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'Helpless'
Composed by Bobby Orlando
Performed by Laura Branigan
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administered by Artists Music Inc.
Produced by David Kershenbaum

'Lonely Nights'
Composed by Beppe Cantarelli and Adrienne Anderson
Performed by Laura Branigan
Published by Colgems-EMI Music Inc. and Angela music
Produced by David Kershenbaum

'So Lost Without Your Love'
Composed by Michael Bolton and Patrick Henderson
Performed by Laura Branigan
Published by April Music Inc., Is Hot Music and Monosteri Music
Produced by David Kershenbaum

'Rhythm of the River'
Composed by Debra Dobkin
Performed by Katy Segal
Published by Bug Music

'The Three Wonders from the Tale of Tsar Saltan'
Composed by Rimsky Korsakov
Performed by The Rotterdam Philharmonic Orchestra
Conducted by David Zinman
Courtesy of Polygram Records Pty. Ltd.



'The Young Prince and Princess'
from Scheherazade Symphonic Suite
Composed by Rimsky Korsakov
Performed by The Royal Danish Symphony Orchestra
Conducted by George Richter
Courtesy of Telemak Teleproducts (Australia) Pty. Ltd.

'Shepherd's Hey'
Composed by Percy Grainger
Published by Allans Music Pty. Ltd.
Performed by The Melbourne Symphony Orchestra
Conducted by John Hopkins

'In an English Country Garden'
Composed by Percy Grainger
Published by Allans Music Pty. Ltd.
Arranged & Conducted by Bruce Rowland

'Surface Tension'
Composed by Talk That Walk
Performed by Talk That Walk
Courtesy of WEA Records and Castle Music

'The Sound of Music'
Composed by Richard Rodgers & Oscar Hammerstein
Published by Chappell & Intersong Music Group (Australia) Ltd.

on behalf of Williamson Music, Inc.

'Back to Honesty'
Composed by Andrew Armiger, James Black & Greg Ham
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Laura Branigan sings three songs during the course of the film. The first, Helpless, 
which opens the show, presents Branigan in pop singer mode, with silhouetted 
video clip stylings. It inspired the poster for the film’s brief domestic release:





The second, So Lost Without Your Love, comes about 64 minutes into the VHS 
version of the film, is performed in a pub with a pop band, and is ostensibly the 
result of a collaboration between Branigan’s character Kate and Michael Aitken’s 
Robert.





The third forms the climax of the movie and runs through Kate’s appearance in 
Chekhov’s The Seagull. (The action also features a spray of wattle flower and the 
return of true love Robert).
Lyrics for this song, and the intermingling action, after Kate’s character on stage 
has said that there ought to be love in a play, and while Kate is in her dressing 
room, between appearances on stage (the lyrics are initially sung 
unaccompanied):
Something so right
About you
Lose my mind just waiting
For the phone to ring
Thinking ‘bout my life without you
Doesn’t mean a thing …
Old nights, starless skies (accompaniment creeps in on this line)
(As Kate returns backstage to watch from the wings and get ready for Nina’s return 



to play):
A world that’s dry 
No songs left to sing
Now, lover not so proud
I’d get down on my knees
If you could see me
Time takes away our fear
Let me whisper truth
I can’t pretend being clever
Lonely nights can go on foreverrraaah …
(A dissolve takes us to the audience and to Kate back on the stage in the play):
Kate as Nina: Oh well it doesn’t matter, when you see Trigorin, don’t say anything 
to him… I love him, I love him more than ever… (an ironic huhuh), an idea for a 
short story … I love him passionately, I love him to distraction…
(She comes across to Konstantin, played by David Clisby): 
How beautiful it all was before, remember? What a bright, glorious happy life, our 
feelings for each other were like sweet, exquisite flowers. Remember? Men, lions, 
eagles, partridges, horned stags, geese, spiders, silent fish that inhabit the waters, 
star-fish and creatures no eye can see, all living things, all living things … all living 
things have completed their round of sorrow and are extinct… for thousands and 
thousands of years, the earth has borne no living creature upon it, and this poor 
moon lights up her lamp in vain.  No longer do the  cranes waken in the meadow 
with the cry, and in the lime groves the drone of the May beetles is heard no more. 
 
