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Abstract 

  

 

 

This thesis argues that how-to manuals and cue sheets are indicative of ideal 

performance practice amongst musicians from the silent film era. Pre-scored music was 

widely practiced amongst musicians. How-to manuals and cue sheets helped the musician 

accurately and consistently accompany a film. Authors of period manuals include W. Tyacke 

George, Edith Lang and George West, Ernst Luz and George Tootell. Compilers of cue sheet 

include James C. Bradford, Ernst Luz, Edward Kilenyi and Michael P. Krueger. Cue by cue 

analyses of The Cat and the Canary and The Gaucho show a high repetition of music, 

establishing continuity between the music played and the image on the screen. This shows 

how compilers associated music and film. These manuals and cue sheets prove that the 

musician community strove for a close connection between the image on screen and 

accompaniment. By 1920, arbitrary improvisation was unacceptable.  
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Introduction  

Statement of Research  

This thesis is concerned with a practice of film music that is remote from the 

practices of the present day. Silent film is different from todayôs concept of film and sounds. 

The main difference in film from the silent era is that the sound track was not synchronized 

with the film. Silent film was accompanied with live music. Contrary to popular belief, silent 

film music became an art that was logically and meticulously thought through and played 

with the film. There became a close connection between film and music. In the beginning of 

film, improvisation was practiced, however, as the industry developed, improvisation was 

found to be insufficient. Music genres were formed for film music and the purpose of this 

incidental music was to express the image on the screen.  

The music from the silent film era and the practice of how it has been used has been 

largely ignored. In this study it is argued that there is a need to understand how this music 

expression was designed. The purpose this thesis is to show how cue sheets and how-to 

manuals are indicative of the ideal performance practice for silent films. This is supported by 

reconstructing the practice of music in cue sheets used to accompany silent films. Through 

in-depth and general analysis of cue sheets the process of how music selection for film 

occurred can be understood. This develops understanding for how it was for the musicians 

accompanying the film.  

This study focuses on ten cue sheets from the University of Ottawaôs Silent Film 

Music collection because this subject has not been explored. This collection was formerly 
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housed at the Library and Archives of Canada. The majority of the collection belonged to 

Toronto musician A. E. Withham. Musicians across North America would have used cue 

sheets like Withamôs.  

Chapter 1 is an overview of four how-two manuals from the 1910s to 1920s. These 

authors discuss why improvisation became unacceptable.  These manuals discuss pre-

choosing music and techniques required to convey expression in the music in relation to the 

film. Another requirement for musicians was timing the music to the film. If musicians 

played many different pieces, modulation skills would be necessary.  

Chapter 2 and 3 are a close study and point by point analysis of two cue sheets. 

Chapter 4, contains general analyses of the remaining eight cue sheets. Briefly discussed are 

the cue sheets in relation to performance, Withamôs music collection and the present day 

revival of silent film.  

Literature Review 

The birth of any industry starts with an idea and experimentation until success is 

achieved and then looks to make the results reproducible on a consistent basis. The body of 

research shows that the silent film industry followed this process. The Film Industry began 

in the late 1800s. Sometimes musicians would accompany these films. Improvisation would 

have been common. Around 1910, feature length films began to be made
1
 and cue sheets 

                                                           
1 W. Tyacke George, Playing to the Pictures (London: Kinematograph Weekly, 1914), 11. 
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began to be established.
 2
  By 1920, feature length films were the norm. Likewise in 1920, 

cue sheets were widely distributed.
3
 

The development of cue sheets was the solidification of the process that consistently 

delivered the ideal performance experience. Cue sheets evolved out of a need to provide 

good musical accompaniment that was not attained. The evidence for this lies in the 

corresponding growth and success of the film industry and the number of cue sheets. As the 

duration of film increases there is a corresponding increase in the usage of cue sheets and 

how-to manuals.  

Most publications on silent film music concentrate on a few major composers (e.g. 

Martin Marksô book focuses on full orchestral scores or Russian films that would have only 

been seen and heard in a few theatres).
4
 Much more widespread was the practice of 

musicians playing from cue sheets.  

The term silent film is misleading. In Thomas J. Mathiesenôs article ñSilent Film 

Music and the Theatre Organò he states, ñWithin the field of film music scholarship, it has 

become a commonplace to observe that the silent films were never really silent; they were 

always accompanied by at least a piano or small ensemble, and in the larger theatre, by an 

orchestra or an organ.ò
5
 This period of film is silent because the words and music were not 

coupled with the film itself.  

                                                           
2 Martin Miller Marks, Music and the Silent Film Context and Case Studies, 1895-1924, (New York: Oxford University 

Press, 1997), 65. 
3 Rick Altman, Silent Film Sound, (New York: Columbia University Press, 2004), 346. 
4 Martin Marks, Music and the Silent Film. 
5 Thomas J. Mathiesen, ñSilent Film Music and the Theatre Organ,ò Indiana Theory Review (1991): 84. 
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Martin Marksô book Music and the Silent Film discusses the role of music in silent 

film.
6
 Marks discusses scores from the films The Birth of a Nation and Entrôacte. Joseph 

Carl Breil and Erik Satie wrote entire scores for these films. In this thesis the examples of 

silent film and music used to accompany the film is different from Marksô book. Instead of 

focusing on complete scores written for a film, this thesis examines cue sheet music. Cue 

sheets were used to accompany a film; music in a cue sheet was compiled from different 

genres of music and the pieces and songs used in a cue sheet were by different composers. 

The genres of music used in cues sheets include classical, popular and incidental music. 

Genres of incidental music include music that represents anger, love, jealously, pastoral etc. 

Classical, popular and incidental music were used to express the drama on the screen.  

Through the thirty years that silent films were produced, systems for musical 

accompaniment evolved. Originally, musicians improvised along with the film. Eventually, 

repertoire of music was produced and compiled. Mathiesen identifies two more ways in 

which music was used to accompany the film.
7
 Eventually, scores could be purchased along 

with the film by the movie studio or director and be used for an ensemble, or, the music 

director of a certain theatre could compile the music from their music collection or use a cue 

sheet for the musicians.  

 Mathiesen mentions the use of cue sheets. Martin Marksôs book Music and the Silent 

Film, establishes that between 1909 and 1911 there was a growing concern about the quality 

of music and film.
8
 Cue sheets were developed at this time to promote improvement and 

                                                           
6 Marks, Music and the Silent Film. 
7 Mathiesen, ñSilent Film Music and the Theatre Organ,ò 84-5. 
8 Marks, Music and the Silent Film, 65. 
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standardization. A cue sheet is, ña setting-down of sequences from a film in shorthand. Their 

function is to link the music to the rest of the film. Cue sheets provided a series of 

suggestions for music to be used in accompaniment, ócuedô to the titles and action on the 

screen.ò
9
 In Figure 0-1, from left to right is an example of one cue, the number 2 is the cue 

number. ñOn a lonely pine clad hillò is the inter-title in the film. ñThe Hour of Ghostsò is the 

title of the piece for cue 2. Gillian Anderson discusses the music choice, stating  

After each cue or title there was a timed reference to a specific musical 

composition which in a sort of shorthand referred to a specific publication. 

Vast series of incidental music, timed and classified by mood and tempo 

(such as ñHighly dramatic agitatoò and ñAgitato furiosoò), were published to 

meet the needs of photoplayers. Cue sheet compilers relied heavily on these 

series.
10

 

Becce is the composer and this piece is to be played for one minute. This information is for 

one sequence.  After playing the designated time, the musician transitions and play the next 

cue. For the next scene, the music and information are given in cue 3. For a feature length 

film, the number of cues in a cue sheet varies. For example, there could be as few as twenty-

five cue sequences or as many as ninety-five cues in a cue sheet.  

                                                           
9 Ibid, 6. 
10 Gillian Anderson, Music for Silent Films, 1894-1929: a guide, ñA Warming Flame*-- The Musical Presentation of Silent 

Films,ò (Washington: Library of Congress, 1988), xxix. 
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Figure 0-1: The Cat and the Canary cue number 2, intertitle, piece title, composer and minute  

 

The idea of the ñoriginal scoreò according to Berg is vague.
11

  Many scores from that 

time claimed to be original. However, instead of being composed by the compiler, the music 

was actually arranged from old and new music. With this in mind Marks states that ñmusic 

for the silent film was an independent ever-changing accompaniment.ò
12

 The selection of 

music for a film revolved around the number of musicians who were employed and the 

music director.  

In silent film, the pianos and organs were important instruments. In the article 

ñFilmsò Patricia Wardrop and colleagues state, ñAlmost from the time the country's first 

permanent movie theatre opened in Toronto in March 1906, piano players sat in the pit 

beneath the screen and performed standard tunes and familiar classical pieces, underscoring 

the action on the screen and enhancing its emotional power.ò
13

 The piano was the first 

instrument in the theatres; however, the organ soon became popular because of the many 

different sound options. Scholars have written about the type of organ used in silent film, 

organs used in Canadian theatres, the musicians who played these instruments and the 

theatres that housed these instruments.   

                                                           
11 Marks, Music and the Silent Film, 6. 
12 Ibid. 
13 Patricia Wardrop et. al., ñFilm,ò The Encyclopedia of Music in Canada,  accessed March 12, 2012, 

http://www.thecanadianencyclopedia.com/index.cfm?PgNm=Copyright&Params=U1.  
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Jeremy Montaguôs article the ñCinema organò discusses the history of the theatre 

organ.
14

 The Cinema organ was used between 1911 and 1940 for silent film music. The 

Cinema organ was built to produce sound effects called traps such as ñbird chirping, police 

sirens, train whistles, ocean waves and crashing sounds.ò
15

  One of the major manufacturers 

of the Cinema organ was the Wurlitzer company. Cynthia Adams Hooverôs article discusses 

the Wurlitzer organ and silent film.
16

 Hoover discusses that this brand of organ soon became 

nicknamed ñthe Mighty Wurlitzerò because of the many sounds it could produce. An 

attraction of the Mighty Wurlitzer was that this organ could match the orchestraôs variety. A 

theatre company now could employ one musician, yet have the sound of an orchestra. For 

smaller theatre companies, the Wurlitzer Company produced a smaller organ called the 

Wurlitzer Photoplayers.   

