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Geoff Zanell

composer

Emmy Award-winning composer Geoff Zanelli has become a standout in the film and
television scoring industry i garnering accolades and recognition for his work since going
solo after numerous collaborations with Academy Award-winning composer Hans Zimmer.
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A Southern California native, Zanelli began his musical career as a guitar player and
songwriter for numerous local acts. In 1994, he met Zimmer and was offered a job
Remote Control Productions after Zimmer recognized Z a n e musicabtalents. Now,
Zanelli is known as a versatile composer who combines music from different genres and
cultures while using instruments and other live sounds rather than electronic music.

In 2006, Zanelli earned his first Emmy after scoring the original music for Steven
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Zanelli has also collaborated with composers John Powell, Harry Gregson Williams and

Steve Jablonskyon many feature films including: Di s
Stranger Tides, 0 Pirates of the Cari bbean: .
Dead Mandés Chest, 0 and APirates of the Caril
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Picturesé fAPearl Ha r bRango,; 6 PMG Monso ufinH a nPni i cbt aul r, ec:
Picturesd fHAngel s & Brazmond&d Chi DkeamRonkeobdiBh:
nNnMadagascar : e M 0 it e et e P 5 [

Additionally, Zanelli has written music for directors Gore Verbinski, Ridley Scott and David
Koepp; producers Jeffrey Katzenberg and Jerry Bruckheimer; as well as actor/producer
Tom Hanks and David Duchovny.

Zanelli has degrees in Film Scoring and Music Production/Engineering from the
prestigious Berklee College of Music. He is an active alumn at his alma mater and has
participated on a major curriculum development task force [official name?] as well as
given seminars to students studying compaosition.

Zanelli has received the Doug Timm Award in recognition of his film scoring work and the
Music Production/Engineering Scholar Award, both from the Berklee College of Musmess Contact:
CW3PR
Emilie ChanErskine
emilie@cw3pr.com
Jordan vonNetzer
jordan@cw3pr.com
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Soundtrack Release

FOR IMMEDIATE RELEAS

WALT DISNEY RECORDS PRESENTS
THE ODD LIFE OF TIMOTHY GREEN SOUNDTRACK
AVAILABLE ON AUGUST 14TH

ORGINAL SCORE COMPOSED BY GEOFF ZANELLI

Walt Disney Reconds will refease the onginal mation picture soundirack for The Cold Life af Timothy
2. The soundirack features original scons eofT Zanedll.
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The O0dd Life of Geoff Zanelli
The Emmy winner scores the new Disney family drama The Odd Life of
Timothy Green.

By Kristen Romanelli

{IFE

Gk

Music by

';. /
i ’ J Geoff Zancelli

Emmy Award-winner Geoff Zanelli has been largely known for his action and
thriller scores such as Disturbia, Outlander and Hitman. For his latest effort,
however, the composer has taken aless familiar path. The Odd Life of Timothy
Greenis a family fantasy about a young, magical boy who appears on a
couple’s doorstep. The musicis organic and down-to-earth, featuring a host of
acoustic instruments and small ensembles.

Zanelli, who also played guitar for Timothy Green, discusses how he was
drawn to such a different project and why he considers it to be one of his most
important scores.

Kristen Romanelli: The Odd Life of Timothy Green feels like a departure
from your most recent projects. Is this areturn to your roots?

Geoff Zanelli: Well, that’s interesting. I suppose you could look at it that
way. It definitely is a departure. I guess my bread-and-butter has been
Pirates [of the Caribbean], The Pacific and Disturbia. Not much that really
relates to it.
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I don't know if it’s necessarily a “return to roots” or just a good kind of project
for where I am right now in my life. It's a movie about parenting and I'm now
arelatively new parent. When I got the job, I had a one-and-a-half-year old
daughter, so it'’s kind of like a perfect storm, in a way. It's like all the stars
aligned and it ended up in my lap, which is great. I see what you're saying
though about roots, because I did come up as a guitar player. And when I
came up, not really so much in bands or anything, [ was always aiming at film
music, but it’s not so commeon that I get to be so “folky” with the
instrumentation in the scores that [ write. So, in that senseitis, ['m sure.

