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CHAPTER I  
 

INTRODUCTION 
 

Dr. Ian Moschenross once asked a music history class “Why would [advertisers] 

use Beethoven’s 9th for a beef commercial? I guess we should just be glad that they’re 

exposing his music to the public. I just don’t know.”1 Similarly, one might ask why 

Chopin’s music has been used in television commercials for everything from perfume to 

cars.2 What did ad creators find in his music that suggested a useful pairing with their 

product? How does Chopin’s music function within the commercial? What, if any, is the 

relationship between the music and the product or service being advertised?  

The image of Chopin seems to have transformed with the changing social 

contexts in the late twentieth century. Thus, the study of American television 

commercials, semiotics and reception history may illuminate the diverse and evolving 

contemporary images of Chopin and his music. According to musicologist James 

Deaville, analyzing television music allows one to understand “general cultural positions 

and developments” and how “music becomes a powerful cultural, social, and political 

force in its interface with television.”3 Compared to any other technologies (e.g., 

computers, smart phones, and tablets), television is the predominant source to 

                                                           
1 Dr. Ian Moschenross is professor and piano instructor of Music at Monmouth College (Monmouth, IL) 
where I completed undergraduate studies. Dr. Moschenross’s remark, made during a Music History course, 
never left my mind and inspired the topic for this study. 
2 The earliest accessible commercial (on YouTube) featuring a Chopin piece is a 1969 advertisement for 
Coty Élan perfume. This commercial, however, will not be discussed in this study. Tropes post 1969 will be 
surveyed since examining commercials prior to 2004 are beyond the scope of this document. 

3 James Deaville, Music in Television: Channels of Listening (New York: Routledge, 2011), 2-3. 
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disseminate information and influence a viewer’s thoughts.4 This study will argue that in 

the last seven years (2004-2011), contemporary American advertising practices have 

incorporated the presumed audience’s associations with Chopin’s music, conforming to 

or contradicting them for purposes of strengthening a marketing message.  

Modern advertisers seem to have employed the various images attributed to 

Frederic Chopin’s (1810-1849) music that have existed since the nineteenth-century. As 

such, the advertisers must have been aware of the multiple layers of connotations 

regarding his music. For example, select piano works by Chopin may symbolize the 

struggle of an expatriate Romantic composer, while his other works might demonstrate 

modernist high art music (e.g., didactic etudes transformed into character pieces). The 

varying connotations attributed to his music trace back to eighteenth-century theory on 

key affect through twentieth-century European reception. The reception of Chopin and 

his music in the United States, however, seems to have varied and morphed in 

conjunction of the aforementioned. These views are contingent upon the performances 

and uses of Chopin’s music in America that date back to the mid-twentieth century as 

‘high art music’. Due to the varied connotations of Chopin’s music, one must deconstruct 

these meanings in order to better understand how advertisers employ and, perhaps more 

importantly, manipulate Chopin’s music.  

Prior to examining commercials in detail, past discourse that may have influenced 

Chopin’s (re-)signification must be revisited. Beginning with C.F.D. Schubart’s 

                                                           
4 Shelley Rodgers, Esther Thorson, and Yun Jin, “Social Science Theories of Traditional and Internet 
Advertising,” in An integrated approach to communication theory and research, eds. D. W. Stacks & M.B. 
Salwen (New York: Routledge, 2008), 199. 
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eighteenth-century treatise Ideen zu einer Ästhetik der Tonkunst (Ideas on the Aesthetics 

of Sound Art), his descriptions on key affect has permeated throughout the nineteenth 

century.5 It seems that the earliest Romantic images associated with Chopin’s works may 

have been credited to this treatise. The inclusion of this treatise provides the earliest 

association possible and serves as a foundation in introducing whether a Chopin piece 

conforms to, or contradicts, a previous interpretation. The earliest American Chopin 

reception, falling in the midst of early and late European reception, occurs during the 

movement of introducing high art music in the mid-nineteenth century with traveling 

pianists. The images attributed to European Chopin reception during the twentieth-

century further evidence that specific images of his music, specifically from Parisian 

critics, continue to persevere through time (e.g., “feminine” music). Although modern 

advertisers seemingly employed these resilient nineteenth and twentieth-century 

connotations when selecting a Chopin piece, it appears that they subvert previous 

interpretations as well. 

This study will survey a selection of commercials that feature Chopin’s music in 

the mass media in the United States between 2004 and 2011. Within this seven-year time 

frame, the use of Chopin’s music in the media increases as the year draws closer to 

2011.6 The frequent uses and manipulation of Chopin’s music in the media exhibited in 

these commercials have blurred concrete interpretations of his music. Perhaps this is 

demonstrative of this composer’s potential to “[enhance the persuasive] powers of 
                                                           
5 Christian Friedrich Daniel Schubart, Ideen zu einer Ästhetik der Tonkunst (Degen, Germany: Buchdrucker 
und Buchhändler, 1806), 377-80. 
6 This statement is based on my findings. Over half of the list of the commercials appeared towards the 
latter half of the seven-year time frame; one commercial occurs in 2004 while the remaining occur after 
2006 (see Figure 1.1). 
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commercials.”7 Interestingly, it appears that classical music in television advertising is 

becoming increasingly popular, producing interpretations outside of a concert venue. 

However, the lack of studies concerning classical music in the mass media has made it 

difficult to fully recognize the importance of media related methodologies and to 

comprehend why (musical) meanings are in constant flux for a given popular culture. 

Thus, an examination of eighteen television commercials categorized by their respective 

tropes will provide a glimpse of how Chopin’s music has been employed in 

contemporary American commercials.8 Hopefully, such a study will stimulate further 

research concerning how and what society thinks about the musical canon. As Deaville 

suitably stated, the awareness of music in the media will “not only shed light on upon 

late-twentieth and early-twenty-first century society, but ourselves.”9 

Review of Literature 

Academic literature concerning Chopin reception in the media is lacking. 

Scholars Melanie Lowe and Luke Howard considered the music of Wolfgang Mozart and 

Samuel Barber in radio, television, and film in their respective works.10 These two studies 

serve as models for analysis of a given composer’s music as portrayed in the 

entertainment industry. Both touch upon various mediums of media (e.g., film, television, 

radio) that exploit their respective composer’s music. They recognize the importance of 

                                                           
7 Deaville, 17. 
8 See footnote 2. Table 1.1 represents eighteen commercials since the nineteenth commercial falls outside 
of the seven-year time frame (2004-2011). 
9 Deaville, 9. 
10 Luke Howard, “Popular Reception of Samuel Barber’s Adagio for Strings,” American Music 25/1 (2007): 
50-80. Melanie Lowe, “Claiming Amadeus: Classical Feedback in American Media,” American Music 20/1 
(2002): 102-19. 
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how contemporary America has viewed and exploited classical music in multimedia in 

such a way that the music becomes part of a cultural code.11 

According to Melanie Lowe, the first classical compositions to be used in 

television advertisements as background music included works by Mozart, Beethoven, 

Tchaikovsky, Verdi, and Wagner during the silent film era between 1895 and 1929.12 

Like the eras of silent film (1895-1929), sound film (1926-1932), stereo soundtrack and 

Post-Classical era (1950-1975), and Hollywood film (1875-2000), the present advertising 

industry also freely utilize an even greater variety of composers and styles.13 As 

advertising agencies observe the success with using public property music, companies 

continually employ the music of a variety of composers in order to have a great impact on 

consumers.  

Two additional musicological articles concerning music and media studies are 

available. Christopher J. Smith’s articles project narrativity and semiotics as an additional 

segment in relation to the storyline, as provided in his “A Sense of the Possible: Miles 

Davis and the Semiotics of Improvised Performance” and “Papa Legba and the Liminal 

Spaces of the Blues: Roots Music in Deep South Film.” Each explores parallel usages of 

music in certain films. The similarities are categorized as an overarching trope and 

examined based on the relationship between the music itself and the characters in the film 

                                                           
11 Lowe, 107. 
12 Ibid., 102-03.  
James Buhler, David Neumeyer, and Rob Deemer, Hearing the Movies: Music and Sound in Film History 
(Oxford: Oxford University Press, 2010), x. 
13 Buhler, x-xii. 
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(in this case, the blues and characters placed in the south).14 Smith’s idea of an 

overarching trope influenced how the samples for this study are categorized. This 

classification of tropes allows for a more manageable method of examining each 

commercial’s similarities and dissimilarities.  

This specific study on Chopin, however, will focus solely on his ‘new’ image in 

American society, particularly in the medium of the television commercial. Resources 

relating to this topic lay in the realm of reception history. Consequently, I have consulted 

studies on semiotics and the (re-)signification of Chopin and his music. Introductory 

materials include Schubart’s eighteenth-century treatise, Ideen zu einer Ästhetik der 

Tonkunst, and the varying European Chopin receptions found in Chopin Reception: 

History, Theory, Analysis by Jim Samson. 

C.F.D. Schubart’s (1739-1791) Ideen zu einer Ästhetik der Tonkunst, was written 

in 1748 and published in 1789 and 1806. The first version, which appeared as an 

incomplete list in 1787 in his political journal Vaterländische Chronik, included a 

description of sixteen keys (C major to g-sharp minor).15 Due to the popularity of this 

initial version, Schubart completed the treatise in 1789.16 According to Steblin, 

Schubart’s treatise on aesthetics “became the most influential of all contributions to this 
                                                           
14 Chris Smith, “A Sense of the Possible: Miles Davis and the Semiotics of Improvised Performance,” in In 

the Course of Performance: Studies in the World of Musical Improvisation, eds. Bruno Nettl and Melinda 
Russell (Chicago: The University of Chicago Press, 1998), 261-89. 
Christopher J. Smith, “Papa Legba and the Liminal Spaces of the Blues: Roots Music in Deep South Film,” 
in American Cinema and the Southern Imaginary, eds. Deborah E. Barker and Kathryn McKee (Athens: 
The University of Georgia Press, 2011), 317-35. 
15 Rita Steblin, A History of Key Characteristics in the 18th and Early 19th Centuries, 2nd ed. (New York: 
University of Rochester Press, 2002), 115. 
16 Ibid. The version referred to in this document was a revision published posthumously in 1806 by his 
brother. 
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topic… [having] a tremendous impact on subsequent publications of key descriptions; 

even Beethoven and Schumann were moved to comment on Schubart’s views.”17 

Arguably, Schubart’s ideas on the aesthetics of key descriptions paved the way towards 

visual and descriptive thought in the Romantic era. Each description illuminates our 

understanding of possible moods implied by a given key as was understood in the late 

eighteenth and early nineteenth-century. Thus, the examination of a commercial’s 

denotative meaning will rely on the juxtaposition of these key associations and 

interpretations of a given Chopin piece as employed by the advertiser. 

Jim Samson’s article on Chopin Reception: History, Theory, Analysis provides 

various European Chopin receptions that occurred simultaneously in several countries in 

the latter half of the twentieth-century.18 Samson puts forth four representations of 

Chopin in Paris, Germany, Russia, and England in the 1950s.19 The Romantic images of 

each country associated with his music undoubtedly continued to influence musicians 

beyond the nineteenth-century. Contemporary audiences seem to find the Parisian view 

on Chopin (particularly from French critics) – ‘the poet’, ‘the consumptive’, ‘emotional’ 

and ‘feminine’ – the most convincing, since these images of Chopin have persevered.20  

In contrast to France, Germany opposes these seemingly feeble images of Chopin. 

The composer’s early image as salon composer was quickly embraced by the public, 

                                                           
17 Ibid. C.F.D. Schubart’s treatise Ideen zu einer Ästhetik der Tonkunst (1806) was translated from German 
to English by Rita Steblin’s A History of Key Characteristics in the 18th and Early 19th Centuries. 
Otherwise, the treatise in its entirety can be easily located on www.books.google.com. The complete 
descriptions of all twenty-four keys are provided in Appendix C, as reproduced from Steblin’s book. 
18 Jim Samson, “Chopin reception: theory, history, analysis” in Chopin Studies 2, eds. John Rink and Jim 
Samson (Cambridge: Cambridge University Press, 2006), 1-17. 
19 Ibid. 
20 Ibid., 3. 

http://www.books.google.com/
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evidenced by numerous publications of his music by the noted publisher Breitkopf. The 

inclusion of Chopin in the Breitkopf canon, in turn, led to his recognition as a classical 

composer in Germany.21 According to Samson, it was entirely Heinrich Schenker’s effort 

to include Chopin in the German classical canon, thus, making “Chopin [belong] more to 

Germany than to Poland.”22 

In Russia, Balakirev and his circle (The Mighty Five) regarded Chopin as “one of 

the first composers to establish a nationalist aesthetic.”23 However, it was not Chopin’s 

mazurkas that accredited him the title of a nationalist composer. According to Balakirev, 

Chopin’s ability to fuse folk elements and “advanced techniques of contemporary 

European art music” represented both nationalism and modernism.24 For Balakirev (and 

presumably for all Russians), Chopin was a “radical, progressive figure,” not merely a 

romantic salon composer.25  

In eighteenth-century England, “the role of music [served] as social regulation 

and status confirmation.”26 These ideals carried through the nineteenth and twentieth-

centuries in an effort to distinguish music for the home (amateur) and concert 

(professional) while the piano was appearing more frequently in middle-class homes.27 

As a result, Chopin was domesticated in England. His works (e.g., mazurkas and 
                                                           
21 Ibid., 6. Samson employs the term ‘classical composer’ in regards to composers placed in the Western 
musical canon. 
22 Ibid., 7-8. See also Der Tonville and Das Meisterwerk  in der Musik, translated by Ian Bent in ‘Heinrich 
Schenker, Chopin and Domenico Scarlatti’, Music Analysis, 5/2-3 (1986): 131-49.  
23 Ibid., 8. 
24 Ibid. 
25 Ibid., 9. Samson refers to Anne Swartz’s study concerning Chopin’s dwindling popularity in nineteenth-
century Russia. According to Swartz, Balakirev became the main advocator of Chopin’s music. The 
Russian composer visited Warsaw and was later credited with the birth of Chopin reception in Poland.  
26 Ibid., 9-10. 
27 Ibid., 10. 
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nocturnes) were highly imitated by Victorian composers and simplified “to a handful of 

easy gestures” for the amateur.28 Eventually, publications of Chopin’s works were given 

nicknames: the nocturnes as “drawing-room trifles,” the preludes as “pearls,” and the 

etudes as “tuneful gems.”29  

Sandra Rosenblum’s article examines the early reception of Chopin in the United 

States in her article “A Composer Known Here But to Few: Reception and Performance 

Styles of Chopin’s Music in America, 1839-1900.”30 This article traces the earliest 

performances of Chopin’s music in the United States since 1839. Rosenblum provides a 

map indicating all documented performances between 1839 and 1900 in various cities 

throughout the nation. The map, however, is not exhaustive as her analysis was based 

only on publicly documented reviews and announcements. Additionally, Rosenblum 

points out that not all of the pieces performed were completely described (i.e., each 

performance did not include specific key and opus numbers). However, the article not 

only provides an overview of how audience’s perceived Chopin’s music in mid-

nineteenth century America, but it also reveals how and to what extent his music traveled 

across the nation.  

According to Rosenblum, the first known written account of a performance of 

Chopin’s music occurred at a private party in New York in 1839 where “a newly arrived 

                                                           
28 Ibid. 
29 Ibid. 
30 Sandra Rosenblum, “A Composer Known Here But to Few: Reception and Performance Styles of 
Chopin’s Music in America, 1839-1900,” in The Age of Chopin: Interdisciplinary Inquiries, ed. Halina 
Goldberg (Indiana: Indiana University Press, 2004), 314-348. 
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German immigrant named Ludwig Rakemann played some nocturnes.”31 The 

performance caught the attention of a writer from The Evening Star. It was Rakemann’s 

second performance on October 16, 1839, however, that documented specific Chopin 

pieces performed in the United States: a “Notturno and Two Mazurkas.”32 Arguably, 

Rakemann’s performances served as a catalyst to the growing popularity of Chopin’s 

works. Although concert reviews did not specifically speak of the music itself (especially 

when it came to piano concerts), the audience was intrigued by Chopin’s expressivity 

through “melancholic lyricism and musical nationalism.”33 The success of two major 

premieres in New York at the New York Philharmonic in 1846 was soon nationally 

recognized as a musical phenomenon. The first premiere was presented by one of 

Chopin’s pupils, Julian Fontana in October, performing Chopin’s Fantasie in F minor, 

Op. 49; in November, Henry Timm performed the second and third movements of 

Chopin’s Piano Concerto in E minor, Op. 11.34 The reviews support a warm reception of 

Chopin’s works, including those by the notable American music critic John Sullivan 

Dwight who hailed European art music in the mid-nineteenth century in his Dwight’s 

Journal of Music. In one of his reviews, Dwight stated that Chopin’s Ballade in G minor, 

Op. 23 was “a composition of great power and breadth and depth of feeling, taxing the 

strength…of a player to the utmost, full of imagination and fire.”35 From what Dwight 

observed in this performance, there was a definite notion of Chopin’s Romantic image 

expressed by the pianist. 

                                                           
31 Rosenblum, 314. 
32 Ibid. 
33 Ibid., 315. 
34 Ibid. 
35 Ibid., 317. 
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Following Rakemann’s performances, Chopin’s music became a favorite in 

various public concert venues, particularly his Funeral March and Nocturne in E-flat 

Major, Op.9/2. Both works eventually became “must haves” for the amateur musician at 

home.36 In addition, due to the popularity among women making music in the home, 

Chopin’s music was regarded as “feminine.”37 In spite of this, at the turn of the century, 

pianists Rafael Joseffy and Arthur Rubinstein advocated the artistry of Chopin’s music. 

Performers became increasingly concerned with the composer’s intentions regarding 

pedaling, phrasing, and fingering.38 Perhaps it was the success of these interpretations 

that fostered Chopin’s success, not only in the concert hall, but also in the mass media.  

The first sign of Western canonical music represented in television traces back to 

the 1940s and 1950s when opera was first broadcast. Networks observed that there was a 

need for a “cultural uplift” with what was viewed as “high culture.”39 As a result, NBC 

broadcast a live Metropolitan Opera performance of Pagliacci on March 10, 1940. By 

1950, four programs regularly broadcast opera performances, including an “experimental 

color broadcast of Carmen on October 31, 1953.”40  

Although the music of such performances exposed the general public to high art 

music, it was also used to entertain through mockery. In a review from Musical America, 

a writer described the reaction of the audience from the December 1952 performance of 

                                                           
36 Ibid. 
37 Ibid. 
38 Bruce Haynes, The End of Early Music: A Period Performer’s History of Music for the Twenty-First 

Century (Oxford: Oxford University Press, 2007), 48. 
39 Tom McCourt and Nabeel Zuberi, “Music on Television,” The Museum of Broadcast Communications, 
last modified 2012, http://www.museum.tv/eotvsection.php?entrycode=musicontele. 
40 McCourt, “Music on Television.” 

http://www.museum.tv/eotvsection.php?entrycode=musicontele
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Carmen that was telecasted over twenty-seven cities: “The relentlessness of the camera 

exposing corpulence and other less attractive physical features of some of the performers 

aroused hilarity among the more unsophisticated viewers, of whom there were, perforce, 

very many.”41 As well-known classical works were exposed and over-used, viewers 

listening to the music via television broadcasts recognized tunes from canonical works.42  

In order to truly grasp when and how music was portrayed in the media, one must 

understand film music, advertising discourse, and semiotics. James Buhler, David 

Neumeyer, and Rob Deemer’s Hearing the Movies: Music and Sound in Film History 

provides one of the most relevant discussions of film music and the technologies therein. 