An important Wurlitzer organ in Canada has been preserved in Toronto, Ontario. In 

Lloyd E. Klosô article ñTheatre Organò he writes about the history of the Wurlitzer organ at 

Shea's Hippodrome Theatre located at Bay street.
17

 The organ installed in Sheaôs theatre cost 

$50,000 in 1922 and was used to accompany silent film. In 1956, Shea's Hippodrome was 

closed permanently and demolished. Maple Leaf Gardens bought and used the Wurlitzer 

organ from 1956 to 1963. When the Maple Leaf Gardens no longer needed the Wurlitzer the 

Toronto Theatre Organ Society (TTOS) bought the organ. However, the Wurlitzer did not 

have a permanent home until 1970. The Kiwanis Club of West Toronto offered TTOSôS  

Wurlitzer a home in Casa Loma, where the organ is used and can been seen today. The 

                                                           
14 Jeremy Montagu, ñCinema Organ,ò accessed March 12, 2012, http://www.oxfordmusiconline.com.proxy.bib.uottawa.ca.  
15  Ibid. 
16 Cynthia Adams Hoover, ñWurlitzer,ò accessed March 12, 2012, 

http://www.oxfordmusiconline.com.proxy.bib.uottawa.ca.  
17 Lloyd E. Klos, ñTheatre Organ,ò Journal of the American Theatre Organ Society,  accessed March 12, 2012, 

http://theatreorgans.com/toronto/history.html. 
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TTOS is a non-profit volunteer organization and the aim of this group is to ñpromote an 

appreciation of all theatre pipe organs, and to bring together people who share this common 

interest.ò
18

 Each year, TTOS produces a concert series including featuring silent films 

accompanied by the Wurlitzer. I will briefly discuss TTOSô role in silent films in the Revival 

section of my thesis.  

Musicians were important to silent film theatres. Mathiesenôs article discusses this 

topic in relation to musicians including the organ and the organist, and accompaniment 

music. In the Grove Dictionary of Music, there are two hundred and fifty biographies on 

individuals and silent film. In the Encyclopedia of Canada, there are twenty-three 

biographies of Canadian individuals who were involved in silent film. In Kenneth Wintersô 

article ñOrgan playing and teachingò he discusses the role of Canadian Theatre Organists.
19

 

Some of these organists made careers of playing music for silent film. Other organists played 

for silent film to supplement their income. Theatre Organists in Ontario include Al 

Bolington, Colin Corbett, Ernest Dainty, Horace Lapp, Quentin Maclean, Roderick (Sandy) 

Macpherson, Ronnie Padgett, Kathleen Stokes, and Roland Todd.  

Regarding Ontario musicians involved in silent film, mention may be made of the 

violinist A. E. Witham. Withamôs music is in the Silent Film Music collection, at the 

University of Ottawa. Throughout this collection of music scores I have found Withamôs 

stamp indicating that he was a violinist who lived in Quebec and Toronto. Withamôs music 

collection includes sheet music with parts for an orchestra. This music strongly suggests that 

                                                           
18 ñThe Toronto Theatre Organ Societyò Performances, accessed March 12, 2012, http://theatreorgans.com/toronto/. 
19 Kenneth Winters, ñOrgan Playing and Teaching,ò Grove Online, accessed March 12, 2012, 

http://www.thecanadianencyclopedia.com/articles.  
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Witham was connected with an orchestra in Toronto that played for silent films. These 

sources show that there was a theatre orchestra involved in some of the film shows in 

Toronto. It may be possible that Witham conducted and led this orchestra. Through 

telephone directories it can be established that, Witham lived in Toronto between 1914 and 

1929. In the 1929 ñMiscellaneous Directory City of Torontoò Witham is listed as a musician 

at h53 Vermont Ave.  

In Toronto there are many different theatres that played silent films. Shea's 

Hippodrome Theatre, already mentioned, was an important theatre. Joan Mattieôs article 

ñTheatre Design to 1950ò discusses briefly the Winter Garden theatre built in Toronto, 

Ontario in 1913.
20

 Ontario Heritage Trust discusses the history of this theatre which was 

built in 1913 and opened in December.
21

 The Winter Garden was originally the Loew Yonge 

Street and a part of Marcus Loew's legendary theatre chain. The Loew Yonge Street theatre 

was a vaudeville and movie theatre that seated up to 1, 422 people. This theatre was the 

flagship for Loewôs chain of Canadian vaudeville theatres. Ontario Heritage Trust has 

preserved this theatre and the theatre is open to the public for tours. Jacques Lamoureux and 

Gilles Potvinôs article ñFilm scoresò also discusses music in the silent films and different 

musicians employed to accompany the films.
22

 Lamoureux and Potvin include two theatres 

                                                           
20 Joan Mattie, ñTheatre Design to 1950,ò The Encyclopedia of Music in Canada, accessed March 12, 2012, 

http://www.thecanadianencyclopedia.com. 
21 Ontario Heritage Trust. ñHistory,ò accessed March 12, 2012, http://www.heritagetrust.on.ca/EWG/About-

us/History.aspx. 
22 Jacques Lamoureux and Gilles Potvin, ñFilm Scores,ò The Encyclopedia of Music in Canada., accessed March 12, 

2012,http://www.thecanadianencyclopedia.com. 
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in Toronto called the Allen Theatre at Bloor Street
23

 and the Rialto Theatre at Yonge and 

Shuter.
24

 These theatres are indicative of the performance of silent film within Ontario.  

 Primary sources pertaining to the silent film era include journals. For example The 

Moving Picture World is an American journal that was published during the silent film era 

between 1907 and 1927.
25

 This journal includes articles, pictures and advertisements of the 

silent film era. Another source would be how-to manuals with performance instruction. This 

thesis looks at four of these how-to manuals in greater detail in Chapter 1. These manuals 

were published in England and the United States.  

W. Tyacke George claims to have published the first manual to assist performers in 

accompanying film. Playing to Pictures was published in 1914.
26

 George deals with music 

and instrument selection, advice, genres of films, improvisation, effects, legal protocol, 

wages, instrumentation, compiling a music program, and an anthology of music that has 

been categorized into conventional silent film music genres.  

The second book is by Edith Lang and George West Musical Accompaniment of 

Moving Pictures published in 1920.
27

 Lang and Westôs intent was to provide a how-to 

manual for pianist and organist accompanying silent film. Instruction includes: discussion on 

equipment including mental alertness, music conventions and improvisation, music 

interpretation of different film genres, and use of the organ in a theatrical environment 

discussing organ techniques, instrumentation and effects. 

                                                           
23 Eric Veillette, ñAllenôs Bloor Theatre,ò Silent Toronto, accessed November 12, 2013, http://silenttoronto.com/?tag=allen-

theatres.  
24 Eric Veillette, ñThe Evolution of Cool,ò Silent Toronto, accessed November 12, 2013, 

http://silenttoronto.com/?tag=rialto-theatre.  
25 ñThe Moving Picture World,ò accessed March 12, 2012, http://onlinebooks.library.upenn.edu/webbin/serial?id=mpworld. 
26 George, Playing to the Pictures. 
27 Edith Lang and George West, Musical Accompaniment of Moving Pictures, (U.S.A.: Boston Music Company, 1920). 
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By 1925, problems in accompanying silent films still existed.
 28

 Ernst Luzôs book 

Motion Picture Synchrony is meant for organists and orchestras. Luzôs goal was to stop 

improvisation for silent film. He created a system to unify motion picture playing. Luzôs 

system gives the musician tools to categorized music into genres. These genres could be 

colour coded, portraying emotion and mood. Luzôs system will be discussed in further detail 

in Chapter 3.  

In 1927, the advent of the Jazz Singer, the first ñtalkieò was released. This film 

coupled image with recorded sound.
29

 In the same year, George Tootell published How to 

Play the Cinema Organ.
30

 He discusses the organôs role in the orchestra and the role of a 

solo organ. Issues discussed for the solo organist include, how to play, how to compile 

music, improvisation and an anthology of music. Conventions from these four manuals on 

how to accompany film will be discussed in Chapter 1.  

Secondary literature published on silent film includes interviews, many books on the 

background and history of silent films, and collections of essays which discuss different 

aspects of silent film, and silent film music. In Michael G. Ankerichôs books Broken Silence 

and The Sound of Silence he writes about interviews with actors and actresses from the silent 

film period and the transitional period from silent film to Talkies.
31

 Ankerich documents 

their biographies, filmography and includes photographs of these individuals.  

                                                           
28 Ernst Luz, Motion Picture Synchrony, (New York: Music Buyers Corporation, 1925). 
29 Mervyn Cooke, A History of Film Music, (New York: Cambridge University Press, 2008), 50. 
30 George Tootell, How to Play the Cinema Organ (London: W. Paxton & Co., 1927). 
31Michael G. Ankerich, The Sound of Silence, (Jefferson, NC: McFarland, 1998). Broken silence, (Jefferson, NC: 

McFarland & Co., 1993). 
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Also used to establish the background to silent films is the history around silent film. 

The Transformation of Cinema, 1907-1915 by Eileen Bowser is a part of a collection that 

discusses the history of the silent film. Bowserôs intent for her book is ñan effort to 

understand, through a better knowledge of how films were seen and experienced at the time 

they first appeared to their audiences and of the surrounding circumstances of their 

production, distribution, and exhibition, and the prevalent cultural and social ideas at the 

time, just how it was that films and filmmaking were transformed in this period.ò
32

  

Bowserôs goal within this book is to show how the production of film and film business are 

related to the changes in this nine year period of history.  