ER: Veah, there's alot of acoustic guitar in this.

GZ: Exactly. Almost everything, even if it's not a guitar, is acoustic, 50 we
don’t rely on any synthesized instruments except for a couple very specific
spots. We recorded every note of the orchestra; we recorded every piano,
every bell—every single note, actually—was live and acoustic, in aroom. It's
not all that common these days.

ER: How did your experiences with being a new father inspire this score?

GZ: Well, alot, [ have to say. It's one of those kinda intangible things, because
I don't think I would have known how important fatherhood was gonna be to
scoring this movie, you know. If I had been hired to do it 10 years ago, I
would have thought, “Oh, sure, no problem.” But, you know, having become a
father has made it so much clearer how to write it.

The musicisn’t really childlike, though. It's not like it's inspired in the sense
that I'm listening to my daughter’'s music and getting inspired from that, but it
is such a genuine movie. From every aspect of it—the script, the direction, the
actors, and, hopefully, the music—it’s all coming from a place where.... It's
justinformed, I guess, by what it feels like to be a father and to engag
someone else’s life in a way like that, to feel proud of somebody else’s
accomplishments, and all of those things are all kind of wrapped up in the
story of the movie. That's something that I don't know if you can really write
music about it if you haven't lived it. Everybody always says, “you write from
what you know,” so every author is somehow being autobiographical in

=

almost everything they write, and I think that's true of composers as well.

KR: Did vou bring any of this back into your home? Did you use any of it for
lullabies?
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GZ: Not necessarily lullabies, but yeah, I brought it home all the time and I
played it all the time. My daughter’s name is Scarlett, and I played it for her
and it really is the first score of mine that she’s kind of gone, “Oh, my Dad
wrote that!” She’s starting to really get the concept now. If I play three notes
on the piano, she comes running over and she says, “Timothy Green! Timothy
Green!” and she jumps on the piano bench. So, she’s definitely aware of what it
is, and, specifically, that this music belongs to that movie. Obviously, she
hasn’t seen the film, but I'm glad vou asked that. She’s definitely perked up to
the idea that her dad wrote this music and she gets that that's what I do for a
living.

KR: That's so cute.
GZ: It really is. She's really great.

ER: The music itself has this really light yet down-to-earth quality. How did
you strike this balance between the elements of the acoustic guitar, the piano,
and a 50-piece orchestra?

GZ: Actually, the so-piece orchestra is only in about a third of the movie. The
other two-thirds are an eight-piece chamber orchestra, and that’s actually
part of how I struck the balance. You can very quickly overwhelm solo

instruments when you have a giant orchestra behind them, so I was using that

pretty sparingly, and then I would use my eight-piece string group to blend
better with the solo instruments.

There was alot to it, though. It was alot of experimentation and a lot of
emphasis placed on.... You know, in one of the earliest meetings I had with
Peter Hedges, who's the director, I was talking to him about instruments
where vou can actually hear the musician and not just the music. Like,
specifically on the guitar, you hear the fingernail strike the string, and the
same with certain types of percussion instruments where vou hit the fingers
on them. And I started to get really excited about the idea that you're hearing
the actual musician—the person. Even the way a cellist will breathe in
between the notes. There’s a thing to it and it’s very organic and that's—I'm
glad you used the phrase—down to earth. That's actually what it's about. It's
about finding rootsy music that feels genuine and human and organic.

It was a pervasive philosophy for the whole score. We were moving the
microphones around a centimeter at a time to get the right balance of
fingernail to string note on the guitars, and things like this. It was pretty
involved. So, I guess that’s the long answer.
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The short answer is: I just made sure that I heard, specifically, the individual
playing the specific instrument. Even in that eight-piece chamber orchestra—
it was three violins, one viola, three celli, and one bass—I hand-picked every
single player because I wanted them, specifically, almost to not blend, and I
wanted to hear the individuals in the group the way you hear the string
section for Arcade Fire. You hear the personalities come out, and when you
start getting a bigger and bigger orchestra, it just necessarily kind of
homogenizes. That was another part of the, I guess, the calculated thing—the
way it’s built.

More Cowbell!: Cindy (Jennifer Garner), Timothy (CJ Adams) and Jim Green (Joel Edgerton) sing,

dance and percuss.