The text is geared towards the music-literate and non-music literate, for whom it 

succinctly describes terminology and methodologies.  Furthermore, Buhler’s text is 

arguably the most up-to-date resource on film music, excluding peer-reviewed articles. 

The author’s use of case studies and his presentation of analytical tools for the aural, 

visual, and narrative aspects of film and television music make this text particularly 

useful. In addition, his models are especially helpful in that they demonstrate similarities 

in the analysis of both media (i.e., film and television) to discern foreground and 

background information of a given media clip. Because this text focuses on film music, 

however, it lacks practices specific to advertising (e.g., segmentation, codes, and levels of 

involvement). 

                                                           
41 Ibid. 
42 Ibid. 
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 In order to fill this void, I will reference a number of advertising resources 

focusing on music in the mass media. Nicholas Cook’s Analyzing Musical Multimedia 

relies heavily on mass media and semiotic concepts.43 Cook’s opening chapter provides a 

model on how such a study should be approached; his model includes the smallest 

nuances of orchestration (e.g., woodwinds that symbolized the sound to represent a 

‘family’), structures of the storyboard (e.g., tripartite storylines), and narrative (e.g., 

‘quest’ narrative). 

Semiotics, the study of signs and their meanings, was also considered when 

examining the commercials. Although reception history is the first step to reconstruct 

past significations of Chopin and his music, semiotics provides the denotative meaning of 

a given piece featured in a commercial. Additionally, examining the signs that are 

featured in each commercial will help in deconstructing the connotative meaning of a 

given piece in its contemporary context. Daniel Chandler’s Semiotics: The Basics was 

used to clarify unfamiliar terminology and concepts.44 Although not as exhaustive as 

Chandler’s text, Arthur Asa Berger’s Signs in Contemporary Culture: An Introduction to 

Semiotics provides an encyclopedia-like text where one can easily locate definitions of 

signs, codes, how signs work, their forms and problems as signs.45 Both semiotic sources 

were helpful in creating the glossary of terms and concepts commonly used throughout 

this document.46 

                                                           
43 Nicholas Cook, Analyzing Musical Multimedia (Oxford: Clarendon Press, 1998). 
44 Daniel Chandler, Semiotics: The Basics (London: Routledge, 2002). 
45 Arthur Asa Berger, Signs in Contemporary Culture: An Introduction to Semiotics (Salem, Wisconsin: 
Sheffield Publishing Company, 1989). 
46 A glossary of terms and definitions are provided in Appendix A.  
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Recent semiotic studies should be considered for relevancy on new information, 

especially with target specific topics such as music in television. Elliot Gaines’ Media 

Literacy and Semiotics presents useful terminology and concepts. Case studies provide 

additional analytical tools as applied to television programs including Seinfeld, The 

Simpsons, and The Daily Show.47  

 It is also important to consider the advertiser’s point of a view and the creative 

process in producing a television commercial. Thus, a few resources on how advertisers 

create a television commercial will be used as references. Kenneth Roman and Jane 

Mass’s How to Advertise arrange the preliminary structure of a commercial. By 

addressing what core components an advertisement consists of, the advertiser should 

discern the potential of the idea based on whether it has “legs.”48 This source also offers 

readers information on what aspects advertisers should consider when constructing a 

successful television advertisement (e.g., audience needs).  

Michael Schudson’s Advertising, the Uneasy Persuasion also serves as a 

beginner’s resource to understanding the thought processes of advertisers, what they 

know about their audience, and how they take advantage of such information.49 Schudson 

presents an interesting outlook concerning the effects of advertising upon the audience, 

concluding that “human life…is threatened by the headlong rush to produce and to 

consume.”50 

                                                           
47 Elliot Gaines, Media Literacy and Semiotics (New York: Palgrave Macmillan, 2010). 
48 Kenneth Roman and Jane Mass, How to Advertise (New York: St. Martin’s Press, 2003). 
49 Michael Schudson, Advertising: The Uneasy Persuasion (New York: Basic Books, Inc., 1984). 
50 Ibid., 235. 
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 A combination of semiotics and music discourse is necessary to support my 

arguments on the musical meaning of a given piece within commercials. Studies by 

Lawrence Kramer, Carolyn Abbate and Susan McClary provide model approaches to 

articulate meaning in music. Lawrence Kramer’s Musical Meaning: Toward a Critical 

History provides an introduction to hermeneutics, musical meaning and expression.51 

Kramer revisits the warring perceptions of pure music and also offers insights in gender 

in music.  

Carolyn Abbate’s Unsung Voices engages the issue of gender in music and 

narrativity in opera.52 Abbate discusses the voices of female characters in opera that are 

often overlooked (e.g., Brunnhilde) and the importance of their roles in music. Katherine 

Frith’s text Undressing the Ad: Reading Culture in Advertising complements Susan 

McClary’s Feminine Endings with her discussion of women’s attributes (e.g., physical 

structure) in the ad industry. Both support the “aesthetics” trope, specifically regarding 

ideas on femininity.53 Frith examines printed ads for Victoria’s Secret, arguing that the 

position of the camera or model seductively invites a viewer’s attention. Frith examines 

additional printed ads, revealing how earlier versions of signs that once implied the 

female body have morphed into similar, yet more explicit versions.54 McClary offers 

insight into music theory and gender divisions in musical narrativity. She emphasizes that 

                                                           
51 Lawrence Kramer, Musical Meaning: Toward a Critical History (California: University of California 
Press, 2002). 
52 Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century (New Jersey: 
Princeton University Press, 1991). 
53 See footnotes 38 and 39. 
54 Katherine Frith, Undressing the Ad (New York: Peter Lang Publishing, Inc., 1997). 
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in music, a male character typically opens and is followed by a less dominant, secondary 

female character that must later return to the opening material.55  

Perhaps one of the most important texts for this particular study is James 

Deaville’s Music in Television: Channels of Listening. Deaville begins by deploring the 

lack of studies dealing with music in television, particularly in the field of musicology. 

He emphasizes that such studies will illuminate our understanding of societies that rely so 

heavily on the mass media for the transmission and reception of entertainment.  

Methodologies 

Relying on the study of signs (semiotics), musical analysis, and mass media 

discourse reveals the current perception of Chopin’s music through a popular channel of 

advertising – the television commercial. In order to understand the layers of connotations 

associated with Chopin’s music, I will draw upon the rhetorical analysis of semiotics (the 

study of signs) and the storyboard of an advertisement.56  

According to Huron, it will be crucial to seek the relationship between images, 

narratives, and, most importantly for this study, audio. Similarly to the Einstein and 

Eisler metaphor model for film music discussed in Cook’s Analyzing Musical 

Multimedia, the model employed here will utilize the following: 

A) The inner and or outer meanings in relation to the image and music, 
B) and the possible signs that are associated with it.57 

                                                           
55 Susan McClary, Feminine Endings. (Minneapolis: University of Minnesota Press, 2002), 14. 
56 The storyboard is an (pictorial) outline of the basic plot of a commercial. Although a trope originally 
derives from rhetoric as figures of speech (e.g., metaphor, metonymy, and irony), the term will take on a 
different meaning here. For the purposes of this study, a ‘trope’ will be theme-based words that encompass 
several (similar) meanings. 
57 Cook, 66. 
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Before discussing the labels of the tropes, it is important to note that signs, in 

general, are not subject to one interpretation. The meaning of signs are often, and 

understandably so, prone to transform over time. They are susceptible to more or equally 

contradictory interpretations, creating attentive energy to their ambiguity which engages 

the viewer to comprehend the marketing message. In examination of the visual images, 

the construction of each trope is contingent upon recurring themes and carries multi-

valent capacities. Based on the predominant visual imagery exposed in a commercial, the 

tropes of “tragedy,”  “aesthetics,” and “nostalgia” appeared most frequently.  

The “aesthetics” trope was based on visual appeal, such as the physique of a 

human body or the presentation of clothing. According to Susan McClary, the presence 

of ‘desire’, ‘arousal’ and ‘sexual pleasure’, or ‘femininity’, determines a female 

counterpart in music.58 Her insight concretizes the definition of aesthetics in regards to 

gender identity. The aspect of gender identity is further translated from the music and 

realized through visual imagery in a commercial. In order to link McClary’s definition to 

mass media studies, I employ Daniel Chandler’s explanation on ‘realism’ as a semiotic 

approach. Advertisers use femininity and realism to impose and convince the audience of 

what an ideal body or self-image is. These commercials promoted the “necessary” beauty 

or luxury items to maintain a certain image (e.g., perfume, makeup, laundry detergent, 

and car).  

                                                           
58 McClary, 9. 
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The “tragedy” trope was identified in commercials representing grief. Several 

images, primarily in video game commercials, fall under this trope: ‘war’, ‘forlorn’, 

‘sadness’, ‘darkness’, ‘Romantic irony’, ‘death’, ‘anxiety’, ‘danger’, ‘ominous’, 

‘discomfort’, and ‘uncertainty’. The use of irony (commonly represented as hope) was 

often posed at the end of a commercial to alleviate any tension. Irony, one of the four 

major tropes in semiotics, can be analyzed as operating in one or more of three modes: 

literally or non-literally (to inform), as irony (to amuse), or as a lie (to mislead).59 The 

commercials under “tragedy” often posed a problem and a viable choice to a solution for 

the viewer. Combative video games often portrayed protagonists in a bind to promote 

images of grief. 

The trope of “nostalgia” describes advertisements that portray ‘the familiar’ or 

‘memorable’ to the audience. For example, an advertiser may choose to present the 

relationship between two lovers or a daily event such as cooking. The four ‘master’ 

tropes semioticians often refer to provide support to the analysis of this trope; specifically 

‘metaphor’ and ‘metonymy’. According to Chandler, a metaphor exploits “similarity 

despite difference” and metonymy demonstrates “relatedness through direct effect.”60 A 

few eclectic commercials fall into this trope, including advertisement for traveling and 

perfume. 

The commercials examined in this study are listed by the name of the 

advertisement, the Chopin piece used, the product that is advertised, a URL YouTube 

                                                           
59 Chandler, 134, 137. 
60 Ibid., 136. 
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link to the commercial, and the tropes with which the advertisements are affiliated (see 

Table 1.1).61 

Table 1.1. The Tropes 

Aesthetics Tragedy 
1. Advertisement: Artistry Makeup 
(2011) 
Piece: Grand Valse Brillante, Op. 18/1 

Product advertised: Makeup 
Link: 
http://www.youtube.com/watch?v=5yKd
O4p0R5Q 
 
2. Chopin Vodka (2011)  
Nocturne in F Major, Op. 15/1 

Alcohol 
http://www.youtube.com/user/ChopinVo
dkaTV?blend=21&ob=5#p/u/2/g6O_llnE
9WQ 
 
3. Burberry Body (Rosie Huntington-
Whitely only edit) (2011) 
Nocturne in E-flat Major, Op. 9/2 

Perfume 
http://www.youtube.com/watch?v=jIjZv2
N8h9M 
 
*4. Clarence Court: Behind the Scenes 
Video (2010) 
Nocturne in E-flat Major, Op. 9/2 

Chicken eggs 
http://www.youtube.com/watch?v=Xuq4
VdO4jc8 
 
5. Skip: “Piano” (2009) 
Nocturne in E-flat Major, Op. 9/2 

Laundry detergent 
http://www.youtube.com/watch?v=-eKZ-
rEZ3kA 

*1. Jameson Whiskey: “What makes a 
man a hero: Saving essentials” (2011) 
Waltz in A Minor, Op. Posth. 

Alcohol 
http://www.youtube.com/watch?v=VsbM
UNPK2Cs 
 
2. VFI Spot – “El Poder del Lenguaje” 
(June, 2011) 
Nocturne in F Major, Op. 15/1 
Production company 
http://www.youtube.com/watch?v=woN
KYkho0Hk 
 
3. Zynga: Mafia Wars (2011) 
Prelude “Raindrop” in D-flat Major, Op. 

28/15 

Video game 
http://www.youtube.com/watch?v=Wcf5
F7pOB5M 
 
4. Witcher 2: “Hope” (September, 2010) 
Nocturne in F Minor, Op. 55/1 

Video game 
http://www.youtube.com/watch?v=KIgu
EWfEJ-0 
 
*5. Acura MDX (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 
 

 
                                                           
61 Numbers marked with an asterisk indicate that the specific commercial subverts their respective trope. 

http://www.youtube.com/watch?v=5yKdO4p0R5Q
http://www.youtube.com/watch?v=5yKdO4p0R5Q
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=VsbMUNPK2Cs
http://www.youtube.com/watch?v=VsbMUNPK2Cs
http://www.youtube.com/watch?v=woNKYkho0Hk
http://www.youtube.com/watch?v=woNKYkho0Hk
http://www.youtube.com/watch?v=Wcf5F7pOB5M
http://www.youtube.com/watch?v=Wcf5F7pOB5M
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
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Table 1.1. The Tropes Continued 

6. Acura MDX (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7HzsU
i_hIEY 
 
7. ESPN World Figures Skating 
Championships (2006) 
Nocturne No. 20 in C-sharp Minor, Op. 

Posth. 

Figure skating championship 
http://www.youtube.com/watch?v=aB1xY
sGRqb0 

6. Gears of War (2007) 
Prelude “Raindrop” in D-flat Major, 

Op. 28/15 

Video Game 
http://www.youtube.com/watch?v=YFW
_qTtaPz0 
 
7. Halo 3 (September, 2007) 
Prelude “Raindrop” in D-flat Major, 

Op. 28/15 

Video Game 
http://www.youtube.com/watch?v=zKG1
nvV1Wnc 
 
*8. R&H Motor Cars “Death March” 
(2004) 
Funeral March, Op. 72/2 

Car dealership 
http://www.youtube.com/watch?v=3_zx
LnjCWV8 

Nostalgia 
1. BBC: Visit Poland, with Richard 
Berkeley (2011) 
Waltz in C# minor, Op. 64/2 

BBC promotion for travel 
http://www.youtube.com/watch?v=D7_02
6CYZEc 
 
2. BBC: Warsaw (2008)  
Prelude in E Minor, Op. 28/4 

BBC promotion for travel 
http://www.youtube.com/watch?v=aD_Fc
9jqsFI 
 
3. Estee Lauder: “Intuition” (2007) 
Nocturne in B Major, Op. 32/1 

Perfume 
http://www.youtube.com/watch?v=IX2La
6qVhdc 
 
*4. Hanes: “Michael Jordan deals with an 
unruly fan” (2007)  

http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=YFW_qTtaPz0
http://www.youtube.com/watch?v=YFW_qTtaPz0
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=IX2La6qVhdc
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Table 1.1. The Tropes Continued 

Nocturne in E-flat Major, Op. 9/2 
Underwear 
http://www.youtube.com/watch?v=0T9O
olLDDPI&feature=related 
 

 

 The commercials were located through a keyword search using the Google search 

engine. After achieving a successful number of hits, specific keywords were inferred for 

subsequent searches (e.g. “product name/category + Chopin”). I also consulted online 

advertising forums (e.g., AdForum, What’s That Called) that concentrated on song 

inquiries played in the background of specific commercials.62 The predominant website 

used was AdTunes.63  A general search engine on AdTunes narrowed down several pages 

of discussions concerning Chopin’s music (which may or may not have been used in the 

commercial). Each page potentially mentioned probable keyword searches to obtain more 

hits in a Google search engine. I was able to locate no fewer than nineteen commercials 

using this method.  

 After locating and categorizing the commercials into their respective tropes, it 

was necessary to create a method of examining the meanings in the commercials. The 

model for examining the commercial was based on a checklist for scene analysis 

established by James Buhler, et al., in Hearing the Movies: Music and Sound in Film 

                                                           
62 AdForum, last modified 2012, http://www.adforum.com/.  
“TV Ad Music,” What’s That Called, last modified 2012, 
http://www.whatsthatcalled.com/forum/index.php?showforum=3. The inquiries of commercial information 
were made by members within each forum. 
63 “TV Commercial Music,” AdTunes, last modified 2012, 
http://adtunes.com/forums/forumdisplay.php?f=107. 

http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
http://www.adforum.com/
http://www.whatsthatcalled.com/forum/index.php?showforum=3
http://adtunes.com/forums/forumdisplay.php?f=107
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History. Although intended for audio analysis, Buhler’s model was adapted to examine a 

commercial’s structure. Buhler provides the following checklist:  

“Using an Analysis Checklist in terms of sound:  
1. Background and general information as needed for context: genre, director, 

release year, principal actors, summary of the plot or story with attention to 
describing the context of the scene being analyzed 

2. Synopsis of the scene 
3. Shot list 
4. Description of the sound track elements and their balance 
5. Description and evaluation of the sound track from different angles: physical 

sources of sounds, music’s narrative functions (emotion and characterization, the 
external-internal opposition). Sound and representation. (What does sound tell us 
about the kind of person _____ is?) 

6. If needed, a summary statement about the sound track in the scene.”64 
 

The background, synopsis, and summary (numbers 1, 2, and 6) served as part of the 

discussion of the commercial. The shot list, description, and evaluation of the sound track 

(numbers 3, 4, and 5) were adapted into a table to visually present the most salient time 

frames of the commercial (see Table 1.2).  

Table 1.2. Sample table for a given analysis of a commercial 

Scene:      
Music:      
Stage: Opening Transition Development Resolution Closing 
Time:      

 

The ‘scene’ is a description of what the viewer sees on the television. ‘Music’ and 

‘time’ demonstrate specific sections of the commercial divided in seconds. ‘Stage’ is 

determined by a larger section of the commercial (similar to sections in music), which 

may or may not consist of all the typical delineations as presented in the sample table 
                                                           
64 Buhler, 33. 
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(e.g., introduction). The Stage descriptions are used to describe the sections of the 

commercial, contingent upon the audio, visual imagery, and overall storyline. If there is 

an ‘Introduction’, this stage often sets up the background of the commercial preceding the 

actual ‘Opening’ (e.g., establishing the atmosphere with music). The ‘Opening’ is what 

opens the beginning of the commercial accompanied with music, visuals, and or 

narrative. For sections that serve as segues, ‘Transition’ may be used to describe (shorter 

length) events leading to the turning point of the commercial. Segues that take more time 

to occur may be described as ‘Development’. ‘Climax’ is used when a commercial 

reaches its peak or turning point. At times, a ‘Pre-Climax’ foreshadows musical content 

to be developed at the highest point of the commercial, becoming the ‘Climax’. If the 

music is presented to be the driving force of a commercial, ‘Resolution’ is commonly 

occurs in those that open with a problem and resolve with a solution. ‘Closing’ refers to 

the ending of the ad, where the name of the product is shown and or accompanying voice 

of a narrator confirms the product brand.  

