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Abstract  
 

Many screen versions of Austen’s Pride and Prejudice have been made over the years. 

Alongside Austen’s novel, these have been analysed by many scholars. Many of these analyses have 

focussed on the content, and in the case of the screen versions, the filmic techniques have been 

analysed. With some exceptions, what has often been neglected is a close look at the musical 

scoring in the screen adaptations. This paper looks at exactly that: how does the musical medium in 

the 1995 production and 2005 film contribute to the telling, interpreting and adaptation of the 

Austen’s Pride and Prejudice?  

Although the plot in Pride and Prejudice is about romance and several couples end up 

married, scholars have argued that romance is not the primary theme. Rather, prominent features 

seem to be characterization, irony and layering of meaning. Adaptors are not required to remain 

strictly faithful to the original text – which is impossible anyway because of the nature of the two 

different mediums. They must then choose which elements to keep and which features they will 

adjust in their versions. Joe Wright’s film focusses very much on the romantic and sentimental edge 

and his music reflects this. Both the diegetic and non-diegetic music utilises, passionate 

instrumentation and chromaticism in the melody, in order to support the sentimental atmosphere.  

In contrast, Andrew Davis’ 1995 series has various functions. Diegetic music is used to convey extra 

layers of meaning concerning characters actions and at various times maintains the ironic features 

inherent in Austen’s novel.  

The music in these two versions of Pride and Prejudice contribute to the interpretation of 

their respective versions. These versions have different interpretations of the novel and in turn these 

interpretations can influence our understanding of the novel. 
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Chapter 1: Introduction: 
 

The novel Pride and Prejudice written by Jane Austen and published in 1813 is a 

popular and well-studied book. Many critics have analyzed it and studied it; it is studied at 

universities across the world. Scholars have made many interpretations arising from various 

close readings or historical context readings. Not only have critics admired it, but it has also 

been popular among the general public, in part because of the various adaptations which have 

been created, such as plays, games and screen adaptations. The earliest screen adaptation was 

made in 1938 (directed by Curigwen Lewis) with the latest adaptation, Pride and Prejudice 

and Zombies, being in 2016 (directed by Burr Steers), with many other versions in between. 

Two of the most popular versions, still today, are the 1995 BBC miniseries by Andrew 

Davies and Joe Wright’s 2005 film version, and these two versions will be the focus for this 

essay. The ten-year time difference between these two makes for interesting comparisons, as 

well as the fact that one is a miniseries and the other is a film, which implies a different 

amount of screen time. By virtue of presenting a story on screen, the narrative from the novel 

changes in the film. Both constraints and opportunities which are unique to screen 

adaptations contribute to a changing of the original product. One of these opportunities is the 

use of music. Kathryn Kalinak has written about the power of music in film and notes that  

music has an expressive power that crosses many borders, and film traditions 

throughout the world have harnessed music’s expressive power to shape perception of 

the film and to reverberate emotion between the spectator and the screen…film music 

is capable of powerful effects…[and] music fulfills a number of important functions 

as an element in a film’s narrative system. And it depends upon the properties of 

music to do so. (Kalinak 8, 21)  
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Kalinak highlights the role music has in adaptations in adding an extra layer on screen that is 

not visual but audible. The audible component supports the themes and motifs of the 

narrative. This narrative does not necessarily correspond directly to the original story or even 

with what Salman Rushdie calls the essence: 

The question of essences remains at the heart of the adaptive act: how to make a 

second version of a first thing, of a book or film or poem or vegetable, or of yourself, 

that is successfully its own, new thing and yet carries with it the essence, the spirit, 

the soul of the first thing, the thing that you yourself, or your book or poem or film or 

your pre-pickle mango or lime, originally were. (Rushdie n. pag.) 

Fidelity, then, is not completely possible, or even desirable, for then the adaptation is not “its 

own new thing” (Rushdie). However, according to Rushdie, the essence should remain intact. 

The essence of Austen’s Pride and Prejudice, which will be discussed more in-depth later, 

has much to do with sarcasm, irony, subtlety, and nuance. This is something that is carried 

over well in the BBC 1995 miniseries. In the film version made 10 years later, however, this 

subtlety and nuance are missing. This can be seen in various elements such as the emphasis 

on romance and the revised plot line. It can also be seen through the musical scoring in the 

film. In other words, a close examination of both the diegetic and non-diegetic music reveals 

that the 1995 version focuses more on capturing the nuances and layering of Jane Austen’s 

novel while Joe Wright’s 2005 film emphasizes the romantic elements of the plot. 

Not many scholars have paid particular attention to the musical score of these screen 

adaptations. Carroll and Wiltshire mention it in passing when comparing Pride and Prejudice 

adaptations, but it remains a minor subject in their analysis. A notable exception to this is 

Marian Kimber’s “Musical Topics, Historical Styles and Narrative in Carl Davis’s Score for 

Pride and Prejudice (1995)”. Here Kimber scrutinizes the musical language the composer 

Carl Davis employs throughout the series, including the development of thematic material in 
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relation to the development of characters. Further, she notes how this score serves to drive, as 

well as illuminate, the narrative of the series. No such analysis has been done for Wright and 

composer Dario Marianelli’s film.  

What this essay intends to do is not completely unique then. What Kimber has done, 

is similar to what will be done here, but that work only focussed on the BBC version, 

whereas this essay will also look at the film version created 10 years later. Additionally, the 

analysis drawn from this will be used to understand the novel on an even deeper level, which 

is something Kimber does not do. 

 In chapter two the focus will be on Austen’s novel. Scholarly criticism and some 

important and prominent features of the novel will be examined. In chapter three adaptation 

theory and film music will be considered. Here, attention will be given to the fidelity 

discourse, as well as the role and style of music in a film. The music in Wright’s film will be 

discussed in chapter four and the BBC series in chapter five. In the final chapter, conclusions 

will be drawn concerning this analysis, and how understanding the musical score in these 

films can illustrate the different readings of the novel. Interpretations of scenes in the novel 

become more ambiguous by considering perspectives suggested by directors and composers 

in their adaptations. 

