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J o h n  B a r ry :  A  Ca r e e r  O v e rv i e w

For over twenty five years now, Silva Screen have proactively 
championed John Barry’s remarkable career and, in doing so, 
have been instrumental in keeping his name in the public eye 
not only by releasing previously issued original recordings, 
but also by recreating their own versions of hitherto rare 
and, in some cases, previously unavailable scores. Their 
first involvement was in 1988, when they obtained the 
rights from Ember Records to reissue Barry’s soundtrack to 
‘Zulu’, alongside other assorted cuts, under the title ‘Zulu 
and Other Themes’. In 1993, they took an even bolder step 
in hiring Nic Raine to orchestrate and conduct The City of 
Prague Philharmonic Orchestra through a series of John 
Barry titles – some famous, some less so – under the title 
of ‘The Classic John Barry’, the success of which resulted 
in a second volume and a series of regular CD releases 
throughout the intervening years that celebrated Barry’s 
extraordinary talent, all newly recorded with a painstaking 
attention to orchestral detail. Without Silva’s due diligence 
and dedication to the cause, many of the more obscure 
examples of Barry’s oeuvre would never have appeared in 
the public domain and in all likelihood would have been lost 
forever. This compilation represents the full summation of 
this achievement, amongst which are a handful of more 
recently recorded titles making their debuts on CD. Never has 
a title been more accurate: this is ‘The Definitive Collection’.

The sad announcement of John Barry’s death on 31st 
January 2011 was noticeable for the sheer volume of 
genuine tributes emanating from every facet of the music 
industry and the wider society as a whole. His distinctive  
 



 
style and prodigious output touched a collective nerve never 
previously witnessed for a film composer. In many ways, 
his passing marked the end of a special era, for Barry was 
unique amongst British composers born just prior to the 
Second World War in having scored films in six consecutive 
decades from the 1950s onwards.

John Barry’s contribution to post-war popular music was 
never lost on producers and directors within the film and 
record industries who appreciated a genuine original. 
Contemporary musicians are still prone to gasp in awe at the 
very mention of a particular score, whether it is Goldfinger, 
The Ipcress File, The Lion In Winter, Midnight Cowboy, 
Body Heat or Dances With Wolves. The name John Barry 
became synonymous with a sensuous melody, a sumptuous 
arrangement and, above all, a distinctive style: one that 
oozes class and sophistication and a seemingly innate 
understanding of the marriage between music and moving 
image. In more recent times, the adjective ‘Barryesque’ 
entered the vocabulary of music journalists as a means of 
describing anything remotely melodious yet atmospheric 
almost to the point of cliché. What this clearly demonstrates 
is John Barry’s exalted standing within the business. He is 
quite simply the most influential and successful film music 
composer Britain has ever produced. The contents of this 
box set should go some way to demonstrating precisely why.

During the last few years of his life, the respect with which 
Barry was held within and outside the music industry was 
never higher, no better illustrated than by the sheer volume 
of prestigious awards bestowed upon him during this 
period, ranging from an O.B.E. from Her Majesty the Queen  
 



 
for ‘Services to Music’ to a Fellowship Award from BAFTA, 
The British Academy of Film and Television Arts (to name 
but two). Furthermore, during the same period, two lengthy 
biographies were published chronicling his life and career, 
while extracts from his prodigious back catalogue have 
been sampled by such modern day chart acts as Robbie 
Williams, Fatboy Slim, Jennifer Lopez and Emma Bunton. 
More recently, Adele’s Oscar-winning title song to ‘Skyfall’ 
showed more than a trace of Barry’s influence.

Throughout his lengthy career, John Barry wrote some of 
the most compelling film music of all time, thrilling and 
captivating audiences throughout the world. He worked on 
almost every genre of film imaginable, as well as co-writing 
a long-running musical for the London stage. He proved as 
adept at scoring low key dramas like Four In The Morning 
and The Whisperers as in tackling blockbusters like Zulu 
and the Bond series. Westerns, musicals, historical dramas 
and comedies were all successfully mastered. His themes 
for television series like ‘The Persuaders’ and ‘Eleanor & 
Franklin’ became cult classics. His peers acknowledged his 
talent by nominating him on seven occasions for an Academy 
Award, five of which proved to be winners – an astonishing 
record. 

Where did it all begin? According to John Barry, his love affair 
with films began when as a child of three he was carried into 
one of his father’s cinemas in York showing a Mickey Mouse 
cartoon. At such a tender age it is doubtful that he even 
noticed the music, but this was to change during the course 
of the next few years, when his selected viewing began to 
include films of a more dramatic nature. Regular screenings  
 



 
of such cinematic classics as Gunga Din, Now Voyager, 
The Treasure of The Sierra Madre, The Adventures of Robin 
Hood, The Sea Hawk, The Thief Of Baghdad and A Song To 
Remember found him heavily under the influence of scores 
by Alfred Newman, Max Steiner, Erich Wolfgang Korngold, and 
Miklos Rozsa. His father’s cinemas doubled as concert halls, 
so he was also able to be present at the classical and jazz 
concerts staged there. When one considers his mother had 
been trained as a concert pianist and his brother was a jazz 
fan, it is hardly surprising that he decided to make music his 
chosen career. Plans to become a concert pianist and then a 
trumpet virtuoso were quickly abandoned – a poor memory 
and stage fright were not considered conducive to either 
profession – thereby forcing his decision to follow in the 
footsteps of his Hollywood idols. This was, indeed, a brave 
decision. Becoming a composer of film music was not an 
easy option in fifties England, let alone fifties Yorkshire! In the 
absence of any schools or colleges, Barry took the long route 
into the business. A stint on trumpet with a local jazz band, 
a three-year ‘engagement’ in an Army band during National 
Service and some good advice from Johnny Dankworth led 
him to form his own band – The John Barry Seven. Although 
this innovative ensemble enjoyed great success in the early 
sixties, Barry never disguised the fact that it was formed as a 
means to an end. He needed to become known in the music 
business and the emergence of ‘pop’ music seemed as good 
a way as any to get himself noticed. 

Anyone growing up in the UK from 1957 onwards is bound to 
have heard a John Barry melody during some point in their 
lives whether conscious of it or not. Precisely when this first 
occurs largely depends upon age. A teenager growing up in  
 



 
the late fifties, bitten by the then virulent rock ‘n’ roll bug, 
would no doubt have witnessed Barry’s arrival on the music 
scene via the media prominence afforded his eponymously 
named group. The JB7, an anglicised cross between Bill 
Haley and his Comets and Freddie Bell and the Bellboys, 
became regular fixtures on the few networked youth-
oriented TV programmes broadcast in the UK at that time, 
such as ‘6.5 Special’ and ‘Drumbeat’, on which he became 
the in-house arranger. So impressive was he in this role, that 
it helped him land a plumb job as musical director at E.M.I., 
which enabled him to ‘cut his teeth’ in the recording studio 
by overseeing dozens of acts.

In fact, it was at Abbey Road Studios where he arranged 
and recorded one of the most distinctive and commercially 
successful home-grown pop singles of the pre-Fab Four era, 
Adam Faith’s ‘What Do You Want?’. By combining careers 
at E.M.I. as artiste and staff arranger, he eventually found 
chart success of his own when his self-penned instrumental 
Hit And Miss, chosen as the theme to BBC TV’s Juke Box 
Jury, made the UK top ten in 1960. The record was attributed 
to “The John Barry Seven Plus Four”, the four being 
accomplished session violinists playing in a pizzicato vein – 
Bernard Monshin, Sid Margo, Charlie Katz and Alec Firman. 
Amid numerous personnel changes, The John Barry Seven 
notched up no fewer than ten top fifty hits between 1960 
and 1963, among them the original recording of The James 
Bond Theme. 

Barry’s association with Faith led to his debut as a film music 
composer, when the latter was offered a part in a low-budget 
‘teenage’ film, Beat Girl; a somewhat inauspicious start  
 



 
maybe, but the release of the critically acclaimed soundtrack 
album – the first of its kind ever released in the UK – brought 
him firmly to the attention of both music and film industries 
alike. Although further film score offers initially proved slow 
to materialise, on those that did, such as Never Let Go and 
The Amorous Prawn, Barry proved to be highly inventive, 
versatile and professional and, as a consequence, built up 
a reputation as an emerging talent. It was with this in mind 
that Noel Rogers, of United Artists Music, approached him in 
the summer of ‘62, with a view to involving him in the music 
for the forthcoming James Bond film, Dr. No. At around the 
same time he began an equally productive partnership with 
actor/writer turned director Bryan Forbes, whose reputation 
as a fine purveyor of intelligent and thought-provoking films, 
gave Barry a chance to tackle subject matters demanding 
more gravitas as exemplified by Séance On A Wet Afternoon, 
King Rat and The Whisperers. It wasn’t long before Barry left 
the pop world for good to concentrate on what he knew he 
could do best – write music for films.

Nevertheless, because of the precarious nature of the music 
business, Barry took nothing for granted and made a point 
of keeping his options open by making himself available for 
any kind of challenge that presented itself. The fact that he 
was learning his craft at the very point at which the mass 
media was growing rapidly in the UK certainly helped his 
cause, since each of its branches was desperate to employ 
fresh talent to satiate an ever-increasing demand. Just as 
significantly, he was one of a rare breed of young writers who 
formally studied musical composition, whilst simultaneously 
keeping his pulse on the contemporary music scene of the 
time. 



 
Barry’s presence became ubiquitous throughout the sixties, 
because he accepted everything offered to him, within 
his own time constraints, whether it was a TV or radio 
commission, a film score, a stage musical or a shampoo 
commercial. His ability to capture the mood required for 
each assignment took him to the forefront of his profession. 
What seemed like a rapid rise to the top was borne out 
of a combination of sweat and undeniable ability. Barry’s 
network of contacts meant that he was able to party as hard 
as he worked (his drinking buddies were, after all, Michael 
Caine, Terence Stamp and David Warner). By the middle of 
the decade, he was very much the personification of the 
upwardly mobile new generation sweeping away the old 
guard. The phenomenal success of Goldfinger in the USA in 
particular gave Barry an international platform from which 
he never looked back. At this juncture, let’s now look at 
some of those career highlights in more detail.



C D1: 1 9 5 9-1 9 6 5
Juke Box Jury 
1. Hit and Miss
2. Beat Girl
3. Never Let Go 
4. Beat for Beatniks
5. The Girl With The Sun In Her Hair 
Dr. No  
6. The James Bond Theme
From Russia With Love  
7. 007
Goldfinger  
8. Goldfinger  
9. Dawn Raid At Fort Knox
Zulu 
10. Theme / Isandhlwana 
11. Titles / News of the Massacre / Rorke’s Drift 
Threatened 
12. Bromhead’s Safari / Wagons Over 
13. “You’re All Going To Die”  
14. First Zulu Appearance and Assault 
15. Durnford’s Horses Arrive and Depart /  
The Third Assault 
16. Zulu’s Final Appearance and Salute 
17. “Men of Harlech” / End Title
Séance On A Wet Afternoon 
18. Main Title / The Kidnap / The Ransom / End Title
Thunderball  
19. Thunderball 
20. Fight On The Disco Volante / Finale
The Ipcress File  
21. A Man Alone 
22. The Knack... And How To Get It

When Barry signed his first recording contract with 
Parlophone fifty-seven years ago, it was as leader of his 
fledgling band, John Barry and The Seven (as they were 
then known). For many an aspiring young bandleader 
at the time, this would have represented the fulfilment 
of a lifelong ambition. Not so in Barry’s case: this was 
merely the ‘foot in the door’ he was striving for in order 
to firmly implant both feet inside, firstly, the music and 
then, ultimately, the film industry. As soon as he set 
foot inside a recording studio, he was keen to find out 
how the process worked and it didn’t take long for the 
established personnel at EMI to realise that they had a 
potential arranger, composer, conductor, producer and 
musician rolled into one on their books. 