Following an analysis of the commercial’s meaning, I will deconstruct the several 

layers of additional meanings associated with a given Chopin piece. First, an introduction 

of the featured Chopin piece will be discussed with emphasis on the key’s denotative 

meaning as described by Schubart. Using semiotic methods, I will then deconstruct the 

piece’s connotative meaning in relation to the commercial. This process will further 

support my claims on whether a given commercial is conforming to (closely resonating to 

pre-21st century connotations) or contradicting its respective trope (e.g., the use of 

atypical advertising methods). Based on a study by David Huron, 
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…music’s role in broadcast advertising…exploring how music—in conjunction 
with images and narrative—addresses the media-consuming subject in terms of 
specific devices and practices...[to] arrive at the categorization of the types of 
messages communicated and the means whereby they are received.65 

 

At least two to three samples conformed to a given trope (i.e., displaying signs that fall 

under the description of “tragedy”). In contrast, one to two samples subverted a given 

trope (i.e., contradiction of effect or mood). After grouping select commercials (four to 

five samples) in their respective trope, I analyzed the commercial according to the 

following diagram: 

Table 1.3. Diagram for semiotic commercial analysis 

 

                                                           
65 See David Huron, “Music in Advertising: An Analytic Paradigm,” Musical Quarterly 73/4 (1989): 557-
74. 

Discussion of signs/symbols and their meanings within the commercial.  

Refer to shot list to indicate a specific 
location within the commercial via Stage 

and or Time. 

When necessary, provide musical 
excerpts to further support what was 

heard and seen. 

Display shot list. 

Provide a short 1-2 sentence description of the ad. 

Introduce Schubart’s key description. 

To further further open discussion on whether a given piece conforms to or 
contradicts the trope.  
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CHAPTER II 

 THE “AESTHETICS” TROPE 

 In a world where the media reinforces an idealized self-image, commercials often 

take advantage of the ‘beauty’ of a given culture (e.g. gender, identity, etc.) to promote a 

product.66 For semioticians aesthetics directly relates to reality so that the meaning is 

“relative, determined by the system of representation standard for a given culture or 

person at a given time.”67 Decoding a semiotic message may prove difficult since 

nuances within the message become ‘conventional’ when re-used over time. 

Consequently, viewers often take what one is accustomed to hearing or seeing for 

granted.68 Commercials that employ aesthetics will engage the viewer with the portrayal 

of familiar or realistic elements that offer an achievable and to what one might perceive 

as an ideal outer appearance.69 To this end, the advertiser may choose to exploit the 

physique of a model (human or animal) or natural physics (person or object).  

Of the commercials analyzed, those that fall under the trope of “aesthetics” 

commonly exploit what is considered ‘feminine’, ‘high-class’, ‘beautiful’, ‘fashionable’ 

(what is ‘chic’ or in vogue), ‘elegant’, and ‘natural’. To portray a sense of aesthetic 

realism, these commercials impose an idealized image of a given gender that is 

presumably desirable by the general public. Thus, the following commercials will be 

examined to demonstrate how the advertisement conforms to (examples A, B, C) or 

subverts (examples D, E) the trope of “aesthetics” (see Table 2.1). 

                                                           
66 Gaines, 70, 72. 
67 Chandler, 163. 
68 Ibid., 166. 
69 Ibid., 161. 
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Table 2.1. The “Aesthetics” Trope  
 

Conform Subvert 
A. Burberry Body Fragrance (2011) 
Nocturne in E-flat Major, Op. 9/2 

Perfume 
http://www.youtube.com/watch?v=jIjZv2
N8h9M 
 
B. Skip: “Piano” (2009) 
Nocturne in E-flat Major, Op. 9/2 

Laundry detergent 
http://www.youtube.com/watch?v=-eKZ-
rEZ3kA 
 
C. Acura MDX: “Motion” (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 

D. Clarence Court: Behind the Scenes 
(2010) 
Nocturne in E-flat Major, Op. 9/2 

Chicken eggs 
http://www.youtube.com/watch?v=Xuq
4VdO4jc8 
 
E. ESPN: World Figure Skating 
Championships (2006) 
Nocturne No. 20 in C-sharp Minor, Op. 

Posth. 

Figure skating championship 
http://www.youtube.com/watch?v=aB1
xYsGRqb0 

 

Burberry: Body Fragrance 

 Burberry advertised their latest perfume featuring the famous model Rosie 

Huntington-Whitely, alongside Chopin’s Nocturne in E-flat Major, Op. 9/2. This 

commercial immediately takes advantage of equating an ideal image of a woman with 

that of a ‘feminine’ quality attributed to the nocturne. Thus, ‘character types’ in music 

may be considered as embodying a masculine or feminine dichotomy.70 According to 

McClary, Chopin’s music generally falls under the category of “feminine” music as it 

was composed under the “preferred romantic style.”71  For example, a masculine cadence 

is defined by falling on the strong beat, while the feminine cadence falls on the weak 

                                                           
70 McClary, 15. 
71 Ibid., 10. 

http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=aB1xYsGRqb0
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beat.72 However, the semiotic definition of ‘femininity’ can also implicate ‘desire’, 

‘arousal’, and ‘sexual pleasure’ – terms that are not exclusive to music.73 A song that is 

paired with moving images can then “influence and even constitute the way listeners 

experience and define some of their own most intimate feelings, [causing them to] 

participate actively in the social organization of sexuality.”74 Schubart’s identification of 

E-flat major (“the key of love, of devotion, of intimate conversation with God”), 

however, becomes irrelevant to the advertisement.75 The advertisement exploits the 

attributes of the model and feminine characteristics in the music, building upon 

occupational and gender identity (see Table 2.2).76  

Table 2.2. Shot list of Burberry: Body Perfume 

Scene: Silhouette 
shot (to 
behind the 
scenes) 

Head shot 
(to behind 
the 
scenes) 

Torso 
shot (to 
behind 
the 
scenes) 

Un-
belting 
jacket (to 
behind 
the 
scenes) 

Loosening 
front of 
jacket (to 
behind the 
scenes) 

Final shots 
of 
completed 
commercial 

Music: Solo piano Solo piano Solo 
piano 

Solo 
piano 

Solo piano Solo piano 

Stage: Opening Transition  Pre-
Climax 

Climax Resolution Closing 

Time: (:00-:07) (:07-:19) (:19-:29) (:29-:39) (:39-:50) (:50-1:02) 

 

                                                           
72 Ibid., 9. 
73 Ibid. 
74 Ibid. 
75 Schubart, 377. 
76 Berger, 96; Gaines, 70. The combination of an occupational and gender identity is also known as an 
‘ideal ego’. 
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 In every society, there is a certain level “of being ‘the same as others’ and 

maintaining certain coherence in style.”77 In other words, this definition of what is 

‘normal’ (i.e., self idealization) is what each person potentially hopes to become. 

Advertisers employ ‘occupational identity’ and ‘gender identity’ to create an identity that 

the viewer can relate to in a commercial. ‘Occupational identity’ makes use of “uniforms, 

implements and props, and contexts” to form a profession or position in society. ‘Gender 

identity’ focuses on the “clothes, hair style, voice, and body structure.”78 Analyzing the 

combination of these two types of identity factors can help us deconstruct the social and 

cultural meaning behind the use of musical aesthetics within this Burberry body 

fragrance commercial. 

 By exploiting the model’s outer appearance through characteristics of gender 

identity (e.g., minimal clothing and body structure), the advertisers gain the attention of 

both genders via sex appeal. For women, the female model offers sexual self-

identification, not only through the use of the product, but also by how she promotes it. 

One might argue that the model is offering ‘advice’ to the female viewers as her poses 

and facial expressions successfully entice a potential lover. More than a guide for the 

women in society, the subtleties of Whitely’s actions may symbolize the behavior of a 

woman in society. Whitely’s minimal movement in her poses infers the middle-class’s 

“relative passivity.”79 In this case, a middle-class woman should behave passively. This 

passivity is then demonstrated by slowly editing her removal of the trench coat to reveal a 

                                                           
77 Berger, 95. 
78 Ibid., 96-97. 
79 Frith, 239. According to Frith, a more active pose would represent the lower, working-class. 
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partially nude body – just enough to entice. Both her body position and facial expression 

are important. For example, Whitely’s facial expression is very stoic toward the end of 

the commercial. The ‘three-quarter look’ or tilted position of her face and eyes at the 

Closing suggest a “gaze that is rather inviting and expectant” (:58-1:02).80 The 

advertisers imply that the beauty of this model is analogous with the accompanying 

nocturne.  

The emphasis on ‘femininity’ in this commercial is seen through the increased 

amount of skin exposure that coincides with two musical climaxes. While both instances 

employ the main melody, the first occurrence is a weaker representation of the two, 

acting as a Pre-climax. This sensuality is depicted by the melody jumping an interval of a 

10th and resolving in the opposite direction as Whitely begins to un-belt her trench coat to 

expose her legs (:24-:29; see Figure 2.1).  

 

Figure 2.1. Chopin, Nocturne in E-flat major, Op.9/2, m. 4. (Treble clef) 

 

Whitely further disrobes with a chromatic ascent in the melody, teasing the viewer that 

she is about to completely open the front flaps of her coat. In comparison to the first 

appearance of the melody, the second occurrence appears as the climax through 

                                                           
80 Ibid., 240. 
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chromatic ascent, symbolizing the “emasculating” of the previous unornamented melody 

(see Figure 2.2).81  

 

Figure 2.2. Chopin, Nocturne in E-flat major, Op.9/2, mm. 5-6. (Treble clef) 

 

According to McClary, chromaticism is a sign of femininity which draws attention away 

from the original (masculine) arch of the melody.  

Clarence Court 

 Similarly to the Burberry commercial, the Clarence Court chicken egg 

commercial is a fine example of how advertisers can parody a generic modeling 

commercial. With Clarence Court, true beauty is exposed by a naturally bred chicken, not 

a human model who relies on un-natural means (e.g. diets, surgical enhancements, 

materialistic clothes, make-up, exaggerated facial expressions and personality, physical 

alterations, etc.) to become what some consider beautiful (see Table 2.3). 

Table 2.3. Shot list of Clarence Court 

Scene: Panning of 
shooting set 

Prepping and 
shots of the 
chicken 
models  

Line-up of 
chicken 
models and 
close-ups 

Human and 
chicken 
model with 
actual product 

Product 
title 

Music: Solo piano Solo piano Solo piano Solo piano Solo piano 
Stage: Introduction Opening Development Resolution Closing 
Time: (:00-:13) (:13-:34) (:34-1:31) (1:31-1:38) 1:38-1:52) 

                                                           
81 McClary, 16. 
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 Ironically, the Clarence Court commercial uses the same Nocturne in E-flat as the 

Burberry commercial, yet it was broadcast one year earlier than Burberry. Much longer 

than Burberry, Clarence Court begins with the panning of a shooting set (Introduction), 

perhaps to immediately deceive the audience that this is a typical (human) modeling 

shoot (:00-:13). Only at the Opening are the actual models (chickens) revealed, which 

intentionally subverts and shocks the expectations of the viewer (:13-:21). Similar to a 

human model shoot, there are scenes where the subject’s hair (feathers) is fluffed, and 

fans are used to create wind. Additionally, the subjects are given breaks for water (in a 

bowl) and snacks (by hand), and are allowed to lie (graze) on the floor of the set. 

Advertisers parody the beauty of these chickens by physically placing them on a perch. 

This is quite evident when the bodies of the chickens are presented as having sex appeal 

like Whitely from the Burberry commercial. Interestingly, these two images are paired 

with the same two climaxes in the nocturne used in the Burberry commercial. 

 The first climax occurs with a (masculine) brown chicken. The climax features a 

head and full body shot of a chicken coupled with wind blowing through its feathers, all 

set against the climax of the nocturne (:15-:30; see Figure 2.1). The second (more 

feminine) climax of the melody occurs when a white chicken’s tail feathers are fluffed 

(similar to the hair of a human model) (:30-:47). Musically, the feminine aspect of the 

nocturne is emphasized later on (in contrast to the Burberry commercial). Clarence Court 

uses the ending of the chromatic ascent and trill to introduce the feminine white chicken, 

followed by a slightly ornamented melody (see Figure 2.3).  
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Figure 2.3. Chopin, Nocturne in E-flat major, Op.9/2, mm. 7-9. (Treble clef) 

 

To balance the level of masculinity and femininity, the scene ends with the same 

(masculine) brown chicken “for the sake of satisfactory narrative closure.”82 The 

masculine closure of the melody returns at the pick-up from m. 8 to m. 9, signaling a 

return to the brown chicken (:47-:52). Finally, the end of the commercial reveals the 

actual product (chicken eggs) in the hands of an older human male model (1:35-1:37). 

The closing scene then provides clarification of the product with the following text: 

“Clarence Court: Fabulous Eggs by Fabulous Birds” (1:38-1:52). 

 Both Burberry and Clarence Court feature before and after scenes. These scenes 

continuously alternate until the actual product is revealed. Clarence Court uses this 

alternating pattern to parody what typically occurs during a human commercial shoot. 

The interpretation of the commercial could possibly infer the domination of nature over 

humans/humanity: the chicken was treated like royalty throughout the shoot and later 

placed on the shoulder of the older male model (1:32-1:34).  

Although this commercial may seem to be a simple parody, an additional 

interpretation may also be intended: beauty resides in all life(-forms). The use of 

Chopin’s Nocturne in E-flat major frames the beauty of the chicken’s appearance as a 

                                                           
82 McClary, 14. According to McClary, once the male protagonist makes contact with the more feminine 
subject, there needs to be closure via the return of a more dominant/masculine subject. 
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focal point to “sell” the product. In turn, the advertisers use a metonymic device, in which 

an actual female (human) model has been replaced with chickens to represent beauty, 

since they produce the finest eggs for Clarence Court.  

Skip: “Piano” 

 Beauty can be seen anywhere, with anything, as is evident with this commercial 

for Skip laundry detergent (see Table 2.4). Once again, Chopin’s Nocturne in E-flat 

major, Op.9/2 is used to reinforce the potential power of a laundry detergent that can 

maintain your blacks black and your whites white. This time, the melody is carefully 

synchronized with a female model’s touch on monochromatic clothing arranged to 

resemble a keyboard.  

Table 2.4. Shot list of Skip: “Piano” 

Scene: Female model 
admires blacks 
and whites of 
clothes 

Female model 
wears blacks 
and whites 

Handkerchief 
drop 

Command-
line in text 

Shot of 
product 

Music: Solo piano Solo piano Solo piano Solo piano Solo 
piano 

Stage: Opening Development Climax Resolution Closing 
Time: (:00-:11) (:11-:35) (:35-:37) (:37-:41) (:41-:44) 

 

The main female model is then shown several times “playing” the melody by 

physically touching the men’s black and white dress shirts (:01-:03, :08-:10). The 

opening of the commercial serves as an introduction to the product and as a reminder of 

how one’s clothes should look—clean, presentable, and organized in their respective 

colors. The female subject appears wearing a white dress, standing in a large, multi-room 
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dwelling in Europe. The clothing she is handling is predominantly black and white, 

perhaps the most difficult monochromatic colors to maintain in clothes. The commercial 

then musically depicts a male dominating character through the colors of the clothing. 

The woman’s clothing correlates to the musical depiction of femininity (white 

clothing) and masculinity (black clothing). For instance, the closing for each of the 

melodic climaxes consistently resolves with the female model dressed in black (the 

dominant ‘masculine’). In between each scene, the ‘weaker’ of the two gendered 

characters with white clothing (the subdominant ‘feminine’) appears. After her 

admiration of the dress shirts, socks (ordered monochromatically on an outdoor drying 

line) “dance” in sync with the turn articulation by moving in an upward motion (:10-:11; 

see Figure 2.4).  

 

Figure 2.4. Chopin, Nocturne in E-flat major, Op.9/2, m. 2. (Treble clef) 

 

At the climax, the female model is posed with an unexpected problem where she 

accidentally drops her black handkerchief off of a balcony, musically depicted by a brief 

pause (the melodic pitch Bfl5 jumps an octave to Bfl6) (:35-:37). The octave jump 

coincides with the drop of the black handkerchief in mid-air, representing a final delicate 

and feminine moment. To bring closure, a resolution with the masculine descent to the 
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tonic occurs, followed by the product slogan: “Keep your Blacks and Whites perfectly 

tuned.”  

 In this commercial, the media employs a “proxy” as a subject (actor) in a situation 

the audience can identify with. The proxy for Skip represents a higher social class, 

depicting what the middle-class viewer believes high-class personages do and wear.83 

The target segmentation (division of a large market of consumers) is an upper middle-

class, couple who can afford to wear high maintenance clothing.84 These two factors 

create a market for this segmentation with Skip, which manufactures two separate types 

of laundry detergent. Where a working-class viewer might worry only about two separate 

loads (one for colors and whites), Skip implies the higher-class necessity to separate 

clothing into three loads: one for your colors, whites, and blacks. The tactic is to 

overdramatize the possibilities of ruining one’s appearance by featuring a couple who 

only wears these two specific colors. As a result, the commercial implies “an aesthetic 

movement defined by what it is not.”85 Rather than directly depicting a working-class, 

Skip speaks to them by depicting characters of an upper social class. In effect, this 

dramatizes and potentially resolves the tension between two extreme sides of the social 

class spectrum.86 

 

 

                                                           
83 Gaines, 58. 
84 In advertising, ‘segmentation’ is defined as how advertisers divide a large target audience of consumers 
based on their age, gender, social class, media use, and so forth. 
85 Chandler, 108. 
86 Ibid. This is known as the ‘Saussurean principle of negative differentiation’. 
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Acura MDX: “Motion” 

 Acura’s claim that “There is no angle on the human body that was designed for a 

collision” may also be applied to the analysis of the storyboard. Rather than focusing on 

the attributes of the car, the advertisers create a connection with a broad range of viewers 

by featuring multiple demographics, including social class, age, location, ethnicity, and 

occupation. In addition, a hypothetical situation (e.g., a car crash) is immediately 

introduced to immediately grasp one’s attention. The Acura company aims to show the 

softer congenial side of their salesmanship, indicating that they also care about the 

consumer’s safety. As part of this multi-stranded messaging, the commercial employs 

Chopin’s Etude in E Major “Tristesse,” Op. 10/3; Schubart’s description of E major 

(“noisy shouts of joy, laughing pleasure not yet complete [and] full delight”) is far 

removed from this connotation.87 

A sequence of various (potential) consumers in mid-collision is presented as a 

hypothetical situation (see Table 2.5).  

Table 2.5. Shot list of Acura MDX: “Motion” 

Scene: Mother 
figure in 
bedroom 

Teenage 
boys in a 
park 

Worker 
outside 
building 

Students in 
a library 

Workers 
by an 
elevator 

Family in 
a car 

Music: Solo 
piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening (Static 
until 
resolution) 

(Static until 
resolution) 

(Static until 
resolution) 

(Static 
until 
resolution) 

Resolution 

Time: (:00-:07) (:07-:09) (:09-:12) (:12-:18) (:18-:21) (:21-:30) 
 

                                                           
87 Schubart, 379. 
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Accidents are unexpected occurrences that can involve anyone. Acura uses this slice of 

reality as a synecdoche by presenting multiple moments as pieces of a larger semiotic 

message (the commercial as a whole).88 Each scene shows a different subject (e.g. 

student, office worker, etc.) already in motion during a collision. The commercial 

reinforces this significant moment in time by slowing down the speed of the commercial. 

This creates a sense of seamless coordination with the etude, where the speed of both the 

music and movement within the commercial perfectly correlate together. An overall 

descending motion in the melodic contour is realized throughout the commercial as the 

subjects personify the falling motion from a collision (see Figure 2.5). 