 George Melnyk specifically discusses Canadian Film in his book One Hundred Years 

of Canadian Cinema in a broad overview of Canadian cinema in the 20
th
 Century. Melnykôs 

intent is ñan interpretive overview that interweaves the cinematic stories of English and 

French Canada into a single narrative, showing their similarities and differences, while 

exploring their serious omissions.ò
33

 Melnyk dedicates two chapters to the silent film period. 

He discusses how film began and Ernest and Nell Shipmanôs impact in the film world.   

 The Oxford History of World Cinema by Geoffrey Nowell-Smith compiles twenty-

two essays on the Silent Cinema from 1895-1930. Nowell-Smith makes a distinction 

between film and cinema. Cinema includes, ñthe audience, the industry, and the people who 

work in it, [é] and the mechanisms of regulation and control which determine which films 

audiences are encouraged to see and which they are not.ò
34

 Nowell-Smith compiled the 

                                                           
32 Eileen Bowser, The Transformation of Cinema, 1907-1915, (New York: Maxwell Macmillan International, 1990). 
33 George Melnyk, One Hundred Years of Canadian Cinema, (Toronto: University of Toronto Press, 2004), 12. 
34 Geoffrey Nowell-Smith, The Oxford History of World Cinema, (Oxford; New York: Oxford University Press, 1997), xix. 
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essays to first talk about the general aspects of cinema and then essays that discuss specific 

places in the world involved in cinema.  

 Silent Movies: The Birth of Film and the Triumph of movie culture by Peter Kobel 

and the Library of Congress is filled with information and pictures from the silent film era.
35

 

The intent of this book is to bring awareness of the need to preserve silent film. 

Researchers also show the transitions within the silent film era. Essays in America 

Cinema 1890-1909 explore and define ñhow the making of motion pictures flowered into an 

industry that would eventually become the central entertainment institution of the world.ò
36

 

Essays in America Cinema of the 1910s explore ñthe rapid development of the decade that 

began with D. W. Griffithôs unrivaled one-reelers.ò
37

  Finally, essays in American Cinema of 

the 1920s ñexamine the film industryôs continued growth and prosperity in the context of 

important themes of the era.ò
38

  

The Last Silent Picture Show by William M. Drew discusses the transition from 

silent film to talkies.
39

 Drew shows that the silent film did not vanish with the release of 

pictures with sound. In Drewôs opinion, the silent film will go on forever.  

Researchers also look beyond film and the different influences. Silent Film compiled 

by Richard Abel is a collection of essays. These essays focus on the interdisciplinary aspects 

of film including materiality, periodicity and nationality, and intertextual relations. Abelôs 

                                                           
35 Peter Kobel, Silent Movies: The Birth of Film and the Triumph of Movie Culture, (New York: Little, Brown and 

Company 2007). 
36 Andre Gaudreult ed., American Cinema 1890-1909, (Rutgers University Press, 2009). 
37 Charlie Keil and Ben Singer eds., American Cinema of the 1910s, (Rutgers University Press, 2009). 
38 Lucy Fischer ed., American Cinema of the 1920s, (Rutgers University Press, 2009). 
39 William M. Drew, The Last Silent Picture Show: Silent Films on American Screens in the 1930s, (Lanham, Md: 

Scarecrow Press, 2010). 



14 

 

goal is to ñsuggest provocative parallels between silent cinema at the turn of the last century 

and ñpostmodernò cinema at the endò of the twentieth century.
40

   

In 2011, William M. Sherk published Film and Television Music: A Guide to Books, 

Article and Composer Interviews. This film music reference book compiles information on 

film music literature from 1906 to 2005.   

Authors writing about film music include discussions on the silent film era. These 

authors always include discussions around the cue sheet. The discussions involve the history, 

conventions, and problems surrounding the evolution of the cue sheet. None of these authors 

discuss in depth the music chosen by the compilers.  

Kathryn Kalinakôs Settling the Score: Music and the Classical Hollywood Film, 

briefly discusses the evolution of the silent film.
41

 Kalinak summarizes the evolution as, ñBy 

the end of the silent period, musical accompaniment to the motion picture, which began as a 

seemingly appropriate and novel gesture, had developed into a practice indispensible to the 

cinematic experience.ò
42

 Kalinak chapter includes thoughts on continuous accompaniment, 

problems with accurate cueing, and practices of the day. 

Jeannie Gayle Pool and H. Stephen Wrightôs A Research Guide to Film Music in the 

United States outlines resources relating to silent film music.
43

 This overview includes 

literature on silent film music, types of music including methods from the period, revival 

                                                           
40 Richard Abel, Silent Film, (New Brunswick: Rutgers University Press, 1996).  
41 Kathryn Kalinak, Settling the Score Music and the Classical Hollywood Film, (Wisconsin: University of Wisconsin 

Press, 1992).  
42 Ibid, 64-5.  
43 Jeannie Gayle Pool and H. Stephen Wright, A Research Guide to Film Music in the United States, (Maryland: Scarecrow 

Press, Inc., 2011). 
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methods, orchestral scoring and popular songs, libraries and collections with silent film 

music, and cue sheets and arrangers. The book is designed to assist with film music research.   

As films became longer in the 1910s, the industry reflected the length changes in the 

music. Mervyn Cookeôs A History of Film Music is an overview of film music from the 

silent film period to present day. Cookeôs book ñprovides a comprehensive and engaging 

overview of the major trends in the history of film music.ò
44

 The first chapter ñThe óSilentô 

Cinemaò discusses why cinema began to use music, that music was chosen because it had 

been used in all ñpopular entertainmentsò, the beginning of film music, ñcategories of film 

musicò,  original scores, ñcue sheets and anthologiesò, ñvenues and ensemblesò, instruments, 

music for specific film genres and international film music during the silent era.  Cookeôs 

brief section on cue sheets discusses the history of cues sheets, why they were required, and 

conventions.  

Gillian Andersonôs article ñA Warming Flame*-- The Musical Presentation of Silent 

Filmsò is an introduction to her book Music for silent films, 1894-1929: a guide. This book 

is a bibliography compilation of silent film cue sheets and music at the Library of Congress. 

The introduction discusses early silent films, the impact of opera on film, theatres, the 

musicians and their work in theatres, their instruments, music directors, the music repertoire, 

quality of performances, cue sheets and the debate between compiled music for example, cue 

sheets and original scores, music used during film shooting and the transition to talkies. Like 

Cooke, this article provides an overview of cue sheets in the era. Anderson discusses the 
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history or cues sheets, why they were required, describes cue sheets and the pros and cons of 

them.  

Rick Altmanôs book Silent Film Sound looks at the music during the span of the era. 

Altman divides the period into two sections, music for film before 1910 and music for film 

after 1910. The major distinctions between the first and second half of the silent film era is a 

shift toward film and music continuity. The matching of the mood and atmosphere of the 

film became important. The publishing of incidental music anthologies, cue sheets and 

manuals attest to this shift. Altman dedicates a chapter to ñCue Sheets and Photoplay 

Music.ò
45

 He discusses the history of cues sheets, why they were required, describes the 

purpose of cue sheets, and issues arising around cue sheets.  

Theoretical Framework and Methodology 

The method and framework of this thesis are the reconstruction of the practice of the 

music from the sources that exist. Among the primary sources of particular importance are 

materials found in the University of Ottawa Silent Film Music collection in nine boxes that 

were non-inventoried and un-catalogued. In these boxes are ten cue sheets, and 1,144 music 

scores and music works composed specifically for silent film. I have catalogued these boxes 

in a RefWorks database. I have included these items in the bibliography section under 

University of Ottawa Silent Film Music Collection References.  

Within these boxes I have found several names of different Ontario musicians who 

owned part of the University of Ottawa collection. Two musiciansô names found within 

                                                           
45 Altman, Silent Film Sound, 345 ï 365. 



17 

 

these boxes are A. E. Witham and René Marier. Some of the scores within the collection are 

indicative of performance of films within Ontario.  

***  

According to Altman, the widespread practice and use of cue sheets became common 

in the 1920s.
46

 This thesis analyses cue sheets from the mid to late 1920s. An in depth 

analysis of two cue sheets and a brief analysis of the remaining cue sheets in the collection 

show how compilers thoughts of music in relation to the image. How-to manuals and cue 

sheets are indicative of the ideal performance practices amongst musicians of the era. These 

primary sources prove that the musician community strove for a close connection between 

the image on screen and accompaniment. By 1920, arbitrary improvisation was 

unacceptable.  

 

 

 

 

 

 

 

                                                           
46 Ibid, 346.   
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Chapter 1 ð  How-to Manuals, Conventions and Cue Sheets  

Cue sheets did not appear at the beginning of the film industry. Cue sheets evolved 

out of a need to provide good musical accompaniment that was not attained. Widespread 

controversies sprang up between the ideas of improvisation versus scored films. Scored films 

include original scores and cue sheets. In standardizing the practice of pre-choosing music 

for a film, issues evolved regarding how to select the most suitable music for expression. 

Techniques were developed to vary themes, and stock techniques became conventions used 

to portray ideas. In trying to reconstruct the performance practice of the day, questions arise 

as to how timing worked for cue sheet compilers. Issues arose from varying projection 

speeds. When looking at a cue sheet, which sets together a number of different music cues, 

questions arise as to how the musicians effectively change from one piece to the next.  

Improvisation versus Scored 

As stated in the introduction, improvisation was found by the musician community to 

be insufficient. In 1914, George identifies and discusses the current controversy of pre-

choosing suitable music or choosing to ñextemporizingò with ñfeeling and expressionò.
47

 

The authors devote sections to the discussion on improvisation.  