 

Literature Review: 
 

Joe Wright’s film has been met with a mixed reception. June Sturrock has observed 

the close-knit family dynamics present, noting that it “[emphasizes] the warmth and unity of 

the Bennet family” (n. pag.). Jane Tandy remarks that the tension between Elizabeth and 

those of a higher class has “undergone a generational shift” in this film, “hinging particularly 

on shifting definitions of gentility and expectations about how members of different social 

classes should interact” (n. pag.). Although Lady Catherine is exceptionally concerned with 
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keeping the middle class separated from her higher rank, Darcy and Elizabeth’s generation do 

not enforce this separation as strictly. Appreciating Wright’s perspective here, Tandy argues 

that “the 2005 production makes possible a compelling expansion of our understanding of the 

novel itself” (n. pag.). Other critics have been more critical of Wright’s version, with Laurie 

Kaplan stingingly saying that it “violates not only the spirit and the essence of Austen’s story 

but the viewer’s expectations as well” (n. pag.). She asserts that Austen’s use of interior and 

exterior space has symbolic meaning which Wright has ignored, turning the film into a 

“showcase for a set of discrete visual images that fail to support an overarching idea” (n. 

pag.). 

Scholars have also compared Wright’s version to the 1995 BBC miniseries, wherein it 

has been observed that “each of [the screen versions] though set in the past, speaks of its own 

time, and interacts as much with previous versions as it does with the originating text” 

(Kimber 165). It is made clear that these films are adaptations, with the timeframe in which 

the versions were created having an impact on the narrative drive. According to Trandafoiu 

and Poole, Andrew Davies’ version of Pride and Prejudice has done this well, writing that 

his text “appears historically authentic” while remaining “[engaged] critically with both old 

and new social realities” (92). In fact, scholars have noted the appearance of fidelity in 

Davies’ version, with Kimber particularly noting the use of historically accurate music and 

instruments in the music (Kimber 143). Marie Sørbø agrees with the assessment of fidelity, 

saying that, “the enjoyment of Austen’s witty exchanges, striking phrases and well-composed 

conversations is retained in the 1995 series” (Sørbø 130). She does, however, recognise that 

“the 1995 presentation of the marriages is remarkable for its softening of Mr Bennet, and 

partly also of Elizabeth, and its insistent addition of the male (particularly Darcy’s) 

perspective” (139). Of course, a sense of faithfulness to the original is not a mark of a good 
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product, but it is noteworthy that many critics do highlight this when discussing Davies’ 

series. 
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Chapter 2: Austen’s Novel 
 

Before examining adaptation theory or (film) music history, it is useful to establish 

where the adapted texts originate from. To do so, Jane Austen’s novel version of Pride and 

Prejudice will be considered. What is this novel really about, or, what is its essence? The 

difficulty of discussing ‘the essence’ stems from two separate reasons. In the first place, the 

notion of what Rushdie terms ‘the essence’ is controversial. The term ‘essence’ has not been 

well defined in literary studies, nor are there any criteria in place which suggest strategies for 

uncovering the ‘essence’. The term the ‘essence’ of a text can refer to “the intrinsic nature or 

indispensable quality of something” (“Essence”). In other words, the feature(s) that represent 

the core of the text is ‘the essence’1. Accepting Rushdie’s position that the ‘essence’ of a text 

or novel is important, especially in adaptations, does not make it any easier to identify exactly 

what the essence of the novel is.  It is particularly difficult to identify the essence in Pride 

and Prejudice and scholars have different opinions on what specifically makes Pride and 

Prejudice exactly what it is.  Nevertheless, the following section will explore what some 

prominent features are that could identify some of the ‘essence’ in Pride and Prejudice. 

Scholars have identified different aspects of the text as Pride and Prejudice’s focal 

point including thematic and stylistic features. On the surface, it may seem that marriage, 

love, romance and relationships are part of the essence of the novel and this subject has been 

addressed by multiple scholars. Olivia Murphy has explored the romantic genre during 

Austen’s time, noting that “the redistribution of wealth is crucial to the novelised ideal of 

romantic love, and from Pamela to Pride and Prejudice rich men are always on hand to 

rescue deserving, beautiful young women from spinsterish poverty” (Murphy 82). In Pride 

                                                           
1 Refer to chapter 3 for a more elaborate discussion on the merits and criticism on how much of the essence of 
an original story should and can be translated to a new medium. 
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and Prejudice, Elizabeth’s marriage to rich Mr Darcy clearly allows her to escape from her 

humiliating family. However, Murphy also recognizes that despite Austen writing in an 

established genre, she also intentionally “subverts the traditions of the novel” (55). Other 

critics have observed that, despite four couples marrying in a single year, the novel is not 

predominantly about romance but rather, the very opposite. Sørbø argues that in fact, 

Austen’s “novels have an anti-romantic and anti-sentimental edge to them” (Sørbø 47). Sørbø 

goes on to say that “readers are not allowed to enjoy a romantic story in peace and pretend 

love is all that matters” (Sørbø 50). Bernard Paris agrees, saying in his character analysis of 

Elizabeth that she “must take, finally, a less romantic view of marriage” (Paris 99). 

  Rather than being about romance, certain academics have observed that 

characterisation plays an important role in the novel. Paris goes so far to assert that Austen is 

a “true genius in characterization” (17). Characters are essential in Pride and Prejudice: 

“Jane Austen’s plots grow out her characters – characters who, through their own actions and 

reactions upon each other, influence and mold their own lives and the lives of those around 

them” (Cohen 218). As I have observed in an earlier study, 

most criticism has focussed on Elizabeth and Darcy “with a brief look at Jane, 

Bingley, Charlotte, and Mr Bennet” (Paris 110).  Many critics, including Alice 

Chandler, see Jane Bennet and Bingley as characters who “serve as foils to Elizabeth 

and Darcy” (Chandler 100).  Charlotte Lucas is considered “a determined schemer 

who does not trust in the vagaries of fate” (Damstra 166) and Mr Bennet has been 

criticised for his refusal to exercise his authority by multiple critics (Steiner, Spacks, 

Weinsheimer).  However, few of these critical treatments consider all the major 

characters together, or look at the social and family contexts which these characters 

find themselves in, or categorize their reactions accordingly... Foolish characters such 

as Mr Collins, Lady Catherine de Bourgh, Mrs Bennet, Lydia and Mary possess little 
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intelligence and consequently cause troublesome circumstances which others in their 

social contexts must navigate. In contrast, the characteristics of each intelligent person 

– Jane, Bingley, Elizabeth, Darcy, Charlotte, Caroline Bingley, Mr Bennet and 

George Wickham – demonstrate a variety of strategies to cope with dysfunctional 

social and family circumstances. (Evers 1) 

Yet another angle on the issue suggests that not characters or marriage but style is the 

“indispensable quality” of Pride and Prejudice. Regardless of which theme academics choose 

to focus on, they all notice the irony, wit, subtlety, and layering of meaning as strategies 

which Austen effectively employs to bring across the character of this novel. In Austen’s 

novel, irony serves to undercut the possible Romantic readings by reminding the reader of the 

economic and marriage realities in Austen’s world. As such, form and content are closely 

related. Certainly, irony and the layering of meaning are closely related as the inherent 

function of irony is to indicate that what is directly being said is not actually necessarily the 

intended meaning of the narrator or a particular character. Layering of meaning suggests that 

both of these meanings can be true. Nevertheless, they are two different stylistic features and 

so I will address them separately.  