 

Figure 2.5. Chopin, Etude in E major “Tristesse,” Op.10/3, mm. 17-21. (Treble clef) 

 

The disconnected scenes are edited to create a sense of seamlessness. This tactic 

persuades the viewer to rethink their choice of a less safe car. Various angles of the 

human body are a metonymic substitution for the angles of the car.89 However, the 

implied extra ‘angles’ of safety (e.g., quality construction of the car, air-bags) that 

symbolizes the attributes of the product is not clearly presented until the Closing. The 

voice-over clarifies this message with the closing statement, “There is no angle on the 

                                                           
88 Chandler, 133. 
89 Ibid., 131. 
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human body that was designed for a collision. All the more reason there are so many 

angles on the Acura MDX that are” (:18-:27). In effect, the commercial implies that if the 

viewer invests in Acura’s future (business), Acura will also invest in the viewer’s future 

(safety). 

ESPN: World Figure Skating Championships 

 An effective method in grabbing an audience’s attention is to instill a visually 

memorable scene. The commercial advertising the ESPN World Figure Skating 

Championships event personifies melting butter on a frying pan as a figure skater. 

Although very repetitive in movement, the butter certainly catches the gracefulness of an 

actual skater with Chopin’s Nocturne No. 20 in C-sharp Minor, Op. Posth. (see Table 

2.6). By referring to a daily event in the consumer’s life (cooking), the advertisement 

becomes a daily reminder to watch the event.  

Table 2.6. Shot list of ESPN: World Figure Skating Championships 

Scene: Butter endlessly 
“skates” in frying pan 

“Beauty.” text 
displayed 

Event information displayed 
on bottom of screen, 
followed by ESPN logo 

Music: Solo piano Solo piano Solo piano 
Stage: Opening Climax Closing 
Time: (:00-:20) (:20-:24) (:24-:30) 

 

 The layout of the commercial is simple and offers a direct message. ESPN claims 

that there is beauty in daily life. The ad employs a ‘restrictive code’ in which the main 

message of the commercial is “structurally simpler and more repetitive…having a high 
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degree of redundancy.”90 The repetition forms the basis of a scene that focuses on the 

‘skating’ butter in its own spotlight. The simple and repetitive structure of this 

commercial allows for some ornamentation, evident in the skating butter and the 

nocturne. The butter begins to make circular motions in the pan, increasing in speed over 

time, thus imitating a triple axel motion. Juxtaposed against this image is a continuous 

trill presented in the melody of the nocturne (:25-:28; see Figure 2.6).  

 

Figure 2.6. Chopin, Nocturne no.20 in C-sharp minor, Op. Posth., m. 11. (Treble clef) 

 

In addition, the (C-sharp) minor key of the nocturne denotes the darkness and 

sadness of the atmosphere created by the dimly lit area outside of the spotlight. To some 

degree, the image fits well with Schubart’s description of the key: “penitential 

lamentation, intimate conversation with God, the friend and help-meet of life; sighs of 

disappointed friendship.”91 The butter’s movement is representative of the aesthetically 

pleasing art of ice skating while the text at the climax reads “Beauty” in cursive font (:20-

:24). The advertisers imply that the defining moment of beauty can be “caught,” seen 

live, or even tasted. The commercial invites all to gather around a large event to watch 

the World Figure Skating Championships together. In this fashion, ESPN suggests the 

idea that both nature and man can create beauty in disparate ways. 

                                                           
90 Ibid., 171. 
91 Schubart, 379. 



 Texas Tech University, Hang Thi Tuyet Nguyen, December 2012 

40 
 

CHAPTER III 
 

THE “TRAGEDY” TROPE 
 

The commercials that fall under the trope of “tragedy” evoke a number of 

different images and associations including ‘war’, ‘forlorn’, ‘sadness’, ‘darkness’, 

‘Romantic irony’, ‘death’, ‘anxiety’, ‘danger’, ‘ominous’, ‘discomfort’, or ‘uncertainty’. 

Table 3.1 illustrates the advertisements that either conform to (examples A, B, C) or 

subvert (examples D, E) the trope of “tragedy.”  

Table 3.1. The “Tragedy” Trope 

Conform Subvert 
A. The Witcher 2: “Hope” (September, 
2010) 
Nocturne in F Minor, Op. 55/1 

Video game 
http://www.youtube.com/watch?v=KIguE
WfEJ-0 
 
B. Halo 3: “Believe” (September, 2007) 
Prelude “Raindrop” in D-flat Major, Op. 

28/15 

Video Game 
http://www.youtube.com/watch?v=zKG1n
vV1Wnc 
 
C. R&H Motor Cars: “Death March” 
(2004) 
Piano Sonata in B-flat minor, Op.35/2, III. 

Marche funèbre: Lento 

Car dealership 
http://www.youtube.com/watch?v=3_zxL
njCWV8 

D. Jameson: “What makes a man a hero: 
Saving essentials” (2011) 
Waltz in A Minor, Op. Posth. 

Alcohol 
http://www.youtube.com/watch?v=o6orZ
rn-WrY 
 
E. Acura MDX: “Motion” (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 
   
 

 

 

 

http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=o6orZrn-WrY
http://www.youtube.com/watch?v=o6orZrn-WrY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
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The Witcher 2: “Hope” 

Current trends in the video game industry rely on role-playing, combat games, or 

fantasy-based stories or plots taken from a pre-existing novel. That The Witcher series is 

based on the Polish novel The Last Wish, which strongly supports the denotative 

significance of Chopin’s Nocturne in F minor in the commercial. Because the story is 

Polish, one might argue that the advertisers believe that a Polish nationalist composer 

would be fitting.92 Additionally, there may be an assumption that the targeted audience 

has a level of knowledge with Chopin’s music; this familiarity could potentially connect 

the message to the featured piece. Although the introduction of the game reveals the 

denotative significance of “Hope,” the audio-visuals of Chopin’s nocturne will further 

transform the connotative meaning – through direct musical depiction of the moods 

associated with this trope. 

The title of this commercial (“Hope”) indicates the semiotic approach in 

advertising, functioning as a ‘signifier’.93 But what is the ‘signified’ or suggested 

meaning of the title? If the viewer is not familiar with the game, the answer to the 

synecdochic meaning of “Hope” is blurred.94 However, the extended title of the game 

does hint at the potential ‘signified’ – the Assassins of Kings (1:49-1:51). The game title 

(The Witcher 2) offers an additional ‘signifier’ in that it is a sequel or continuation of a 
                                                           
92 Brett Todd, “The Witcher Review,” GameSpot, last modified November 5, 2007, 
http://www.gamespot.com/the-witcher/reviews/the-witcher-review-6182328/. According to video game 
reviewer Brett Todd for GameSpot, The Witcher is based on Polish fantasy novel The Last Wish (1990), by 
Andrzej Sapkowski.  
93Chandler, 18. According to the Saussurean Model, a semiotic approach of a metaphor has two parts: a 
‘signifier’ and a ‘signified’. The ‘signifier’ is the literal or surface meaning, while the ‘signified’ is the 
actual meaning that is suggested. Signs or symbols with multiple meanings are referred to as polysemic. 
94 One of the four main rhetorical tropes described by Daniel Chandler, a synecdoche “invites or expects 
the viewer to 'fill in the gaps'[; according to Chandler,] advertisements frequently employ this trope.” 

http://www.gamespot.com/the-witcher/reviews/the-witcher-review-6182328/
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previous game (i.e., The Witcher). According to Scott Alan Marriott, “Battle-weary 

Geralt investigates those responsible for the attempted assassination of King Foltest in 

this sequel to 2007's The Witcher.”95 This ‘signifier’ suggests that the previous situation 

remains unresolved. In order for the protagonist (Geralt) to come to terms with where The 

Witcher previously ended (i.e., the attempted assassination of King Foltest), he must 

confront antagonists called “the witchers” in The Witcher 2.96 

Musically, the use of Schubart’s key description of F minor supports the 

denotation of Chopin’s nocturne. Schubart describes F minor as “deep depression, 

funereal lament, groans of misery and longing for the grave.”97 As one examines the 

narrative of the storyboard, Schubart’s description of this key closely echoes throughout 

the destructive scenes and portrayal of the characters.  

Table 3.2. Shot list of The Witcher 2: “Hope”  
 

Scene: Intro-
duction 

Back-
ground 

Contin-
uation 

Battle Kissing 
scene 

Closing 

Music: Solo 
piano 
(LH 
only) 

Solo 
piano 
(Both 
hands) 

Solo piano 
with 
strings 
pizzicato 

Piano/full 
strings 

Piano/full 
strings 

Solo piano 

Stage: Intro-
duction 

Opening Transition Develop-
ment  

Climax Resolution 

Time: (:21-:29) (:29-:59) (:59-1:27) (1:27-1:44) (1:44-1:46) (1:46-1:52) 
 

                                                           
95 Scott Alan Marriott, “The Witcher 2: Assassins of Kings,” All Game, last modified 2010, 
http://www.allgame.com/game.php?id=72102. Scott Alan Marriott is a video game reviewer for the All 
Game website. 
96 Ibid. 
97 Schubart, 378. 

http://www.allgame.com/game.php?id=72102
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The absence of a voiceover indicates that the music functions as a narrator to tell 

the story. The advertiser manipulates the music (instrumentation, dynamics, economy of 

material, execution of the piece) to effectively portray the storyboard (see Table 3.2). 

Produced like a movie trailer, the advertiser exploits the most salient parts (e.g., sections 

that lead to the climax) of the game to quickly gain the audience’s attention. The Witcher 

2 uses this method by presenting the main characters, potential enemies, and major events 

to provoke interest in the viewer. The commercial, functioning as a synecdoche, displays 

various sections of the game to tease parts of major events – or ‘parts of a whole’. This 

“invites or expects the viewer to ‘fill in the gaps’.”98 The following explanation of the 

sequence of events provides a synecdochic analysis to explain precisely how the viewer 

is prompted to ‘fill in the gaps’ by playing the game.99 

In the left hand, the introduction immediately establishes a sense of anticipation 

and melancholy by emphasizing the tonic (F6) twice, followed by a brief fermata (:21-

:25). An additional bar of left-hand accompaniment follows (:25-:29; see Figure 3.1). 

This two-bar introduction was not actually composed by Chopin, but was later added by 

the advertisers for dramatic effect.  

 

                                                           
98 Chandler, 133. 
99 Synecdochic is referred to the action of placing parts of the story together after it is presented non-
sequentially.  
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Figure 3.1. Chopin, Nocturne in F minor, Op. 55/1, mm. 1-2. (Piano score) 

 
Instead of opening on the notated dominant pitch “C,” the commercial opens with a tonic 

pitch “F” in the bass. Such an opening establishes a mood of hopelessness by focusing on 

the accompaniment and omitting the melody in the Introduction. This tactic enhances the 

dark atmosphere for the subsequent events by emphasizing the lower register of the 

piano.  

When the melody enters in the Opening, there is a noticeable correlation between 

the protagonist and agitated movement in the melody. This agitation is characterized by 

the movement to lower and upper neighbor tones that consistently return to the dominant 

pitch (see Figure 3.1, m. 2). The first iteration of these neighbor tones in the commercial 

correlates to a wounded protagonist who attempts to flee the scene, stumbling slowly 

through a forest (:33-:36). The Transition features the first eight measures of the music, 

this time melodically embellished and with an added string quartet employing pizzicato 

accompaniment on weak beats. With their emphasis on weak beats, the pizzicato strings 

produce tension to foreshadow the Development stage (:59-1:27).  

The next scene pans over the five main characters of the story while major battles 

foreshadowing danger and death are teased. The tension builds with battle scenes that 

climax during the Development (1:27-1:44). The inclusion of pizzicato strings from the 
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transition intensifies the progression of the drama via a change in dynamics and 

orchestration, from solo piano to piano and full orchestra (:27-1:27  1:27-1:44). The 

combination of increased battle scenes, change in orchestration, and increased dynamics 

provides a stronger sense of intensity, drama, lament, approaching of death, fear, danger, 

and struggle. Intensity is effectively portrayed with the music director’s additional violin 

countermelody throughout the Development section. Furthermore, the piano and 

remaining strings double the melody throughout this section (1:27-1:46).  

The piano and full strings accompany the two-second climax of the commercial at 

which the protagonist and future lover briefly kiss (1:44-1:46). Music and visual images 

fade out for an additional two seconds and the clip closes with the piano solo resolving an 

incomplete musical phrase (1:46-:1:48 1:48-1:52). This fermata in the music and 

accompanying fade out scene act as a cliff-hanger device to interrupt the sequence of 

events, causing the viewer to wonder what is going to happen next; however, one will 

only know the answer to this upon purchasing or playing the game. 

The entire minute and thirty seconds of this commercial is only based on thirty-

two measures of the original Chopin nocturne. If one excludes the embellished melodic 

sections, only eight measures of music are actually employed. The economy of material 

employed for the music is revealing of the commercial’s musical editor. Thus, the music 

director relied on careful craftsmanship and manipulation of small musical fragments, as 

well as the addition of instruments and dynamic contrasts for dramatic effect. The 

amalgamation of these factors contributes to the final resolution in the Climax section. 
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 As indicated in the title, “Hope” references the climactic two seconds that resolve 

the tension (1:46-1:48). Although the Climax explicitly portrays desire, it also implies 

that important moments in life occur during times of struggle (e.g., the battle scenes). 

This denouement completes a tripartite storyline when considering the sequence of 

events: A-introduction (preparing for battle), B-active fighting scenes, A-resolution 

without fighting (cut to kiss-scene and protagonist).100 Although the sections are not 

equally divided in length, each clearly establishes or resolves any audio/visual tension. 

The use of diegetic music is employed here so that the music accompanying the scene 

works in conjunction with the moving images, rather than an actual narrator (which this 

commercial lacks) driving the plot.101 To alleviate any uncertainty, the advertiser makes 

sure that at the end of the ad “the melody rises towards the upper tonic, cadencing an 

octave higher than it began (a feature, incidentally, that is highly characteristic of 

commercials, reflecting—and contributing to—their generally end-oriented 

morphology).”102
  

 

Halo 3: “Believe” 

 The video game advertisement for Halo 3 also conforms to the trope of “tragedy.” 

Resembling the title (tactic) of The Witcher 2, the title of Halo also incorporates a subtitle 

– “Believe.” This video game ad features Chopin’s Prelude “Raindrop” in D-flat Major, 

Op. 28/15, but rather than manipulating the orchestration, the advertiser “[inserts a] 

                                                           
100 Cook, 18. 
101 Ibid., 14. Diegetic music is music that closely relates to what is occurring in the commercial. 
102 Ibid., 16. 
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message within its existing framework.”103 The prelude is now loosely interpreted as a 

more serious role-playing game in which the protagonist is a soldier at war. However, 

“media producers employ more subtle and effective methods to persuade and convince 

audiences in other ways.”104 Such is the case here: as a substitute for moving images, the 

advertisers emphasize synecdochic still images to heighten uncertainty.  

A peculiar beginning of the Halo 3 ad contributes to a sense of uncertainty. The 

commercial begins with the ending of the A-section in D-flat major and, for the 

remainder of the commercial, primarily employs the middle section in C-sharp minor. C-

sharp minor’s “penitential lamentation” and “sighs of [disappointment]” clearly 

illustrates the advertisement’s goals.105 As “highly skilled image makers and storytellers,” 

the advertisers musically depict this unsettling minor key with images of soldiers in 

constant warfare to convey death and sadness (see Table 3.3).106
  

Table 3.3. Shot list of Halo 3: “Believe” 

 
Scene: Background Warfare Increased 

warfare 
Enemy 
displays 
dominance  

“Challenge” 

Music: Solo piano 

(piano) 

Solo piano  

(mezzo forte) 

Solo piano 

(fortissimo)  

Solo piano 

(mezzo forte) 

Solo piano 

(piano) 

Stage: Opening Development Climax Resolution Closing 
Time: (:00-:12) (:12-:57) (:57-1:09) (1:09-1:19) (1:19-1:22) 

 

                                                           
103 Ibid., 9. 
104 Ibid., 3. 
105 Schubart, 379. 
106 Cook, 10. 
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Arguably, the advertisers in this commercial exploit a recurring motive of constant 

raindrops in the prelude to suggest endless warfare. The media producers explore this 

idea by synecdochically presenting still images that progressively increase in intensity, 

reaching the turning point at the Resolution (1:09-1:19).  

 The strategy for the Halo 3 commercial is vastly different from The Witcher 2. 

Unlike The Witcher 2, the opening and closing for Halo 3 avoid a typical tripartite 

structure. Additionally, Halo 3 refrains from being harmonically closed (i.e., beginning 

and ending with the same tonality. The ad opens with the ending of the D-flat major 

section (depicting a light rain attributing to its nickname “Raindrop”) and ends with C-

sharp minor. The A-section then intensifies into a violent storm in C-sharp minor (:00-

:12).  

 In the Development stage (firmly rooted in C-sharp minor), the tension increases 

in conjunction with the dynamics (:12-:57). The dynamics progress from piano to mezzo 

forte, leading to catastrophic battle scenes emphasized musically by additional dynamic 

contrast, octave jumps, and a pronounced melody in the lower range (see Figure 3.2). To 

match this intensity, the ad exploits powerful facial expressions with accompanying body 

postures leading to the Climax (:57-1:09). The Climax at the fortissimo reaches the 

turning point of the storyboard where the most powerful images of war and destruction 

further increase the drama and tension.  
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Figure 3.2. Chopin, Prelude “Raindrop” in D-flat major, Op.28/15, mm. 56-57. (Piano 
score) 

 

 The tension in the Climax is resolved by a decrease in dynamics and a decline in 

musical activity. At the turning point, the dynamics drop to mezzo forte as the enemy 

(‘Covenant’) holds up one of the protagonists (humans) to display dominance. The 

representation of an opponent and protagonist is significant and highly representative of 

the marketing message here. According to Chandler, a symbol is “a sign ‘whose special 

significance or fitness to represent just what it does represent lies in nothing but the very 

fact of there being a habit, disposition, or other effective general rule that it will be so 

interpreted.”107 These “warring personas” (Covenant vs. humans) are personified in the 

music. The heroes (humans) are personified by the lyrical melody, often hidden in 

between the action of the notes (usually in the middle of the outer voices). Covenant 

constantly surrounds the humans, illustrated by the octave outer voices. This 

interpretation is evident with the music’s overall darker, middle section where the lyrical 

melody is still present. Covenant’s power is revealed through the recurring eighth note 

octaves and later returns with half-note octaves (see Figure 3.2). Parallel to the function 

                                                           
107 Chandler, 39. 
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of the main melody in the C-sharp minor excerpt, there is hope that the humans (inner 

melody) will overcome Covenant (prevailing octave outer voices).  

It is also interesting to note the nature of the two personas in conjunction with 

their characterization in the music. Covenant’s predominant G-sharp/A-flat octaves are 

static and conjunct. In contrast, the lyrical melody for the humans does not always return 

in similar fashion; its nature as a protagonist signifies its purpose – to develop (i.e., get 

stronger) and save the world. For example, the melody first enters in the soprano voice 

and later undergoes transformation through modulations and embellishments, 

symbolizing the stronger of its former self. When the melody regains its prominence in 

the key of C-sharp minor, it fights to return to D-flat major. Arguably, this return to the 

lyrical melody suggests a glimmer of hope as the recurring octaves rapidly diminish 

(1:19-1:22).  