George defines improvisation as, ñthe power to take a few notes or musical phrase 

and weave it into a musical composition in proper musical form, on the impulse of the 

moment, and absolutely without any previous thought or preparation.ò
48

 Tootell starts by 

stating what improvisation is not. The practice of ñaimless wandering about the keyboards is 
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not extemporisation, it is killing time, and wearisome in the extreme to a listener.ò
49

 Tootell 

explains improvisation as, ñmusic composed and played upon the moment, the resulting 

effect being practically that of a regularly-composed piece of music.ò
50

 Lang and West 

define improvisation as, ñclosely linked with that of musical composition.ò
51

 Though briefly 

discussed in Luzôs manual, his goal was to combat improvisation and eliminate it altogether. 

These authors take strong stands on improvisation.  

Three of these authors highlight that improvisation is a gift. Lang and West begin 

their sections by stating the performer needs, ñtalent for musical improvisation.ò
52

 

Improvisation was not aimless to Lang and West. Likewise Tootell takes the position that, 

ñit is hardly necessary to state that to exemplify this form of art, not only is the player of 

first-rate ability required but also a musician of considerable attainments; an artist who 

possesses ideas and knowledge required to express those ideas in the right way.ò
53

 George 

goes so far as to say that a musician who could improvise properly would not be playing for 

the pictures. This musician would be presented on the ñvariety stageò and paid a proper 

wage. George allows that occasionally a musician can properly improvise from time to time. 

However, these musicians could not consistently and properly accompany with 

improvisation. George states, ñhe would repeat his ideas so often that his playing would 

degenerate into the most painful monotony.ò
54

 The regular attendees of the films would 

notice the repetition and find the performance monotonous. In Georgeôs opinion, a musician 

claiming to have the ability to improvise, yet not sought after by the stage, is a charlatan. 

                                                           
49 Ibid, 87. 
50 Ibid. 
51 Lang and West, Musical Accompaniment of Moving Pictures, 22. 
52 Ibid. 
53 Tootell, How to Play the Cinema Organ, 87. 
54  George, Playing to the Pictures, 29.  
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The idea of a musician always improvising for films was not achievable or acceptable. Well 

thought out improvisation was acceptable. However, if improvised properly, the music 

would sound as if it had been pre-scored.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                            

Luz recognizes that improvisation was a practice amongst silent film accompanists; 

however, he rejects the idea of improvisation altogether.
 55

 Luz states, ñIn these days, the 

public resents so-called improvisation, or faking.ò
56

 Luzôs desire was for a consistent 

performance across North America, therefore, he discouraged improvisation. Luzôs answer 

to his rejection of improvisation was his manual Motion Picture Synchrony. This manual 

created the means to control the music performed in the Loewôs Theatre chain. One musician 

was able to create centralized control over the film music in a theatre chain.  

Knowing that some musicians would insist on improvising, Lang and West, George 

and Tootell set out strict guidelines on proper improvisation. If a musician is going to 

improvise, the first step is to remember the melody that they are improvising on.
57

 Lang and 

West briefly outline step by step instructions on what to do with melody, both rhythmically 

and harmonically. Because of all the ñproblems that the player will meet with in 

improvisationò, the authors indicate several resources the musician should study to learn 

how to improvise.
58

    

George briefly outlines how to improvise well. A musician must have something to 

say. The music idea played must follow the rules of music composition.  George believes 

                                                           
55 Luz, Motion Picture Synchrony, 7. 
56 Jon Hafter and B. George, ñSound of Film,ò accessed March 12, 2012, http://www.arcmusic.org/data/frame3.html.  
57 Lang and West, Musical Accompaniment, 23. 
58 Lang and West, Musical Accompaniment, 26. 



21 

 

that, ñthe improvisation of a pianist, ignorant of the rules and laws of music, and utterly 

regardless of all the canons that govern and regulate all musical creative work, because 

music without form is empty and meaningless as a heap of bricks and mortar.ò
59

 George 

recommends studying published music, learning to develop small musical lines, recording in 

a book any musical ideas that come to you, and having a knowledge of harmony. 

If improvising, Tootell believes in a ñmetamorphosesò of themes. These ideas bear a 

striking resemblance to the techniques discussed in the next section which discusses Lang 

and Westôs ideas on how to change music ideas in a scored film. According to Tootell, the 

first way to vary the theme is to change the harmony. As can be seen in the second example 

in  Figure 1-1, the alto, tenor and bass have been changed.
60

  

Figure 1-1: A theme and a metamorphosis of the theme 

 

To create ñlight, playful scenes, and scenes of childhood, etc.ò, Tootell modifies the 

theme in the following ways (see figure 1-2): the time signature is changed from three-four 

to three-eight; the tempo is Allegretto scherzando; the accompaniment is changed; and the 

articulation is staccato. These textures create the desired light effect.
61
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Figure 1-2: Theme portraying ñlight, playful scenes, and scenes of childhoodò 

 

To create ñdainty or light natureò atmosphere, Tootell again modifies the theme (see 

figure 1-3): the time signature is changed to four-four; the tempo to Allegretto; the 

accompaniment is altered; and includes staccato and legato articulation.  

Figure 1-3: Theme portraying a ñdainty or light natureò 
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Tootell gives a total of eighteen pages of music examples and techniques on how to 

ñmetamorphosesò the theme to fit a scene. These techniques include music for sad; pastorale; 

happy or lively, representing streams; quaint characters; grotesque characters; gossip 

characters or music for arguments; mystery, tensions, dread, or weird gruesome scenes; 

dramatic tension; surprises; heavy characters; fight scenes; chase or hurry; passionate love 

scenes; and grand finale. Harmony, articulation, key and time changes, tempo fluctuations, 

rhythmic changes are all used to alter the theme. Tootell gives these techniques to help the 

musician improvise properly. The techniques are similar to Lang and Westôs instructions on 

how to alter themes that were pre-chosen for a film. In comparing these authors, the 

techniques of improvisation closely resemble that of a music score. As silent film 

progressed, aimless improvisation became unacceptable, as can be seen in the four manuals. 

As George states,  

No apology is needed on behalf of this brochure, which is designed to meet a 

very pressing want at the moment when motion pictures play so important and 

leading parts in the amusement and education of every civilized and many 

uncivilized races throughout the world. No work on the subject of óPlaying to 

Picturesô has yet appeared, so it is hoped this will help those who desire to 

increase the value of what is presented on the screen by providing a suitable 

and valuable accompaniment in the shape of really good music.
62

 

Above all the requirement for an ideal performance is to match the music to the image. In 

Georgeôs opinion, whether the music is preselected or improvised, the music must match the 

image and the performance is to be played with emotion. This is the key to motion picture 

playing.
63
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If improvisation was to be utilized, the music should sound as if it were planned out 

like a cue sheet. Themes are to be repeated and varied. The structure of the improvisation 

should be like a composition. However, Tootell is skeptical that widespread, tasteful 

improvisation is possible. He states, ñup to now, the business has not attracted the better-

class musicians, owing, perhaps, to its arduous nature, and the low salaries often offered.ò
64

 

Due to the skill of most musicians performing for the silent films, sheet music was a better 

option. With the thought and skill needed to improvise George, Lang and West, Tootell, and 

Luz show that it is easier to prepare the music ahead of time. According to these authors, 

proper improvisation would sound like a pre-scored film. Pre-scoring assist against 

monotonous playing and developing the theme creates music continuity throughout the film.  

Pre-choosing Music 

 The widespread use of pre-scoring involved several steps. According to Altman, 

ñcompilation of music specifically designed for film accompaniment required more modest 

skills and were more easily reusableò than the original score,
65

 meaning musicians of all 

skills could compile their own scores from the widespread use of published film music. 

Altman believes that these pieces of music ñhad a greater impact on theatrical practice.ò
66

 In 

George, Tootell, Lang and West and Luzôs manuals, all give an anthology of published film 

pieces. As seen in Figure 1-4, George combines pieces that he believes fall into a category, 

such as Spanish, Mexican and Indian, or Oriental and Eastern, then includes the author, tile 
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of a piece, and atmosphere or genre of the piece. In creating these anthologies, this made the 

practice of pre-scoring more accessible to beginner film accompanists.
67

  

Figure 1-4: Anthology of film music 

 

Luz stresses that the musicians need to pay careful attention to music selection.
68

 Luz 

states, ñThe motion picture has added a great commercial value to the art of music. Great 

care is necessary; therefore, that commercialism does not devour the art.ò
69

 He firmly 

believed that the music accompanying the film must tell a story. In paying careful attention 

to the music, the Motion Picture Synchrony system will evoke three of the humanôs senses: 
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hearing, seeing and feeling. Through this, the audience will be satisfied and enjoy their 

experience. Luzôs goals for this system are to: ñpromote correct thinking, and the cultivation 

of picture music intelligence; provide a means of intelligent understanding between the 

theatre manager and musician; stimulate the further development of individual talent and 

genius; promote intelligent and commendable competitive effort; make motion-picture the 

most artistic, as well as the most lucrative branch of the music profession; to obtain the 

maximum result at minimum cost; and to invite and deserve public approval.ò
70

 

Musicians who created a good program of music to match the image, chose their 

music for the film ahead of time. Tootell gives an equation on how much music would be 

required to fit a scene and he states, 

 The average scene shown on the screen lasts from 2-4 minutes; as a rule, 

about 40 bars of music in moderate time, are required for a scene lasting 3 

minutes; the slower the tempo, the less the number of bars required, and the 

quicker the tempo the greater the number of bars; thus 60 bars might be 

required for an exciting scene lasting 2 minutes.
71

 

Depending on the tempo, 40 to 60 measures of music is required for the time span of 2-4 

minutes.  

In choosing music to accompany a film, the musician must take into account the 

ñstyle, period and atmosphereò of the film.
72

 If a film is a Western genre, then choosing 

oriental music to accompany this film would clearly be an inappropriate selection. If the 

story is a comedy-love film, choosing dreary, grotesque music is ridiculous and unfitting for 
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the atomopshere. If a dance is shown, a suitable genre of dance should be chosen.
73

 

Likewise, the nationality of the dance should be taken into account. 