Though his late fifties output produced a number of 
near-misses, February 1960 proved to be a significant 
month in Barry’s career, since it marked the JB7’s 
arrival as a fully-fledged chart act. Hit and Miss, the 
band’s debut Columbia 45, jumped into the Top Ten, 
thanks immeasurably to an airing on BBC TV’s Saturday 
night pop programme, Juke Box Jury, on which it 

was voted a unanimous hit. What caught the public’s 
imagination even more was when presenter David 
Jacobs liked it so much that he persuaded his producer 
to use it as the show’s regular signature tune. Such 
was his influence that, sure enough, a week later, ‘Juke 
Box Fury’ was ousted in favour of Vic Flick’s distinctive 
burst of twang. In many ways, Barry had become a 
television theme composer by default! 

It may well have been Barry’s first foray into film 
composition, but the music for Beat Girl didn’t 
sound like it one iota. Towering above the rest of the 
production, this was a first class score for a second 
rate movie! At the time Barry was absolutely thrilled to 
have at last become involved in film score writing even 
if the film’s release date was put back well over a year 
as a result of its x-rated classification: “This is the sort 
of work I’ve always wanted to do. Film writing realises 
a deep ambition. In the early days of my career with 
the Seven I was always on the lookout for my break 
into movies. Well, the day came when I drove Adam 
Faith to the studios for the screen test, which led him 
to landing his lead role 
in Beat Girl. Producer 
George Willoughby asked 
me to write the music 
and I jumped at the 
opportunity double fast.” 
The resultant LP, the first 
bona fide British film 
soundtrack ever released 
in the UK, reached number 
eleven in the Top Twenty 
LP chart during 1961 and 
won Barry unanimous 
critical acclaim.

After completing the score for Beat Girl, Barry was 
instantly hard at work on Faith’s second movie, Never 
Let Go. The JB7’s new single at that time was clearly 



inspired by having worked on these films, together 
with some recent library music recorded for Chappell. 
The A-side, Beat For Beatniks, was virtually identical to 
a Chappell track entitled ‘Mood Three’, minus a guitar 
solo, while the flip-side, ‘Big Fella’, was similarly Elmer 
Bernstein-inspired. Both cuts were completely different 
from anything Barry had previously tried on record and 
were light years away from the archetypal guitar-led 
pizzicato approach. Barry was quite obviously using 
JB7 recording sessions as workshops for honing his 
early attempts at film scoring. 

The single was such a radical departure for a John 
Barry 45 that it took the jazz-dominated Melody 
Maker completely by surprise. Naturally, given the 
paper’s stylistic leanings, columnist Maurice Burman 
fell in love with the single: “I put on the record without 
a lot of interest, and after the first four bars I nearly 
fell through the floor! The record is like nothing he 
has done before – it is modern jazz with a fresh 
approach, tinged with Kentonism. It stamps John 
Barry as a first-class modern arranger and composer 
with a daring mind.” Praise indeed, but not everyone 
was so enthusiastic about its chances of commercial 
success, and the doubters were proven right. 

Although it just about crept into the top fifty, it was 
simply too ‘off centre’ for the record buying public to 
accept, despite Burman’s and others ecstatic notices. 
Significantly, as if to distance himself from his pop 
persona, Barry decided not to issue the record under 
the name of the Seven. Instead it was credited to the 
John Barry Orchestra, though Barry later admitted 
to simply augmenting the Seven with established 
jazz players such as saxophonist Johnny Scott and 
trumpeter Dicky Hawdon. 

The aforementioned Never Let Go starred Peter Sellers 
in a rare villainous role, alongside Richard Todd, 
Elizabeth Sellars & Faith. The only music emanating 
from Faith was ‘When Johnny Comes Marching 
Home’, which on its own left little commercial 
justification for commissioning a soundtrack LP. The 
Faith song reworked the old American traditional, 
to which was added a lyric by Lionel Bart, credited 
under the pseudonym John Maitland. In order not 
to waste an excellent main-title, The JB7 released 
Never Let Go as a single in July 1960 and it provided 
the band with a welcome Top 50 chart entry. In an 
interview the previous month, Barry described how 
he drove out to Beaconsfield each day to see rushes 
of the previous day’s shooting with the director and 
producer. Although he did not write any music until 
filming was complete, he used these previews to give 
him an idea of the atmosphere and mood on which the 
music would be based. Adam Faith won much better 
notices for this performance than for Beat Girl, while 
Barry again attracted attention in the film world for 
his score, which nailed the subject matter perfectly. 
The Kenton influence was never more to the fore. 

John Barry has always recognised the debt he owes 
to advertising for teaching him the virtues of brevity 
and of making an instant impression. Firstly through 
the two-minute pop song and then the thirty-second 
soundbite, he learned how to grab an audience’s 

attention immediately. As he has since recalled, “All 
the big directors were doing commercials in England. 
I did one for toilet paper (Izal). Richard Lester did 
one for Black Magic chocolates. I learned a lot in 
being given thirty seconds or one minute to make a 
statement. It really makes you tighten up”. Barry’s 
most well-known advertisement was commissioned 
by Elida for its Sunsilk Shampoo product in the mid-
sixties and is as beautiful a melody as Barry ever 
composed. The fact this theme was still being used 
by the manufacturers for successive campaigns well 
into the early seventies illustrates its timeless appeal. 
Never slow to recognise a good tune when he hears 
one, Barry recorded it himself commercially as The 
Girl With The Sun In Her Hair. 



Barry saw his arrangement of The James Bond 
Theme as an amalgam of disparate styles; the idea 
of jazz locking horns with rock ‘n’ roll, in effect, 
and very much a musical hybrid of the kind he had 
started to develop throughout Beat Girl. “It was very 
Dizzy Gillespie,” he was once quoted as saying. “The 
bridge is totally be-bop, a crazy mixture of stuff that 
filtered through one entity and came out like it did; 
but the funny thing was it all held together. It sounded 
like it all came out of the same hole – you know, 
complete, but it was really a ragbag of ideas when 
you come to think of it.” It was quite some ‘ragbag’, 
however, since The James Bond Theme has become 
arguably the most famous and distinctive main title 
of all time and the template from which a plethora of 
subsequent spy themes were based. Vic Flick – the 
man whose fingers first played that distinctive riff – 
recalls using an f-hole Clifford Essex acoustic guitar 
with a DeArmond pick-up plugged into his faithful 
Fender Vibrolux amplifier: “The guitar was played 
with a plectrum for that very hard, clacky tone, and 
fairly near the bridge, but not so near that the tone of 
the string died. I hit it very hard for an urgent, almost 
over-played sound.”

Public reaction to Barry’s arrangement was so 
overwhelming that The James Bond Theme provided The 
John Barry Seven & Orchestra with another hit single, 
as well as the opportunity for Barry of working on the 
follow up to Dr No. Although he didn’t write the title song 
From Russia With Love, because he wasn’t considered 
experienced enough to write a title song at this stage of 
his career, the rest of the score was very much all his 
own work, including an equally impressive, alternative 
action theme, entitled 007; composed possibly as a way 
of stamping his own mark on the series. 

Undoubtedly, Barry’s biggest break yet – and very 
much a huge opportunity – arrived soon after in  
1963 when he was asked to score Zulu, the film that  

 
also launched his friend Michael Caine to stardom.  
Starring co-producer Stanley Baker and featuring 
excellent supporting performances from Caine, Jack 
Hawkins, James Booth, Nigel Green and Glyn Edwards, 
this epic film unravelled the true story of a British 
Army company’s heroic stand against thousands of 
Zulu warriors at Rorke’s Drift, South Africa in 1879. 
It was Baker, himself, who first approached Barry 
to score the film. Blunt and to the point, he asked, 
“Can you do it – can you write a big orchestral 
score?” Barry, whose response was never likely to be 
anything other than positive, since he was not in the 
business of turning down a film of this magnitude, 
replied both confidently and affirmatively in equal 
measure. “It was a wonderful movie. It was the first 
epic movie I was asked to do, a big adventure picture. 
Cy Endfield brought back from Africa a whole series 
of Zulu songs – hunting songs, wedding songs, war 
songs, whatever – and they were fascinating. And so 
I took some of those themes and adapted them into 
the structure. That whole main theme is totally based 
on a Zulu hunting song.” Barry proved to himself on 
Zulu that he could handle the pressure as well as an 
orchestra and it also proved to directors that he could 
tackle more serious subject matter adeptly.

Barry, himself, considers Goldfinger the best and 
most satisfying of all the Bond scores. For him, 
it caught the mood of the action perfectly and, in 
doing so, created the style on which all subsequent 
scores were based. As such, it remained his favourite 
from the series and the one of which he was most 
proud. The title song alone has become a classic 
having since become synonymous with its original 
interpreter, Shirley Bassey, whose Barry-produced 
rendition was released as a single to coincide with 
the film’s premiere. Barry was full of praise for her 
performance: “She possessed so much conviction. If 
you had to think about the song too much you were 
dead and Shirley just had this “I’ll sing it” attitude. 
Anybody else who had to think it through would have 
had a problem and might have felt an idiot about 
doing it, but Shirley, she just whammed it out with 
so much conviction and, with that biting brass, had 
a voice that cut through. It was feminine but she had 
a metallic quality in her voice. So the whole thing 
worked. It wouldn’t had been what it was had Shirley 
not sung it.”  

This point is no better exemplified than on Séance 
on a Wet Afternoon, Barry’s second film for Bryan 
Forbes, which told a rather unusual story about child 
kidnapping. Through an obsession with becoming 
a celebrity, the main character, a housewife played 
by Kim Stanley, persuades her husband (Richard 
Attenborough) to abduct a child, so that she could 
then pretend to reveal its whereabouts in one of her 
séances as a means of becoming a media darling 
and national heroine. This odd, rather macabre plot 
produced superb performances by the entire cast, a 
cast that also included Forbes’ wife, Nanette Newman. 
Forbes revealed to Barry how much he wanted a 
really unusual score in order to match the storyline 
– and he most definitely got it! The main theme is 
sombre, as piano and harp, augmented by flute, 
captured rain dripping on the pavement outside the 



house perfectly. The music instantly sets the mood of 
oppressiveness, stillness and greyness in a distinctly 
overcast climate. Most of the score is built around 
this theme that recurs, in a slightly varied form, at the 
end. To coincide with the release of the film, a livelier 
(although no less strange) arrangement of the main 
title was released on 45 by United Artists, although a 
more representative version found its way onto one of 
Barry’s mid-sixties CBS compilation albums.

Delighted though they were with the phenomenal 
success of Goldfinger, the Bond production team knew 
from the outset just how difficult an act it would be to 
follow. As a means of satisfying the high expectancy 
level for Thunderball, increasingly sophisticated and 
outrageous gimmickry was being introduced, and for 
this outing at any rate, an initial decision was made 
to drop the title song, since the title Thunderball was 
thought to be a lyrical banana skin in any case. Instead, 
it was deemed preferable to use the name by which 
Bond had become known in Italy and Japan, ‘Mr Kiss 
Kiss Bang Bang’, which, to the outside observer, was 
an equally implausible song-title. Accordingly, Barry 
based the entire score around the melody to this 
alternative title, which meant that when the decision 
was reversed to accommodate a song actually entitled 
Thunderball, he was not only suddenly up against the 
clock, but also without lyricist Leslie Bricusse, who 
was by then ensconced in America. The man who 
came to his rescue would in time prove to be his most 
enduring and successful song-writing collaborator – 
Don Black. Tom Jones delivered a typically dramatic 
performance.

Having designed the blueprint for the definitive spy 
theme so convincingly, subsequent offers in this field 
seemed inevitable. In 1965, Barry was in no position 
to turn any of them down either; however, he was 
determined to turn the genre on its head if needs 
be so as not to repeat himself, and this is precisely 

what he did when scoring The Ipcress File, on which 
Barry again teamed up with producer Harry Saltzman, 
spawning arguably the finest and most chilling spy 
themes ever written. Michael Caine’s depiction of 
Harry Palmer demanded different aesthetics to Bond 
and Barry delivered with aplomb. He claimed not to 
have had any difficulty in writing for what was an 
alternative type of spy film, simply because Ipcress, 
though very English, was completely different to the 
Bond series. “With Bond I concentrated on the action 
and adventure, whereas with Ipcress, I built the score 
around the hero or anti-hero, Harry Palmer”, he later 
recalled. Palmer was the complete antithesis of 
Bond – neither flamboyant nor charismatic. He was 
essentially a loner suited to a profession that valued 
anonymity and sobriety; Barry’s cold war theme 
manages to turn up the chill factor considerably.