Halo 3 is a ‘quest narrative’ which “poses a problem and eventually reveals the 

solution.”108 The problem is presented in the Resolution and ends with the opponent 

having the upper-hand (1:09-1:19). A possible solution is presented when the ad ends, 

challenging a prospective player to take the lead (1:19-1:22). Atypical of advertising 

strategy, still images are used to immediately arrest the audience’s attention rather than 

using moving images. The tripartite structure for the storyline contradicts the classic 

scheme of combat, victory, and resolution; consequently, the basic idea of ‘endless 

warfare’ as the quest narrative “continues and evolves throughout the entire 

                                                           
108 Cook, 11. 
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commercial.”109 This method seamlessly connects the flow of increased tension towards 

the end goal: challenging the viewer to take over the incomplete task of regaining the 

power from Covenant. The challenge allows the slogan “Believe” to resonate with the 

main message of the commercial: ‘Believe that you can make a difference’ or, ‘Believe. 

The future is in your hands.’ 

R&H Motor Cars: “Death March” 

The advertisers at R&H Motor Cars are able to elicit a sense of Romantic irony 

with Chopin’s Marche funèbre from his Piano Sonata in B-flat minor, Op.35/2. 

Simultaneously, R&H mocks the connotations of death and sadness. Although Schubart 

begins his description of the key of C minor as a “declaration of love and at the same 

time the lament of unhappy love,” the advertisement closely resembles what Schubart 

states as “languishing” and “sighing of the lovesick soul.”110 Rather than directly 

advertising the company’s goals, R&H rely on an indirect approach to demonstrate what 

they do not do. The marketing message focuses on subverting traditional methods of 

catching the audience’s attention; here, humor and irony are the primary tactics (see 

Table 3.4). 

 

 

 

                                                           
109 Ibid., 19. 
110 Ibid. 
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Table 3.4. Shot list of R&H Motor Cars: “Death March” 

Scene: Panning 
of 
immobile 
mascots 

Jumping 
gorilla 
mascot 

Sales 
signs 

Car dealer Sales signs Gorilla 
mascot 
gives 
departing 
wave 

Music: Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Stage: Opening (Static 
until 
closing) 

(Static 
until 
closing) 

(Static 
until 
closing) 

(Static until 
closing) 
(Narrator) 

Closing 
(Narrator) 

Time: (:00-:11) (:11-:14) (:14-:17) (:17-:19) (:19-:25) (:25-:30) 

 

The advertisers at R&H Motor Cars take advantage of the well-known funeral 

march to meet their commercial’s objectives. They utilize a widely familiar piece, 

commonly associated with ‘death’ and ‘sadness’ to challenge the viewer’s interpretation 

of the commercial. Consequently, the ad illustrates a sense of irony with the unlikely pair 

of death and a car dealership. According to Chandler, irony “has sometimes been referred 

to as ‘double-coded’.” Its modality statuses include taking the message literally/non-

literally (to inform), as irony (to amuse), and as a lie (to mislead).111 With this 

commercial, R&H plans to both inform and amuse their audience, using irony to make a 

subversive and memorable advertising argument. 

To heighten the amusement, the music director orchestrates the funeral march 

with the repetitive bell toll in the background as an iconic representation of death. The 

bell toll creates a sense of irony: while it connotes death of a living thing, it is used here 

to depict the death of an abstract idea – a traditional method of car salesmanship. The 

                                                           
111 Chandler, 134. 
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death tolls open the scene and continue throughout the ad. This steady ring also dictates 

the pace of the commercial, which proceeds in slow-motion. The irony is heightened by 

setting the scene on a bright and sunny day with festive sales signs and welcoming 

mascots (:00-:11). The advertiser does not expect the viewer to take this seriously; rather, 

it pokes fun at traditional methods of car dealership practices (e.g., large colorful signs 

and mascots). In order to avoid confusion, a narrator announces: “It’s the end of the car 

dealership, as you know it. Experience R&H, the opposite of a car dealer” (:21-:30). As 

Cook points out, “the verbal message [here] is effectively subordinated to a series of far 

more comprehensive attitudinal messages that are communicated by means of music.”112  

Chopin’s funeral march works well within this ironic context as the commercial 

points not to death, but to a relationship with a car dealer. R&H mock the connotations of 

death and sadness with this funeral march to re-engage the audience with a high 

involvement decision.113 However, R&H Motor Cars implies that these techniques are 

outdated and can no longer seal the deal: quality and customer service will increase sales 

and create and maintain customer loyalty.  

 As a through-composed storyline, the R&H commercial takes advantage of the 

‘sadness’ that maddeningly ‘tolled in’ on every other beat. Although this commercial 

ironically juxtaposes seriousness (the music) and light-heartedness (panning back to the 

gorilla) as if lacking sequence, the advertising strategy remains processive – it embodies 

a semiotic strategy in posing a problem and stating a solution for it.  
                                                           
112 Cook, 16.  
113 When a consumer considers making a purchase, there are two levels of thinking: low involvement and 
high involvement. A consumer’s decision is based on context and consumer-related factors. A short-term 
decision usually denotes low involvement while a long-term decision denotes high involvement. 



 Texas Tech University, Hang Thi Tuyet Nguyen, December 2012 

54 
 

Jameson: “What makes a man a hero: Saving essentials.” 

A company that prides itself in intentionally employing non-traditional 

advertising methods is the Jameson whiskey company. The Jameson commercial 

subverts the trope of “tragedy” with Chopin’s Waltz in A Minor, Op. Posth. Although the 

key of A minor represents for Schubart – “pious womanliness and tenderness of 

character,” the Jameson ad takes advantage of the static and melancholy sound of the 

waltz to evoke an entirely different image (see Table 3.5).114  

Table 3.5. Shot list of Jameson: “What makes a man a hero: Saving essentials” 

Scene: Fire engulfs 
Ireland 

Jameson carries out 
a plan to save the 
distillery 

Dam floods town Distillery is 
saved 

Music: Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening Development Climax Resolution 
Time: (:00-:15) (:15-:30) (:30-:49) (:49-1:00) 

 

The storyline for the Jameson commercial combines both structural and 

processive elements. Presented using a tripartite storyline (i.e., ABA or beginning, 

middle, return to opening material), the commercial relates the story of a man who saves 

his beloved whiskey distillery from a fire. Processive elements are exposed when the 

problem arises: the distillery is in danger of being engulfed from the fire. The solution is 

presented and resolved when John Jameson saves both the town and distillery by 

breaking a nearby dam. Although still considered a tripartite storyline, the music changes 

its tonality from A minor at the beginning of the commercial to C major toward the end 

                                                           
114 Schubart, 377. 
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of the commercial. In keeping with the tripartite structure, the music at the conclusion of 

the ad returns to the initial A minor tonality.  

Unlike The Witcher 2, this commercial makes use of a voice-over, music, and 

moving images to narrate the story. The narrator’s measured voice matches the steadiness 

of the waltz, calmly telling the story. Regardless of the fire, destruction, and havoc in the 

town, the voice ironically carries an air of serenity. Although this sense of calmness 

resides primarily in the protagonist, John Jameson, it is reinforced by the static piano solo 

of the waltz. The Romantic/Dramatic irony employed here may ‘narrowcast’ the 

audience.115 The result of narrow-casting a commercial creates a division between 

viewers who will interpret the marketing message as irony or not.116 A viewer well 

versed in the Jameson ad strategy will expect the pairing of an irrational storyboard with 

the anticipated rescue of the precious beer. Other viewers may not accept this tactic and 

dismiss it as a poor advertisement. 

The plot thickens as the distillery is now in danger of the fire. Jameson calmly 

presents the solution: to break a dam with an axe, conveniently placed nearby (:15-:30). 

When the narrator states that Jameson “devised a brilliant plan” to save the distillery, a 

call-and-response in the music with the text occurs. As the word connotes genius, the 

music may be interpreted to display great imagery through its embellishments. Here, the 

                                                           
115 According to Chandler, narrowcast (elaborated) codes are programmed towards a smaller audience in a 
subtle, yet unpredictable manner. This specific audience has an early understanding (background) of the 
implied subtle message/s (referred to as the elite group), while the majority group will have a difficult time 
grasping the nuances of a narrow-casted commercial. 
116 Chandler, 171. 
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“brilliance” is personified by the upward arpeggiation in the melody (:11-:17; see Figure 

3.3).  

 

Figure 3.3. Chopin, Waltz in A minor, Op. Posth., mm. 21-24. (Piano score) 

 

Jameson then cracks the foundation of the dam and water begins to slowly 

overflow into the town engulfed in flames. The scene is further intensified by the use of a 

fermata, placed at the climax as Jameson holds his breath as the water overpowers him 

(:30-:34). As the music re-enters a tempo, the water from the dam covers the town, 

musically depicted with a descending melodic line mimicking the cascading water (:34-

:49). Displaying a classical hero, Jameson succeeds in “saving the essential,” the whiskey 

(:56-:59). The moment of irony occurs when the narrator remarks that the “catastrophe 

[was] averted” (:59-1:08). Rather than rejoicing about the safety of the town, Jameson 

and the townspeople celebrate the survival of the distillery. The advertisement thus 

contradicts previous connotations of A minor (“pious womanliness and tenderness of 

character”). The dutiful man in the storyboard (John Jameson) demonstrates his devotion 

towards his whiskey and distillery through its salvation, regardless of how outrageous the 

task.  
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Acura MDX: “Motion” 

The Acura car company takes a unique approach in presenting a car crash by 

featuring the beauty of natural human body movements. Here, the slow and beautiful 

melody of the Chopin Etude in E Major “Tristesse,” Op. 10/3 subverts the “tragedy” 

trope. The nostalgic melody from this etude evokes a sense of calmness and serenity, 

giving car collisions an entirely different connotation (see Table 3.6). 

Table 3.6. Shot list of Acura MDX: “Motion” 

Scene: Mother 
figure in 
bedroom 

Teenage 
boys in a 
park 

Worker 
outside 
building 

Students in 
a library 

Workers 
by an 
elevator 

Family in a 
car 

Music: Solo 
piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening (Static until 
resolution) 

(Static 
until 
resolution) 

(Static until 
resolution) 

(Static 
until 
resolution) 

Resolution 

Time: (:00-:07) (:07-:09) (:09-:12) (:12-:18) (:18-:21) (:21-:30) 
  

The commercial, far from portraying “noisy shouts of joy” and “laughing 

pleasure,” works in contrary fashion by featuring the beauty of natural body movements 

with the closing of the etude’s slower A-section.117 The ‘beauty’ of the music (e.g., 

melody) is then personified as the beauty of body movements are presented in slow-

motion.  

The opening scene presents an unsuspecting victim in her bedroom in the middle 

of her daily routine. Her body is suddenly thrown across the room as if unexpectedly 

struck by an object that metaphorically represents the impact of a car collision (:00-:07). 
                                                           
117 Ibid., 378. 
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This first “accident” works as a catalyst for the remaining four subjects whose bodies will 

already be moving in mid-collision at the same speed (:07-:21). Although the scenes are 

presented synecdochically, they occur in a seamless manner to appear as one single 

incident.  

Although the commercial relies on a potentially fatal circumstance (i.e., a car 

accident), the unraveling of a slow and beautiful melody captures the idea of ‘beauty in 

motion’ via body movement. Acura’s use of a narrator resembles the R&H Motor Cars 

commercial in that an announcement is used to resolve any confusion: “There is no angle 

on the human body that was designed for a collision. All the more reason there are so 

many angles on the Acura MDX that are” (:18-:27). The Acura MDX commercial can be 

interpreted in two ways; it simultaneously conforms to the elegance of the affect implied 

by the music and subverts the previous connotation of Schubart by metaphorically, and 

thus powerfully, playing with a life-threatening incident.  
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CHAPTER IV 

THE “NOSTALGIA” TROPE 

 The primary intention of an advertiser is to persuade a viewer to purchase a 

particular product or service. One way advertisers accomplish this is to manipulate the 

storyboard so that it is memorable. For example, an advertiser may employ a song with 

distinctive characteristics and enhance the nuances that are considered nostalgic to the 

viewer. The ‘nostalgic’ nuances might fall under the emphasis of orchestration (e.g., 

vocal and modern instruments, articulation), personal statements by distinguished 

citizens, and editing of visual imagery (e.g., slow motion). The commercials under the 

trope of “nostalgia” convey the images of being ‘memorable’, ‘accessible’, and ‘familiar’ 

(see Table 4.1). 

Table 4.1. The “Nostalgia” Trope 
 

Conform Subvert 
A. BBC: Visit Poland, with Richard 
Berkeley (2011) 
Waltz in C# minor, Op. 64/2 

BBC promotion for travel 
http://www.youtube.com/watch?v=D7_0
26CYZEc 
 
B. BBC: Warsaw (2008)  
Prelude in E Minor, Op. 28/4 

BBC promotion for travel 
http://www.youtube.com/watch?v=aD_F
c9jqsFI 
 
C. Estee Lauder: “Intuition” (2007) 
Nocturne in B Major, Op. 32/1 

Perfume 
http://www.youtube.com/watch?v=IX2La
6qVhdc 

D. Hanes: “Michael Jordan deals with an 
unruly fan” (2007)  
Nocturne in E-flat Major, Op. 9/2 

Underwear 
http://www.youtube.com/watch?v=0T9O
olLDDPI&feature=related 

http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
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BBC: Visit Poland, with Richard Berkeley 

 BBC’s promotion to visit Poland features a familiar spokesperson—musician and 

Chairman of Fundacja Nowa Orkiestra Kameralna (FNOK), Richard Berkeley.118 The 

commercial focuses on visiting Warsaw and employs Chopin’s Waltz in C# minor, Op. 

64/2. Berkeley presents an overview of Warsaw, making several references to the 

composer, (e.g., Chopin and his musical studies in Warsaw), and finally declaring, “I 

love living in Warsaw. It offers everything for the future” (see Table 4.2).  

Table 4.2. Shot list of BBC: Visit Poland, with Richard Berkeley 

Scene: Berkeley talks 
about Warsaw 

Background 
on Chopin’s 
childhood 

Berkeley mentions 
why he loves to live 
and work in Warsaw 

Slogan and 
company logo 

Music: Solo piano 
(andante 
opening) 
(narration) 

Solo piano 
(fast section) 
(narration) 

Solo piano 
(narration) 

Solo piano 
(narration) 

Stage: Opening Development Climax Resolution 
Time: (:00-:36) (:36-:48) (:48-:56) (:56-:1:05) 

 

Throughout the commercial, the Chopin Waltz in C# minor closely resonates with the 

affect of how Berkeley speaks of Chopin. Rather than using a nationalistic dance (e.g., 

polonaise or mazurka), the music director chose to use the Waltz in C# minor because its 

key suggests “penitential lamentation, intimate conversation with God.”119 BBC 

                                                           
118 Richard Berkeley, “FNOK Chopin Project 2010,” Polish Music Newsletter 16/7 (July 2010), The Polish 

Music Center, University of Southern California Online, 
http://www.usc.edu/dept/polish_music/news/july10.html. 
Berkeley is a renowned musician and singer known particularly in Britain, Italy, and Poland. As the current 
chairman of FNOK, he promotes “music as a means of developing civil society” and publishes articles on 
“music education in Poland.” Such a distinguished figure in the commercial might prove effective in 
persuading viewers to visit Poland. 
119 Schubart, 379. 

http://www.usc.edu/dept/polish_music/news/july10.html
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combines this connotation and tone of the message with a nostalgic atmosphere via the 

opening of the waltz. To recreate a sense of the past, the sound director manipulates the 

narrative and music in order to create an atmosphere of “intimate conversation” with 

Berkeley (:00-:36). The steady and slow tempo of the waltz in the Opening opens the 

commercial as Berkeley speaks of Warsaw’s rich past and youth. The music during this 

opening segment personifies the “sighs of lamentation” of a ‘sensitive’ and ‘vulnerable’ 

character that later transforms into a wavering and unstable secondary character (see 

Figure 4.1). This opening segment that employs mm. 1-23 accompanies the first half of 

the narrative to aurally and visually depict the sensitive and vulnerable character (see 

Figure 4.2).  

 

Figure 4.1. Chopin, Waltz in C# minor, Op.64/2, mm. 1-4. (Piano score) 

 

 [Berkeley:] “Warsaw has a rich musical legacy, from the Renaissance to the present day. 
In Warsaw, Chopin’s presence is everywhere. Chopin used to play here when he was a 
boy. Warsaw’s prodigy became Poland’s emblem. What I’ve always loved about living 
here is the appetite of the people for great music. And as well as the wonderful past, 
there’s always something thrilling and modern around every corner. It feels like such a 
young place, like the future has still to be decided. The citizens of today really have the 
power to set the agenda for tomorrow.” 

Figure 4.2. Berkeley narrative with mm. 1-23 (:00-:36). 
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Both narrative and music transform with the start of the development section at m. 

31 on (see Figure 4.3). At this moment, the speed of the visuals and narrative correlates 

with the semi-wavering melodic content. Berkeley offers a brief biographical sketch of 

Chopin’s childhood (:36-:48) and concludes with his opinion of Warsaw at the climax 

(:48-:56; see Figure 4.4). The more stable (“male”) melody presented in the opening of 

the commercial transforms into an unstable “female” character, highlighted by scalar and 

arpeggiated passages in the right hand (see Figure 4.3).120  

 

Figure 4.3. Chopin, Waltz in C# minor, Op.64/2, mm. 31-37. (Piano score) 

 

 [Berkeley:] “But Chopin’s story really began in the building behind me—this is where 
he lived, this is where he went to school. Now, it’s the University of Warsaw. It’s 
amazing to have a part like this which embraces music in the middle of the city, and a 
privilege to work here, too. I love living in Warsaw. It offers every opportunity for the 
future.” 

Figure 4.4. Berkeley narrative with mm. 31-63 (:36-:56). 

 

The ontological metaphor in the commercial personifies Chopin not only as the 

younger Warsaw, but also as the unlimited possibilities available in Warsaw.121  Berkeley 

presents these metaphors by referencing the University of Warsaw (shown in the 
                                                           
120 McClary, 14. According to McClary, the secondary character deviates from the tonic key, venturing 
through non-tonic key area. The masculine character “must eventually subjugate the designated [feminine] 
Other in order for identity to be consolidated, for the sake of satisfactory narrative closure.” 
121 Chandler, 129. According to Chandler, an ontological metaphor is a metaphor involving personification, 
or the “association of an activity, emotion or idea with an entity.” 
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background of the ad) and stating that the people have an appetite for great music. These 

ideas, in turn, function to help viewers recall Warsaw when they hear the music of 

Chopin. Furthermore, this type of metaphor is then transformed into a structural 

metaphor, where “overarching metaphors…allow us to structure one concept in terms of 

another.”122 For Warsaw, the meaning of Chopin has morphed to represent both past and 

future. The audio-visuals (sound and image) divide the past and future to form the 

structural metaphor. The male character (see Figure 4.1) and background information in 

the narrative (see Figure 4.2) present the past during the first half of the commercial and 

its accompanying music; the female character presents the future (see Figure 4.3) and the 

second portion of the narrative (see Figure 4.4).  

 The BBC: Visit Poland commercial illustrates how an advertiser makes use of 

music and personnel who many viewers may associate with Poland – Chopin and 

Berkeley. Berkeley’s voice coupled with Chopin’s music not only fosters this sense of 

familiarity to viewers, but it also attempts to instill the idea that although Warsaw “feels 

like such a young place…the future has still to be decided. The citizens of today really 

have the power to set the agenda for tomorrow.” The comparison of the country with the 

waltz symbolizes that Poland has the potential to transform. 