A musician must play with the broad view of the film in mind. In choosing music for 

a film, George suggested a good place to start in preparing for the performance was to read 

the synopsis available in the newspaper. This way the musician can start to compile music 

that may suit the film. After the film has arrived, the musician can finalize the music.
74

 The 

success of a musician is through portraying the mood of the film.
75

 George strongly urges, 

ñThe idea must be to create a musical atmosphere in keeping with the subject.ò
76 

 

A widespread technique involved the use of music themes, which were selected as 

leitmotifs.
77

 The continuity of the film can be secured through the, ñuse of theme; careful 

connection of selected pieces; maintaining a general atmosphere and style.ò
78

 Important 

characters and reoccurring ideas should be accentuated through repeating themes. Minor 

characters and scenes used to progress the film should receive connection pieces. These 

pieces should complement the themes and transition well between musical ideas. According 

to Tootell, with regards to thematic musical content, ñit will be obvious to the student that 

the whole accompaniment of the picture, from start to finish, will not consist solely of a 

theme with metamorphoses; there will be many portions which will break away entirely 

from thematic ideas.ò
79

 Tootell believes, in developing the theme, that a film requires 

different music ideas. The theme and the variations of the theme for a certain character 

should be ñutilised for scenes, ideas, or characters which develop from the main idea, which 
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comprise the chief interest of the story and around which the whole plot and action is 

built.ò
80

 This means that every time the character appears, the music should reflect the theme 

or variation of the theme for this character. In every film there are sub-plots and characters 

that ñdo not call for any allusions to the principle themeò.
81

 According to Tootell, this is the 

appropriate place to briefly improvise. However, the improvisation must match the tone of 

the scene.
82

  

Care must be taken in the transformation of a theme to make sure that the audience 

can easily recognize the theme. Lang and West explain and give music examples or ideas on 

how to vary these themes according to the image on the screen. However, these themes were 

not to remain the same throughout the film. Lang and West believe that ñthe kernel of the 

musical illustration of a picture is the main theme. [The main theme] should be typical in 

mood or character of the hero or heroine.ò
83

 Criteria for good main theme material include 

an emotionally resonating melody and an easily identifiable theme. The main theme is to be 

introduced in the film introduction. When the main character appears for the first time the 

main theme is to be played. During the climax of the film, the theme should ñreceive its 

ultimate glorificationò. This apex should be achieved by ñtonal volumeò. To enhance the 

appeal and interest of the audience, each time a theme is used it should be varied.
 84

  

There will be additional themes included in the music selection. Lang and West 

require that secondary characters that are involved in the ñprogress of the actionò of the film 

should receive a theme. Even localities may be given a theme.
85

 Characters that do not move 
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the plot forward do not receive a theme. Therefore, Lang and West state, ña villain will be 

characterized by a sinister or sombre theme, the comedian by a light and frivolous one, and 

so on.ò
86

 In addition, when choosing music for themes, care should be taken in the key 

selection of all themes for a film. The variety of key selection should include a mixture of 

flat and sharp keys.  

According to Lang and Westôs, ñthe treatment and development of these musical 

themes, for purposes of picture accompaniment, is very much in the nature of the treatment 

given to a musical idea in the course of a composition such as a sonata or symphony.ò
87

 The 

music excerpt in Figure 1-5 is the main theme.  

Figure 1-5: Main t heme 

 

Lang and West state that ñthe alteration or variation of a theme may be 

accomplishedò by changing the arrangement of the original theme. If the character of a 

certain theme is ñunder emotional stress or afflicted with sorrowò the music theme can be 

played in the minor mode (see Figure 1-6).  
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Figure 1-6: Minor variation of main theme 

 

If the character is hesitant, has doubt, or is required to make an immediate decision, 

the indecisions can be shown through rests added to the theme. This is called ñóbreakingô of 

the themeò (see Figure 1-7).
88

  

Figure 1-7: Main theme for hesitation etc.  

 

If the character is anxious, the music can be accelerated. If this anxiety is a joyous 

occasion, then the music is played in the major mode (see Figure 1-8 Ex. D). If the anxiety is 

unpleasant the theme is played minor (see Figure 1-8 Ex. E).  
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Figure 1-8: Ex. D Main theme to express anxiety.  

 

 

Register and accompaniment also play a factor in the treatment of the theme and the 

expression of emotion. Lang and West suggest arranging the heroineôs theme with the 

melody in the low register, while the treble register accompanies with an ñornateò harmony. 

This arrangement could be used in a scene where the hero is thinking about the heroine (see 

Figure 1-9).  
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Figure 1-9: Main theme expressing gender  

 

A different ñmoodò can be achieved by ñaltering the rhythmò. If the original theme is 

in common time, and if it is switched to three-four time, ñólightnessô and airinessò can be 

achieved (see Figure 1-10).  

Figure 1-10: Main theme with altered rhythm  
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Notes can be elongated to create heaviness (see Figure 1-11 and Figure 1-12).
89

  

 

Figure 1-11: Main theme with elongated rhythms 

 

Figure 1-12: Main theme with elongated rhythms 

 

Playing in nine-eight creates ñgreater emotional intensityò (see Figure 1-13). 
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Figure 1-13: Main theme in 9/8 

 

Luzôs discusses pre-choosing music and the use of different themes in his manual. 

His system will be discussed in Chapter 3.  

Techniques to Convey Expression  

As the film industry grew, the sophistication of the musical accompaniment evolved. 

Conventions were established for music interpretation, representing different things. 

According to Tootell, a musician must be able to ñquickly ósize upô the scenes, and seize any 

underlying idea there may be which can be emphasized by the music, and express these ideas 

in his accompaniment.ò
90

 It was the musicianôs job to portray the images accurately. To 

portray these images, different pieces were chosen. Likewise, if the film scenes were short, a 
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musician could keep the music the same but varying the music through ñstock techniquesò.
91

 

Stock techniques, as labeled by Altman, establish acceptable and recognizable conventions.  

According to Altman, by 1913 stock techniques ñhad reached near-clich® status.ò
92

 

These techniques include music interpretation for people groups, events, animals, and 

atmosphere. For example, 

 Indians were signified by eighth-note drumming of open fifths in the bass. 

Chinese ambience was created by high treble grace notes associated with 

discords and triplets. Death scenes were represented by a minor-key melody 

played in the left hand. War scenes could be evoked by bugle and cannon 

imitations. The gait of a cowboyôs horse was figured by alternation between 

quarter and eighth notes in a 6/8 major key. A mysterious atmosphere could 

be summoned by the broken pizzicato, syncopated selections were known as 

ñburglarò or sneaky music, whereas hurry music employed eighth- or 

sixteenth-note runs of touching notes (chromatic or not) against a regular beat 

of quarter notes in the bass. Imminent danger could be signified by a 

dissonant tremolo in either or both hands.
93

  

Music techniques used to associate the images include: varying the rhythmic textures or 

rhythmic motives; rhythmic duration and combination taken into account; the use of register 

and range; the use of melody in the left hand; the use of minor versus major keys; the use of 

changing articulation; and imitation and use of conventions.  

         According to Cooke, ñsilence in a music contextò was an important stock 

technique.
94

 The use of silence when music is expected ñcan have an enormous dramatic 
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impact on the audience.ò
95

 In some of the cue sheets, silence is used for dramatic effect. This 

means that no music was played for a set period of time. After this time the music 

accompaniment would be continued.  

These stock techniques empowered weaker musicians. Instead of having to switch 

music selections to portray the image, the techniques and textures could alter the music 

being used to portray the image. Eugene A. Ahern, from the Moving Picture News, advises, 

ñwhen sneaky or mysterious music is required, but scenes are short and not long enough to 

change music, play pp, and staccato whatever piece you were playing for the previous 

scenes.ò
96

 Likewise sneaky music is created by alternating these staccato notes with rests. 

Tremolo could also be used to represent impending tragedy. A more advanced musician 

could use a combination of tremolo, and add chromaticism or modulation to a minor key to 

represent the tragedy. According to Altman, Luz also champions using these stock 

techniques to vary the music but not the selections. With these stock techniques becoming 

accepted throughout the community as having the ability to express ideas, atmospheres or 

emotions, even the least of musicians had the ability to develop music ideas through the use 

of standard stock techniques creating a musical vocabulary. 

Lang and West considered the affect on a scene simply by the key selection. 

According to Lang and West, certain keys affect people to feel a certain way.  For example, 

A-flat and E-flat suggest ñwarmthò or languor.
97

 B-flat minor and G minor suggest sorrow or 

grief. A and D major suggest brilliancy, while E major suggests ñclear skiesò or ñthe oceanôs 

wide expanseò. F major reflects meditation or religious events. However they do state that 
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ñdifferent people react differently to the effects of various keys.ò
98

 Even if the emotions are 

not set to certain keys, a musician will benefit in the variety of transposition. It is an easy 

way to vary a theme and atmosphere.  

The Timing of Music to the Film  

The quantity of music used in modern film compared to music in the silent film is 

drastically different. In the silent film examples discussed later in this section, almost every 

moment in the film is accompanied with music. The exception in silent film is the use of 

silence for dramatic purposes in the plot. In the mystery movie, Hercule Poirot ñThe Murder 

of Roger Ackroydò released in 2000, the underscore for the film equates to just under 

twenty-three minutes out of one hour and thirty-four minutes of film.
99

 Yet music plays an 

important role in this modern underscore. Just as the music in silent film is used to tell a 

story, the music in this Poirot movie assists the story. Each time music is played, an 

important piece of the mystery is presented in the scene. In silent film, returning musical 

themes are used to cue an audience that something important is occurring. For example 

where dialogue carries the film forward in Poirot, when music is used, this cues the audience 

that something important is occurring. The continuous use of music accompanying the silent 

film tells the story.  