In the audience Milton’s cheeks are tear-stained as music under begins to swell 
and snow gently drifts down on the stage, and Kate wanders into the snow ..
Kate walks up the backstage snow-strewn hill, and the audience begins 
applauding, as the tear-stained Milton joins in, and then the cast begin to come 
forward to take their bows, and Kate and Konstantin score a standing ovation, and 
then the curtain falls, and then Trigorin (Duke Bannister) grabs Kate’s hands and 
says “This is your night. Go for it!” (kissing her hand).
The curtain rises again, catching Kate alone, her back to the cheering audience 
and the lights.
Kate turns to face the enraptured audience, and the end song begins with the 
same lyrics heard earlier in the dressing room, but this time in full power ballad 
drums and synth mode:
I was a fool … to lose you
Never shared my secrets
Never stayed at home



Not enough to show my feelings
Took for granted you’d be there,
Oh babe, it’s cold tonight
I’ve lost the fight
I’m not the same as her
(As a woman walks on stage with flowers to give to Kate):
And now lover I’m not so proud
I’d get down on my knees
If you could see me
(The camera pans around the backstage area, past applauding crew up in the 
flies, and fellow thespians and back on to the brightly lit Kate looking up to the 
gods, and then Kate lets out a sneeze … the girl has given her wattles, and it 
suddenly dawns on her as she holds up the flowers.)
Time takes away our fears
Left me with the truth
I can’t pretend being clever
Lonely nights can go on forever
There was a time we had it all
(Then on to the applauding audience who drown out the lines)
Wish we had that every day
I wasn’t ready then
I flew too high 
Took the plunge
Lost my way without you
And now baby
(Kate holds up the yellow flowering wattle in her hands as she slowly turns and 
sees Robert standing next to Milton in the wings, applauding hard. She smiles … 
and holds the wattle up in the air in a state of bliss):
And now lover not so proud
I’d get down on my knees
If you could see me
Time takes away our fears
Let me whisper truth
I can’t pretend being clever
Lonely nights that go on forever
(The image freezes on the wattle flowers, and the image is supered over the 



applauding audience, as end credits begin to roll)
Now lover not so proud
Get down on my knees
If you could see me
Ooooh time takes away our fears
Let me whisper truth
I can’t pretend being clever
Lonely nights that go on foreveeerrraaah ...
(A solo guitar takes over and the song ends with an extended florid guitar solo and 
heavy 1980s style percussion).
According to David Stratton in his 1990 survey of the 10BA years, The Avocado 
Plantation, the co-writer and original producer, Frank Howson, had wanted a Los 
Angeles-based musician, John Capek, to work on the film. However producer 
Geoff Burrowes insisted on Bruce Rowland. Capek, who had been brought to 
Melbourne, was fired by Burrowes.

Capek would later go on to work with Howson on other films, including Boulevard 
of Broken Dreams, Hunting, and Heaven Tonight. 

Capek has a personal website here, and a wiki here.

Composer Bruce Rowland:
 
In an interview in Cinema Papers, May 1988, composer Bruce Rowland explained 
how he started and how he got the gig on the film:

I learned music for a couple of years as a kid, and taught myself the rest, except 
for a course I did for a year in conducting. I do all my own conducting, 
orchestration and arranging. Composing for movies was something I wanted to do. 
I'd  been writing jingles for about 12 years, and before that I used to write music for 
television. There's much more money in jingle writing than in movies, and much 
less fatigue and stress - particularly stress. With films, I can wait three months and 
never hear a note until that one tumultuous day where I put my hand up and 
conduct the orchestra and it all goes bang! With jingles, you get the job, the brief's 
today, you do the job tomorrow, and then the day after that you send your bill and 
120 days later you get a cheque.
I heard they were making The Man From Snowy River, rang Geoff (Burrowes) and 
said I was interested. He sent me - and nine other composers - a script. I wrote a 
piece for it and was lucky enough to get the job. To get into writing music for films, 
you've really got to learn all the different facets of music. There's no point in just 
being a rock-and-roller saying, "I'll write rock and roll music for film." In my case, 
you have to be able to write a believable string quartet, a believable piece for 
Scottish bagpipe, Chinese music, a bit of African music, a believable symphony, an 
Elton John look-alike, AC/DC-sounding stuff … you've got to be able to do 

http://www.johncapek.com/
https://en.wikipedia.org/wiki/John_Capek


everything. Otherwise you become so pigeon-holed and specialised that it's 
impossible to make a living in this country. The industry's too small.

On his method and difficulties:

I go on location as often as I can. When I'm writing, I like to discuss the scene with 
the director, and I'll play ideas. The most important thing is to know that you're 
getting the right feel for the scene. It has to be in the right emotional direction …
I'm given a script to start with and then I'm given the film. Timing is so intricate that 
you can only write to the finished edited film, and I work my timings totally to what's 
happening in the film. There have been occasions where I've written a piece of 
music and the director has edited to it or shot to it, but very rarely…
I would say the biggest problem is being given very short time in which to produce 
music. Also, the facilities within recording studios for orchestras are diabolical, 
because there isn't an industry to support it. In Los Angeles, for example, there 
would be 10 places I could think of that are full-time orchestral recording studios - 
big 40-foot ceilings, large enough to put 100-piece orchestras into - because 
traditionally they do lots of that kind of music.
Here, recording studios have to be flexible to the extent that you have a jingle in 
this morning, this afternoon you'll have a film score in, then a rock and roll band on 
the weekend. We tend to go to a big orchestral hall like the Robert Blackwood Hall 
out at Monash and record there to get around the problem.