Irony is so evident in Pride and Prejudice that “all lay and specialized readers seem to 

agree on the presence of some form or other of ‘irony’ in Jane Austen’s novels” (Morini 

339). The themes of marriage and character are examined “through a glittering prism of 

ironic comedy” (Murphy 55) because Austen’s “priority is here as always irony over 

sentimentality” (Sørbø 65).  Irony in Pride and Prejudice takes on several forms, such as 

verbal irony, evident, for example, in Elizabeth and Charlotte’s conversation about marriage. 

When Charlotte says that “Happiness in marriage is entirely a matter of chance… it is better 

to know as little as possible of the defects of the person with whom you are to pass your life”, 

Elizabeth responds by saying, “You make me laugh, Charlotte; but it is not sound. You know 
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it is not sound, and that you would never act in this way yourself” (Austen 23). Elizabeth 

takes Charlotte’s comment as verbal irony, because she, together with the reader, assumes 

that Charlotte will indeed not follow her own advice.  There is a double irony here at work 

though, as in hindsight this scene can be seen as dramatic irony: Charlotte does think and act 

this way not only by marrying Mr Collins but also by actively limiting their time of courtship 

so that she indeed does know “as little as possible” of Mr Collins’ foolishness.  

Irony is also used to identify the character of people in the novel; it is used as “an 

instrument of discrimination between the people who are simple reproductions of their social 

type and the people with individuality and will, between the unaware and the aware” (Bush 

125). Elizabeth is a character with awareness, and she “sets herself up as an ironic spectator, 

able and prepared to judge and classify, already making the first large division of the world 

into two sorts of people: the simple ones… and the intricate ones” (Mudrick 94-5), and as 

such the ironies on her character are limited, although not entirely absent. In contrast, a 

simple character such as Mr Collins is turned into an ironic caricature. When he reprimands 

Mr Bennet on allowing Lydia back at Longbourne after her patched-up marriage, the irony is 

that as a clergyman, Mr Collins should have a much better understanding of Christian 

forgiveness than what he espouses. The caricatured status of Mr Collins also indicates 

another kind of irony: that of comedy, a function which Lady Catherine also holds. When 

Lady Catherine interferes with Elizabeth and Darcy’s relationship, she intends to separate 

them but actually brings them together. As readers, we enjoy this irony, especially when 

Elizabeth comments on how pleased Lady Catherine should be with herself, because “she 

loves to be of use” (Austen 381). Lady Catherine’s usefulness, however, has taken a very 

different direction to the one she intended it to have. 

One last convention of irony that must be mentioned is dramatic irony. Characters 

often say things which the reader knows – sometimes only on a second or third reading – to 
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mean something different to what was intended. Sørbø analyses multiple occasions where 

this occurs in Pride and Prejudice, including in relation to Lady Catherine: 

Lady Catherine’s character is also harshly exposed in dramatic irony. When she tries 

to enforce her advice on others, claiming the role of a superior due to her class and 

wealth, she unwittingly reminds readers of the near-scandal of her own family, of 

which she knows nothing: “Young women should always be properly guarded and 

attended, according to their situation in life. When my niece Georgiana went to 

Ramsgate last summer, I made a point of her having two men servants go with her” 

(211-12). The readers (and Elizabeth) have been informed two chapters earlier, in 

Darcy’s letter, that Georgiana was on the brink of eloping from Ramsgate, and Lady 

Catherine’s haughtiness is seen to be based on illusions of a moral superiority that 

does not, we conclude, follow automatically from the class distinction she so carefully 

preserves. (Sørbø 32) 

Similarly, when proposing to Elizabeth, Mr Collins argues for the match: 

My connections with the family of De Bourgh… are circumstances highly in my 

favour; and you should take it into farther consideration that in spite of your manifold 

attractions, it is by no means certain that another offer of marriage may ever be made 

you. (Austen 108) 

The irony here is that Elizabeth does receive another offer of marriage – and from someone 

who is actually closer to the De Bourgh family than Mr Collins is. Instead of merely being 

patronized by Lady Catherine, she will become her family. This, however, is not seen by Mr 

Collins – or by Elizabeth herself – at the time. 

 Irony in Pride and Prejudice is then a particularly important feature of the novel. 

Multiple times the actual words in the novel purports to express one meaning while implying 
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another. Like irony, layering is also another strong quality of Pride and Prejudice. In 

layering, the text creates deeper thematic or narrative connections, that are not limited to 

irony. Scenes in the novel are often ambiguous, especially on a first reading, and open to 

different interpretations. Virginia Woolf concurs: “Jane Austen is thus a mistress of much 

deeper emotion than appears upon the surface. She stimulates us to supply what is not there” 

(Woolf 27). Douglas Bush elaborates on this, saying: 

the talk of Elizabeth and Darcy especially … carries frequent ambiguities of meaning 

and tone which, whether in or outside the speaker’s consciousness, are left to the 

perceptive reader to interpret, with or without a hint from the author. And many things 

are said which, in addition to being appropriate at the moment, recall or anticipate 

things said or done earlier or later. (Bush 105)  

Readers and characters are required to remember or re-remember events and interpret them in 

a new light. Wiltshire says that “the reader too makes a retrospect of the events in the novel, 

and now reads the finger-posts, understands the signs, that they scarcely observed before” 

(Wiltshire 70). This is evident in Mr and Miss Bingley’s conversation about Pemberley, 

where Charles declares that “I should think it more possible to get Pemberley by purchase 

than by imitation” (Austen 38). On a first reading, this seems like a trivial conversation that 

does not signify much, and certainly, the characters are unaware of what this foreshadows. 