With some justification, Barry considers The Knack, 
his first film for director Richard Lester, among his 
finest scores. Adapted for the big screen by Bristol 
based Charles Wood from an original play by Anne 
Jelicoe, the movie, one of the first of its kind to 
set out to explore sixties youth culture, starred Ray 
Brookes, Michael Crawford, Donal Donnelly and Rita 

Tushingham. Musically, Barry’s take on ‘Swinging 
London’ swung mellifluously in three-four time, 
against a backdrop of organ, xylophone, pizzicato 
strings and a swathe of gentle female voices. Jane 
Birkin, Jacqueline Bisset and Charlotte Rampling 
all made their film debuts in a film that was to 
take the much-coveted Palm d’Or at the 1965 film 
festival. Lester initially disliked the score, although 
was gracious enough to give Barry due credit for 
sticking to his guns. He told Barry, with whom he 
was at loggerheads: “Look, you’ve done everything 
I wouldn’t have done – but it works.” As for Barry, 
he was philosophical and reflected, “We didn’t really 
get on. I think we were two rather strong opinionated 
people. He thought he knew a lot more about music 
than he did and wanted to interfere with it.”



C D2: 1 9 6 5-1 9 6 9
1. King Rat 
Mister Moses  
2. Main Title / Moses in the River / An Elephant called 
Emily / The Dam / “What Would I Do For laughs” 
3. Born Free 
4. The Wrong Box 
5. The Chase 
The Quiller Memorandum  
6. Wednesday’s Child 
You Only Live Twice  
7. You Only Live Twice 
8. The Wedding / James Bond Averts WW3 /  
Capsule In Space
The Lion In Winter  
9. The Lion In Winter 
10. Allons Gai Gai  
11. Richard’s Joust / Geoffrey’s Battle  
12. Chinon / Eleanor’s Arrival  
13. Fanfare for Philip / The Great Hall Feast  
14. We’re All Jungle Creatures 
Deadfall  
15. Romance for Guitar and Orchestra
On Her Majesty’s Secret Service  
16. Escape From Piz Gloria / The Ski Chase  
17. We Have All The Time In The World

It was actually Bryan Forbes who first introduced Barry 
to the film capital of the world, on account of the fact 
that Hollywood was chosen as the location for his 
1965 production, King Rat. Set in Singapore’s Changi 
gaol during World War II, this impressive ‘prisoner 
of war’ film starred George Segal, Tom Courtenay, 
John Mills, James Fox and a collection of marvellous 
British character actors cannily cast by Forbes. On this 
occasion, Barry attempted to subvert the way in which 
music should be conceived in the context of a war film 
by creating an eerily subdued main theme for oboe 
driven rhythmically and repetitively by a cimbalom. 
This was war as lived: wretched, hostile, futile and not 
in the least bit glamorous or heroic. Traditional rousing 
military music was used only sparingly for effect; 
the one concession, ‘The King Rat March’, chosen, if 
anything, as an ironic statement when the prisoner-of-
war camp comes into view. 

At the behest of director Ronald Neame, Barry flew over 
to Italy to conduct the recording of his score for Mister 
Moses. A quack doctor, played by Robert Mitchum, 
proves to be the only person able to persuade an 
African tribe to head for a new Promised Land before 
their own homeland is flooded. Having done so, he 

leads them across the desert and through ‘parting 
water’ to their final destination. The score shows Barry 
mining the same rich African seam that inspired Zulu, 
and later Born Free with its imperial opening theme, 
including wild native ad-lib percussion, followed by 
comic passages combining bass clarinet and tuba as 
an anthem for Emily the Elephant. Afterwards, Barry 
admitted that he had compromised the final outcome 
in trying to respect the wishes of both the director and 
producer. As a result, he considered the end product 
unsatisfactory. No music was recorded for commercial 
release; however, Nic Raine managed to painstakingly 
recreate a suite based on the score.

In April 1967, a transatlantic telephone call in the early 
hours of the morning revealed to Barry that he had not 
only won an Oscar for best original score, but also one 
for best song – with lyricist Don Black – for the film 
Born Free. This was a truly fantastic achievement since 
it represented the first time an Englishman had won 
both awards. Ironically, Barry had serious misgivings, 
initially, of honouring his commitment to score the 
film, feeling that he had been misled by the director 
James Hill, whose vision of the movie’s dramatic 
mood contrasted very sharply with his own. Much to 
the director’s chagrin, Barry thought it had a lot more 
in common with a sentimental Disney feature than it 
did an earnest piece of social realism. Such was the 
success of the title song that it soon spawned dozens of 
cover versions and, not surprisingly, a prestigious Ivor 
Novello award was to follow. Oddly enough, although 
the song was destined to become a standard, it was a 
relatively minor chart success for Matt Monro.

The Barry/Forbes partnership continued apace with The 
Wrong Box, an entirely different venture adapted from 
the novel by American writer Larry Gelbart. Comedic 
and this time in full colour, it related the intense rivalry 
generated by the final two participants in a tontine – 
a kind of Victorian lottery in which all the spoils go 



to the last survivor. John 
Mills, Ralph Richardson, 
Michael Caine, Nanette 
Newman, Peter Cook, 
Dudley Moore, Peter 
Sellers and Tony Hancock 
starred, backed by guest 
appearances by an array 
of British character 
actors. 

Observing from across 
the pond, Producer Sam 
Spiegel was impressed 
by the way in which 
Barry’s music contributed 
significantly towards 
making The Knack a 
resounding success, 
particularly by the way 
he was able to pull so 
many scattered images 
together. The music, as 
Spiegel saw it, was the 
glue that bound all these 
disparate elements into a 
coherent whole. Here, he 
thought, was someone 
who could to do a similar 
job for his next film set 
in the American south, 
The Chase. However, he 

did need it to be a completely different type of score, 
one that truly reflected America’s indigenous musical 
history. In realisation of his, Barry immersed himself 
in all things American and took the trouble of visiting 
the Deep South himself for the very purpose of soaking 
up the culture. The resultant score interpolated gospel 
with supper-club jazz, pastiche beat music and blues 
idioms. 

Given his track record over the previous two years, it 
was no wonder Barry had developed quite a reputation 
as the spy theme specialist. The Quiller Memorandum 
was another such thriller, this time directed by Michael 
Anderson, and starring George Segal, Senta Berger, 
Max von Sydow & Alec Guinness. Once again, Barry 
was faced with the prospect of having to find another 
musical angle on espionage. On this occasion, he 
wrote a pretty, almost childlike melody, in the mid-
nineteenth-century European tradition. Juxtaposed 
alongside the seriousness of the plot, it was effective 
in a disquieting way. Barry’s score used varying 
instrumental arrangements of the main theme, 
‘Wednesday’s Child’, throughout the film including one 
featuring a barrel organ. Mack David added lyrics to it, 
so that a vocal version by Matt Monro could be used as 
source music in the film. 

You Only Live Twice marked a fairly radical change 
of direction for John Barry’s then-latest Bond score, 
simply because the plot and setting demanded it, for 
this was Bond’s ‘space-age’ adventure. After limited 
success with Tom Jones’s resoundingly melodramatic 
‘Thunderball’ vocal, Barry chose a much gentler, 
romantic melody on which to base the theme song. This 
time he renewed contact with lyricist Leslie Bricusse to 
produce a beautiful song, performed over the opening 
credits by Nancy Sinatra, whose trepidation over 
getting the job was borne out in the studio by way of 
numerous nervous and tentative performances. Barry 
secured the perfect master by cutting and pasting the 
best parts from a number of takes. One of the most 
popular cues from the entire series, ‘Space March’, 
was also taken from this film.

In complete contrast to Born Free, Barry’s other Oscar 
winning score during the sixties, The Lion In Winter, 
became one of his all-time personal favourites, possibly 
because it brought out the spiritual side in him, rooted 
as it was in the great choral tradition with which he 

was so familiar in light of his Catholic background and 
the formal music tuition he received from the then 
Master of Music at York Minster, Dr Francis Jackson, 
throughout his teens. Many consider this score his 
masterpiece; few can argue with this assessment. At 
that time, Barry preferred to orchestrate all his own 
work, since he found this the most enjoyable part of 
the job, but on this occasion, was unable to do so on 
account of the strict deadline imposed upon him – just 
three weeks in all for both scoring and recording. He 
was clearly delighted with the opportunity of revisiting 
one of his early passions – choral music – through 
which he thought would best illustrate the English Royal 
Family of the twelfth century and their domination by 
the Church of Rome. Barry’s beautifully conceived 
score not only won him a deserved second Academy 
Award for ‘Best Original Score’, but also the prestigious 
Anthony Asquith Award from the British Film Academy. 

Deadfall was the last Bryan Forbes film on which 
Barry worked. Starring Eric Portman, Michael Caine 
and Nanette Newman, it was distinguished by Barry’s 
decision to write a fully orchestrated concerto to 
accompany the main robbery sequence, throughout 
which the camera cleverly switches between the 
scene of the crime and a concert attended by its victim. 
Barry, in a rare screen appearance, is seen conducting 
the orchestra – actually the London Philharmonic – 
alongside guitar soloist Renata Tarrago, who is captured 
performing the specially written ‘Romance For Guitar 
And Orchestra’. In addition to this ambitious, extended 
piece, the soundtrack also contained the theme ‘My 
Love Has Two Faces’, co-written with Jack Lawrence 
and sung by Shirley Bassey over the opening credits. 

Although Goldfinger may well be John Barry’s idea of the 
quintessential Bond score, for many a Bond aficionado, 
On Her Majesty’s Secret Service is considered to be the 
one on which Barry reached his creative zenith. Certainly, 
director Peter Hunt, who had worked on all five previous 



Bond films, is on record as choosing this as his personal 
favourite. With Sean Connery temporarily missing from 
the title role, newcomer George Lazenby (fresh from 
appearing in a popular Fry’s chocolate commercial) 
stepped into his shoes with justifiable unease. There 
is little doubt that had Connery appeared, this movie 
would have ranked alongside From Russia With Love 
and Goldfinger as the definitive James Bond film. The 
film’s screenplay was based on Ian Fleming’s depiction 
of Bond’s romantic entanglement and eventual marriage 
to Contessa Teresa (Tracy) di Vicenzo. To complement 
the courtship scenes Barry wrote what many consider 
to be his finest melody, ‘We Have All The Time In The 
World’, using a title directly lifted from one of Fleming’s 
own lines in the book. Armed with this title and melody, 
the task of writing a suitable lyric was handed to Burt 
Bacharach’s long-standing collaborator, Hal David. The 
choice of singer was not on this occasion the UK’s current 
chart topper.  Despite only recently leaving hospital 
following a long illness, the decision to approach Louis 
Armstrong as singer – head-hunted for the job on John 
Barry’s own suggestion – proved to be an inspirational 
one. Although the single failed to make an immediate 
impact in the UK, it became an astonishing success in 
Italy. However, its initial failure to chart in the UK was 
remedied in quite spectacular fashion when selected by 
Guinness for a television commercial in 1994. Following 
a huge public clamour for the song, EMI relented by 
reissuing the single, the result of which saw it climb as 
high as Number Three in the top forty.



C D3: 1 9 6 9-1 971
1. Midnight Cowboy
2. The Appointment 
The Last Valley  
3. Main Titles Part 1 
4. Entry into The Last Valley  
5. An Evening Song  
6. Vogel’s Dream / The Last Valley 
7. A Christmas Song  
8. Death Of Captain / End Title  
9. Main Titles Part 2
Monte Walsh  
10. The Good Times Are Comin’ / Sit Him High /  
Death of Martine
Diamonds Are Forever  
11. Diamonds Are Forever 
12. Mr. Kidd And Mr. Wint / Moon Buggy Ride
Walkabout  
13. Walkabout  
14. The Children  
15. Stranded  
16. Night in the Outback  
17. Survival Test / The Journey  
18. The Three of Us  
19. Together at Sunrise  
20. The Deserted Settlement / The Final Dance  
21. Back to Nature

During the early sixties, when the media was a 
much smaller community than it is now, it was quite 
commonplace for budding musicians, directors, 
photographers and performers alike to find themselves 
working together on a whole range of disparate 
projects. Sometimes they were thrown together simply 
as a result of sharing the same agent, which, of course, 
fostered an ideal climate for raising one’s profile. With 
the pool shallower and less congested, Barry enjoyed 
working with many talented individuals, who, like 
himself, were on the way up; two such aspirants were 
directors John Schlesinger and Nicolas Roeg. 

Barry first crossed paths with both Schlesinger and 
Roeg when all three worked in various capacities on TV 
commercials during the days when ‘black and white’ 
filming was the norm. By 1969, Schlesinger’s star 
had risen far higher, whereupon he joined forces with 
Barry on an incomparably mightier venture, the widely 
acclaimed Midnight Cowboy, which starred Dustin 
Hoffman and Jon Voight. Schlesinger was delighted 
with Barry’s input, as he was later to recollect, “This 
was the first time I had used a pop-oriented score. It 
wasn’t all John’s music but he supervised it all and his 
knowledge was remarkably helpful to the ultimate film 

– no question. I thought it was one of the best scores 
I ever been involved with. The mixture of sadness 
and loneliness evoked was perfectly judged by John 
in what he wrote and by his use of harmonica, which 
was a lovely sound.” The soundtrack LP also included a 
cue entitled ‘Florida Fantasy’, which was subsequently 
used by BBC Television to introduce highlights of 
both rugby and cricket and, many years later, as if to 
prove its versatility, to introduce their nature series 
Wildtrack. Barry left the sixties behind on a triumphant 
note when Midnight Cowboy won him a Grammy for 
‘Best Instrumental Theme’. 

The Appointment was an American film produced by 
Martin Poll and directed by Sidney Lumet. No original 
soundtrack album was issued although a recording of 
the main theme, coupled with an incidental piece called 
‘Café’, was released as a single by MGM in France, 
where the film had been better received than in either 
America or the UK. An alternative arrangement of the 
main theme appeared on CBS’s Ready When You Are, JB 
album, and later on the double album, The Film Music 
Of John Barry. The film underwent a certain amount 
of re-editing and re-scoring following its showing at 
the 1969 Cannes Film Festival, after which Barry’s 
contribution, together with Don Walker’s additional 
music and orchestrations, became intertwined with 
music composed and conducted by Stu Phillips. Two 
additional songs, written by Phillips and Bob Stone, 
were also added. Eventually, all traces of Barry’s 
and Walker’s contributions (used in the international 
theatrical version and conducted by Harry Rabinowitz) 
were erased from the USA cut when the film was 
adapted for television consumption. 

The success of The Lion In Winter opened up yet another 
stylistic door for Barry now that he had been seen to possess 
all the musical accoutrements necessary for successfully 
nailing the historical period drama. The Last Valley was 
another in that ilk, this time set in the seventeenth century 



against the backdrop of the European Thirty Years War. 
It teamed Omar Sharif with Michael Caine under the 
direction of James Clavell, who also wrote and produced. 
Admittedly, The Last Valley may not have generated many 
queues at the box office. However, it not only remains one 
of Caine’s favourite films, but it also inspired, arguably, 
Barry’s most ambitious and fully realised orchestral 
score on which he expertly marshalled a full symphony 
orchestra and choir, the Accademia Monteverdiana, to 
resolve the delicate dichotomy of juxtaposing the harsh 
brutalities of war against a landscape of idyllic natural 
beauty – the valley – where barbarism predominated. The 
score required a combination of subtlety, nobility, serenity, 
aggression, and beauty and, for this, Barry drew on his 
own choral and military background to stunning effect. 

Barry’s ability to capture the emotional core underlying 
a plot is no better illustrated than his first foray into 
scoring a Western, Monte Walsh. Produced by Walter 
Coblenz and directed by William A. Fraker, the film 
starred Lee Marvin and Jack Palance as two ageing 
cowboys facing up to their twilight years in the 1880s. 
These are tough and desperate cowboys who no longer 
feel part of the country they once helped to build. What 
Barry achieved was to bring a keen insight to the sense 
of loss experienced by these cattlemen tied to the Old 
West – the loss of dignity, identity, purpose, livelihood 
and community. With the Wild West all but tamed, Monte 
Walsh (Marvin) and his best friend (Palance) attempt 
to face up to extinction in a collision with the modern 
world. Barry’s score, intimate and yet epic, playful and 
yet majestic, balances realism with romanticism to 
startling effect. Nostalgia for a glorious past is negated 
by bewilderment over an uncertain future. Barry 
successfully addresses this dualism and translates the 
title song, ‘The Good Times Are Comin’’ (co-written by 
Hal David and performed by Mama Cass) into a delicate 
and tender theme of unrequited love for Monte and 
prostitute Martine Bernard (played by Jeanne Moreau). 
There are clear parallels here between the emotional 

responses of Monte Walsh and John Dunbar in Dances 
With Wolves, who are both caught up in periods of 
rapid social change – their sense of alienation perfectly 
expressed by Barry’s yearning melancholia. 

Sean Connery was persuaded back for a final appearance 
as Bond in Diamonds Are Forever after United Artists 
agreed to pay him the then record fee of 1.25 million 
dollars, with the additional promise of backing two of 
his own future film projects. John Barry needed no such 
encouragement to work on his seventh Bond score, 
although afterwards was furious with co-producer Harry 
Saltzman’s low opinion of his theme song, performed by 
Shirley Bassey in her inimitable style.

Saltzman was a difficult man to please, as Barry was 
later to explain, “The Bond movies were a very unusual 
thing, because I did eleven of them. Cubby and I were 
like family and yet, Harry Saltzman, I never got on with. 
Nobody got on with Harry. He was the most terrible 
person ever. He was just obnoxious. Mike Caine used 
to call Cubby Broccoli ‘Harry Saltzman’s sense of 
proportion’. Cubby had produced a lot before, whereas 
Harry had done things like John Osborne – what we 
call upmarket theatre. They came together to form the 
weirdest combination. They had no social life together. 
They had different offices and I always tried to see 
Cubby because Saltzman was a nightmare.” 

The song ‘Diamonds Are Forever’ was recorded at a 
special midnight session at CTS. According to Don 
Black, Saltzman thought the lines ‘Hold one up and 
then caress it, touch it, stroke it and undress it’ were 
obscene. They were deliberately salacious, admittedly, 
but they were in no way offensive in the context of 
a diamond. Barry, after questioning Saltzman’s 
competence to make such a critical analysis of the 
song, virtually threw him out of his apartment. His 
anger even influenced his decision not to score Live 
And Let Die, the next film in the series. Fortunately, no 

one else appeared to be the least bit offended by the 
lyrics, since the song ended up winning an Ivor Novello 
Award. As usual, Barry produced some moments of 
memorable music for the film score, particularly for 
the action scenes, although no one who bought the 
soundtrack LP without seeing the film would have 
known, since much of what was included sounded 
more like Las Vegas mood music. This unsatisfactory 
state of affairs was fully rectified in 2003 courtesy of 
the ‘40th Anniversary Edition’ Diamonds Are Forever 
soundtrack, which added an extra thirty-three minutes 
of music. These additional cues have added weight to 
the arguments of those who consider Diamonds an 
underrated jewel in Barry’s Bond canon. 

Filmed almost entirely in 
the Australian bush, it was 
the film Walkabout that 
reunited Nicolas Roeg’s 
stunning photography 
with an understated and 
atmospheric Barry score. 
This was a movie of magical images, exotic locations 
and innocent surprise: a journey of mystery for a 
small boy, his adolescent sister and an Aborigine, all 
discovering in their own way whether a place exists 
for the innocent in a cruel world. John Barry’s music 
transcended all genres with a melody of rapturous 
contours and sublime melancholy. To many Barry 
aficionados, this rates as one of his finest works, and 
its lack of official release in soundtrack form was a 
great disappointment. There is no title song in the film, 
although lyrics were later added to the theme by Don 
Black and recorded on CBS by Tony Bennett, without 
the assistance of John Barry. Thankfully, Silva Screen 
Records ambitiously commissioned Nic Raine to 
recreate Barry’s complete score in 2000, which when 
met with universal acclaim, raised the profile of this 
underrated yet truly magical work.



C D4: 1 971-1 977
Mary, Queen Of Scots  
1. Vivre Et Mourir  
2. Elizabeth’s Ride  
3. Main Theme  
4. Not Through My Realm  
5. Mary And Darnley  
6. This Way Mary - Mary’s Theme 
7. The Persuaders 
They Might Be Giants  
8. Main Title / The Game’s Afoot 
9. Alice’s Adventures In Wonderland 
The Man With The Golden Gun  
10. The Man With The Golden Gun 
11. Slow Boat From China / Nick Nack /  
The Man With The Golden Gun 
The Dove  
12. Main Theme / Hitchhike to Darwin /  
Sail the Summer Winds 
The Tamarind Seed  
13. Play It Again 
14. Love Among The Ruins 
Robin And Marian  
15. Robin And Marian 
16. The Ride to Sherwood / The Ride to Nottingham  
[Film Version]  
17. First Love Theme  
18. Second Love Theme  
19. John Bursts In / The End 
King Kong  
20. Prelude and Love Theme 
21. Eleanor And Franklin 
22. The Deep

Mary, Queen Of Scots 
was another regal epic 
on which Barry excelled; 
a film that depicted 
Mary Stuart’s opposition 
to Elizabeth I, her 
subsequent imprisonment 
and execution. Such a 
prestigious production 
demanded an all-
star cast with a score 
to match. It got both. 
Vanessa Redgrave, Glenda 
Jackson, Trevor Howard, 

Patrick McGoohan and a youthful Timothy Dalton 
made good box office sense, while Barry’s score was 
garnished with such a melodious main title that it was 
only a matter of time before lyrics were added to spawn 
several vocal versions. The resultant song, entitled 
‘This Way Mary’, was picked up by artists as diverse 
as Johnny Mathis, Scott Walker and Matt Monro, with 
the composer, himself, deciding later to record a more 
pop orientated instrumental version. Barry received a 
thoroughly deserved Academy Award nomination for 
this excellent period score.

No less an authority than the New Musical Express 
once described The Persuaders as the best TV theme 
ever written. Such sweeping statements are always 
open to conjecture admittedly, but there is no denying 
its long-standing impact. The show featured two of 
the most popular stars of the time, England’s own 
suave Roger Moore (reputedly committed to his role of 
Lord Brett Sinclair by ITC’s Lord Grade before he had 
even consulted him) and American heart-throb Tony 
Curtis. The theme, when released as a single, became 
an instant hit, reaching Number 13 in the UK charts; 
Barry’s most successful solo single. The track, itself, is 
a prime example of how keen Barry was at this stage 
of his career to combine unusual instrumentation as a 

means of creating a unique and esoteric arrangement. 
Here, he overdubbed the sound of a cimbalom with a 
kantele for maximum impact.

During 1970 and 1971, Barry was juggling so many 
projects at the same time that he was in danger of 
overreaching himself. With television, cinema and 
theatre clamouring for his services, he was forced 
into having to call upon the services of composer Ken 
Thorne to help him complete a number of projects to 
which he was committed. This collaboration resulted 
from their mutual acquaintance with Vic Lewis (of NEMS 
Enterprises) who was Thorne’s agent and manager, as 
well as a personal friend of Barry’s. The first of these 
projects was the TV series The Persuaders, for which 
Thorne wrote the incidental music over a three-month 
period, ensconced at CTS Studios (Bayswater) with 
around forty musicians. Not long after, with Barry busily 
working on songs for Lolita My Love, Alice’s Adventures 
and Billy, Thorne was asked to work on two films for 
which Barry had written the main themes – Murphy’s 
War and They Might Be Giants. On both projects, Barry 
decided precisely where music was most appropriate 
within the body of the film and then supplied Thorne 
with a set of cue sheets, videos of the films, together 
with the basic melodic framework around which 
arrangements could be written. On both occasions 
Thorne conducted the score. They Might Be Giants 
related the exploits of a lawyer, played by George C. 
Scott who, on believing he is Sherlock Holmes, decides 
to locate Moriarty. Although neither Barry’s score nor 
Thorne’s source music was commercially released, the 
re-recordings included here, Main Title / The Game’s 
Afoot are splendidly faithful recreations.

Surprisingly, Barry’s only ever attempt at a fully-fledged 
film musical was an ambitious star-studded adaptation 
of Lewis Carroll’s classic children’s story, Alice’s 
Adventures In Wonderland, on which he collaborated 
with lyricist Don Black in 1972. As melodious as the 



score was (and it did contain some fine songs), the 
overall production failed to live up to the imaginative 
richness of the book. For the recording, Barry used 
the 80-piece Royal Philharmonic Orchestra for the 
very first time. Although not a major success in the 
UK, the film proved popular in America and in Australia, 
director William Sterling’s home country. 

While some of the music 
in the film did not make 
the album, the LP was still 
an accurate reflection of 
the score, as epitomised 
by the instrumentals 
‘The Royal Procession’, 
‘The Croquet Game’ and 
‘The Lobster Quadrille’. 

Included also were instrumental and vocal versions of 
‘Curiouser and Curiouser’, ‘I’ve Never Been This Far 
Before’ and ‘The Me I Never Knew’, with Alice actress 
Fiona Fullerton supplying the vocals. 

Barry was once again back at the helm of a Bond 
release in 1974, after having passed on Roger Moore’s 
debut the previous year. Still working on The Day of the
Locust when it was time to begin The Man with the 
Golden Gun, he had little more than three weeks to 
complete the entire score for the latter. According to 
Don Black, he didn’t care much for the title song they 
wrote together. “One that John doesn’t particularly like. 
I suppose if we did it again we’d tuck it away in the 
middle somewhere which they did with ‘Nobody Does It 
Better’. However, it does fit beautifully into the film and 
does what it has to do,” Black added. Vocalist Lulu was 
not at her best at the recording session as a result of 
an unfortunate sore throat, which didn’t help matters, 
though she was delighted to be working with Barry. The 
resultant single sold so poorly, that it holds the dubious 
honour of being one of the few Bond theme vocals to 
miss the charts completely. Barry’s soundtrack was a 

good reflection of the film action and also included an 
excellent jazz-style version of the main theme, which 
didn’t appear in the film. Whether conscious of it or not, 
Barry appeared to be becoming somewhat jaded with 
James Bond at this point in his career. Maybe the fact 
that he was to take a sabbatical of five years before 
scoring Moonraker was indicative of this mood. 

Marking Gregory Peck’s first foray into film production, 
The Dove, starring a young Deborah Raffin alongside 
Timothy Bottoms, was a sea-faring adventure that 
depicted yachtsman Robin Lee Graham’s five-year 
voyage around the world. Of all the scores penned 
by Barry, none is more exuberant, charming, youthful 
and vital. This is no better illustrated than by the main 
theme itself, a quick-step double time waltz in 6/8 time, 
carrying with it one of Barry’s most glorious sweeping 
arrangements. 

Interestingly, The Dove was another score on which 
Barry worked that did not meet with the full approval of 
the producer and, once again, as with Goldfinger, Born 
Free and Diamonds Are Forever, the problem lay with 
the theme song. Director Charles Jarrott recounted to 
the authors the day on which he and Gregory Peck met 
up at Barry’s Thames-side apartment to hear Barry 
demonstrate the score on piano. After congratulating 
the composer, Peck offered one criticism: that he did 
not like the song ‘Sail The Summer Winds’. Barry, 
clearly taken aback, tried hard to persuade Peck 
otherwise, since he was perfectly happy with the song. 
Peck, however, refused to relent. Somewhat surprised 
and flummoxed, Barry paused, then excused himself 
while he left the room. On returning, he produced a 
letter, written by co-producer Carl Foreman around the 
time of the making of Born Free, stating how much he 
liked the score but disliked the title song. Would Peck, 
in view of the eventual success of the song ‘Born Free’, 
take notice and revise his opinion of The Dove’s song? 
Not a bit of it. The ploy failed, since Peck, graciously 

yet stubbornly, simply reiterated his original position. 
As a result, Barry swallowed his pride by writing the 
glorious main-title heard on the final print while 
inserting ‘Sail The Summer Winds’ elsewhere within 
the body of the film.

Omar Sharif and Julie Andrews were inspired casting 
in The Tamarind Seed, a Blake Edwards film set 
in Barbados and London. As a way of getting over 
the break-up of a recent relationship, Judith Farrow 
(Andrews) decides to take a holiday from her job at 
the foreign office. During this trip, she accidentally 
meets and falls in love with Feodor Sverdlov, a Russian 
military attaché (Sharif). A tale of espionage ensues, 
which also involves Anthony Quayle as Jack Loder 
(Head of M16), Dan O’Herlihy as Fergus Stephenson (a 
treacherous Government Minister) and Sylvia Syms as 
his wife. The score included a wonderful song, ‘Play It 
Again’, sung by Wilma Reading, which was based on 
Barry’s main title theme. 

Originally an American made-for-television movie, Love 
Among The Ruins, directed by George Cukor, was given 
a theatrical release in the UK. It starred Sir Laurence 
Olivier and Katharine Hepburn, who played an elderly 
and affluent widowed actress, Jessica Meldicott, 
seeking the services of a top Queen’s Counsel, Sir 
Arthur Glanville-Jones, in a breach of promise case. 
When he accepts the case he is disturbed by her failure 
to recognise him, as in his youth in Canada, he had 
been very much in love with her. Barry’s score is a 
delicate chamber work scored for strings with single 
woodwind, harpsichord and guitar. In the film, Olivier 
half sung, half talked a few lines from the main theme 
for which Don Black supplied the lyrics.

It is not always easy to delineate John Barry’s film 
career into a succession of conveniently defined 
epochs. However, as a general rule of thumb, one 
can crudely categorise his later scores as those that 



were written after he became resident in the USA 
from the mid-1970s onwards. This was a period 
when Barry no longer needed to chase work as he 
had done previously, for he was now an established, 
well respected and, above all, successful practitioner, 
whose name on the credits added greater kudos to 
any new production with which he became involved. 
Hollywood, being no different to any other American 
business institution, loves to back a winner and John 
Barry was undoubtedly one of those. 

Not particularly well received on release, Robin and 
Marian has since won critical acclaim from many 
quarters. This could be attributed to the reappraisal 
of the careers of Sean Connery and Audrey Hepburn, 
who were well matched in the title roles, with the 
addition of fine performances from Robert Shaw, 
Nicol Williamson, Denholm Elliott and Ronnie Barker, 
in a rare film role as Friar Tuck. Director Richard 
Lester later revealed that, having rejected Michel 
Legrand’s original score, producer Ray Stark invited 
other composers to compete for the assignment by 
submitting a theme. After having being judged to have 
written the best, Barry set to work scoring the film at 
the Beverly Hills Hotel. Meanwhile, back in England, 
Lester deemed Barry’s score totally inappropriate – 
hardly surprising, given that after running the film 
with extracts from orchestral pieces by the modern 
classical composer Michael Tippett, he had already 
commissioned a score from Legrand. 

When Legrand’s score (written for violin, cello and 
string orchestra) failed to work in certain scenes, 
Lester approached Stark for his permission to 
sanction one more recording session in order to 
make the salient changes. What he didn’t anticipate, 
however, was Stark’s decision to reject the entire 
score on hearing it, which meant a horrified Lester 
was faced with an entirely new treatment on his 
return to America: “I was left with no score whilst in 

the middle of shooting in England. John Barry came 
in and did the score in America while I was still in 
England. I thought the score was deficient in many 
areas. It was totally foreign to the kind of score that 
we had planned – something more classical and less 
filmic. Michel had written a score that was very like 
Tippett and very early string Shostakovich, and John 
wrote a Hollywood score.” 

Nearly four decades later, it is hard to imagine 
John Barry submitting to the indignity of entering a 
competition to score a movie, particularly as he has 
often stressed that he never goes after a film. It seems 
more likely that having submitted a main theme for 
Stark’s approval, he was not aware of the producer 
commissioning themes from other composers; 
Maurice Jarre was thought to be one of them. What’s 
more, knowing of Stark’s displeasure with Legrand’s 
approach, Barry was more likely to make deliberately 
radical stylistic changes, oblivious as he was initially 
to Lester’s own musical preferences; hence, a 
disagreement waiting to happen. As it transpired, 
Lester was very much in a minority in his low opinion 
of Barry’s score, which was generally well received, 
though more recently he seems to have changed his 
mind. When honoured with a BFI Fellowship in 2012, 
Lester chose Robin and Marian for screening at the 
special event.

When Barry accepted an invitation from director Dino 
de Laurentiis to score the remake of King Kong, he 
was not in the least bit intimidated by inevitable 
comparisons with the original movie. In fact to make 
absolutely certain of avoiding its style he deliberately 
resisted the temptation of revisiting the original 
classic Max Steiner score. “No, I didn’t go back and 
listen to it. I only remembered the original King Kong 
from my earlier viewings. Every film has its own life, 
its own specifics, its own period of time, so that was 
never a problem. What I did was a reaction to what 

was on the screen.” The film was scored reel by reel 
as it was shot, which was the first time Barry had 
ever scored in this unusual fashion; it was considered 
necessary in light of a race to bring out the film ahead 
of Universal’s proposed version. Barry recalls, “At the 
time, Universal were planning a remake of their own, 
which really put the pressure on Dino and the rest 
of us. In the planning stages, Dino chose to shoot 
it in sequence, totally in sequence which is a very 
expensive way to make a movie, especially with an 
automatic ape. When the other movie dropped out, 
instead of re-arranging he decided to go ahead as 
planned. I didn’t know what the end of the movie was. 
We scored the first three reels and then we waited 
another four weeks. Stuff would come off the editing 
benches and I’d write that. I was on that for about 
eight months, scoring as they were shooting. Until the 
final scene came in and we scored it, one had never 
seen the movie from beginning to end.” 

Barry was satisfied with the end result, as well as with 
album sales around the world, although these were 
not as great as the producer had hoped. At the time 
of its release the film was one of the most expensive 
ever made, but Barry refused to be overawed, “Well, 
you hopefully rise to the occasion and deliver a 
marvellous score for them. You have to go in and do 
your best. There is always that commercial aspect, 
but you must go along with the mood of the film. 
If there is a lot of excitement you want to keep the 
momentum going. It rubs off on you. The real pressure 
is time.” Barry’s efforts certainly managed to impress 
the 1977 Academy Award Selection Committee, for 
even though it missed the cut, King Kong was chosen 
as one of the ten scores considered for nomination 
that year.

Barry began to increasingly adopt a more lush 
and lyrical style of orchestration that found favour 
among producers of the then-bourgeoning ‘made for 



television’ movie, which had exploded onto America’s 
small screens. Eleanor And Franklin is as good an 
example as any of Barry’s writing for this genre. His 
uncanny instinct for choosing prestigious projects 
stood him in good stead once again, for this adaptation 
of Joseph P Lash’s Pulitzer Prize winning biography of 
the Roosevelts won no fewer than ten Emmy awards. 
Although Barry’s music was strangely overlooked, 
American film music critic Tony Thomas described his 
theme as: “simple yet wistful….essentially American 
in character and yet one that has universal regret 
for the past as it fades into memory. It is a prime 
example of the eloquence of music when written as 
extra dimension to visual experience.” 

The American magazine High Fidelity, on reviewing 
the soundtrack album of The Deep, alluded to the 
pressures Barry had to face after replacing John 
Williams, who had left the project. Barry believes 
that Williams was working on Star Wars at the time, 
although a book on the making of the film does 
quote the producers as championing someone else 
before Barry’s involvement. Apparently, they were 
unimpressed with this original choice and were 
somewhat relieved to find a composer of Barry’s 

calibre able to take over. Barry later described  
The Deep as the most difficult film he had scored to 
date, particularly the underwater action sequences; 
the most challenging aspect, having to relay the terror 
at being placed in such circumstances. 

Commenting on the soundtrack album that was 
eventually released, Barry explained how he was 
forced to exclude a certain amount of the score for 
vinyl release, simply because the film contained over 
an hour’s worth of music. As a result, most of the 
underwater material was cut into a ballet suite that 
took up the second side of the album, and which 
omitted the memorable ‘shark attack’ sequence, 
arguably the musical highlight of the film. The other 
side contained an instrumental version of the main 
theme; two vocal versions by Donna Summer, one 
disco-style, one ballad; and more disco music as 
featured in the film but not written or performed by 
Barry. The album was released on the Casablanca 
label in the USA and UK with some appearing on blue 
vinyl in the USA. Both issues contained a film poster. 
In the UK, Donna Summer’s vocal and Barry’s main 
theme formed the ‘A and B-sides’ respectively of a 
successful single, which peaked at Number Five. In 
America, the main theme was coupled with Barry’s 
‘The White House Years’ theme from the sequel to 
Eleanor and Franklin. 



C D 5: 1 978-1 9 83
The Betsy  
1. Main Title / Love Theme 
Moonraker  
2. Moonraker  
3. Flight Into Space 
4. The Black Hole 
5. Hanover Street 
6. The Corn Is Green
Raise The Titanic  
7. Raise The Titanic Prelude  
8. Main Title / The Mine Shaft  
9. To Cornwall / All That’s Left  
(Memories Of The Titanic)  
10. The Titanic Uncovered  
11. Raise The Titanic / Deep Quest Saved  
12. Memories Of The Titanic 
13. Somewhere In Time 
14. Body Heat 
15. Frances 
16. Hammett 
Octopussy 
17. All Time High  
18. Bond Meets Octopussy / Bond Lookalike /  
The Palace Fight

Harold Robbins’ novel, The Betsy, was made into a 
film starring, of all people, Sir Laurence Olivier. This 
must rank as one of the great actor’s most bizarre 
assignments, motivated one suspects by financial 
rather than artistic considerations. The critics panned 
it almost without exception, although the score was 
one of its few saving graces. There was a considerable 
amount of music in the film. Even so, the main theme 
was not considered commercial enough to merit either 
album or single release, despite Films and Filming 
describing it as a “charmingly delicate composition”. 
Probably echoing the great thespian’s sentiments 
and motivation, Barry was at pains to point out the 
commercial aspect as being, “a dilemma we constantly 
go through”. Nevertheless, he felt that his theme fulfilled 
its function perfectly. His view was that the main theme 
could easily have been 
released had it been re-
framed in a commercial 
vein, as happened with 
Love Story in 1970. Part 
of the score contained a 
song written especially 
for a party sequence, 
but it was considered 
too intrusive against 
the dialogue and was 
therefore removed. On 
this occasion Barry 
agreed with the decision. 

Moonraker garnered a completely different style of 
main title more in keeping with the tradition Barry 
had himself set some fifteen years earlier. As if to 
acknowledge that fact, he enlisted Shirley Bassey 
for her third Bond theme and was also re-united with 
lyricist Hal David. The song ‘Moonraker’ was a majestic 
ballad, encapsulated by a sensual performance from 
Ms Bassey, but despite its obvious Bondian quality 
and its potential as a standard in the making, was not 

representative of current trends and therefore failed 
to chart. 

The film’s plot gave Barry another opportunity to 
experiment with space music, and he did not disappoint. 
Particularly memorable were the cues ‘Space Laser 
Battle’ and ‘Flight Into Space’, the latter given a full 
airing on the album, all six minutes plus of it, on which 
Barry bucked tradition for a Bond film by using a choir. 
Absent from the album was a version of ‘The James 
Bond Theme’ – used to accompany 007’s pre-credits 
free-fall drop from an aeroplane – which perfectly 
suited the action and demonstrated just how well the 
original arrangement had held up. Barry’s ‘Moonraker’ 
melody was featured in instrumental form for the cue 
‘Miss Goodhead Meets Bond’, where it serves as a love 
theme, and is heard again in ‘Bond Arrives In Rio’ and 
‘Boat Chase’, though the latter in part is scored with 
‘007’. The absence from the resultant LP of much of the 
action music was disappointing, as was the fact that it 
lasted a mere thirty-one minutes. What it succeeded 
in underlining, however, was proof of Barry’s unique 
ability to capture the style and flavour of a Bond film. 

Barry’s score for The Black Hole followed hard on the 
heels of his two previous space outings, Starcrash 
and Moonraker, during a period when most major film 
production companies felt pressure to jump on the 
Star Wars bandwagon. The Black Hole, Disney’s own 
self-conscious attempt at doing so, related a research 
team’s discovery of a survey ship manned by robots 
poised on the edge of a black hole, through which it 
is finally dragged. Despite boasting big name veterans 
Maximilian Schell, Anthony Perkins and Ernest Borgnine, 
as well as a number of elaborate special effects, dull 
direction and an equally uninspired story proceeded 
to make the final cut seem second-rate compared to 
George Lucas’ trailblazer. What the film could justifiably 
claim was the first soundtrack album to be recorded 
using digital techniques, with Barry enjoying the luxury 



of working with a 94-piece orchestra. Two principal 
themes were written, ‘The Overture’ and ‘Main Title’. 
Reflecting on his inspiration, Barry said, “The concept 
of this bottomless three-quarters swirling thing, the 
black hole, was the film’s central image for me, and 
the thought behind the movement of the main theme.” 

In hindsight, The Black Hole seemed an odd entry into 
the new world of space opera that had exploded on 
to the scene after the unprecedented success of Star 
Wars. Disney studios had no space fantasy scripts, so 
they dusted off an old tale that had worked for them 
before – Twenty Thousand Leagues Under The Sea. 
They gave the characters new names and changed 
the setting, but little else was significantly new. For 
the overture Barry took a tongue-in-cheek stab at the 
expected Star Wars fanfare by using an inversion of 
the John Williams theme for that film; Williams’ theme 
itself having been partly influenced by Eric Wolfgang 
Korngold’s King’s Row, with which George Lucas had 
temp-tracked his movie. The Black Hole score is a kind 
of weird waltz-time vortex spinning on the foundation 
of a musical device known as the ostinato, a hypnotic 
repeated figure that impels the listener into the swirl 
of brass and violins. It is all very unsettling, and 
strikingly evocative of the mysterious and dangerous 
phenomenon of the black hole.

Written after scoring a string of TV movies, Hanover 
Street is one of Barry’s finest scores of the late 
seventies. Written and directed by Peter Hyams (better 
known for action films such as Capricorn One and The 
Presidio), this unashamedly sentimental film starred 
Harrison Ford and Lesley-Anne Down, as respectively, 
a GI bomber pilot and a beautiful Red Cross nurse, who 
meet by chance during the blitz in war-torn London. 
Assisted admirably by David Watkin’s beautiful 
photography, Barry’s full orchestral score (conducted 
by Harry Rabinowitz) recalled, with its mock piano 
concerto approach, a bygone era of British cinema as 

epitomised by Dangerous Moonlight and While I Live 
(aka The Dream of Olwen). 

George Cukor’s version of Emlyn Williams’ classic 
play The Corn Is Green marked the director’s tenth 
collaboration with his favourite actress, Katharine 
Hepburn. She plays the indomitable schoolmistress, 
Miss Moffatt, who is determined to stamp out illiteracy 
in a Welsh mining village. Ian Saynor co-stars as 
Morgan; a brilliant pupil Moffat is determined will win a 
scholarship to Oxford. Bill Fraser, Patricia Hayes, Anna 
Massey and Toyah Willcox featured in a fine supporting 
cast. Despite a delightful and memorable main 
theme, there was not sufficient material to warrant a 
soundtrack release. 

It has been jokingly reported that Lew Grade spent 
more on Raise the Titanic than it might have cost to 
raise the actual ship itself. Although cleverly made, the 
movie was damned by the critics and was a box office 
disaster. John Barry’s score deserved a better fate, 
for as usual it successfully created the appropriate 
atmosphere for every scene. An interesting Cold War 
sub-plot about recovering rare ‘Byzantium’ from the 
sunken ship partially lifted the film, but that couldn’t 
prevent the film from sinking like the ship. As a result 
of the huge production losses involved there was 
little chance of any soundtrack album rising from the 
wreckage, although a rare Japanese single of the main 
theme managed to partially satisfy Barry fans. It took 
Silva Screen to think the unthinkable and re-record the 
entire score, with long-time Barry associate, arranger 
Nic Raine, at the helm. Barry’s reaction, a combination 
of genuine astonishment and gratitude, reads as 
follows: 

“That was kind of surprising. I did enjoy doing that 
score, although the movie didn’t get the audience they 
thought they were going to get. But there was some 
interesting stuff in that movie. Take the idea of that 

story, forget about the movie – just the idea of going 
down there and bringing this historic thing back up to 
the world; that alone is fascinating! You could write a 
musical suite on the emotions of that, without a movie. 
It’s an interesting, haunting theme of a past generation, 
of something that happened in the world, in the history 
books. The mind jumps all over those very fertile 
thoughts of what that would be like, before you actually 
get into the movie. It’s very consoling to think that you 
wrote something that stands up, whatever that means! 
It must be something that stands the test of time, as 



music, or otherwise I don’t think that record companies 
would be expending this money on the actual recording, 
artwork and promotion.” For many Barry fans, this was 
money well spent indeed. 

On occasions, a theme can become so popular 
it transcends the production for which it was 
commissioned. Likewise, a film can get buried in an 
avalanche of releases before finding favour in the 
‘sell-through’ video/DVD market. Both outcomes can 
be attributed to the time travel love story, Somewhere 
In Time, which, over the course of time, has become 
one of Barry’s most popular and enduring assignments. 
Certainly, he was an ideal choice for scoring this overtly 
romantic fantasy (directed by Jeannot Szwarc), given 
his considerable pedigree in this genre. Christopher 
Reeve and Jane Seymour played the leading roles in 
a film that also featured Christopher Plummer; Reeve 
portraying a young playwright who somehow manages 
to find a way back in time, whereupon he is reunited 
with the girl he loved and lost in a previous existence. 
Although only a moderate successful on release, its 
later showing on cable television in the States resulted 
in a clamour for the reissue of the soundtrack album, 
which eventually won a gold disc as a direct result. 

Many fans regard Body Heat as one of Barry’s 
finest scores. Written in a sultry jazz idiom for 
director Lawrence Kasdan, it perfectly expresses the 
oppressively hot climate depicted in the film and the 
subsequent crime of passion that gradually unfolds. 
The plot – a 1980s take on Double Indemnity – related 
the way in which an unfulfilled and frustrated femme 
fatale entraps and then lures a shallow philandering 
lawyer into murdering her rich husband. While the film 
made stars of its leading players, William Hurt and 
Kathleen Turner, the main-title became an integral part 
of Barry’s concert repertoire.

Because Barry was able to attach himself to those 

projects that genuinely interested him during the eighties 
and nineties, it led him inevitably towards scoring 
films blessed with strong narratives that enabled him 
to explore the motivational impulses driving the main 
characters. This is precisely what he meant when he 
described himself as a ‘musical dramatist’ and there is 

no better example of this 
approach than Frances, 
which starred Jessica 
Lange, whose powerful 
performance in portraying 
the turbulent life of 
actress Frances Farmer 
was matched brilliantly 
by Barry’s emotionally 
charged score. Deadfall 
notwithstanding, Frances 
inspired Barry’s most 
sustained piece of 

orchestral writing yet, interpolated with snatches of 
Mozart’s Sonata in A major K331, played in the film 
by Chet Swiatkowski. Director Graeme Clifford, who 
considered Barry the perfect choice as composer right 
from the outset, said afterwards, “I needed music that 
was at once romantic, and yet underscored the severe 
emotional stress that pervaded Frances Farmer’s 
life. John achieved this brilliantly with his haunting 
melodies and beautifully evocative themes, tinged with 
an indefinable uneasiness.” 

Hammett emanated from Francis Ford Coppola’s 
Zoetrope Studios. At first, when neither party seemed 
particularly interested in working with the other, the 
choice of Barry as composer was foisted upon Wim 
Wenders at the insistence of producer Coppola. In fact it 
took a well-constructed piano/clarinet demo to change 
Wenders mind. So delighted was he on hearing it that 
he immediately telephoned Barry to tell him so – at 3 
o’clock in the morning! The film is a fictional account of 
how novelist Dashiel Hammett, creator of private eye 

Sam Spade, metamorphoses from detective into thriller 
writer. The score is sparse and concise, and filled with 
Cantonese inflections evoking the Chinatown setting. 
With this in mind, Barry called in Lucia Hwong for 
cross-cultural authenticity. The score relies largely on 
extrapolations of the main title – a languorous, rolling 
blues arranged for piano and clarinet, and played by 
Michael and Ronnie Lang. Frederic Forrest, Peter 
Boyle and Marilu Henner were the leading actors, ably 
supported by Roy Kinnear, Elisha Cook Junior and 
Richard Bradford. 

Although John Glen started his long run as Bond 
director on For Your Eyes Only, he didn’t start working 
with Barry until Octopussy. As he later told the film 
music writer John Williams, “as a film editor I was 
associated with John on several movies. I remember 
On Her Majesty’s Secret Service particularly well, as 
this was my introduction to the ‘big time’. John wrote 
a particularly memorable score for the ski chase 
sequence, using a Moog synthesizer, at that time a 
novel instrument. He was always searching for that 
unique sound, sometimes new and sometimes from an 
ethnic source. John was lost to the Bond films for a 
number of years, yet I was fortunate to coincide with 
his return for three of the films I directed: Octopussy, 
A View to A Kill and The Living Daylights. As a director, 
what can one say to John Barry about the music for 
a Bond film? His contribution to the success of the 
series has been enormous. His needs were always 
very simple: a piano, a Moviola and not much time. 
Six weeks was about as long as he got. Bond films 
always had a pressing release date, and then there 
was always the title song to consider.” 



C D 6: 1 9 83-2 0 01
High Road To China 
1. Love Theme and End Title 
2. The Cotton Club 
3. Until September
A View To A Kill  
4. Wine With Stacey / Fanfare / Snow Job 
5. Out Of Africa 
My Sister’s Keeper  
6. Suite
The Living Daylights  
7. End Title  
8. Air Bond / Necros Attacks
Dances With Wolves  
9. The John Dunbar Theme  
10. Two Socks Theme  
11. The Buffalo Hunt 
12. Chaplin 
13. Indecent Proposal 
14. Moviola 
The Specialist  
15. Main Title / Bogota 1984 / “Did You Call Me?” 
16. Cry The Beloved Country 
The Scarlet Letter  
17. Love Theme 
Mercury Rising  
18. The Story Ends 
Enigma  
19. Enigma Theme

An attempt to exploit his success in the Magnum PI 
TV series, High Road To China gave Tom Selleck his 
first starring film role as a down-and-out alcoholic pilot 
hired by a young socialite (played by Bess Armstrong) 
to help locate her missing father. The search opens 
the door for some stunning aerial photography and the 
kind of out-and-out adventure one would expect from 
the director of Where Eagles Dare and Kelly’s Heroes, 
Brian G. Hutton. Barry, well versed in combining full-
blown action with lyrical romanticism through his Bond 
work, proved an inspired 
choice of composer, 
while he captured the 
1920s masterfully with 
the use of Jonson and 
Mack’s ‘Charleston’ as 
source music. Most of the 
score is to be found in the 
soundtrack album issued 
by Silva Screen; and 
subsequently on a limited 
edition CD complete with 
added source music. 

Barry has always considered himself particularly 
fortunate in having worked with many of the best 
directors in the business. One of them, Francis Ford 
Coppola, called upon his services on two occasions, 
The Cotton Club and Peggy Sue Got Married. The former 
turned out to be a financial albatross for Coppola, after 
taking years to complete and causing the collapse 
of his Zoetrope Studios at a cost of over 50 million 
dollars en route. Set in the famous New York nightclub 
during the 1930s, the drama homed in on those who 
frequented it, particularly the musicians and gangster 
fraternity. Full of lush songs and arrangements, it even 
featured its leading actor, Richard Gere, playing cornet 
solos. The soundtrack album that ensued featured 
many of the vocals and instrumentals from the film, 
though to present them all would have called for the 

shelved double album originally planned. Nevertheless, 
two instrumentals composed by Barry were included: 
‘Dixie Kidnaps Vera’ and ‘The Depression Hits’/’Best 
Beats Sandman’.

Until September, an unashamedly romantic drama set 
in Paris, gave Barry the perfect vehicle to demonstrate 
his gift for melody. Director Richard Marquand was 
thrilled with the result – an understated yet exquisitely 
evocative score which captured the joy, tenderness 
and passion of a flowering love affair. This was a 
marvellous example of a composer underscoring the 
plot, with tenor sax, flugelhorn and guitar used as lead 
instruments against a sparse orchestral backdrop to 
enrich the intensity of the relationship developing on 
screen. Varése Sarabande was astute enough to issue 
an LP in America; Silva Screen, equally far-sighted, 
issued the CD, coupled with Starcrash, in 1991. Rather 
surprisingly for such a little-known film, there have 
been two more subsequent CD releases. In 2009 
Intrada’s release was limited to just 1200 copies and 
two years later Kritzerland’s own limited edition CD 
included the original album plus the complete score 
in film order. 

Until Skyfall, the main-title to A View To A Kill was the 
most commercially successful Bond song of the lot. In 
a nod to the sixties modus operandi, whereupon a top 
chart act of the day was asked to perform the song, 
Barry was once again expected to link up with the then 
current chart darlings, in this case Duran Duran – the 
main difference between 1982 and the past, however, 
being the band’s determination to write the song as 
well, which was clearly a potentially fractious state of 
affairs. Fortunately, Barry struck up a good rapport with 
bassist John Taylor from the outset, for it turned out that 
Taylor had always been a huge admirer of Barry’s work; 
in fact, for the young Birmingham musician, something 
of a musical hero. “When John scored the orchestra, it 
started to sound like something really special”, he was 



later quoted as saying. “To me, John Barry represents 
the swinging 60s and it was a tremendous gas to work 
with him.” The co-credited single became the first 
Bond song to top the Billboard charts in America, while 
also peaking at a creditable No. 2 position in the UK.

Winning an Oscar must surely rank as the pinnacle 
achievement in any film composer’s resume. To have 
actually won five is an even more remarkable and 
outstanding feat, and yet this is exactly what Barry 
accomplished during his illustrious career. The fourth 
was awarded for ‘Best Original Score’ in 1986 in 
recognition of his contribution to Out Of Africa, which 
won no fewer than six Academy Awards including 
Best Picture. It is fair to say that the film had a lot 
going for it well before Barry became involved – a 
script based on Karen Blixen’s best-selling book, 
outstanding photography by David Watkin, plus two of 
the most popular actors of the day in Robert Redford 
& Meryl Streep. These obvious advantages apart, 
director Sydney Pollack designed Out Of Africa with 
the deliberate intention of allowing the music to play 
an integral part. Barry exceeded his expectations, 
although despite appearances to the contrary, there 
was only 35 minutes worth of music in the entire film.

My Sister’s Keeper was a film given its premiere on 
video. Originally titled Monday, Tuesday, Wednesday 
and now occasionally The Killing Affair, it starred Peter 
Weller, Kathy Baker, John Glover and Bill Smitrovich 
in an intriguing tale of murder and mystery set in 
West Virginia in 1943. As the original title suggests, 
it tells of events over just three days. The score also 
contained synthesizers provided by Jonathan Elias, 
with electronic realisations by Elias and Barry. In spite 
of its excellence, Barry’s 30-minute score was never 
released on record, and to date the suite included on 
this box-set is the only available recording. 

In an attempt to replicate Duran Duran’s worldwide 

success, the Bond camp was keen to continue using 
a currently fashionable group for The Living Daylights. 
Recording executive Ray Still, who had initiated the 
Duran Duran project, was by now director of the 
‘Warner Bros’ label in the USA. On its current roster 
was the Norwegian trio, a-ha, whom he recommended 
to Barbara Broccoli, associate producer on the film. 
Barry witnessed their popularity first hand by attending 
one of their concerts. For his part, Pal Waaktaar, leader 
of the group, knew much about Barry’s considerable 
reputation and liked the idea of working with him. 
However, the mutual respect indicative of the 
collaboration between Barry and Duran Duran failed to 
materialise and relations proved somewhat strained at 
best. Despite these collaborative difficulties, however, 
the title song, ‘The Living Daylights’, became a huge 
hit across Europe and, in particular, the UK, where it 
reached number five in the national charts.

John Barry worked his magic on no fewer than eleven 
James Bond films covering an incredible thirty-five-
year period and will always be remembered as the man 
who created the franchise’s musical DNA. The James 
Bond connection helped to elevate his standing within 
the profession and, undoubtedly, it opened a number 
of doors for him. Nevertheless, there is far more to 
John Barry’s oeuvre than that of 007’s ‘composer-in-
residence’.

The fifth Oscar arrived at a time when Barry was re-
emerging from an enforced hiatus following a life-
threatening illness that had incapacitated him for 
the best part of two years. To return with the longest 
score of his career spoke volumes about his strength 
of character and resolve. Dances with Wolves was to 
win a colossal seven Oscars including Barry’s ‘Best 
Original Score’. For first-time director Kevin Costner, 
having Barry on the team proved to be an educational 
and inspirational experience. After having initially 
envisaged a score couched in the grand tradition of ‘The 

Great American Western’, 
Barry persuaded him to 
approach it differently: 
more specifically from 
the point of view of the 
leading character, John 
Dunbar, in much the 
same way the screenplay 
did. By taking Dunbar’s 
perspective, Barry was 
able to compose a 
moving and lyrical score, 
which drew on Dunbar’s 

own sense of loss at seeing, as an outsider, the last 
vestiges of a peaceful indigenous culture dying before 
his eyes – reinvigorating the Western by focusing on 
‘How The West Was Lost’, in effect.

Whatever the emotion, whatever the circumstances, 
whether it’s Frances Farmer’s fragility, John Dunbar’s 
bewilderment or King Kong’s heartbreak, Barry has 
always been able to empathise musically with a lead 
character. Therefore, it came as no surprise to find 
director Richard Attenborough approaching Barry when 
he needed someone to capture the humour and pathos, 
as well as the romance and drama, indicative of Charlie 
Chaplin’s extraordinary life. Of course, the two knew 
each other from old after having worked together many 
years earlier on The L-Shaped Room and Séance On 
A Wet Afternoon. Barry’s finished score for Chaplin, 
which resulted in yet another Oscar nomination, clearly 
delighted Attenborough, for it did much to enhance a 
film that failed to win the wholehearted approval of 
either critics or public. The poignant, yet beautifully 
understated, main theme features in various guises 
throughout the soundtrack album, layered in places 
alongside Chaplin’s own composition, ‘Smile’. 

A talented young architect with a plan to build his dream 
house finds that a financial upset leaves the enterprise 



in jeopardy. Both he and his partner borrow money from 
their parents and then, still short of their goal, decide to 
risk everything on a weekend’s gambling in Las Vegas. 
While her husband is losing at the tables, the gorgeous 
wife, Demi Moore, attracts the attention of a playboy 
billionaire. His accurate assessment of their predicament 
leads him to suggest an Indecent Proposal – a million 
dollars tax free in exchange for a night of lovemaking 
with the woman. This morally controversial storyline 
made Indecent Proposal one of the most talked-about 
films of 1993. Barry certainly found it one of his most 
difficult assignments. He explained to author Tom Soter 
that the changing and ambivalent relationships between 
the three central characters caused him real problems, 
“It was a question of the balance, how you play them 
off against each other and come out at the end still 
feeling good about all of them. It was hard to keep that 
balance, because if you pushed the millionaire, Robert 
Redford’s character, too much one way, then you were 
in danger of tipping the scale the wrong way. This was 
like walking on eggshells on a tightrope, keeping the 
emotional balance inherent in the melodies in control. 
How does one interplay all these moments? Believe me, 
it was a nightmare getting there.” 

Barry wrote two principal themes for the film, one of 
which was layered with a lyric written by the English 
singer Lisa Stansfield, who having recorded the song 
‘In All The Right Places’, took it into the British Top 10 on 
its release as a single. That performance, together with 
an array of other pop standards not written by Barry, 
made up the soundtrack album, alongside a 25-minute 
suite containing Barry’s original score divided into 
fourteen segments. The other principal theme recurs 
through the suite in a variety of arrangements. “The 
song title was my idea. I loved it and gave it to Lisa. I 
wrote the melody, she the lyric and then the director 
wound up putting the song at the very end of the 
movie. Because of Lisa’s popularity at the time, it was 
a big hit in England.” 

When two such powerful, stubborn and autocratic 
figures as John Barry & Barbra Streisand came together 
on The Prince of Tides, the omens were not good. And 
so it proved. “I was asked by Barbra Streisand to do 
The Prince of Tides. I live in New York, she lives in Los 
Angeles, and I went and met with her, and she showed 
me some footage and she said ‘Why aren’t you moving 
to Los Angeles?’ and I said ‘Absolutely not’. And she 
said ‘Well, I like to know what’s going on’ – Barbra’s an 
extreme case, by the way – and I said ‘Even if I did move 
to Los Angeles, I have no desire to meet with you once I 
know what I’m going to do. I can’t work with someone 
over my shoulder, absolutely no way’.” Fortunately for 
Barry fans, he had already written a main theme before 
he decided it was impossible to continue working on 
the film. Initially this became Moviola, the title track on 
a compilation of his film themes, before being recycled 
again as ‘Flight over New York’ for his Across the Sea 
of Time soundtrack in 1995. 

In The Specialist, two 
mercenaries become 
bitter enemies. Years later, 
the one with a conscience, 
Sylvester Stallone, exacts 
revenge on those former 
colleagues who once 
caused him to murder 
a child. Into this world 
of vengeance arrives a 
mysterious woman, Sharon 
Stone, seeking help. She 
wants revenge against the 

very people Stallone is pursuing. He must protect her by 
killing her lover and his father, a Mafia kingpin who will 
not allow her to leave a brutal relationship. The plot turns 
on the growing passion Stallone feels for his unseen 
employer, and his hatred of the mercenary partner 
who betrayed him. In the end, the implausible storyline 
outweighs the excellence of the character actors. Where 

the movie does work, it is immeasurably aided by 
Barry’s dramatic and powerful action music, in which 
he eschews his Bond style for a psychological film noir 
approach that hangs a sinister and tense frame around 
the picture. An action adventure film that could have led 
to self-parody instead finds Barry always ahead of the 
game, by holding back instead of over-emphasising. 
Regrettably, Barry became less satisfied with the final 
outcome, once the producers started to undermine his 
judgement as to where the action music should be 
used. Another contentious decision made without his full 
knowledge – the removal of the exquisite end title cue – 
also tarnished the experience. Nevertheless, Barry could 
at least take some solace in being associated with a box 
office success. 

“I’ve known the story of Cry, the Beloved Country for a 
long time and it has always appealed to me,” said Barry 
on scoring the 1995 adaptation of Alan Paton’s novel. “I 
found this particular production quite magnificent and 
wonderful to work on, and so much different to the 1952 
British production, shot as it was entirely in South Africa 
by South Africans. It deals with the issues in a more 
powerful way and therefore possesses a strength that its 
predecessor never had. Cry, the Beloved Country was also 
the basis of a Broadway show, Lost in the Stars, which 
itself had quite a magnificent score. It is something with 
which I’ve been very fortunate whenever I’ve tackled 
subjects set in Africa.” From a musical perspective, he 
added, “Cry is a dramatic score in a cinematic sense; 
there’s no real indigenous African music in it. We have 
some wonderful source music in the movie – all jazz 
music played by a South African jazz group who were 
around in the forties and fifties. It’s fascinating stuff. 
Apparently, jazz was the only type of music played on 
radio during that era.” 

“In Cry, the Beloved Country”, he continued, “we are 
dealing with characters caught in a specific situation, 
and so the score tends to go with those people, as 



opposed to the spectacle. I love doing lyrical pieces, and 
this is a lyrical piece. It is hard work, but if you have a 
wonderful screenplay, if the movie has been beautifully 
directed and if you have a high performance level, as 
this has, then life is really a lot easier, because people 
are not asking you if the music helps the film. This is 
a fascinating story. Particularly powerful is the scene 
when the two fathers meet. I needed to replicate that 
power in the score from the point of view of the men on 
the screen, portray that fascinating interplay through the 
music; those are the dimensions that music can touch.” 
Barry clearly enjoyed himself on this film and even 
incorporated a playful musical quotation from his own 
Zulu theme during some of the cues. He was to dedicate 
the score to Nelson Mandela. 

Making a fundamental change to the ending of what is 
considered an American literary classic was never going 
to endear Roland Joffé’s interpretation of Nathaniel 
Hawthorne’s The Scarlet Letter to an American film 
audience. It didn’t help when the star of the film, Demi 
Moore, claimed that nobody read the book anymore, 
implying that the change didn’t matter. More’s the pity, 
because the film did have its merits, in particular Barry’s 
aching and touching score. Given a deadline of only four 
weeks in which to write an hour’s worth of music this was 
a marvellous achievement. No wonder he was pleased 
with the end result. Incorporating the haunting ‘Agnus 
Dei’ (based on Samuel Barber’s ‘Adagio for Strings’) was 
a truly inspired decision, since it integrated beautifully 
with his own tender and gentle melodies. Certainly, a 
costume drama with a love story at its core is precisely 
the type of film in which one would expect Barry to excel, 
allowing him to express his romantic lyricism to the full. 

In Mercury Rising Miko Hughes plays a nine-year-old 
autistic savant, able to solve the most complex of puzzles 
at speed. When he inadvertently deciphers a top-secret 
military code, this sets off a whole chain of events that 
leads to the assassination of his parents. An FBI agent, 

played by Bruce Willis, is assigned to investigate this 
double homicide, but when he realises the full extent to 
which the boy’s own life is being threatened, he becomes 
his protector.

It was this relationship that attracted Barry to the film. 
In fact, Barry told film music writer Paul Tonks, “When I 
heard about Bruce I had reservations – you see this Die 
Hard image. But they sent me a script, which despite 
an action sequence at the beginning and at the end it 
has as its core this wonderfully drawn character with 
a little boy. An almost Hitchcockian mystery, it’s not an 
action movie as such. The opening sets up this guy’s 
response to violence and the end is where the bad guy 
gets it! So that’s something I can get inside. You’re 
constantly looking for scripts where you can do that.” 
For his opening to the score, Barry used low piano 
notes in unison with cello against strings and flute in a 
tense and terse understatement of struggle. The mood 
is appropriately dark, nervous and dangerous. His other 
main motif represents the boy and appears in various 
places throughout the movie. This features flute figures 
in short phrases against a piano over low, tense cello and 
strings, and suggests both innocence and discomfort. 

Uncharacteristic as this may seem, the ‘noughties’ 
witnessed far less of Barry as a film composer than 
ever before, which could be attributed to some extent by 
his involvement in a string of other projects. The stage 
musical, Brighton Rock, an unrealised project dating 
back to the mid-sixties, was one ‘labour of love’ that took 
up much of his time, as did the promotion of his final 
Decca project, ‘Eternal Echoes’. Throw in the odd concert 
performance, together with an album by The Ten Tenors, 
and it becomes clear that Barry was enjoying a period 
of diversification reminiscent of his earlier days albeit 
at a much less frenetic pace. His one film contribution 
to the new millennium came in the form of his 2001 
score for Michael Apted’s romantic thriller, Enigma, 
which was based on the international best-selling novel 

by Robert Harris and was Mick Jagger’s first foray into 
film production. So determined was Jagger to ensure 
the authenticity of the period detail, that he enlisted an 
array of home grown talent such as Tom Stoppard (for 
screenplay), Kate Winslet, and, of course, Barry. The 
decision to hire Barry was an astute one, in light of his 
ability to interweave action with suspense and romance. 
The film lovingly and intelligently recreated wartime 
Britain and, in particular, Bletchley Park, where the bulk 
of the action is set and where the Enigma code was 
finally cracked. Given Barry’s own wartime experiences, 
he was as qualified as anyone to score the film, being 
fully aware of the significant role played by these unsung 
and yet courageous code-breakers. 

Sadly, this was to be Barry’s final film score; however, 
it was a fine way to bow out. In due course, personal 
appearances at concerts dedicated to his music became 
restricted to brief cameos which saw him conducting, 
at best, two or three themes, such was his increasing 
frailty, and for this reason, he was unable to travel to the 
Ghent Film Festival in October 2010 in order to receive 
a Lifetime Achievement Award. Nonetheless, his death 
from a heart attack just a few months later still came as 
a considerable shock.

Thankfully, a star-studded, sell-out memorial concert 
was held at The Royal Albert Hall on 20th June 2011 to 
mark Barry’s passing in the most appropriate of manners, 
culminating in a truly dynamic performance of ‘Goldfinger’ 
by Dame Shirley Bassey. To this day, fresh performances 
of John Barry’s considerable repertoire continue to fill 
and entertain concert halls across the globe, while new 
releases, such as this box set, demonstrate the enduring 
legacy of a truly outstanding talent.

Geoff Leonard & Pete Walker, April 2014.
(co-authors of John Barry: The Man With The Midas Touch)
Purchase the book here >

http://www.johnbarry.org.uk/index.php
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CD1: 1959-1965

Tracks 1,2,3,4,6,8 performed by London Music Works
Tracks 5,7,9,10,11,12,13,14,15,16,17,18,19,20,21, 
22 performed by The City of Prague Philharmonic 
Orchestra

Tracks 1,2,3,4,6,8 conducted by Evan Jolly
Tracks 5,7,9,10,11,12,13,14,15,16,17,18,19,20,21, 
22 conducted by Nic Raine

Tracks 1,2,6,7,9,10,11,12,13,14,15,16,17,19,20,22 
published by EMI Music
Tracks 3,18,21 published by Universal Music
Tracks 4,5 published by Warner/Chappell Music
Track 8 published by Sony / ATV Music

CD2: 1965-1969

All tracks performed by The City of Prague 
Philharmonic Orchestra

All tracks conducted by Nic Raine

Tracks 1,2,4,5,8,9,17,18 Published by EMI Music
Track 3 Published by Sony/ATV Music
Track 6 Published by Universal Music
Tracks 10,11,12,13,14,15,16 Published  
by Warner/Chappell Music

CD3: 1969-1971

All tracks performed by The City of Prague 
Philharmonic Orchestra except track 11 performed  
by London Music Works

All tracks conducted by Nic Raine except track 11 
conducted by Evan Jolly

Tracks 1,2,11,12 published by EMI Music
Tracks 3,4,5,6,7,8,9 published by Universal Music
Track 10 published by Sony/ATV Music
Tracks 13,14,15,16,17,18,19,20,21 published  
by Warner/Chappell Music

CD4: 1971-1977

All tracks performed by The City of Prague 
Philharmonic Orchestra except track 7 performed  
by Mark Ayres

All tracks conducted by Nic Raine

Tracks 1,2,3,4,5,6,14 published by Universal Music
Tracks 7,13 published by Sony/ATV Music
Tracks 9,20,21 published by Warner/Chappell Music
Tracks 10,11,12,15,16,17,18,19,22 published by  
EMI Music

CD5: 1978-1983

All tracks performed by The City of Prague 
Philharmonic Orchestra

All tracks conducted by Nic Raine

Tracks 1,2,3,5,15,16,17,18 published by EMI Music
Tracks 4,6 published by Warner/Chappell Music
Tracks 7,8,9,10,11,12 published by Sony/ATV Music
Tracks 13,14 published by Universal Music

CD6: 1983-2001

All tracks performed by The City of Prague 
Philharmonic Orchestra

All tracks conducted by Nic Raine  
except track 19 conducted by James Fitzpatrick

Tracks 1,2,13,15 published by Warner/Chappell Music
Tracks 3,4,9,10,11,14,16,19 published by EMI Music
Tracks 5,8,18 published by Universal Music
Track 7 published by Sony/ATV Music
Track 12 published by StudioCanal SA
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