BBC: Warsaw 

 Mimicking the previous BBC commercial featuring Richard Berkeley, the BBC: 

Warsaw commercial also presents the opportunities Warsaw has to offer to current 

inhabitants and potential travelers. The location and music (the Prelude in E minor, Op. 

                                                           
122 Ibid. Overarching metaphors refer to multiple (smaller) metaphors that combine to represent one larger 
main metaphor. 
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28/4) immediately suggest Chopin. The central message is provided by the Polish artist 

Agnieszka Brzezanska.123 The key of E minor, often used to portray the “naïve, 

womanly, innocent declaration of love, lament without grumbling [or] sighs accompanied 

by few tears,” represents the Romantic past. Simultaneously, the narrator promotes 

change and “the imminent hope” of Warsaw’s future.124 Brzezanska advocates these 

ideals by speaking of work-related experiences in Warsaw (see Table 4.3). 

Table 4.3. Shot list of BBC: Warsaw 

Scene: Opening at an 
artist’s hall 

Overview of 
Warsaw and “a 
place for an artist” 

Brzezanska’s 
opinion and 
recommendation 
of Warsaw 

Slogan and 
company logo 

Music: Solo vocal, 
electric guitar, 
synthesizer 

Solo vocal, electric 
guitar, synth. 

Duet vocals, 
electric guitar, 
synth. 

Duet vocals, 
electric guitar, 
synth. 

Stage: Opening Development Climax Closing 
Time: (:00-:06) (:06-:49) (:49-:56) (:56-1:03) 

 

 Unlike the previous BBC commercial, this advertisement assumes that the 

audience has a general knowledge of Chopin. There is no mention of Chopin in the 

commercial; Warsaw is presented through the eyes of a native artist and juxtaposed 

against a modern, orchestrated arrangement of the Prelude in E minor consisting of 

polish vocals, electric guitar, and synthesizers. Warsaw is developing into a more modern 

city when Brzezanska states, “There are many new aspects coming every year because 

                                                           
123 Darren Flook and Christabel Stewart, “Agnieszka Brzezanska,” Hotel Artist, last modified 2012, 
http://www.generalhotel.org/Agnieszka/. Agnieszka Brzezanska (1972-present) is a twentieth-century 
Polish artist based in Warsaw. She has been actively exhibiting her works internationally since 1997; 
currently she is solo exhibiting in Los Angeles. 
124 Schubart, 379. 

http://www.generalhotel.org/Agnieszka/
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it’s changing.” Thus, the vocal arrangement and upbeat, jazz style of the prelude 

symbolizes the progress and youth of the country (see Figure 4.5).  

 

Figure 4.5. Chopin, Prelude in E minor, Op. 28/4, mm. 1-3. (Piano score) 

 

The melody enters with a male vocalist, later transforming into a duet (with a female 

vocalist) at the climax while the synthesizer and electric guitar provide the 

accompaniment (:49-:56; see Figure 4.6). The climactic point of the audio-visual and 

narrative takes place when m. 10 skips to mm. 12-13 in the music (completely omitting 

m. 11). The end of the climax (downbeat of m. 13) and the male vocal solo both begin 

with the same pitch (B4). By opening and closing with the same music material, the 

commercial conforms to the tripartite structure and thus “[provides] a satisfactory 

narrative closure.”125 

 

Figure 4.6. Chopin, Prelude in E minor, Op. 28/4, mm. 12-13. (Piano score) 

 

                                                           
125 McClary, 14. 
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Presenting the prelude with vocalists may be a strategy to help younger viewers 

remember the commercial. In addition, employing a native and well-respected artist helps 

make the commercial more accessible to the viewer, possibly symbolizing the future with 

youth. While this BBC: Warsaw commercial was broadcast in 2008, the BBC: Visit 

Poland with Berkeley was broadcast three years later in 2011. The past is symbolized by 

the use of a period keyboard provided by the Fryderyk Chopin Institute.126 Undoubtedly, 

both suggest a Poland that embraces both a rich past and future with possibilities. 

Estee Lauder: “Intuition” 

 The tactic of the Estee Lauder perfume commercial is to relate the feelings of 

passion between two lovers to the viewers. Featuring Chopin’s Nocturne in B Major, Op. 

32/1, the tonality of B major emphasizes the “strongly coloured [and] wild passions.”127 

These emotions seem appropriate for the storyboard as the ad presents two lovers brought 

together by the smell of perfume (see Table 4.4). 

Table 4.4. Shot list of Estee Lauder: “Intuition” 

Scene: Female model 
leaves bed but 
realizes she 
forgot her 
necklace 

Attempts to 
retrieve 
necklace 
(beneath 
male model) 

Male 
model 
smells and 
recognizes 
companion 

Male model 
awakens to 
companion, who 
decides to 
remain 

Product is 
displayed. 

Music: Solo piano Solo piano Solo piano Solo piano Solo piano 
Stage: Opening Development Climax Resolution Closing 
Time: (:00-:17) (:17-:28) (:28-:41) (:41-:49) (:49-:54) 

 

                                                           
126 The Berkeley commercial ends with the statement concerning the music; “Music recorded at the 
Fryderyk Chopin Institute.” 
127 Schubart, 380. 
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 Perfume falls under “emotional, affective, or ‘mood’ advertising” in which the 

amount of informative-ness of advertising decreases.128 One may expect an exaggeration 

in the storyboard so that the effectiveness of the product correlates to an emotionally 

engaging musical depiction. The creators of the commercial omit an audible narrative and 

rely on the nocturne and the musical nuances (articulation) to tell the story. Additionally, 

perfume typically falls under “low-involvement” ads. However, Estee Lauder has 

transformed their perfume brand into a ‘badge’ product (i.e., a product with high-

involvement) where it now “express[es] a person’s public self and in which people have a 

psychological investment.”129 The commercial exploits this ‘badge’ product tactic using a 

situation that many people may relate to – two lovers having to temporarily depart. In the 

commercial, the female companion must leave the male’s bedside. Shortly after doing so, 

she realizes that her pearl necklace is missing, musically depicted by an embellished 

iteration of the opening melody (:12-:15; see Figure 4.7). 

   

Figure 4.7. Chopin, Nocturne in B major, Op. 32/1, mm. 2, 4. (Piano score) 

 

The development begins once the female companion realizes the necklace is beneath the 

male’s torso. At this point in the commercial, the advertiser heightens the drama by 

                                                           
128 Schudson, 61, 63. 
129 Ibid., 51. 
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cleverly taking advantage of the fermata. Here, the audio, visual, and storyboard pause to 

represent the hold of one’s breath (:23-:26; see Figure 4.8). 

 

Figure 4.8. Chopin, Nocturne in B major, Op. 32/1, m. 6. (Piano score) 

 

With the approach of the climax, the male companion is awakened by her scent of 

perfume (:28-:41). The female companion realizes that her attempt to leave without the 

necklace is futile once the male makes eye contact with her. This climax suggests that 

even the most subtle smell of a perfume can arouse the most intense passions. Although 

many manufacturers of perfume hope to produce a product that is “memorable,” Estee 

Lauder hopes to promote the idea that Intuition will not only prompt one to instinctively 

acknowledge a significant other, but it will also reignite the passions that bring two 

together.   

Hanes: “Michael Jordan deals with an unruly fan” 

 Advertisers often use major celebrities in promoting a product in order to connect 

with their audience. In this commercial, viewers learn that basketball legend Michael 

Jordan not only wears Hanes, but that his most loyal fans also use this brand of 

underwear. Hanes features Chopin’s Nocturne in E-flat major, Op. 9/2, in which “the key 
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of love, of devotion…with God” is subverted by emphasizing the relationship between 

two mortals, the American actor Cuba Gooding Jr. and Michael Jordan (see Table 4.5).130  

Table 4.5. Shot list of Hanes: “Michael Jordan deals with an unruly fan” 

Scene: Gooding Jr. 
running to 
Jordan in slow-
motion 

Gooding Jr. 
hugs Jordan 

Security guards 
remove Gooding 
Jr. away from 
Jordan 

Gooding Jr. 
distracts security 
guards and returns 
to hugging a 
reluctant Jordan 

Music: Solo piano No music No music Signature Hanes 
background music 

Stage: Opening Development Climax Resolution 
Time: (:00-:18) (:18-:30) (:30-:36) (:36-:43) 

 

The Opening of the commercial relates Gooding Jr.’s admiration toward Jordan – 

a sentiment that many other Jordan fans might share. Presented in slow motion (the only 

section of the commercial that does so), the Opening cleverly correlates the moving 

image with the music (:00-:18). For example, one might interpret the slow harmonic 

rhythm of the broken chords and the staccato bass notes in the left hand in personifying 

Gooding Jr.’s (subverted) happiness and the dose of reality closely behind him 

(symbolized by two security guards) (see Figure 4.9). 

 

Figure 4.9. Chopin, Nocturne in E-flat major, Op. 9/2, mm. 1-2. (Piano score) 

                                                           
130 Schubart, 377. 
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Where one might expect fast-paced music to accompany running, employing a 

slow tempo contradicts the mood of nostalgia (i.e., Gooding Jr.’s overjoyed running 

toward Jordan). The advertisers emphasize Gooding Jr. running towards Jordan in the 

opening of the storyboard by juxtaposing a slow nocturne with eccentricity – an effective 

method to arrest the viewer’s attention. Hanes’ emphasis at this moment allows Jordan to 

realize (with much dismay) that an unruly fan is running towards him. This begins 

Gooding Jr.’s dream-like state and in turn, completes an “opposition of fantasy and 

reality.”131  

The opposition of these states of mind supports the tripartite structure of the 

commercial. The commercial begins in a dream-like state (i.e., slow tempo) where 

Gooding Jr. runs to Jordan; a moment of reality interrupts the action when Gooding Jr. is 

pulled away from Jordan by two security guards; a similar state of fantasy returns 

(presented in the time of reality) when Gooding Jr. once again embraces Jordan to 

conclude the ABA structure. The nocturne does not return to complete the final A section 

as most nocturnes typically do; rather, a similar dream-like state for Gooding Jr. returns 

as he enjoys a final moment with Jordan.132  

 

 

 

                                                           
131 Cook, 12. According to Cook, “the opposition between fantasy and reality is expressed diachronically: 
reality is followed by fantasy, and fantasy by reality.” 
132 Ibid. 
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CHAPTER V 

SUMMARY AND CONCLUSIONS 

 In the last seven years (2004-2011), a number of television commercials have 

incorporated Chopin’s music to connote “aesthetics,” “tragedy,” and “nostalgia.” These 

semiotic tropes are prevalent throughout Chopin’s reception history, and have permeated 

to the twenty-first century American audience. Perhaps Chopin’s memorable and bel 

canto-like melodies earned him a place in the mass media. It is the pieces that are often 

employed, such as the Nocturne in E-flat major, that have become highly recognizable 

and easy to manipulate with moving images and narrative. The use of nocturnes, 

especially, contain a tripartite structure in which, when successfully synched with the 

visual and narrative, “passes itself off as nature; it participates in the construction of 

meaning, but disguises its meanings as effects.”133  

The consumers of this advertising age are witnessing a marriage between the 

visual imagery, narrative, and audio. These three advertising channels create a ‘story’ for 

which the featured music acts more than just accompaniment. At times, a parallel 

storyline is produced around a given framework, such as the title (the “Raindrop” 

Prelude) or structure (nocturnes) of the piece. After all, the goal of music in advertising is 

to change the consumer’s brand choice, often times by connoting an entirely new 

meaning through manipulation of the music.134 As Cook comments, “Music, then, does 

not just project meaning in the commercials; it is a source of meaning…, it generates 

meanings beyond anything that is said (and sometimes anything that can be said) in 

                                                           
133 Cook, 21. 
134 Schudson, 9. 
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words.”135 With the knowledge that Chopin’s music connotes specific moods of 

“aesthetics,” “tragedy,” and “nostalgia,” we may identify common threads or usages 

supporting these tropes in order that the advertiser may use them as an “opportunity to 

communicate complex social or attitudinal messages…to target a specific social and 

demographic group and to associate a whole nexus of social and cultural values with a 

product.”136 To understand the commonalities within each respective trope, the basic idea 

for each advertisement are summarized as follows:  

The “aesthetics” trope is intended to present a sense of beauty, primarily through 

depictions of the physique (visually) and femininity (musically).  

 Burberry Body fragrance – e.g., “This is beauty.” 

 Skip: “Piano” – e.g., “Keep up appearances to maintain beauty.” 

Acura MDX: “Motion” – e.g., “This car is both safe and aesthetically pleasing.” 

Clarence Court – e.g., “Beauty resides in all forms of life.” 

ESPN: World Figure Skating Championships – e.g., “Beauty is everywhere at any 

time.” 

The theme of “aesthetics” in the selected commercials explicitly links people who are 

famous (Burberry) or ranked in a high social or economic class (Skip and Acura). For the 

(presumably) middle-class target audience, the intention of the advertiser is to imply that 

‘sophistication’ and ‘sex appeal’ can be achieved by anyone. The commercials that 

employ the “aesthetic” trope suggest that an idealized self is necessary to thrive in a 

world saturated with consumerism. Commercials that subvert “aesthetics” parody beauty 
                                                           
135 Cook, 22. 
136 Cook, 16-17. 



 Texas Tech University, Hang Thi Tuyet Nguyen, December 2012 

73 
 

by illustrating its presence in unlikely subjects. Clarence Court plays with a typical 

shooting set by replacing beautiful human model with chickens, while ESPN personifies 

the beauty of skating through a dancing piece of butter.  

These commercials feature Chopin’s gift of melody: the Nocturnes (Op. 9/2 and 

Op. Posth./20) and the Etude (Op.10/3) to emphasize melodic nuances. Burberry and 

Clarence Court exploit the arch-like melodies of the Nocturne in E-flat Major, Op. 9/2 to 

depict sex appeal and the musical characterization of femininity and masculinity. Acura 

and ESPN make use of specific musical articulations to help tell their ‘story’ – the 

andante tempo (Etude in E Major “Tristesse,” Op. 10/3) parallel the slow-motion 

movement mid-collision and the trills evoke the spinning butter (Nocturne No. 20 in C-

sharp minor, Op. Posth.).  

 Those commercials troping “tragedy” frequently highlight moods of ‘darkness’, 

‘irony’, and ‘danger’. In order to heighten the dramatic tension, they often simultaneously 

pose and solve a problem.  

 The Witcher 2: “Hope” – e.g., “Through struggle there is hope.” 

 Halo 3: “Believe” – e.g., “There are choices.” 

R&H Motor Cars: “Death March” – e.g., “It is time to move on from traditional 
practices.” 

 Jameson: “What makes a man a hero: Saving essentials” – e.g., “If there is a 
will, there   is a way.”   

 Acura MDX: “Motion” – e.g., “There are choices to avoid catastrophes.” 

Those employing the “tragedy” trope (The Witcher 2, Halo 3, and R&H) consistently 

exploit a mood of ‘darkness’. As with the nature of video games, The Witcher 2 and Halo 
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3 maintain a sense of ‘struggle’ by employing Chopin’s character pieces (e.g., the 

Nocturne in F minor and the “Raindrop” Prelude). These commercials present a problem 

(A), proceed to a more intense middle section (B), and then resolve (A) by proposing a 

choice for the viewer to change the situation. R&H is also consistent with the music’s 

(Funeral march) rhythm and melody in order to reinforce the ‘farewell’ marketing 

message. However, Jameson and Acura contradict these ideals, primarily with irony. 

Jameson mimics the dance-like tendencies of a Chopin waltz (Waltz in A minor, Op. 

Posth.), juxtaposing the lightness of the waltz with a serious situation. For Acura, a 

dangerous situation is transformed to depict beautiful sequences of bodies in free-fall. 

 The commercials under the “nostalgia” trope often portray ‘memorable’, 

‘accessible’, and ‘familiar’ moods. Each ad employs nostalgic feelings to imply a sense 

of looking toward the future at the resolution.  

BBC: Visit Poland with Richard Berkeley – e.g., “Poland – rich in both the past 
and  future.” 

BBC: Warsaw – e.g., “Future possibilities lay in Poland.” 

Estee Lauder: “Intuition” – e.g., “Leave it up to your intuition to identify her.” 

Hanes: “Michael Jordan deals with an unruly fan” – e.g., “Irresistible.” 
 

 
The samples that conform to the trope (both BBC’s and Estee Lauder) focus on the 

lingering past and pose the possibility of change in the near future. Estee Lauder benefits 

from the perfume’s attribute to excite a loved one – a simple smell will ensure that the 

two lovers remain together. The only commercial to contradict the trope of “nostalgia” is 

Hanes. It opens with an accessible mood of joy and excitement when a fan witnesses 
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their favorite celebrity. However, the nostalgic moment is broken by a sense of reality 

that Gooding Jr. will, eventually, no longer be able to remain next to Jordan. The 

contradiction lies in the situation itself – mocking the sense of nostalgia as Gooding Jr. 

hysterically runs towards Jordan. Although amusing to the audience, Gooding Jr. will 

have to face a sad reality as he is pulled away by bodyguards. Overall, the commercials 

under this trope open with joy and resolve with the thought of the future. 

 To reconcile Chopin’s semiotic transformation as a music tool for 

commodification is revealing of how multifaceted our society has become. An 

examination of these commercials reveals how advertisers and society view and 

understand American cultural values. Consequently, Chopin’s music within the media 

functions symbolically in two ways: 1) denotatively on a musical level and 2) 

connotatively as it is represented by the media.137 One might argue that “aesthetics” 

symbolizes what our present society aims to become; that “tragedy” conveys that our 

society is susceptible to economic struggle; and that “nostalgia” acts as a constant 

reminder to enjoy the moment while looking forward to the future.  

For the last seven years, Chopin’s music has been employed in the mass media 

not only for its musical complexities, but also because it represents a society’s complex 

‘character’. Although Chopin may not have intended for his music to be used in such 

ways, he surely hoped that everyone would enjoy his music, regardless of its (re-

)signification. The fact that his works are still highly praised, now in various venues, 

demonstrates its endurance against time and ability to cross many boundaries (i.e., 

                                                           
137 Gaines, 12. 
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countries and arrangements). As a society is susceptible to change, there is no doubt that 

additional nuances in Chopin’s music will continue to morph over the years into what a 

society believes is representative of “aesthetics,” “tragedy” or “nostalgia.” 

Furthermore, this study has demonstrated that there is also a lack in the 

methodology for analyzing the semiotics of an advertisement. The methodology 

produced here potentially permits the analysis of twenty-first century tropes in American 

media. It is quite evident that this procedure may certainly be applied to various mediums 

outside of electronic media that employ music, visual imagery, and narrative. Such 

mediums that illustrate music signification in a postmodern context include: 

contemporary dance, rap, poetry slams/readings, musical theater, ballet, and opera. The 

flexibility of such a methodology allows limitless and exciting new possibilities outside 

of traditional musicology and the musical canon. Hopefully, this study will stimulate 

additional interest in the area of music and the mass media – a topic that has yet to fully 

mature and be recognized for its cultural and social impact. 
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APPENDIX A 

GLOSSARY 

Broadcast codes – In a commercial, the meaning of ‘broadcast’ refers to the ‘laymen’, 
where the message is universally understood by everyone. Broadcast codes tend to be 
“more repetitive and predictable – ‘overcoded’ – [and have] a high degree of 
redundancy.”138 

Connotation – The suggested meaning of a person or thing that is often able to morph 
into a different meaning over time. One must have an understanding of specific 
background information to fully understand the suggested meaning from a given source 
(i.e. advertiser’s commercial). 