Pemberley is important in developing Elizabeth’s attraction to Darcy. At the mention of 

Pemberley, she moves closer to the table where they are playing cards. Much later in the plot, 

it is the sight of Pemberley that arouses Elizabeth’s interest in Mr Darcy. Charles is 

absolutely right when he says that Pemberley cannot be imitated well, because it is a 

reflection of Darcy’s superior taste and this is something Elizabeth recognizes when she sees 

Pemberley in real life.  When Elizabeth dates this moment as the time she knew she loved 

Darcy, Jane must make “another intreaty that she would be serious” (373), implying that this 
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is not true.  There is, however, a hidden element of truth in her assessment, in Elizabeth is 

able to see who Darcy is by seeing what Pemberley is like. 

 Another aspect of layering in Pride and Prejudice is the ambiguity in interpreting 

situations. Interpreting Darcy’s behaviour is particularly open because of his closed, aloof 

character. On Elizabeth’s refusal to dance a reel with him, in which she challenges him to 

despise her, he replies: “Indeed I do not dare” (Austen 52). Brower identifies multiple 

interpretations of this: 

We could take his “Indeed I do not dare” as pure gallantry (Elizabeth’s version) or as 

a sign of conventional “marriage intentions” (Miss Bingley’s interpretation), if it were 

not for the nice reservation “He really believed, that were it not for the inferiority of 

her connections, he should be in some danger.” (Brower 78) 

The layering of hidden meanings, combined with different forms of irony, particularly 

dramatic irony, “demands the kind of close reading, and rereading, that threatens to deny the 

reader the simple pleasures promised by romantic fiction” (Murphy 88). Pride and Prejudice, 

then, is a rich, densely-textured work, and regardless of the themes which the novel – or 

adaptations – presents, irony and layering of meaning are essential features of the work. The 

layers and irony in Pride and Prejudice, suggest that the romantic view of marriage or other 

themes is inadequate. In other words, if these elements are removed, what remains is a 

romantic chick-flick and not much else.  

Having established the representative features of the novel, it is now appropriate to 

consider how this translates to a screen adaptation and examine the thoughts and theories 

behind making an adaptation.  
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Chapter 3: Adaptation Theory and Film Music 
 

Bringing across themes, transcribing depth through multiple layers and 

communicating the prominent features in a novel into a film is not an easy task. In the first 

place, the screen is a very different medium than the written text. By its nature, the screen 

version cannot include everything that is included in a full-length novel; there is too much 

content present in a novel for all of it to transfer to screen and therefore elements must be left 

out in an adaptation. This time constraint is even more substantial for a film compared to a 

(TV) series. A series often has more time to expand on themes or have more complex plots 

whereas a film is limited to around two hours.  

The question a director is faced with, then, is what to leave out and what to include in 

the adaptation in terms of plot or character; it is an adaptation after all. Directors are 

constrained by the length of the work and adaptations are a product of its own time as much 

as it is a product of the original text (Hutcheon XV). A film is often around two hours long; it 

takes much more time to read the novel and as such not everything can be included in the 

film.  Further, adaptations are inevitably, and sometimes deliberately, shaped by the ideology 

of the period in which it is produced. This ideology is often different from the ideology that 

influenced the original so changes are an inherent component of an adaptation. 

Calling the novel, the ‘original text’ is quite controversial because this discourse 

assumes that the novel is superior to its adaptations. In this discourse on fidelity, for a screen 

adaptation to be considered successful, it should be as faithful to the original text as the genre 

allows. The notion that an adaptation should be measured on its apparent fidelity has been 

discredited in adaptation theory (Andrew; Nicklas and Lindner; Westbrook; Albrecht-Crane 

and Cutchins). Linda Hutcheon strongly argues that “proximity or fidelity to the adapted text 

should [not] be the criterion of judgement or the focus of analysis” (6). Jeremy Strong has 
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another approach: he suggests replacing the term ‘fidelity’ with ‘equivalence’. Strong 

recognises that it is not possible to transfer material from one medium to another because of 

the nature of each respective medium. However, there are certain tropes or strategies which a 

film employs to convey a similar meaning which originates from the novel. Using the term 

‘equivalence’ enables the critic to identify how the transformations function. A change from 

the novel to the film could be made to emphasize a different theme than the novel, but it 

could also be a way to reiterate the novel’s message using a strategy that suits the new 

medium better. This is something can be seen in the treatment of Louisa Hurst in the 1995 

version. Unlike in the novel, Louisa performs at the pianoforte at the Netherfield Ball. 

Louisa’s moment at the pianoforte in the series is a form of equivalence where the spirit of 

her character is shown in a different manner than what it is in the novel. The change is in 

keeping with the spirit of the novel and does not transform Louisa’s character but serves to 

illustrate it. Comparing and analysing the differences between the novel and adaptation can 

be a useful exercise in this way. Westbrook suggests that “since comparison lies at the very 

heart of the field, the best question film adaptation studies can ask itself is, ‘What can we 

learn through a comparison that cannot be learned via a single text?’” (Westbrook 43).  

A second difficulty in bringing Austen’s text to the screen is bringing across 

convincing and appropriate interpretations of the scene. Brower argues that “no speaking 

voice could possibly represent the variety of tones conveyed to the reader by such interplay 

of dialogue and comment” as occurs in the novel and as such “shows clearly how arbitrary 

and how thin any stage [or film] rendering of Pride and Prejudice must be” (Brower 78). 

Actors make decisions about their performance and will emphasize one word or sentence 

more than another, giving permanence to one interpretation, which by default then excludes 

other possible interpretations. While a perfectly comprehensive translation from one medium 
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to another is not possible, or even desirable, directors and actors need to be aware that what 

they are putting out is an interpretation of the story, which can no longer be altered. 

What a screen adaptation does have in its favour is the use of multiple senses and 

techniques at its disposal which can enhance the narrative, which a novel does not. One of 

these techniques is the use of music.  Music in a screen adaptation is very different than 

music for the concert stage. Irwin Bazelon says that “the structure of films involves constant 

movement from episode to episode, camera long shots to close-ups, exteriors to interiors, 

dissolves, fast cuts, rapidly moving, alternating images, fade-ins and fade-outs, and other 

transitory cinematic devices” (9), and because of this transitory nature, “the music tends to be 

as episodic as the scenic episodes” (9). Screen music generally does not consist of large, 

lengthy thematic material developed over a period of time. Rather, it is more practical and 

usual to use short musical excerpts in screen adaptations.  