Rowland also took a snipe at the likes of TV cop show producer Crawfords:

I think the recognition (of the role of music in film and TV) is growing. The industry 
here suffered very badly in the past because of television. In the days of the 
Grundys and the Crawfords, there was no such thing as live or specific music for 
television, and it set a terrible precedent. With shows such as Homicide and 
Division 4, it just came straight off a disk, and the next week you'd hear the same 
thing. There were always original effects dropped in - the only thing that was 
always lacking was music. It put music back an awfully long way in this industry, 
but it's now starting to change with the advent of specifically written music for mini-
series, documentaries and television shows.

(Ironically, the crew for Rowland’s break out film score, The Man from Snowy 
River, was largely made up of personnel who had cut their teeth at Crawfords). 

Rowland came into his own as a composer in 1982 - most notably doing the score 
for the big budget The Man from Snowy River (for which he won best score at the 
AFI Awards), along with Now and Forever, and he would next do the big budget 
race horse feature, Phar Lap. He would then turn to high end television miniseries 
such as All the Rivers Run and Anzacs, and the telemovie Cool Change, and then 
continued with a mix of features and television product. 

He would return to The Man from Snowy River by providing the music for an arena 
spectacular in 2002, and he would maintain his connection to racehorses in the 



2011 feature, The Cup.

Rowland has a reasonably detailed wiki here, and at time of writing he had his own 
website here, which contained its own shop for sheet music and soundtracks, 
online music, photos and videos.

It also contained this short biography:

Bruce Rowland was born on the 9th May, 1942 in Melbourne, Australia.
The oldest of three sons, Bruce was born into a very musical family - he, his 
parents and his brothers shared a passion for music, in particular musical theatre. 
Bruce‘s grandfather, Leonard James Rowland was so renowned in the music 
industry, that the city of Maryborough named a park after him. Bruce, following the 
family tradition, studied piano and as a teenager played with various pop bands. 
Before long, Bruce had become one of Australia’s most sought after session 
players and arrangers.
During the 1960’s Bruce worked with pop group The Strangers, backing the most 
popular recording artists at the time and touring with many international artists 
including Roy Orbison and The Beach Boys. Bruce also worked on the popular 
teenage television series Go Show, playing keyboards and writing arrangements 
for guest artists like Olivia Newton-John and Billy Thorpe.
In the mid sixties Bruce wrote the music for children’s television programs Magic 
Circle Club and Adventure Island. This was a demanding challenge for Bruce, who 
was expected to write 10 songs a week for 50 weeks of the year. Amazingly, Bruce 
worked on the programs for five years.
In the 1970’s Bruce moved onto writing jingles for radio and television, producing 
over  2,000 jingles, many of which are still on air today.
The eighties started Bruce on some ambitious film projects, writing the scores for 
some of Australia’s most successful films. His first film was The Man from Snowy 
River (1982), which saw the soundtrack achieve double platinum status and won 
Bruce his first AFI award. Following this tremendous success, Bruce then wrote the 
scores for Phar Lap (1983) and Rebel (1985) winning him a further two AFI’s. 
Since then, Bruce has written the scores for over 40 films in Australia and the 
USA.  He was honoured in 2006 with the APRA International Achievement Award 
for his work in film.
Along with film, Bruce has also worked on a variety of special projects.  In 1988 he 
was commissioned to write the Royal Fanfare for the opening of “Expo 88”. In 
1996, he was commissioned to write the music for the Prime Minister’s Olympic 
Dinner and then in 2000, Bruce wrote and conducted the music for the opening 
ceremony of the Sydney 2000 Olympic Games. The performance included a 
special rendition of his score for The Man from Snowy River.
In recent years Bruce has produced music for two Arena shows – Australian 
Outback Spectacular and The Man from Snowy River Arena Spectacular, with the 
latter scoring him an ARIA award in 2002. Bruce’s other most recent project is 

http://en.wikipedia.org/wiki/Bruce_Rowland
http://www.brucerowland.com/


short film The Mysterious Geographic Explorations of Jasper Morello, which was 
nominated for both an Academy Award and a BAFTA. Bruce most recently worked 
on the musical score for Australian film, The Cup.
Although thoroughly grounded in classical film scoring techniques he also uses the 
very latest in technology. Bruce's studios in Melbourne and Los Angeles are fully 
equipped with the latest equipment. Therefore he is able to produce scores 
ranging from fully orchestral to fully synthesized and anywhere in between using 
acoustic or electronic instruments as required.
Bruce does a considerable amount of work in the United States, and lives in 
Melbourne and Los Angeles.
(Below: composer Bruce Rowland)



Rowland's award-winning score for The Man from Snowy River has been given a 
right old pounding in every form from LP through cassette to CD, and it also holds 
a significant place in Rowland's work. Significantly nothing from Backstage made 
the cut in this collection, though it gives a good idea of Rowland’s earlymajor 
credits:






