI BMG (BMI) 100 1:30 BV
4 01:15:16:43 Zaat VCMG Martin Gore PRS Sony ATV (BMI) 50 2:30 FV
4 01:15:16:43 Zaat VCMG Vincent Martin PRS Sony ATV (BMI) 50 2:30 FV
5 1:21:15:34 Bad Vibrations Black Angels Stephanie Bailey ASCAP BMG (ASCAP) 20 1:20 BV
5 1:21:15:34 Bad Vibrations Black Angels Kyle Hunt ASCAP BMG (ASCAP) 20 1:20 BV
5 1:21:15:34 Bad Vibrations Black Angels Alexander Maas ASCAP BMG (ASCAP) 20 1:20 BV
5 1:21:15:34 Bad Vibrations Black Angels Nathanael Ryan ASCAP BMG (ASCAP) 20 1:20 BV
5 1:21:15:34 Bad Vibrations Black Angels Geary Bland ASCAP BMG (ASCAP) 20 1:20 BV
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