Music is not merely background noise, although it is often secondary to other features 

in the film. Kalinak describes the potential of musical scoring: 

It can establish setting, specifying a particular time and place; it can fashion a mood 

and create atmosphere; it can call attention to elements onscreen or offscreen, thus 

clarifying matters of plot and narrative progression; it can reinforce or foreshadow 

narrative developments and contribute to the way we respond to them; it can elucidate 

characters’ motivations and help us to know what they are thinking; it can contribute 

to the creation of emotions, sometimes only dimly realized in the images, both for 

characters to emote and for audiences to feel. Film music can unify a series of images 

that might seem disconnected on their own and impart a rhythm to their unfolding. 

While it is doing all of this, film music encourages our absorption into the film by 

distracting us from its technological basis – its constitution as a series of two-
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dimensional, larger-than-life, sometimes black-and-white, and sometimes silent, 

images. (Kalinak) 

Music has many different functions in a film and can be used in many different ways. While 

not foregrounding the screen, the role of music is very important and aids in interpreting what 

is occurring on screen.  For a text such as Pride and Prejudice, where viewers will inevitably 

have opinions on how certain scenes should be interpreted, the music can have additional 

impact. So too, specifically choosing to not have music in certain scenes can also aid 

interpretation: silence can become a form of music in this sense too.  

Music in screen versions of Pride and Prejudice, as in any screen narrative, gives 

insight into what is going on. In the time period in which Pride and Prejudice was set, music 

played an important role in society and was stylistically very different than it is today. Not 

only does the non-diegetic music aid in interpretation, so too does diegetic music, such as live 

music at balls, or hearing characters play the pianoforte in Pride and Prejudice. The music 

selection used in these moments also gives insight into themes or characters, as well as 

reflecting the director’s own views or taste.   

The director’s wishes can influence the stylistic direction the music takes such as 

whether to compose original music or to use existing music. In both of these options, a 

second choice must be made whether to use music that is historically stylistically accurate. 

When the notion of fidelity is no longer relevant, the scope for music also broadens, as 

historically accurate music is no longer a requirement in a heritage film. As always, however, 

these choices have interpretative consequences. 
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Chapter 4: Joe Wright’s Pride and Prejudice 
 

In Joe Wright’s version of Pride and Prejudice, the main features of the novel – those 

of irony and layering – are removed to a large extent. Rather, the director has “entered on a 

seriously romantic romp” (Sørbø 165), by, for example, reducing Mr Bennet’s faults, and by 

showing “the shabby-chic earthliness of the Bennet family” (Sørbø 179), and “class 

distinctions are deliberately exaggerated to strengthen the Cinderella film” (Sørbø 179). Carol 

Dole demonstrates that the film utilises techniques more associated with realism rather than 

something that “characterizes the typical heritage film” (Dole n. pag.). The music reflects the 

romantic sentiment pursued in the film. The non-diegetic music clearly does not match the 

style of the time period in which the film is set, and the diegetic music contributes little to 

portraying deeper themes or reflecting the important features of irony and layering. The 

consequence of this is that it turns the novel’s plot into what Pamela Demory calls “a ‘chick-

flick’ – a product of mass culture, lightweight, sentimental” (122). 

The theme music of this film is, as mentioned before, not related to the heritage 

tradition, but stylistically could be categorized as Impressionistic music. Marianelli’s score 

imitates the style of Debussy or Ravel, who are known for their impressionistic style of 

music. This kind of music sought to “[favour] delicate sensuality”, and is often associated 

with “an aesthetic of ‘dreaming and the far away’, or escape” (Pasler n. pag.). In general, 

during this time period composers were exploring a wider harmonic range beyond the simple 

major and minor modes. This style is present in the theme music of the film where the 

melody does not stay within a major or minor key, but incorporates chromaticism – a feature 

which would not have been heard in music in the time period in which Pride and Prejudice is 

set, where the harmony stayed within the major and minor tonalities. Because of their special 

quality, using chromatic notes is a trope which composers use to intensify emotion. The 



21 
 

theme music’s use of chromaticism is a way to heighten the emotion and romanticise the 

narrative. Marianelli’s use of instrumentation also serves to focus the story on sentimentality 

and romantic love by using soft, gentle instruments – such as a string orchestra, a piano and 

the harp. Occasionally the flutes and mellow clarinet tone participate. Kalinak identifies, 

among other conventions, the “the prominent use of violins (commonly thought of as the 

most expressive instrument in the orchestra and thus linked to passion), and a memorable 

melody with upward leaps in the melodic pattern” (14) as a “well-established convention for 

romantic passion” (14) and further notes that “these conventions are so powerful that they 

connote romance whether or not an audience consciously recognizes their use” (15). In the 

2005 version, the leitmotif is often repeated but then moved up an octave each time, to 

heighten the emotion in the viewer.  

Wright’s choice to distance himself from the heritage film tradition is applied 

inconsistently, however. While the theme music is most definitely modern, the music and 

instruments in some diegetic music are strikingly historically accurate. At the Netherfield 

Ball, the violinists are playing baroque violins as demonstrated by not using a chin rest or 

shoulder rest – both of which were developed later. The flute is also clearly baroque – it is 

wooden, rather than silver and does not have any keys. The sound is baroque too – less 

refined with less power and projection than modern instruments have. In this instance, care 

has been taken to be especially historically accurate. The instrument which Mary practices 

on, and we hear, is a harpsichord, which is also historically accurate and fits with the heritage 

film tradition. Georgiana plays on a pianoforte, and she indicates it is a new instrument. For 

that time period, it would have been a new instrument which only the rich would be able to 

afford. Yet, the sound she produces is that of a piano, not a pianoforte. Like the baroque 

string instruments, a pianoforte is more mellow and has less projection power (Dolge 56). 

The piano sound is much harder and as such allows for the greater range of dynamics which 
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we hear in the film. There seems to be a contradiction in Wright’s use of music as being 

historically accurate or modern, with some moments being especially authentic and at other 

times not at all. 