The ten cue sheets found in the University of Ottawa collection are from the late 

1920s. Table 1-1 lists these cue sheets in alphabetical order according to the last name of the 

compiler.  
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Table 1-1: University of Ottawa Silent Film Cue Sheet Collection and release date of films 

Compiler Movie Title Release Date 

James C. Bradford Cat and the Canary 1927
100

 

James C. Bradford Nevada 1927
101

 

James C. Bradford Weôre All Gamblers* 1927
102

 

Edward Kilenyi The Magic Flame 1927
103

 

Michael P. Krueger East Side West Side 1927
104

 

Michael P. Krueger Street Angel* 1928
105

 

Ernst Luz Dream of Love 1928
106

 

Ernst Luz The Gaucho 1927
107

 

Ernst Luz A Lady of Chance 1928
108

 

Ernst Luz A Single Man 1929
109

 

*Incomplete Cue Sheets 

 

Finding the length of the film from a modern restored DVD can be misleading. A 

compilation of times on restored DVDs shows the varied lengths offered today. Table 1-2 

presents different timings for the restored movie The Cat and the Canary.
110
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Table 1-2: Restored DVD times for The Cat and the Canary 

DVD Length 

Kino International (2007) 80 minutes 

Image Entertainment (2005) 85 minutes 

Image Entertainment (1998) 81 minutes 

Alpha Video (2004) 100 minutes 

 

Inconsistencies with restored DVDs and the music length in the cues sheets can be found as 

well. The music cues in East Side, West Side compiled by Michael P. Krueger add up to 

96:45. The length of the converted, restored film is 90:00. There are 6 more minutes of 

music than film. Using length of time from modern DVDs should be rejected.  

Finding timing for the length of film may lie in the cue sheet itself. Krueger gives 

instructions that ñThe timing is based on a speed of 12 minutes per reelò (see Figure 1-14).  

Figure 1-14: East Side, West Side cue sheet and instructions for length of time 

 

Likewise, cue sheets compiled by Ernst Luz state ñmaximum projection timeò and give the 

length of time (see Figure 1-15).  
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Figure 1-15: The Gaucho cue sheet and instructions for length of time 

 

The length of the films could vary from projectionist to projectionist. This makes the timing 

for the music different from performance to performance. Gillian Anderson quotes an 

excerpt from editor T. Scott Buhrman on projection machines. Buhrman states, ñprojection 

machines can be made to run at variable speeds to suit the occasion, and these speeds can be 

arbitrarily set by a projector without interfering in any way with the picture.ò
111

 Likewise 

Anderson states ñtheatre musicians could change the film directorsô intentions by varying the 

speed of the projectors...ò
112

 In some of the following cue sheets the music times match the 

movie times. In some, there is more music than film. In the book Playing to Picture, W. 

Tyacke George prepares the musician for reel length timings. Concerning films from the 

second decade of the century George states, 

This is the age of long lengthsð3,000 feet pictures are quite the rageðgiven 

in suitable sections. [...] A reel generally consists of 1,000 feet, and takes an 

average of 20 minutes to run through, and an ordinary program of about 4,000 

feet averages about one and a half hours. It is useful to remember that the 

average run of pictures is (see Table 1-3)é 
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Table 1-3: Georgeôs formula for how many minutes per foot of film 

feet minute 

300 8 

500 10 

750 15 

1,000 20 

3,000 75 (including change 

of reel)
 113

 

 

George makes it clear from his statement that the projection lengths given above are average. 

Mervyn Cooke discusses reel length stating ña single reel holding up to 1,000 feet of film 

stock and running for approximately fifteen minutes at the projection speed of sixteen frames 

per second is often used in silent films.ò
114

 Cooke concludes from Kevin Brownlowôs 

research that ñshooting and projection speeds could vary considerably.ò
115

 As can be seen in 

Table 1-4, six of the ten cue sheets indicate timing and that a reel takes on average 10 to 12 

minutes to play.  
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Table 1-4: Timing given in cue sheets  

Movie Title Feet and/or Reel Projection Time  

 

Dream of Love 7,949 feet, 9 reels Maximum 1 hour, 30 

minutes 

The Gaucho 9,235 feet, 10 reels  Maximum 1 hour, 35 

minutes 

A Lady of Chance 6,991 feet, 8 reels Maximum1 hour, 20 minutes 

A Single Man 5,530 feet, 7 reels Maximum 1 hour, 10 

minutes 

East Side, West Side The timing is based on speed 

of 12 minutes per reel 

 

Street Angel The timing is based on speed 

of 12 minutes per reel 

 

 

The film time and the music time from Luzôs cue sheets are interesting (see Table 1-

5). The music cues for Dream of Love and A Lady of Chance match the maximum projection 

time. The Gaucho music is ten minutes over the maximum projection time. The music for A 

Single Man is ten minutes under the maximum projection time. 
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Table 1-5: Projection time and total length of music in a cue sheet 

 

The varying length of times between the maximum projection time and the extra or 

lack of music compared to the film length timing given in the cue sheets creates discrepancy. 

A musician would have to pay close attention to the image so that his playing could 

Movie Title  Time of Film  

 

Total Length of 

Music Cues 

Total Number of 

Cues 

Dream of Love Maximum projection 

time 1: 30           

Length of film (7949 

feet, 9 reels) 

1: 29: 2 44 

 

The Gaucho Maximum projection 

time 1: 35          

Length of film (9235 

feet, 10 reels)                         

1: 45  

(86.85) 

 95 

 

A Lady of Chance Maximum projection 

time 1: 20           

Length of film (6991 

feet, 8 reels) 

1: 19: 45 36 

 

A Single Man Maximum projection 

time 1: 10          

Length of film (5530 

feet, 7 reels) 

59: 25 25   
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transition or stay according to the image shown. Likewise, the projection speed of the image 

could vary.  

Cues and Modulation Techniques  

The sequencing of music from scene to scene was important to the community. 

Tootell states, ñskillful ótimingô of the music to the actions is essential; even one second is 

often of vital importance in this, and a second lost in introducing a dramatic effect can ruin 

the effect of a dramatic scene, and even reduce it to absurdity.ò
116

 Tootell is telling 

musicians to be aware in their transitions. The musician must ñkeep pace with it [the 

image]ð live with it, and act with itð and be constantly and consistently with the scenes as 

they appear.ò
117

 This creates a good performance.  

In 1926, Frank Adams ñOn Time or Not at Allò addresses bad music transitions.
118

 

Adams recounts, ñWe often hear the organists, after the cue for a change has appeared, end 

the previous number rather indecisively, ramble around in a few aimless chords, fix the stops 

and finally float into something fitting the sceneðwhen it is half over.ò
119

 The community 

recognized the need for proper transitions from one piece to the next.  

Pre-scoring films became the norm during the silent film era. By pre-scoring the film 

with different pieces, the musician would need to know how to transition from one piece to 

the next. 
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According to T. Scott Buhrman, editor of the American Organist, music was very 

important to Hugo Riesenfeld, manager of large New York theatre companies.
120

 

Riesenfeldôs goal was to ñmake things go together in a proper sequence of keys as one 

pieceò
121

 through seamless transitions between pieces.  

In his treatise, W. Tyacke George, includes the concept of ñfilling inò.
122

  George 

states, ñWhat I may term ófilling inô is really breaking off into a few bars of appropriate 

music between important scenes, and is best done by memory.ò
123

 Popular pieces were often 

used as fillers. These filler pieces ñact in the same way as olives between the courses of a 

long banquet.ò
124

 In this case these pieces are used to transition between the main pieces to 

keep the interest of the audience. Luz addresses this issue early on in his manual. He 

acknowledges that many of the compilers insist that it is ñhighly essentialò the pieces chosen 

should complement each other in relative keys.
125

 Luz establishes that he has studied this 

idea for years. He has two opinions on segueing from one piece to the next. The first is that, 

ñcompositions in relative keys or numbers that may be segued to or from without a dissonant 

or discordant change, are best.ò
126

 The goal of choosing complementary pieces is not to 

distract the audience from the film. Transitions should go unnoticed. Luzôs second thought is 

that ñdissonant or discordant seguesò are preferred if they match the image. If a scene is 

ñjarringò the transition too should be jarring.
127

 About these segueing tips, Luz does state 

that, ñNeither of these is so important that fixed rules need apply.ò
128

 

                                                           
120 Ibid, xxiv. 
121 Ibid. 
122 George, Playing to the Pictures, 14. 
123 Ibid. 
124 Ibid. 
125 Luz, Motion Picture Synchrony, 15. 
126 Ibid, 15. 
127 Ibid. 
128 Ibid. 



46 

 

George Tootell includes a section on modulation. Tootell defines modulation as 

ñthe art of passing from one key (not chord) to another.ò
129

 The most common means of 

modulation used in film music are ñ(i) by interchange of a chord which occurs in both keys, 

and (ii) by enharmonic change of chord or note.ò
130

  The art of playing to film, includes 

uninterrupted music playing.
131

 The exception is silence for dramatic effect. Tootell states,  

the player must therefore take care to suitably join his selected pieces 

together, avoiding breaks which have disturbing effect. [...] if the next piece is 

not in the same key, nor commencing with a chord naturally connecting from 

the previous piece [the musician must be prepared to modulate]ðgliding 

from one key to the other and from the character of the one piece to that of 

the next.
132

  

By stressing the ability to ñglideò and matching the ñcharacterò of two pieces Tootell 

stresses the ability to seamlessly flow from one piece to the next. If the following piece is 

not in the same key, modulation is necessary.  