Conventional sound codes – Specific sound codes have become standard from their re-
use and are employed to describe the character of audio-visual media. According to 
Chandler, 

 “Diegesis: sounds should be relevant to the story; 
 Hierarchy: dialogue should override background sound; 

Seamlessness: no gaps or abrupt changes in sound; 
Integration: no sounds without images or vice versa; 
Readability: all sounds should be identifiable; 
Motivation: unusual sounds should be what characters are supposed to be 

hearing.”139 
 

Denotation – This is a literal meaning of a person or thing. A denotation is understood as 
something ‘obvious’ or ‘commonsense’ “between the relationship of the signifier and 
signified.”140  

The Four ‘master tropes’ – The four master (rhetorical) tropes were first accredited to 
Giambattista Vico (1668-1744) and later established in twentieth-century semiotic studies 
by American rhetorician Kenneth Burke (1897-1993). Semioticians often refer to the four 
master tropes to “assist in deconstructing all kinds of discourse.”141 The table provided by 
Daniel Chandler illustrates each of their meanings and uses. 

 

 

                                                           
138 Chandler, 171. 
139 Ibid., 170. 
140 Ibid., 227. 
141 Ibid., 124. 
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Table of the four ‘master tropes’ (according to Chandler)142 

Trope Basis Linguistic 
example 

Intended 
meaning 

Metaphor 
Similarity despite 
difference (explicit in the 
case of simile) 

I work at the 
coalface 

I do the hard 
work here 

Metonymy Relatedness through 
direct association 

I'm one of the 
suits 

I'm one of the 
managers 

Synecdoche Relatedness through 
categorical hierarchy 

I deal with the 
general public 

I deal with 
customers 

Irony 
Inexplicit direct opposite 
(more explicit 
in sarcasm) 

I love working 
here 

I hate 
working here 

 

Irony – Irony is one of the four ‘master tropes’ There are three ‘modes’ on how it can be 
interpreted: literally/non-literally (to inform), as irony (to amuse), and as a lie (to 
mislead). The amount of irony use also attributes to the interpretation of its form. 
According to Chandler, “Limited use is usually intended as a form of humour [while] 
frequent use may be associated with reflexiveness, detachment or skepticism.”143 Further, 
‘dramatic irony’ is another form where the viewer understands the intended message 
based on previous ‘learned’ knowledge of a given company. Irony often means the 
opposite of what is usually suggested, thus, having double codes/meanings. 

Metaphor – A metaphor is one of the four ‘master tropes’. According to Chandler, “In 
semiotic terms, a metaphor involves one signified acting as a signifier referring to a 
different signified.”144  

Metonym – A metonym is one of the four ‘master tropes’. It refers to an object that 
represents a subject (person, object, or symbol) that is not explicitly present within the 
message. 

Narrowcast codes – In opposition to ‘broadcast’, to ‘narrowcast’ a message is when the 
commercial’s target audience has narrowed down to a smaller and select population.145 A 
selective audience allows more subtle nuances behind the message to those who are 
already familiar with the background of a product or company. 

                                                           
142 Ibid., 136. 
143 Ibid. 
144 Ibid., 127. 
145 Ibid. 
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Ontological metaphor – According to Chandler, an ontological metaphor is a metaphor 
involving personification, where there is an “association of an activity, emotion or idea 
with an entity.”146 
 
Proxy – According to Gaines, “a proxy is a sign that appeals to a person in an audience 
who identifies with somebody else’s pleasures, pains, actions, expressions, or 
experiences…[and] acts as an affirmation of the self through identification with the 
actions of others.”147  

‘Quest’ narrative – The ‘quest’ narrative is a type of narrative strategy. The narrative is 
presented in a commercial to open with a question and closes with a viable solution 
(sometimes directed towards the viewer).148 

Saussurean model – Coined by Swiss linguist Ferdinand de Saussure (1857-1913), the 
Saussurean model is a two-part model that describes the relationship of a sign. The model 
consists of the ‘signifier’ and the ‘signified’ where neither can exist without the other.149  

Saussurean principle of negative differentiation – This principle, in regards to ‘realism’ 
as an aesthetic code, suggests that with “each opposition [to reality] involves an implicit 
contrast with the priorities and values of another aesthetic movement.”150 The aesthetic 
movements are based on literary analysis which includes realism, the world, 
neoclassicism, text, romanticism, and the author.151 

Segmentation - In respect to advertising, segmentation is advertising and marketing 
strategy used ‘to group’ like-minded or similar groups of people together. Advertisers use 
segmentation to decide on their target audience who can be classified based on their age, 
gender, social class, media use, etc. 

Semiotics – Semiotics is the study of signs (“anything which ‘stands for’ something 
else”) and their meanings.152 

Shot list - The ‘shot list’ refers to the table that will accompany each commercial. It 
outlines the scene, music, stage, and times (in seconds) that align with the storyboard in 
the advertisement. 
 
Signified – The ‘signified’ part of a sign is the interpretation of the ‘signifier’, or a 
symbol to which it is referring to. Based on the sign, the signified may have more than 
one meaning depending on its context. 

                                                           
146 Ibid., 129. 
147 Gaines, 58. 
148 Cook, 11. 
149 Chandler, 19. 
150 Ibid., 108. 
151 Ibid., 107. 
152 Ibid., 2. 
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Signifier – The modern definition of a ‘signifier’ refers to an inanimate object that can be 
“seen, heard, touched, smelled or tasted.”153 
 
Symbol – A symbol is a type of ‘signifier’ that can represent an object, concept, emotion, 
place, or person. At times the symbol may “not resemble the signified but which is 
arbitrary or purely conventional – so that the relationship must be learnt.”154 

Synecdoche – A synecdoche literally means “part for whole.” According to Chandler, it 
is “Any attempt to represent reality can be seen as involving synecdoche, since it can 
only involve selection (and yet such selections serve to guide us in envisaging larger 
frameworks).”155 For example, an advertisement may display several sporadic shots of 
the storyline (parts) in order to construct a tailored message (whole). 

 
Tripartite storyline – According to Nicholas Cook, this type of storyline is a three-part 
storyline of an advertisement that exploits a beginning, middle, and an end that closes 
with beginning material. Very similar to ABA form in music (i.e., employing the same 
melodic phrase or idea), the beginning and end must have something in common.156 

Trope – For semioticians, a trope is a figure of speech (e.g., metaphor, metonymy, and 
irony). For the purposes of this study, a ‘trope’ is based on the predominant visual 
imagery presented in the commercials. As a result, the labels “aesthetics,” “tragedy,” and 
“nostalgia” occurred the most. 
 

 

 

 

 

 

 

 

 

 

                                                           
153 Ibid., 19. 
154 Ibid., 243. 
155 Ibid., 133. 
156 Ibid., 18. 
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APPENDIX B 

TABLES AND FIGURES 

Table 1.1. The Tropes 

Aesthetics Tragedy 
1. Advertisement: Artistry Makeup 
(2011) 
Piece: Grand Valse Brillante, Op. 18/1 

Product advertised: Makeup 
Link: 
http://www.youtube.com/watch?v=5yKd
O4p0R5Q 
 
2. Chopin Vodka (2011)  
Nocturne in F Major, Op. 15/1 

Alcohol 
http://www.youtube.com/user/ChopinVo
dkaTV?blend=21&ob=5#p/u/2/g6O_llnE
9WQ 
 
3. Burberry Body (Rosie Huntington-
Whitely only edit) (2011) 
Nocturne in E-flat Major, Op. 9/2 

Perfume 
http://www.youtube.com/watch?v=jIjZv2
N8h9M 
 
*4. Clarence Court: Behind the Scenes 
Video (2010) 
Nocturne in E-flat Major, Op. 9/2 

Chicken eggs 
http://www.youtube.com/watch?v=Xuq4
VdO4jc8 
 
5. Skip: “Piano” (2009) 
Nocturne in E-flat Major, Op. 9/2 

Laundry detergent 
http://www.youtube.com/watch?v=-eKZ-
rEZ3kA 

*1. Jameson Whiskey: “What makes a 
man a hero: Saving essentials” (2011) 
Waltz in A Minor, Op. Posth. 

Alcohol 
http://www.youtube.com/watch?v=VsbM
UNPK2Cs 
 
2. VFI Spot – “El Poder del Lenguaje” 
(June, 2011) 
Nocturne in F Major, Op. 15/1 
Production company 
http://www.youtube.com/watch?v=woN
KYkho0Hk 
 
3. Zynga: Mafia Wars (2011) 
Prelude “Raindrop” in D-flat Major, Op. 

28/15 

Video game 
http://www.youtube.com/watch?v=Wcf5
F7pOB5M 
 
4. Witcher 2: “Hope” (September, 2010) 
Nocturne in F Minor, Op. 55/1 

Video game 
http://www.youtube.com/watch?v=KIgu
EWfEJ-0 
 
*5. Acura MDX (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 
 

 

 

http://www.youtube.com/watch?v=5yKdO4p0R5Q
http://www.youtube.com/watch?v=5yKdO4p0R5Q
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/user/ChopinVodkaTV?blend=21&ob=5#p/u/2/g6O_llnE9WQ
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=VsbMUNPK2Cs
http://www.youtube.com/watch?v=VsbMUNPK2Cs
http://www.youtube.com/watch?v=woNKYkho0Hk
http://www.youtube.com/watch?v=woNKYkho0Hk
http://www.youtube.com/watch?v=Wcf5F7pOB5M
http://www.youtube.com/watch?v=Wcf5F7pOB5M
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
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Table 1.1. The Tropes Continued 

6. Acura MDX (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7HzsU
i_hIEY 
 
7. ESPN World Figures Skating 
Championships (2006) 
Nocturne No. 20 in C-sharp Minor, Op. 

Posth. 

Figure skating championship 
http://www.youtube.com/watch?v=aB1xY
sGRqb0 

6. Gears of War (2007) 
Prelude “Raindrop” in D-flat Major, 

Op. 28/15 

Video Game 
http://www.youtube.com/watch?v=YFW
_qTtaPz0 
 
7. Halo 3 (September, 2007) 
Prelude “Raindrop” in D-flat Major, 

Op. 28/15 

Video Game 
http://www.youtube.com/watch?v=zKG1
nvV1Wnc 
 
*8. R&H Motor Cars “Death March” 
(2004) 
Funeral March, Op. 72/2 

Car dealership 
http://www.youtube.com/watch?v=3_zx
LnjCWV8 

Nostalgia 
1. BBC: Visit Poland, with Richard 
Berkeley (2011) 
Waltz in C# minor, Op. 64/2 

BBC promotion for travel 
http://www.youtube.com/watch?v=D7_02
6CYZEc 
 
2. BBC: Warsaw (2008)  
Prelude in E Minor, Op. 28/4 

BBC promotion for travel 
http://www.youtube.com/watch?v=aD_Fc
9jqsFI 
 
3. Estee Lauder: “Intuition” (2007) 
Nocturne in B Major, Op. 32/1 

Perfume 
http://www.youtube.com/watch?v=IX2La
6qVhdc 
 
*4. Hanes: “Michael Jordan deals with an 
unruly fan” (2007)  

http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=YFW_qTtaPz0
http://www.youtube.com/watch?v=YFW_qTtaPz0
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=IX2La6qVhdc
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Table 1.1. The Tropes Continued 

Nocturne in E-flat Major, Op. 9/2 
Underwear 
http://www.youtube.com/watch?v=0T9O
olLDDPI&feature=related 
 

 

Table 1.2. Sample table for a given analysis of a commercial 

Scene:      
Music:      
Stage: Opening Transition Development Resolution Closing 
Time:      

 

Table 1.3. Diagram for semiotic commercial analysis 

 

 
 

 

Discussion of signs/symbols and their meanings within the commercial.  

Refer to shot list to indicate a specific 
location within the commercial via Stage 

and or Time. 

When necessary, provide musical 
excerpts to further support what was 

heard and seen. 

Display shot list. 

Provide a short 1-2 sentence description of the ad. 

Introduce Schubart’s key description. 

To further further open discussion on whether a given piece conforms to or 
contradicts the trope.  

http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
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Table 2.1. The “Aesthetics” Trope  
 

Conform Subvert 
A. Burberry Body Fragrance (2011) 
Nocturne in E-flat Major, Op. 9/2 

Perfume 
http://www.youtube.com/watch?v=jIjZv2
N8h9M 
 
B. Skip: “Piano” (2009) 
Nocturne in E-flat Major, Op. 9/2 

Laundry detergent 
http://www.youtube.com/watch?v=-eKZ-
rEZ3kA 
 
C. Acura MDX: “Motion” (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 

D. Clarence Court: Behind the Scenes 
(2010) 
Nocturne in E-flat Major, Op. 9/2 

Chicken eggs 
http://www.youtube.com/watch?v=Xuq
4VdO4jc8 
 
E. ESPN: World Figure Skating 
Championships (2006) 
Nocturne No. 20 in C-sharp Minor, Op. 

Posth. 

Figure skating championship 
http://www.youtube.com/watch?v=aB1
xYsGRqb0 

 

Table 2.2. Shot list of Burberry: Body Perfume 

Scene: Silhouette 
shot (to 
behind the 
scenes) 

Head shot 
(to behind 
the 
scenes) 

Torso 
shot (to 
behind 
the 
scenes) 

Un-
belting 
jacket (to 
behind 
the 
scenes) 

Loosening 
front of 
jacket (to 
behind the 
scenes) 

Final shots 
of 
completed 
commercial 

Music: Solo piano Solo piano Solo 
piano 

Solo 
piano 

Solo piano Solo piano 

Stage: Opening Transition  Pre-
Climax 

Climax Resolution Closing 

Time: (:00-:07) (:07-:19) (:19-:29) (:29-:39) (:39-:50) (:50-1:02) 

 

 

http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=jIjZv2N8h9M
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=-eKZ-rEZ3kA
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=Xuq4VdO4jc8
http://www.youtube.com/watch?v=aB1xYsGRqb0
http://www.youtube.com/watch?v=aB1xYsGRqb0
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Figure 2.1. Chopin, Nocturne in E-flat major, Op.9/2, m. 4. (Treble clef) 

 

 

Figure 2.2. Chopin, Nocturne in E-flat major, Op.9/2, mm. 5-6. (Treble clef) 

 

Table 2.3. Shot list of Clarence Court 

Scene: Panning of 
shooting set 

Prepping and 
shots of the 
chicken 
models  

Line-up of 
chicken 
models and 
close-ups 

Human and 
chicken 
model with 
actual product 

Product 
title 

Music: Solo piano Solo piano Solo piano Solo piano Solo piano 
Stage: Introduction Opening Development Resolution Closing 
Time: (:00-:13) (:13-:34) (:34-1:31) (1:31-1:38) 1:38-1:52) 

 

 

Figure 2.3. Chopin, Nocturne in E-flat major, Op.9/2, mm. 7-9. (Treble clef) 
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Table 2.4. Shot list of Skip: “Piano” 

Scene: Female model 
admires blacks 
and whites of 
clothes 

Female model 
wears blacks 
and whites 

Handkerchief 
drop 

Command-
line in text 

Shot of 
product 

Music: Solo piano Solo piano Solo piano Solo piano Solo 
piano 

Stage: Opening Development Climax Resolution Closing 
Time: (:00-:11) (:11-:35) (:35-:37) (:37-:41) (:41-:44) 

 

 

 

Figure 2.4. Chopin, Nocturne in E-flat major, Op.9/2, m. 2. (Treble clef) 

 

Table 2.5. Shot list of Acura MDX: “Motion” 

Scene: Mother 
figure in 
bedroom 

Teenage 
boys in a 
park 

Worker 
outside 
building 

Students in 
a library 

Workers 
by an 
elevator 

Family in 
a car 

Music: Solo 
piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening (Static 
until 
resolution) 

(Static until 
resolution) 

(Static until 
resolution) 

(Static 
until 
resolution) 

Resolution 

Time: (:00-:07) (:07-:09) (:09-:12) (:12-:18) (:18-:21) (:21-:30) 
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Figure 2.5. Chopin, Etude in E major “Tristesse,” Op.10/3, mm. 17-21. (Treble clef) 

 

Table 2.6. Shot list of ESPN: World Figure Skating Championships 

Scene: Butter endlessly 
“skates” in frying pan 

“Beauty.” text 
displayed 

Event information displayed 
on bottom of screen, 
followed by ESPN logo 

Music: Solo piano Solo piano Solo piano 
Stage: Opening Climax Closing 
Time: (:00-:20) (:20-:24) (:24-:30) 

 

 

 

Figure 2.6. Chopin, Nocturne no.20 in C-sharp minor, Op. Posth., m. 11. (Treble clef) 
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Table 3.1. The “Tragedy” Trope 

Conform Subvert 
A. The Witcher 2: “Hope” (September, 
2010) 
Nocturne in F Minor, Op. 55/1 

Video game 
http://www.youtube.com/watch?v=KIguE
WfEJ-0 
 
B. Halo 3: “Believe” (September, 2007) 
Prelude “Raindrop” in D-flat Major, Op. 

28/15 

Video Game 
http://www.youtube.com/watch?v=zKG1n
vV1Wnc 
 
C. R&H Motor Cars: “Death March” 
(2004) 
Piano Sonata in B-flat minor, Op.35/2, III. 

Marche funèbre: Lento 

Car dealership 
http://www.youtube.com/watch?v=3_zxL
njCWV8 

D. Jameson: “What makes a man a hero: 
Saving essentials” (2011) 
Waltz in A Minor, Op. Posth. 

Alcohol 
http://www.youtube.com/watch?v=o6orZ
rn-WrY 
 
E. Acura MDX: “Motion” (2008) 
Etude in E Major “Tristesse,” Op. 10/3 

Car 
http://www.youtube.com/watch?v=7Hzs
Ui_hIEY 
   
 

 

Table 3.2. Shot list of The Witcher 2: “Hope”  
 

Scene: Intro-
duction 

Back-
ground 

Contin-
uation 

Battle Kissing 
scene 

Closing 

Music: Solo 
piano 
(LH 
only) 

Solo 
piano 
(Both 
hands) 

Solo piano 
with 
strings 
pizzicato 

Piano/full 
strings 

Piano/full 
strings 

Solo piano 

Stage: Intro-
duction 

Opening Transition Develop-
ment  

Climax Resolution 

Time: (:21-:29) (:29-:59) (:59-1:27) (1:27-1:44) (1:44-1:46) (1:46-1:52) 
 

http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=KIguEWfEJ-0
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=zKG1nvV1Wnc
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=3_zxLnjCWV8
http://www.youtube.com/watch?v=o6orZrn-WrY
http://www.youtube.com/watch?v=o6orZrn-WrY
http://www.youtube.com/watch?v=7HzsUi_hIEY
http://www.youtube.com/watch?v=7HzsUi_hIEY
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Figure 3.1. Chopin, Nocturne in F minor, Op. 55/1, mm. 1-2. (Piano score) 

 

Table 3.3. Shot list of Halo 3: “Believe” 

 
Scene: Background Warfare Increased 

warfare 
Enemy 
displays 
dominance  

“Challenge” 

Music: Solo piano 

(piano) 

Solo piano  

(mezzo forte) 

Solo piano 

(fortissimo)  