Elizabeth plays the pianoforte at Rosings on Lady Catherine’s demand, in front of 

Colonel Fitzwilliam and Mr Darcy. Elizabeth has declared that she does not play very well 

and the film chooses to exaggerate this. Elizabeth plays a piano sonata, which is reminiscent 

of the opening theme, but plays very poorly; her touch is heavy, she has no phrasing or 

musicality, there is no flow to the music. Most ostensibly, Elizabeth makes such obvious 

mistakes that even an unmusical person would identify her poor skills. In the novel, Elizabeth 

repeatedly declares that she plays ill, and puts it down to her lack of practicing. This is a 

reflection of her character – she is too lazy to put her mind to work and be truly committed to 

things such as playing the piano well, or, more importantly, to find out the truth about 

Wickham and Darcy. Another function of Elizabeth’s performance is to provide an 

opportunity for Elizabeth and Darcy to get to know each other better. They are able to use 

this moment to understand each other better by discussing each other’s – and especially 

Darcy’s – defects, which could be amended by practicing. The exaggeration of Elizabeth’s 

defects problematizes Darcy’s comments on Elizabeth’s fine playing, however. Darcy is a 

man of good character and integrity; he does not lie nor exaggerate. Yet he compliments 

Elizabeth’s playing, calling it good, despite it clearly not being good – which even an 

unmusical person can hear. The movie makes no pretences on Elizabeth’s behalf concerning 

her playing, which sets up Darcy to do exactly what his character does not allow him to do. 

The music Georgiana plays at Pemberley is the opening theme music which 

introduced Elizabeth to the viewer at the beginning of the film. There Elizabeth is reading a 

book in her own backyard and is feeling comfortable in her environment. Wright has 

discussed this choice in his DVD commentary, that this was particularly chosen to “remind 
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[Elizabeth] of home; that in a way finding the person that you’re supposed to be with is like 

coming home” (Director’s Commentary, 1”21’30). She hears her theme music being played 

at a place which she will eventually call home and by a person who will eventually become 

her sister. This music is homecoming music for her. Georgiana plays the piece well – it is 

sensitive, has a light touch and conveys the same emotional drama which the opening 

portrayed. Georgiana’s use of the main theme illuminates the love between Darcy and 

Elizabeth. This is one of the few moments in the film where the music has an added layer of 

meaning. Although this is a clever use of layering, it still encourages a sentimental romantic 

reading of this moment. 

The inconsistency in the style of the music is unfortunate because it diminishes the 

power of the narrative, reducing it to a chic-flic or romantic story between two people. As an 

adaptor, Wright is not obliged to keep to the heritage tradition. He therefore had the 

opportunity to deepen and widen the function of music to reveal more of the characters, 

illuminate hidden themes or lay more nuance into the scenes. With the exception of 

Georgiana’s diegetic music which has a deeper meaning attached to it, the choice has been 

made to use musical tropes which serve to present a simple love story, while inconsistently 

applying features of a heritage film tradition to maintain an illusion of authenticity. 
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Chapter 5: Andrew Davies’ Pride and Prejudice 
 

In contrast to Wright’s film where the music serves to strengthen the sentimental 

vision of the film, the music in the 1995 series gives much more weight to the interpretative 

power of music. In this version, the music seems to intentionally contribute more directly to 

the plot by the layering of the music. It makes much more use of historically accurate music 

but does not do so as a claim to authenticity. In fact, much of the musical material is not 

completely historically accurate but only gives the illusion that it is so. Rather,  

[Carl] Davis’ musical cues are grounded in a historical past, but their historicism is 

not merely an attempt to provide period-appropriate music for a ‘heritage’ adaptation 

of Jane Austen’s novel. Drawing on over a century of musical topics, styles and 

genres, the composer created a historical continuum that allows his score to provide 

commentary on the story… [The] musical score to Pride and Prejudice is able to 

provide its own meanings and, in some instances, becomes the primary transmitter of 

the series’ narrative”. (Kimber 152-153) 

I will not focus much on non-diegetic music because Kimber has written about this 

extensively, tracing the development of non-diegetic motifs alongside different characters’ 

development. She does not, however, write much about diegetic music and this also adds to 

the layer of meaning and irony to the work. A brief discussion of the opening theme is useful 

here though.  

The 1995 series has two main musical themes or motifs, with the first being the theme 

played at the opening and closing of each episode. This theme is in 6/8 time and has been 

identified as “recalling a hunting topic” (Kimber 147), reflecting the hunt for marriage which 

certain characters are involved in. The 6/8 time signature and the rolling triplets are often 

associated with pastoral and rustic atmospheres, reflecting the countryside setting associated 
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with Longbourn. In contrast to this, the 2005 version shows the rustic nature visually: through 

the sets and costumes. Squawking chickens, mud, a pig, and working servants all contribute 

to a rustic farm setting. This image, however, seems to indicate a sense of poverty, and rejects 

the nobility and sophisticated class of the Bennet household – they do have servants after all. 

On the one hand the 1995 version shows the country life of the Bennet family and on the 

other hand, also reflects their genteel status. The pastoral life which the 2005 version shows 

in the visuals, the 1995 version acknowledges in the music, allowing the image to reflect the 

class and status of the Bennet family. The music allows for an extra dimension which 

enhances and contributes to the opening setting. 

The first time the second theme is heard is right after the initial theme music, and the 

characters Darcy and Bingley are introduced. A horn solo plays a strong, heraldic melodic 

line, accompanied by strings, but this melodic line also alludes to hunting. The Meryton 

inhabitants believe that, being single, Darcy and Bingley are hunting for a marriage partner; 

the irony is that this is a projection which Meryton is putting on them and the inhabitants are 

the ones doing the hunting. This theme, like other motifs, is developed during the course of 

the series. At times this theme is played by clarinet solo, and at other times by the strings. In 

one scene, where Lizzie and Jane are reflectively talking about their situation, the strong 

character of the music is transformed into something more poignant by stretching notes, 

enhancing the meditative and reflective atmosphere. At this point, they are talking about 

marriage, and so subtly this theme links them to Darcy and Bingley. At other times, however, 

the tune is modulated into a major key and is used as a horn call introducing the next scene or 

character such as when Bingley and Darcy attend a hunting party. Like the first theme, the 

function of the second theme is more than merely background music adding to the 

atmosphere, but it adds another layer to the plot, such as connecting characters to each other. 
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Another interesting feature of the scoring of the miniseries is the amount of music 

heard on screen. Unlike Wright’s version, where the music is mostly presented in short 

excerpts as is typical of film music, the music in the 1995 version often goes on for minutes 

at a time with one piece flowing into the next piece. The effect of this is twofold: firstly, the 

music moves the story along, and secondly, it makes the silences much more effective.  

In the first place, the extended musical cuts help move the narrative forward. A good 

example of this is in the third episode, where the music continues on uninterrupted for around 

five minutes, and very little occurs in narrative terms (18:00). The length of the music 

suggests that a lot of time is passing in the narrative; in a couple of minutes of music, 

multiple winter months pass away. Mr Bennet is preoccupied with business, Mrs Bennet and 

Kitty are seen doing handwork, and Elizabeth reads letters from Jane. Through using musical 

montage, the narrative is able to move forward without being stilted or heavy. 

The second effect of incorporating lengthy sections of music is that it highlights the 

moments when there is silence. One of the best ways that music is used is by not using it. 

Often the most intense and dramatic scenes are silent musically. Personal, intimate moments 

are often silent, such as when Elizabeth and Jane have private conversations, or when Mr 

Bennet indicates his reluctance concerning Elizabeth’s departure to Charlotte. The most 

dramatic moment of silence is at Darcy’s first proposal. The music builds up subtly before 

this moment: as the Collins’ leave the house, a cello plays a descending melodic line; when 

Elizabeth is left on her own a more penetrating motif is played in the high register of the 

clarinet by means of a descending arpeggio which illuminates Elizabeth’s distressed state of 

mind.  

With this quiet intensification of the music, the silence which then occurs when the 

music stops the tension is made palpable. There is no music to aid in clarifying for the viewer 

or for Elizabeth what she is to make of this situation. Darcy’s awkwardness is exaggerated 
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because there is no music to distract the viewer’s attention. In this way, tension is increased 

specifically by removing the music. This is in contrast to the 2005 version where there is bold 

dramatic music leading up to the proposal and rain and thunder during it – it is a noisy 

proposal. The rain and thunder sentimentalise the scene by heightening the drama artificially, 

reducing the witty power of the dialogue and lines, which the silence in the 1995 version 

underscores. 

Another aspect which deserves attention is the diegetic music. Like the 2005 version, 

diegetic music in the 1995 version is not used to reflect the style of the heritage film. 

However, the execution of these moments supports the narrative on the screen better than in 

the 2005 version. Further, the pianoforte playing of Mary, Louisa Hurst, Georgiana and 

Elizabeth shed light on their character. One of the most significant things it reveals is each 

character’s sense of taste and personal social capability.  

Mary Bennet is shown performing at the pianoforte at the Netherfield ball and at a 

party at Lucas Lodge2. On the surface she seems to play well: she does not make errors while 

performing on the pianoforte. However, she plays without taste or style. Mary often chooses 

to perform a long piece, and with increasing virtuosity throughout, intends to show off her 

talent. Often her piece is so long that it merges into the background, or becomes the music to 

which other characters dance. The distinction between diegetic and non-diegetic music starts 

to blur this way. This reflects Mary’s status in the story. Her philosophical musings are long-

winded and not appropriate for the context in which she recites her musing. 

Mary is the only one whom we ever hear practicing; she is the only one we clearly 

hear make a mistake. In the sixth episode, we hear Mary studiously practicing a piece. Of 

course, during practicing it is normal to make mistakes, but the mistake is not there to create 

                                                           
2 Most of the pieces which Mary performs were composed by Handel, who wrote a lot of English music. Mary’s 
performances include Suite No. 5 in E Major HWV 430 "The Harmonious Blacksmith", Slumber, Dear Maid, and 
two pieces from Handel’s opera Xerxes: Ombra Mai Fu and Largo. 
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the illusion of authenticity. It suggests that Mary is wasting her time; unlike Elizabeth who 

has “employed [her] time much better” (Episode 3, 39:08), Mary is so focussed on her studies 

that she neglects other important aspects such as her personal development. 

Louisa Hurst also plays at the Netherfield ball; she takes over after Mary’s poor taste 

is exposed at the pianoforte. The irony here is that despite her sense of superiority over Mary, 

she does not have a proper notion of good taste either. Unlike Mary, she does play a more 

appropriate concert piece for the social gathering: Mozart’s Rondo Alla Turca. She pretends 

to show superiority of skill with certain virtuosic passages. Further, Mozart is not an English 

composer, but Austrian. Mozart’s international fame at that time indicated a sense of style, 

popularity, and status, something which matches the Bingley sisters’ values. However, 

Louisa’s interpretation of the piece demonstrates that she has no superiority of mind as she 

plays the piece far too quickly and with more aggression than the vitality and lightness it 

requires. The aggressiveness reflects both the context: a tense atmosphere hangs in the room 

and Louisa is attempting to distract her guests from this. It also reflects Louisa’s personality 

and snobbish attitude. In order to demonstrate her superiority of skill, especially in contrast to 

Mary’s amateurish attempt, she forces her fingers to move quickly across the pianoforte. Her 

behaviour is tactless and she is disdainful towards those beneath her position.  

Georgiana is another character who plays the fortepiano. One of the pieces she plays 

is Andante Favori by Beethoven, during which Darcy and Elizabeth exchange meaningful 

glances. This piece was originally part of a larger sonata work, but because of its length, 

Beethoven removed it and turned it into a separate piece which he played so often that it was 

considered one of his favourites. Layers of meaning can be found here: this could be a 

reference to Darcy and Elizabeth being each other’s favourite, but also Darcy’s wish that 

Elizabeth and Georgiana become good friends. Georgiana’s execution is sensitive and poised, 

reflecting her shy, sensitive and sophisticated nature. She declines to sing despite her sense of 
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taste. The voice is a very personal instrument to perform because the voice cannot be 

changed. That Georgiana refuses to sing reflects her shyness, not a sense of elitism or pride 

which Wickham accuses her of. 

It is noteworthy that the only people who sing in the movie are two sisters, Elizabeth 

and Mary Bennet. Mary Bennet is far too self-confident in her abilities so that she dares to 

sing a song in public without shame. In her song, her intonation is flat; much like her voice, 

her character is flat and lacks development. The other character who performs is Elizabeth; 

she both sings and plays the pianoforte. Elizabeth decries her own ability to play, while 

Darcy praises it as being excellent and “no one admitted to the privilege of hearing you could 

find anything wanting” (Episode 3, 39:15). There are two moments the viewer hears 

Elizabeth perform: at Rosings on the pianoforte and at Pemberley, where she sings and plays. 