The process of identifying how the musicians transitioned from one cue to the next 

can be found in the Lang and Westôs manual. These authors assist the musician in laying the 

groundwork for techniques used to transition from scene to scene. Within Part I of Lang and 

Westôs book the second section discusses ñMusical Resourcefulnessò. Within this section 

Lang and West discuss General Remarks, Musical Characterization, Thematic Development, 

Transition and Modulation, Transposition and Improvisation. These ideas that are developed 

help establish a method of how musicians performed silent film.  
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According to Lang and West a performer must pay attention to ñsmooth musical 

transitions or effective modulationò.
 133

 Lang and West state, 

 For the practical use of the ñmovieò player there are, however, certain 

ñtricksò of modulation which it may be well to point out here. As a general 

rule the player should bear in mind that his transitions should never be abrupt, 

unless a special graphic end may be gained thereby. He should take time and 

care with his modulations. But what the following examples intend to teach, 

is more a principle than an application. Only continued practice will make the 

application a matter of ease and surety.
134

 

The ñtricks for modulationò suggested above can be divided into four different modulations. 

The first is a modulation from the tonic to the dominant. The second type of modulation is 

from the tonic to the subdominant. The third modulation is from the relative major to the 

relative minor relative. In modulating from the subdominant or relative minor the musical 

effect will be indirect.
135

 This is not a problem and is helpful in establishing variety. 

According to Lang and West, modulating from relative keys, or to the subdominant ñit 

makes the modulation more óconvincingôò.
136

 The last modulation is parallel minor keys.
137

 

The authors stress that the musicians portray the image on the screen. It is important that the 

modulations be smooth unless the musician is to portray an abrupt end. Lang and West 

acknowledge that text book modulations show the underlying harmonies of the chord 

progressions. This is how the musician can begin the study of modulation. Through practice, 

the musician will become better at the modulations. 
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The time of the modulation needs to be factored into each transition. The suggested 

modulations of moving from the tonic to dominant, or tonic to subdominant, or between 

relative minor or parallel minor keys could prove to be too long and ñprevent the player from 

following the speed of pictured events.ò
138

 A method for immediate or quick modulations 

includes, 

I. Modulation with the aid of a pivotal note unaltered or enharmonically 

changed. II. Modulation with the aid of pivotal chord unchanged or 

chromatically altered. III. Modulation with the aid of motive altered in the 

ñgiven keyò so as to suggest, or lead into the ñprospective keyò.  IV. 

Modulation with the aid of diminished-seventh chordsò
139

 

However, modulations for film music go beyond the basic foundations laid above. 

Lang and West inform the musician that, ñThe player should, in fact, carefully shun anything 

that sounds like the wearisome chord progressions favored by diligent and patient piano 

tuners. The text-book style of 4-part harmony, at its best, too closely resembles church 

music.ò These textbook modulations should be used only if the film portrays a church or 

religious function. Lang and West do not want the musicians suggesting associations to 

religious activities. They celebrate the different qualities that the organ can express. The 

organ is to be used to express what is being seen on the screen.  ñNevertheless, the study of 

textbooks on harmony, and principally on modulation, is an invaluable help in 

understanding, and carrying on independently, the exposition that follows.ò
140

 

No matter how short the musical modulation from one piece of music to the next 

and the switch of events on the screen, the transition ñshould be made to act as a melodic (or 
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thematically connecting) link, as well as a harmonic bridge.ò
141

 Thought must be put into 

these transitions even if the time is short. In doing this ñthe organic nature of a modulationò 

will be accentuated.  Before a musical theme has served its purpose and is finished being 

used, the music material used to transition to another piece should echo the completed 

theme. Likewise modulation material can be used to foreshadow a new theme about to be 

established. Lang and West explain:  

Which method the player should follow depends somewhat on the picture, 

namely whether the action is receding from a moment of intensity (in which 

case the ñintenseò motive will be ñre-±choedò) or whether it is progressing to 

such a moment (in which case the ñintenseò motive will act as a 

ñforebodingò). These simple devices offer specimens of the many 

ñpsychologicò possibilities of modulation in connection with the proper use 

of motives and special themes.ò
142 

 

 

Modulations were to link themes which impress emotions on the audience, such as intensity 

and foreboding. In 1920, musicians were using motives and themes and using modulations to 

logically connect the sequence of the film together.   

The process of learning the art of modulation was not instantaneous. Lang and West 

placed high priority on modulations. With the hints for the modulations outlined in this 

section, along with supplementing their foundation through studying harmony in textbooks, 

a musician could perfect the art of film. In Lang and Westôs opinion, the best source for the 

musician ñseriously desiring to perfect themselves in this fieldò comes from the classical 

composers.  The study of ñthe piano compositions of Chopin, Schumann, Liszt, and Cesar 

                                                           
141 Ibid, 14-5. 
142 Ibid. 
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Frank will prove an inexhaustible source of instruction and inspiration. Only by going to 

works of art for the necessary model, may the player eventually hope to shape his task into 

another expression of musical art, and so gain the true purpose of his mission.ò
143

 Diversity 

of modulation is key in performance. Lang and West suggest that ñthe player should 

carefully refrain from adhering too closely or exclusively to one and the same form. 

Mannerisms and bad habits are easily acquired. Variety is the principle aim that should be 

sought.ò
144

 

Conclusion  

By following basic harmonic progressions for modulating between keys, a musician 

could seamlessly transition from one cue to the next. As will be shown through analyses of 

cue sheets in the following chapters, this technique would need to be mastered for playing 

cue sheets because they are not included in the cue sheet. However, through the study of 

classical compositions, a musician would learn to use a variety of transitions so as not to 

bore the audience.  

 

 

 

 

 

 

                                                           
143 Ibid, 21. 
144 Ibid. 
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Chapter 2 ð James C. Bradford Cue Sheets and System 

Introduction  

James C. Bradford worked for First National theatre chain.
145

 He compiled cue sheets 

for M.J. Mintzôs Thematic Music Cue Sheet which was established in 1923. In 1927, 

Bradford compiled a detailed cue sheet for the film The Cat and the Canary which was 

filmed at Universal Studios in Hollywood.
146

 

This chapter examines Bradfordôs cue sheet, The Cat and the Canary. This cue is the 

most detailed of the collection. Bradford includes a three page written introduction about the 

cue sheet. The first page states Bradfordôs intentions and general performance instructions 

on how to create atmosphere. Bradford also describes the musical characteristics of six 

themes. The remaining two pages are ñsuggestions for playing.ò
147

 Bradford lists all sixty-

six cues, giving additional instructions for fifty-five of these cues. Within the cue sheet, 

Bradford gives twenty-two performance instructions. The instructions are included after the 

music example is given and begun with ñNOTE:ò followed by the instructions for the 

musician. Sometimes these notes included within the cue sheet reiterate instructions given in 

Bradfordôs introduction. At other times these notes within the cue sheet are not in the 

summary. Bradford is adding additional instructions. These instructions could be for sound 

effects, or instructions on how to vary the music.  

                                                           
145 Altman, Silent Film Sound, 353. 
146 the International Movie Database, IMDbôs page for The Cat and the Canary.  
147 James C. Bradford, comp., The Cat and the Canary, in Thematic Music Cue Sheet (New York City: Cameo Music 

Service Corporation), inside cover. 
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A cue by cue analysis of the cue sheet The Cat and the Canary is conducted in this 

chapter. The goal of this analysis is: to show the compilation process of the cue sheet; how 

Bradford chooses the music to illustrate the image; and how atmosphere is portrayed.  

Bradfordôs Introduction 

Bradford clearly gives the purpose of The Cat and the Canary cue sheet. Bradford 

states: 

The purpose of this ñGREATER THEAMATIC MUSIC CUE 

SHEETò is to make possible a more detailed and accurate 

rendition of suggested music, a perfect sequence of modulations 

from one selection to another, a more careful handling of 

dynamics for effects and, in fact, to supersede the complete music 

score, usually published and unusually completely used. 
148

  

Bradford states that his cue sheet is meant to supersede the published score. From 

Bradfordôs statement the entire published score is usually not wholly played. Bradford is 

commenting on the practice of playing published score. Published scores were usually 

complex and most musicians did not have the skills or time required for complete scores. 

Bradford is taking ownership and compiles, according to himself, the best cue sheet for this 

film. More musicians would be familiar with the classical, popular and incidental music 

compiled.  

Bradfordôs goal for choosing the pieces in his cue sheet is to ensure that any 

arrangement of instruments can be used for the film including any size orchestra, an organ or 

                                                           
148 Ibid. 
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a piano.
149

 However, Bradfordôs instructions throughout the cue sheet seem to indicate that 

an orchestra or organ is most ideal for the musical interpretation. For example, during cue 27  

Bradford asks for muted brass. In Cue 50, to portray a dead body falling, Bradford 

asks for a dull thud on the tympani. During Cue 56, Bradford asks for the strings to play 

tremolo.  

In -Depth Analysis of The Cat and the Canary Cue Sheet 

The remainder of this chapter is a cue by cue analysis of The Cat and the Canary. 

The cast includes ten characters and additional characters (see Table 2-1).
150

 

Table 2-1: Characters and actors in The Cat and the Canary 

 

                                                           
149 Ibid. 
150 ñMain Title; Cyrus West,ò The Cat and the Canary, directed by Paul Leni (1927; Image Entertainment, 2005), DVD. 