KR: I'm really glad you said that, about hearing the musician and not just the
music. It’s almost aromantic quality to connect, because so often you just
listen to a CD and you don’t connect that there are individual musicians
behind these instruments. But they all have different styles, and they feel the
music differently, and they feel the instrument differently.

GZ: Absolutely! It’s an exciting thing to capture and it’s also an exciting thing
to sit down with the musicians and tell them what you're after. When you do
sit down a string section, they really spend a lot of time to play as one. So,
when you sit down and say, “No, I want you to play as 40,” it does something.
They go, “Hang on, I get to wear a different color tie today!” You start to
liberate the players, too. And I think you feel it in this score, also, just in the
solo instruments.
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Alot of the guitars I plaved, but there was also George Doering, Bryce Jacobs
and Thom Rotella who were cast for very specific sonic qualities. George
would play the dulcimers because I liked the way he held the hammer, the
way it sounded. And Thom Rotella would play a very individual sounding
finger-style technique that I justloved. These are all part of it. Every
instrument, even the keyboards, which was Randy Kerber who played all the
pianos, and celestes, and dulcitones. It really was about letting the hand of
the artist come through, which is often something you try not to do. [t wa
kind of fun.
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Green Lights: The Odd Life of Timothy Green premieres at the El Capitan Theatre in Hollywood,
CA.

KR: Tell me about the themes you developed. It's very joyful music; it'’s very
hummable.

GZ: Good! Well, there’s three main ones. There’s Timothy Green’s theme—I
guess it sounds deceptively simple. His would be the most, kind of, innocent
of all the music. Theideais that he’s innocent but still very wise; he teaches
his parents a great many things over the course of the movie. The thematic
approach for him was to make sure it was all very pure music. So, the piano
carries it often, sometimes the guitars have it, but it tends not to be the
largest sounding group.

And then there’s another theme for Jim and Cindy, who are Timothy’s
parents. It’s got a little bit more bittersweetness to it, and maybe a little bit of
tragedy. In the beginning of the film, they learn that they can’t bear children.
And so there’s a certain amount of trying to move on with their lives, and
there’s an element of “well, life goes on” and “we have to carry on” in that
music.
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And then there’s a third theme, which.... I'm trying to say this in a way where
I'm not spoiling any of the story points. Timothy does meet a young lady, so
there’s a third theme for Joni, and that is really more to do with the wonders
of what it feels like at a very young age to start connecting with someone. It's
obviously not, you know, an adult romance story, but there’s still very, very
real, very powerful, lifelong emotional events for everyone. So, that would be
the third of the main themes.

ER: I heard that Peter Hedges actually shot additional footage based on the
strength of one of your themes.

GZ: That actually is one of the big scenes with Joni. Joni and Timothy have a
scene where they come together, it's a very long.... I guess it’s a montage of
their relationship as it's getting stronger and more important and more
impactful in their lives. What had originally happened was, we tried a few
different things in that spot. We were thinking at one point, maybe we'll putin
a song, maybe we'll get a song written and that would play great. And it would
have played great, but I had actually written something using Joni's theme
and Peter Hedges went, “Well, hang on. Now, this changes everything because
yvou've got this piece of music that’s perfect for this scene, and now the scene

isn’t living up to the score.” And he went, “Well, we're actually gonna shoot

some additional photography.”

S0, they just kind of went out and shot bigger, broader, just a little bit more
impactful shots for just the size of what the music was doing, emotionally.
And I don't mean the size, though, of the sound of the music because it really
is not alarge group. I just mean the impact of the music was something that
inspired Peter to go, “Well, let me seeif I can live up to that.” That was anice
filmmaking moment.

ER: It's very complimentary!

GZ: Oh, very. This was probably the most collaborative film I can even think
of ever working on. It was just...spectacular. It was such a good experience,
hopefully for them, but certainly for me! Every composer, you go and yvou
hope that you'll find the movie where when you finish it, you feel like you've
left the movie in a better place than when before you were on it. But this was
actually.... It worked the other way around. Like, I feel like I'm a better
person because this movie was in my life. It was really nice.

KR: What was it like collaborating with Peter Hedges?
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