Solo piano 

(mezzo forte) 

Solo piano 

(piano) 

Stage: Opening Development Climax Resolution Closing 
Time: (:00-:12) (:12-:57) (:57-1:09) (1:09-1:19) (1:19-1:22) 

 

 

 

Figure 3.2. Chopin, Prelude “Raindrop” in D-flat major, Op.28/15, mm. 56-57. (Piano 
score) 
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Table 3.4. Shot list of R&H Motor Cars: “Death March” 

Scene: Panning 
of 
immobile 
mascots 

Jumping 
gorilla 
mascot 

Sales 
signs 

Car dealer Sales signs Gorilla 
mascot 
gives 
departing 
wave 

Music: Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Orchestra 
(static) 

Stage: Opening (Static 
until 
closing) 

(Static 
until 
closing) 

(Static 
until 
closing) 

(Static until 
closing) 
(Narrator) 

Closing 
(Narrator) 

Time: (:00-:11) (:11-:14) (:14-:17) (:17-:19) (:19-:25) (:25-:30) 

 

 

Table 3.5. Shot list of Jameson: “What makes a man a hero: Saving essentials” 

Scene: Fire engulfs 
Ireland 

Jameson carries out 
a plan to save the 
distillery 

Dam floods town Distillery is 
saved 

Music: Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening Development Climax Resolution 
Time: (:00-:15) (:15-:30) (:30-:49) (:49-1:00) 

 

 

 

Figure 3.3. Chopin, Waltz in A minor, Op. Posth., mm. 21-24. (Piano score) 
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Table 3.6. Shot list of Acura MDX: “Motion” 

Scene: Mother 
figure in 
bedroom 

Teenage 
boys in a 
park 

Worker 
outside 
building 

Students in 
a library 

Workers 
by an 
elevator 

Family in a 
car 

Music: Solo 
piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 

Solo piano 
(static) 
(Narrator) 

Solo piano 
(static) 
(Narrator) 

Stage: Opening (Static until 
resolution) 

(Static 
until 
resolution) 

(Static until 
resolution) 

(Static 
until 
resolution) 

Resolution 

Time: (:00-:07) (:07-:09) (:09-:12) (:12-:18) (:18-:21) (:21-:30) 
 

 

Table 4.1. The “Nostalgia” Trope 
 

Conform Subvert 
A. BBC: Visit Poland, with Richard 
Berkeley (2011) 
Waltz in C# minor, Op. 64/2 

BBC promotion for travel 
http://www.youtube.com/watch?v=D7_0
26CYZEc 
 
B. BBC: Warsaw (2008)  
Prelude in E Minor, Op. 28/4 

BBC promotion for travel 
http://www.youtube.com/watch?v=aD_F
c9jqsFI 
 
C. Estee Lauder: “Intuition” (2007) 
Nocturne in B Major, Op. 32/1 

Perfume 
http://www.youtube.com/watch?v=IX2La
6qVhdc 

D. Hanes: “Michael Jordan deals with an 
unruly fan” (2007)  
Nocturne in E-flat Major, Op. 9/2 

Underwear 
http://www.youtube.com/watch?v=0T9O
olLDDPI&feature=related 

 

 

 

 

http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=D7_026CYZEc
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=aD_Fc9jqsFI
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=IX2La6qVhdc
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
http://www.youtube.com/watch?v=0T9OolLDDPI&feature=related
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Table 4.2. Shot list of BBC: Visit Poland, with Richard Berkeley 

Scene: Berkeley talks 
about Warsaw 

Background 
on Chopin’s 
childhood 

Berkeley mentions 
why he loves to live 
and work in Warsaw 

Slogan and 
company logo 

Music: Solo piano 
(andante 
opening) 
(narration) 

Solo piano 
(fast section) 
(narration) 

Solo piano 
(narration) 

Solo piano 
(narration) 

Stage: Opening Development Climax Resolution 
Time: (:00-:36) (:36-:48) (:48-:56) (:56-:1:05) 

 

 

 

Figure 4.1. Chopin, Waltz in C# minor, Op.64/2, mm. 1-4. (Piano score) 

 

[Berkeley:] “Warsaw has a rich musical legacy, from the Renaissance to the present day. 
In Warsaw, Chopin’s presence is everywhere. Chopin used to play here when he was a 
boy. Warsaw’s prodigy became Poland’s emblem. What I’ve always loved about living 
here is the appetite of the people for great music. And as well as the wonderful past, 
there’s always something thrilling and modern around every corner. It feels like such a 
young place, like the future has still to be decided. The citizens of today really have the 
power to set the agenda for tomorrow.” 

Figure 4.2. Berkeley narrative with mm. 1-23 (:00-:36). 
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Figure 4.3. Chopin, Waltz in C# minor, Op.64/2, mm. 31-37. (Piano score) 

 

 [Berkeley:] “But Chopin’s story really began in the building behind me—this is where 
he lived, this is where he went to school. Now, it’s the University of Warsaw. It’s 
amazing to have a part like this which embraces music in the middle of the city, and a 
privilege to work here, too. I love living in Warsaw. It offers every opportunity for the 
future.” 

Figure 4.4. Berkeley narrative with mm. 31-63 (:36-:56). 

 

Table 4.3. Shot list of BBC: Warsaw 

Scene: Opening at an 
artist’s hall 

Overview of 
Warsaw and “a 
place for an artist” 

Brzezanska’s 
opinion and 
recommendation 
of Warsaw 

Slogan and 
company logo 

Music: Solo vocal, 
electric guitar, 
synthesizer 

Solo vocal, electric 
guitar, synth. 

Duet vocals, 
electric guitar, 
synth. 

Duet vocals, 
electric guitar, 
synth. 

Stage: Opening Development Climax Closing 
Time: (:00-:06) (:06-:49) (:49-:56) (:56-1:03) 

 

 

Figure 4.5. Chopin, Prelude in E minor, Op. 28/4, mm. 1-3. (Piano score) 
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Figure 4.6. Chopin, Prelude in E minor, Op. 28/4, mm. 12-13. (Piano score) 

 

Table 4.4. Shot list of Estee Lauder: “Intuition” 

Scene: Female model 
leaves bed but 
realizes she 
forgot her 
necklace 

Attempts to 
retrieve 
necklace 
(beneath 
male model) 

Male 
model 
smells and 
recognizes 
companion 

Male model 
awakens to 
companion, who 
decides to 
remain 

Product is 
displayed. 

Music: Solo piano Solo piano Solo piano Solo piano Solo piano 
Stage: Opening Development Climax Resolution Closing 
Time: (:00-:17) (:17-:28) (:28-:41) (:41-:49) (:49-:54) 

 

 

   

Figure 4.7. Chopin, Nocturne in B major, Op. 32/1, mm. 2, 4. (Piano score) 
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Figure 4.8. Chopin, Nocturne in B major, Op. 32/1, m. 6. (Piano score) 

 

Table 4.5. Shot list of Hanes: “Michael Jordan deals with an unruly fan” 

Scene: Gooding Jr. 
running to 
Jordan in slow-
motion 

Gooding Jr. 
hugs Jordan 

Security guards 
remove Gooding 
Jr. away from 
Jordan 

Gooding Jr. 
distracts security 
guards and returns 
to hugging a 
reluctant Jordan 

Music: Solo piano No music No music Signature Hanes 
background music 

Stage: Opening Development Climax Resolution 
Time: (:00-:18) (:18-:30) (:30-:36) (:36-:43) 

 

 

 

Figure 4.9. Chopin, Nocturne in E-flat major, Op. 9/2, mm. 1-2. (Piano score) 
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APPENDIX C 

 C.F.D. SCHUBART'S IDEEN ZU EINER ÄSTHETIK DER TONKUNST  (IDEAS 
ON THE AESTHETICS OF SOUND ART), WITH ENGLISH TRANSLATION BY 

RITA STEBLIN  

C.F.D. Schubart: Ideen zu einer Ästhetik der Tonkunst (Ideas on the Aesthetics of Sound 
Art), (1784), 1806.157 

“Characteristics of the Keys 

Every key is either coloured or uncoloured. Innocence and simplicity are expressed by 
uncoloured keys. Tender and melancholy feelings [are expressed] by flat keys; wild and 
strong passions by sharp keys.”158 

Original (German) English translation (Rita Steblin) 
C-Dur ist ganz rein. Sein Charakter heißt: 
Unschuld, Einfalt, Naivität, Kindersprache. 
 

C major is completely pure. Its character 
is: innocence, simplicity, naivety, 
children’s talk. 

A-Moll, fromme Weiblichkeit und 
Weichheit des Charakters. 
 

A minor. Pious womanliness and 
tenderness of character. 

F-Dur, Gefälligkeit und Ruhe. 
 

F major. Complaisance and calm. 

D-Moll, schwermütige Weiblichkeit, die 
Spleen und Dünste brütet. 
 

D minor. Melancholy womanliness, the 
spleen and humours brood. 

B-Dur, heitere Liebe, gutes Gewissen, 
Hoffnung, Hinsehnen nach einer bessem 
Welt. 
 

Bfl major. Cheerful love, clear conscience, 
hope, aspiration for a better world. 

G-Moll, Mißvergnügen, Unbehaglichkeit, 
Zerren an einem verunglückten Plane; 
mißmutiges Nagen am Gebiß; mit einem 
Worte; Groll und Unlust. 
 

G minor. Discontent, uneasiness, worry 
about a failed scheme; bad-tempered 
gnashing of teeth; in a word: resentment 
and dislike. 

Es-Dur, der Ton der Liebe, der Andacht, 
des traulichen Gesprächs mit Gott; durch 
seine drei B [1789; wie Euler sagt] die 
heilige Trias ausdrückend. [1789: Diß war 

Efl major. The key of love, of devotion, of 
intimate conversation with God; through 
its three flats [1789; according to Euler] 
expressing the holy trinity. [1789: D-sharp 

                                                           
157 Steblin, 115-120. The German and English translation of C.F.D. Schubart’s (1739-91) Ideen zu einer 

Asthetik der Tonkunst (1806) treatise on the description of key characteristics is provided by Rite Steblin’s 
A History of Key Characteristics (2002).  
158 Ibid., 115. 
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der Favoritton des großen Jomelli; daher 
ergoß sich so oft sein Geist in diesen Ton. 
Seine schönsten Arien schrieb er in 
selbigem.] 
 

was the favorite key of the great Jomelli; 
therefore he poured out his soul so often in 
this key. He wrote his most beautiful arias 
in it.] 

C-Moll, Liebeserklärung und zugleich 
Klage der unglücklichen Liebe.—Jedes 
Schmachten, Sehnen, Seufzen der 
liebetrunkenen Seele liegt in diesem Tone. 
 

C minor. Declaration of love and at the 
same time the lament of unhappy love.—
All languishing, longing, sighing of the 
lovesick soul lies in this key. 

As-Dur, der Gräberton. Tod, Grab, 
Verwesung, Gericht, Ewigkeit liegen in 
seinem Umfange. 
 
 

Afl major. They of the grave. Death, 
grave, putrefaction, judgment, eternity lie 
in its radius. 

F-Moll, tiefe Schwermut, Leichenklage, 
Jammergeächz und grabverlangende 
Sehnsucht. 
 

F minor. Deep depression, funereal 
lament, groans of misery and longing for 
the grave. 

Des-Dur. Ein schielender Ton, ausartend in 
Leid und Wonne. Lachen kann er nicht, 
aber lächeln; heulen kann er nicht, aber 
wenigstens das Weinen grimassieren.—
Man kann sonach nur seltene Charaktere 
und Empfindungen in diesen Ton verlegen. 

Dfl major. A leering key, degenerating 
into grief and rapture. It cannot laugh, but 
it can smile; it cannot howl, but it can at 
least grimace its crying.—Consequently 
only unusual characters and feelings can 
be brought out in this key. 
 

B-Moll. Ein Sonderling, mehrenteils in das 
Gewand der Nacht gekleidet. Er ist etwas 
mürrisch und nimmt höchst selten eine 
gefällige Miene an. Moquerien gegen Gott 
und die Welt; Mißvergnügen mit sich und 
allem; Vorbereitung zum Selbstmord hallen 
in diesem Tone. 

Bfl minor. A quaint creature, often dressed 
in the garment of night. It is somewhat 
surly and very seldom takes on a pleasant 
countenance. Mocking God and the world; 
discontented with itself and with 
everything; preparation for suicide sounds 
in this key. 
 
 

Ges-Dur. Triumph in der Schwierigkeit, 
freies Aufatmen auf überstiegenen Hügeln; 
Nachklang einer Seele, die stark gerungen 
und endlich gesiegt hat liegt in allen 
Applikaturen dieses Tons. 

Gfl major. Triumph over difficulty, free 
sigh of relief uttered when hurdles are 
surmounted; echo of a soul which has 
fiercely struggles and finally conquered 
lies in all uses of this key. 
 
 

Es-Moll. Empfindungen der Bangigkeit des 
allertieftsten Seelendrangs, der 

Efl minor. Feelings of the anxiety of the 
soul’s deepest distress, of brooding 
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hinbrütenden Verzweiflung, der 
schwärzesten Schwermut, der düstersten 
Seelenverfassung. Jede Angst, jedes Zagen 
des schaudernden Herzens, atmet aus dem 
gräßlichen Es-Moll. Wenn Gespenster 
sprechen könnten, so sprächen sie ungefähr 
in diesem Tone. 

despair, of blackest depression, of the most 
gloomy condition of the soul. Every fear, 
every hesitation of the shuddering heart, 
breathes out of horrible efl minor. If ghosts 
could speak, their speech would 
approximate this key. 
 
 

H-Dur. Stark gefärbt, wilde Leidenschaften 
ankündend, aus den grellsten Farben 
zusammengesetzt. Zorn, Wut, Eifersucht, 
Raserei, Verzweiflung und jeder Jast des 
Herzens leigt in seinem Gebiete. 

B major. Strongly coloured, announcing 
wild passions, composed from the most 
glaring colours. Anger, rage, jealousy, 
fury, despair and every emotion of the 
heart lies in its sphere. 

Gis-Moll. Griesgram, gepreßtes Herz bis 
zum Ersticken; Jammerklage, die im 
Doppelkreuz hinseufzt, schwerer Kampf; 
mit einem Wort, alles was mühsam 
durchringt, ist dieses Tons Farbe. 

G-sharp minor. Grumbler, heart squeezed 
until it suffocates; wailing lament which 
sighs in double sharps, difficult struggle; 
in a word, the colour of this key is 
everything struggling with difficulty. 
 

E-Dur. Lautes Aufjauchzen, lachende 
Freude und noch nicht ganzer, voller Genuß 
liegt in E-Dur. 

E major. Noisy shouts of joy, laughing 
pleasure and not yet complete, full delight 
lies in E major. 
 

Cis-Moll. Bußklage, trauliche Unterredung 
mit Gott, dem Freunde und der Gespielin 
des Lebens; Seufzer der unbefriedigten 
Freundschaft und Liebe liegen in seinem 
Umkreis. 

C-sharp minor. Penitential lamentation, 
intimate conversation with God, the friend 
and help-meet of life; sighs of 
disappointed friendship and love lie in its 
radius. 
 
 

A-Dur. Dieser Ton enthält Erklärungen 
unschuldiger Liebe, Zufriedenheit über 
seinen Zustand; Hoffnung des 
Wiedersehens beim Scheiden des Geliebten; 
jugendliche Heiterkeit und Gottvertrauen. 

A major. This key includes declarations of 
innocent love, satisfaction with one’s state 
of affairs; hope of seeing one’s beloved 
again when parting; youthful cheerfulness 
and trust in God. 
 

Fis-Moll. Ein finsterer Ton: er zerrt an der 
Leidenschaft, wie der bissige Hund am 
Gewande. Groll und Mißvergnügen ist seine 
Sprache. Es scheint ihm ordentlich in seiner 
Lage nicht wohl zu sein: daher schmachtet 
er immer nach der Ruhe von A-Dur oder 
nach der triumphierenden Seligkeit von D-
Dur hin. 

F-sharp minor. A gloomy key: it tugs at 
passion as a dog biting a dress. 
Resentment and discontent are its 
language. It really does not seem to like its 
own position: therefore it languishes ever 
for the calm of A major or for the 
triumphant happiness of D major. 
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D-Dur. Der Ton des Triumphes, des 
Hallelujas, des Kriegsgeschreis, des 
Siegesjubels. Daher setzt man die 
einladenden Symphonien, die Märsche, 
Festtagsgesänge und 
himmelaufjauchzenden Chöre in diesen 
Ton. 
 

D major. The key of triumph, of 
Hallelujahs, of war-cries, of victory-
rejoicing. Thus, the inviting symphonies, 
the marches, holiday songs and heaven-
rejoicing choruses are set in this key. 

H-Moll. Ist gleichsam der Ton der Geduld, 
der stillen Erwartung seines Schicksals und 
der Ergebung in die göttliche Fügung. 
Darum ist seine Klage so sanft, ohne jemals 
in beleidigendes Murren oder Wimmern 
auszubrechen. Die Applikatur dieses Tons 
ist in allen Instrumenten ziemlich schwer; 
deshalb findet man auch so wenig Stücke, 
welche ausdrücklich in selbigen gesetzt 
sind. 
 

B minor. This is as it were the key of 
patience, of calm awaiting one’s fate and 
of submission to divine dispensation. For 
that reason its lament is so mild, without 
ever breaking out into offensive 
murmuring of whimpering. The use of this 
key is rather difficult for all instruments; 
therefore so few pieces are found which 
are expressly set in this key. 

G-Dur. Alles Ländliche, Idyllenund 
Eklogenmäßige, jede ruhige und befriedigte 
Leidenschaft, jeder zärtliche Dank für 
aufrichtige Freundschaft und treue Liebe,--
mit einem Worte, jede sanfte und ruhige 
Bewegung des Herzens läßt sich trefflich in 
diesem Tone ausdrücken. Schade! daß er 
wegen seiner anscheinenden Leichtigkeit 
heutzutage so sehr vernachlässigt wird… 
 

G major. Everything rustic, idyllic and 
lyrical, every calm and satisfied passion, 
every tender gratitude for true friendship 
and faithful love,--in a word, every gentle 
and peaceful emotion of the heart is 
correctly expressed by this key. What a 
pity that because of its seeming lightness it 
is so greatly neglected nowadays… 

E-Moll. Naïve, weibliche, unschuldige 
Liebeserklärung, Klage ohne Murren; 
Seufzer von wenigen Tränen begleitet; nahe 
Hoffnung der reinsten in C-Dur sich 
auflösenden Seligkeit spricht dieser Ton. Da 
er von Natur nur eine Farbe hat, so könnte 
man ihn mit einem Mädchen vergleichen, 
weiß gekleidet, mit einer rosenroten 
Schleife am Busen. Von diesem Tone tritt 
man mit unaussprechlicher Anmut wieder 
in den Grundton C-Dur zurück, wo Herz 
und Ohr die vollkommenste Befriedigung 
finden. 

E minor. Naïve, womanly, innocent 
declaration of love, lament without 
grumbling; sighs accompanied by few 
tears; this key speaks of the imminent hope 
of resolving in the pure happiness of C 
major. Since by nature it has only one 
colour, it can be compared to a maiden, 
dressed in white, with a rode-red bow at 
her breast. From this key one steps with 
inexpressible charm back again to the 
fundamental key of C major, where heart 
and ear find the most complete 
satisfaction. 

 