The settings of her performances suggest that Elizabeth is part of high society. At Rosings, 

Elizabeth’s performance of a Mozart piano sonata is well presented. It does not have the same 

finesse which Georgiana’s playing shows, nor the pizzazz which Louisa’s playing pretends to 

possess. Rather, Elizabeth chooses a piece which suits her playing level. She plays it with 

character and does not make mistakes, but neither is she the most impressive player. In this 

way both Darcy and Elizabeth are right. Elizabeth is right in her humbleness about her 

playing level because she does not play excellently; Darcy is right when he says she plays 

well and with taste. This can be seen as an analogy for later interactions with each other, 

particularly at the time of Darcy’s first proposal. Both Elizabeth and Darcy are right in their 

accusations towards each other, concerning the other’s pride and prejudice, which here the 

music predicts. At Rosings, Darcy also interrupts Elizabeth’s playing, foreshadowing the 

interruption into Elizabeth’s life he will make a few weeks later in his proposal. It also 

expresses his arrogance. 
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The next time that Elizabeth performs is at Darcy’s own house where he listens to the 

whole song without interruption, and applauds heartily at the end, displaying his changed 

behaviour. That Elizabeth has also changed is signified by her confidence in also singing an 

aria from the opera, The Marriage of Figaro by Mozart. As a person, she has developed and 

now her voice gives expression to the text. In the aria, the lyrics speak about a lady who has 

tasted love and now feels mournful because she is missing this feeling. This reflects the state 

that Elizabeth is unconsciously in – she is not yet aware that she is in love with Mr Darcy; 

neither is she aware that soon she will be experiencing this mournful feeling when Mr Darcy 

leaves her after the news of Lydia’s elopement. 

The different expressions of characters’ diegetic music reveal the layers in scenes as 

well as characterisations of certain characters; the music adds another layer to the plot which 

the visuals present on screen. It is true that not all viewers will recognize the added layers 

imbued in diegetic and non-diegetic music. In fact, viewers may not notice the music at all or 

merely consider it nice music that appropriately accompanies the image on the screen. Yet, 

those who know music well will be able to recognize the extra layers of meaning or irony in 

the music of the 1995 series. Unlike Wright’s version, where the music merely serves to 

romanticize the story, the music in the 1995 version underscores the character’s actions and 

works to move the narrative forward. Most significant is the way music is used as a way to 

capitalize on the irony and layering in the story. 
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Chapter 6: Conclusion 
 

It is clear then that the 1995 series and the 2005 film highlight different features in 

their respective adaptation of Pride and Prejudice. Wright’s film focuses on the very 

romanticism which scholars such as Demory, Kaplan, and Sørbø have decried. Wright’s 

perspective suggests that perhaps romanticism is a legitimate way of interpreting Pride and 

Prejudice; perhaps this interpretation should be given more weight than what scholars give it 

credit for.  

The music in the film leads us to explore Georgiana and Elizabeth’s relationship more 

closely as it ties Elizabeth and Georgiana together, even before a strong, reciprocal 

attachment is formed between Elizabeth and Darcy. Darcy’s treatment of Georgiana 

contributes towards Elizabeth’s growing appreciation for and of Darcy and helps in removing 

more of her dislike for him. Georgiana and Elizabeth’s relationship also increases Darcy’s 

appreciation for Elizabeth; although he is already in love with Elizabeth, her interaction with 

Georgiana strengthens this. Elizabeth and Georgiana’s shared musical theme offers this 

possibility, placing fuller weight on Darcy’s appreciation of Elizabeth in her response to Miss 

Bingley’s unwise reference to Wickham in front of Georgiana. This, in turn, allows the reader 

of the novel to better understand why “the very circumstance which had been designed to 

turn [Darcy’s] thoughts from Elizabeth, seemed to have fixed them on her more, and more 

cheerfully” (Austen 270) and perhaps see it as another turning point in their relationship. 

In contrast to the 2005 film, the 1995 series seeks to highlight personal agency and 

provide more ambiguous interpretations of scenes. The diegetic music in this version helps 

give more weight to minor characters such as Mary Bennet or Louisa Hurst. As a very minor 

character, Louisa receives little attention in the novel or by academic criticism and is always 

in her sister’s shadow. She does not seem to have much agency as she is only ever present 
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when Caroline is present too and only ever agrees with her opinions. As a married and settled 

woman, she does not seem to possess Caroline’s ambitious character either. The diegetic 

music in the 1995 films suggests otherwise: her aggressive moment at the piano gives her a 

moment in the spotlight and indicates that she is just as elitist and snobby as Caroline. This 

could be ascribed to as what Strong terms ‘equivalence’, but it could also be an aggressive 

moment that allows one to reconsider her role in the novel. After all, in the novel, Louisa 

does abandon Elizabeth’s side for Mr Darcy’s and forces her to walk alone (Austen 53) and 

she is also just as severe as Caroline in her censure of the Bennet family (Austen 35, 36). The 

music helps remind the viewers and readers of her unfriendly spirit. 

Directly comparing how the two screen versions utilise music in conjunction with 

Elizabeth’s appearances on screen is a very clear way to read the same scene ambiguously. In 

the 1995 version Elizabeth is tasteful and solid in her understanding; her performances at the 

pianoforte reiterate this. Although her playing is not virtuosic, it is still very solid and has a 

sense of quality. Similarly, her mind seems to be mature and her character well established. 

In this light, she could be considered as having been deceived by Wickham’s character. 

Wright’s version offers another interpretation: here she is not graceful or elegant and her 

poorly executed performances at the pianoforte confirm this. As with her uncultivated 

musical abilities, Elizabeth has not fully taken the time to develop her mind either. Seeing her 

in this light makes her seem more human, but also allows one to criticise her inability to 

discern Wickham’s true character earlier. 

As has been observed by multiple critics, music “shares power to create meaning with 

a number of [technical] elements that come together to tell a story” (Kalinak 18). The musical 

scores created by Carl Davis and Dario Marianelli in their respective versions of Pride and 

Prejudice illustrate how music can shape the same story to have different meanings. This is 

not necessarily a bad thing: adaptations are not required to be completely identical to the 
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original narrative that is being told and directors have the opportunity to shape the story with 

their own artistic vision. Hearing music on screen in and of itself is a departure of 

authenticity to the original as the written text does not have audible music. Music then is a 

wonderful opportunity to add layers and aid in colouring the interpretation of the story. 

Andrew Davies’ version has intentionally created extra layers, nuance and kept some of the 

irony inherent in the novel. Wright has chosen to go another way, by focusing on the 

romantic elements of the plot. While the 2005 version has some effective musical moments, I 

do think it is a pity that Wright did not choose to highlight other themes and for a large part 

reduced the reading to a sentimental one. While the novel may have that quality, it also has 

multiple other interesting features and the scoring is perhaps a missed opportunity to add 

deeper layers to the story. Nevertheless, both of the films and their respective musical scores 

provide for stimulating and thought-provoking discussion concerning Pride and Prejudice in 

particular and film music, and adaptations in general.
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