 

Character Actor  Role 

Cyrus West Cameo Deceased Millionaire 

Annabelle  West Laura La Plante Heroine 

Paul Jones Creighton Hale Hero 

Charles Wilder Forrest Stanley Villain  

Roger Crosby Tully Marshall Lawyer 

Cecily Gertrude Astor Minor Character 

Susan Flora Finch Minor Character 

Harry Arthur Edmund Carewe Minor Character 

Mammy Pleasant Martha Mattox Millionaireôs Servant 

The Guard George Siegmann Minor Character 

Ira Lazar Lucien Littlefield Minor Character 

Additional Characters 

Policeman, Taxi Driver, Milkman 

http://www.imdb.com/name/nm0478851/?ref_=tt_cl_t1
http://www.imdb.com/name/nm0354878/?ref_=tt_cl_t2
http://www.imdb.com/name/nm0822477/?ref_=tt_cl_t3
http://www.imdb.com/name/nm0277411/?ref_=tt_cl_t6
http://www.imdb.com/name/nm0136886/?ref_=tt_cl_t7
http://www.imdb.com/name/nm0560442/?ref_=tt_cl_t8
http://www.imdb.com/name/nm0797094/?ref_=tt_cl_t9
http://www.imdb.com/name/nm0514707/?ref_=tt_cl_t10
http://www.imdb.com/character/ch0217790/
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The synopsis of the film is as follows, 

The grotesque and sinister mansion of the late Cyrus West has stood empty 

for twenty yearsðuntil tonight. On this stormy evening, the eccentric 

millionaireôs will is to be read, and his greedy potential heirs gather in the 

cobwebbed halls of the foreboding gothic manor. Cyrusô disdain for his 

money-hungry relatives is evident when he bequeaths his fortune to his most 

distant relation, the lovely Annabelle West. But Cyrus has placed an unusual 

clause in his will. Annabelle must be proven to be sane in order for her to 

collect the money and, if she is not, the untold wealth will go to another heir 

whose name remains sealed in an envelope. When the family lawyer attempts 

to warn Annabelle who this other heir is, he mysteriously vanishes. 

Meanwhile, a homicidal maniac is loose in the house, a killer with the claws 

of a crazed feline. Annabelle finds herself much like a frightened canary... 

surrounded by hungry cats!
151

 

 

Bradford compiled the music for The Cat and the Canary with a total of 66 music 

excerpts (see Table 2-2).  

Table 2-2: Number of cues and music excerpts in The Cat and the Canary 

 

Included below is The Cat and the Canary cue sheet and a transcription as compiled by 

Bradford (see Figure 2-1 and Table 2-3). 

                                                           
151 ñSynopsis,ò The Cat and the Canary, directed by Paul Leni (1927; Alpha Video, 2004), DVD back cover. 

Category of Pieces Quantity  Total 

Cues 
90 66 music excerpts 

Segue 0 
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Figure 2-1: The Cat and the Canary cue sheet 

 



56 

 

 



57 

 

 



58 

 

 



59 

 

 

 



60 

 

 

 



61 

 

 

 



62 

 

 



63 

 

 

 



64 

 

 



65 

 



66 

 

Table 2-3: Transcription of The Cat and the Canary 

Cue Number 

and Type of 

Cue 

The Scene in the Film Ti tle of Music Piece Composer 

of Music 

Length of 

Music 

Cue 

1.  At screening... ñPhantomsò Schad 3/4 Min. 

2. (Title) On a Lonely Pine Clad Hill... ñThe Hour of Ghostsò  Becce 1 Min. 

3. (Action)     Insert- Last Will and Testament of... ñAseôs Deathò from Peer Gynt Greig 1/2 Min. 

4. (Title)  and for Twenty Years... Misterioso Dramatico No. 22    Borch 3/4 Min. 

Cue 5: Note: Play very slow "PP" with monotonous bass.   

5. (Title) But on the Night... Mystery Theme: ñSilent Nightò Rebikov 1 Min. 

Cue 6: Note: Play with muted brass "PP" and very weird.  

6. (Action)  Mammy Theme: Mammy Pleasant Appears... Unfinished Symphony Schubert 2 Min. 

7. (Action)  Roger Crosby at safe... ñMystificationò Hosmer 1/2 Min. 

8. (Action)  He Sees Moth in Safe...  Mystery Theme: ñSilent Nightò Rebikov 3/4 Min. 

9. (Action)  Knock on Door... ñOmensò Schad 1 Min. 

10. (Title)  Harry Blythe... ñThe Seasonôs Greetingsò Marquardt 1/2 Min. 

11. (Action)  Auto Headlights Appear on Dark Road... ñElopementò Carrozzini 1 1/2 Min.  



67 

 

Cue 12 Note: Catch Knock on Door.  

12. (Action)  Aunt Susan and Cecily Enter...  Mystery Theme: ñSilent Nightò Rebikov 1/2 Min. 

Cue 13 Note: Play "PP" when cat is seen on road, and produce effect of cat spitting if possible. Do not fail to catch report of tire 

blow-out, knocking on door as previously, wind effects, etc.  

13. (Action)  

 

Exterior- Headlights of Another Machine 

Appear... 

Paul Theme: ñAnimal Cartoonixò 

No. 2 

Aborn 2 1/4 Min. 

14. (Title)  It is Midnight- Read the Will... Mystery Theme: ñSilent Nightò Rebikov 3/4 Min.  

Cue 15 Note: Catch knock on door. Note: Weird wind effects ad lib.  

15. (Action)  Annabelle Enters... ñJunellaò  Khan 1 1/4 Min.  

Cue 16 Note: Clock Striking solo- no music.  

16. (Title)  That Clock Hasnôt Struck in Twenty Years... Silence- no music...  3/4 Min. 

17. (Action)  Clock Stops Striking- Crosby Opening 

Envelope... 

ñDesert Monotonyò Aborn 2 3/4 Min.  

 Cue 18 Note: Play "P" weird and in a monotone; wind effects ad lib.  

18. (Action)  

 

Harry Congratulates Annabelle ... ñSoubretteò Silbert 1/2 Min. 

19 (Action)  Mammy Pleasant Appears with Envelope...  Mammy Theme: Unfinished 

Symphony 

Schubert 1/2 Min. 
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20. (Title)  Iôm Going, I Donôt Want the Crazy Foolôs 

Money... 

Susan Theme: ñChatterò Khan 1 1/2 Min. 

Cue 21 Note: Silence until painting crashes- catch this effect, then start Mystery Theme.  

21. (Title)  Now I Know He Was Crazy...  Mystery Theme: ñSilent Nightò Rebikov  1 Min.  

22. (Title) If You Ever Need Me for Anything... ñLôEncoreò Herbert 1 1/2 Min. 

23. (Action)  Annabelle and Crosby Alone in Room... ñSinister Misteriosoò  Berge 3/4 Min. 

24. (Action)  Flash-back to Family at the Table- Paul 

Talking... 

Paul Theme: ñAnimal Cartoonixò 

No. 2  

Aborn  1/2 Min. 

25. (Action) Mammy Pleasant Enters with a Tray...  Mammy Theme: Unfinished 

Symphony 

Schubert  1/2 Min. 

Cue 26 Note: Play rather moderately as a March Mysterioso.  

26. (Action) Guard Enters... Guard Theme: ñMarch Miniatureò Jacobi 2 3/4 Min.  

Cue 27. Note: Crescendo on muted brass as bookcase in back moves- very weird, same effect for appearance of hand, strangling 

Crosby, disappearance.  

27. (Action) Flash-back to Annabelle and Crosby...  Mystery Theme: ñSilent Nightò Rebikov  1 1/2 Min. 

28. (Action)  Annabelle Discovers Crosby Missing... ñLaocoonò  Leauschner 2 1/2 Min.  

Cue 29 NOTE: Open up "FF" and play to temperament of picture. 

29. (Action)   Close-up of Annabelle ...  Mystery Theme: ñSilent Nightò Rebikov 3/4 Min 



69 

 

30. (Title)   Iôll Bet She Knows Where...    Susan Theme: ñChatterò  Khan 3/4 Min. 

31. (Action) Mammy Enters...  Mammy Theme: Unfinished 

Symphony 

Schubert   1/2 Min. 

32. (Action)  Guard Appears Again...  Guard Theme: òMarch Miniatureò Jacobi 1/2 Min. 

33. (Action)  Annabelle Alone in Room... ñMisterioso Dramatiqueò No. 54  Borch 1/2 Min. 

34. (Title)  Nobody Has Slept in that Bed... ñIndian Invocationò (2nd Move.)... Herbert 1/2 Min. 

35. (Action)  Susan Sitting on Bed Alone... ñGhost In the Haunted Roomò Anthony  1 3/4 Min. 

36. (Title)  What Are You Doing Here... ñNotte Misteriosaò Becce 1/2Min.  

Cue 37 NOTE: Play second strain only.  

37. (Action)  Flash-back to Susan...  Susan Theme: ñChatterò Khan  1/2 Min. 

38. (Action)    Paul at Door of Annabelleôs Room... Paul Theme: ñAnimal Cartoonixò 

No. 2 

Aborn 1/2 Min. 

39. (Title)  Iôm Not at all Clever... Love Theme: ñHow I Love Youò Brown  3/4 Min. 

40. (Action) Annabelle Opens Letter...  Mystery Theme: ñSilent Nightò Rebikov  1 Min 

41. (Action)  Paul in Dark Hallway... ñQueer Anticsò  Zamecnik 1 Min. 

42. (Action) Cecily Starts to Remove Clothes... ñI Gotta Get Myself Somebody to 

Loveò 

Handman  1 1/4 Min.  

43. (Action)  Susan Looks Under Bed... ñMajestic Misteriosoò Kilenv 1/2 Min. 
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Cue 43 NOTE: Play very quietly and deliberately. NOTE: Start: "P" and gradually work up, catch her scream on one of the "F" 

chords. Gradually accelerando to scream. 

 44. (Title) Youôre Not What Aunt Susan Expected...  Susan Theme: ñChatterò Khan 1 1/4 Min. 

45. (Action)  Annabelle Looking for Button... ñMisterioso Burlesqueò Savino 1/2 Min. 

46. (Action)  Panel Opened- Annabelle Finds Jewel Case... ñConspiracyò  Zamecnik 1/2 Min. 

47. (Action)  Paul on Dark Stairs... ñIn Gloomy Forestò  Axt 1 Min. 

48. (Action) 

 

Curtains at Head of Bed Move...  Mystery Theme: ñSilent Nightò Rebikov  1/2 Min. 

 49. (Action)  Hand Tears Necklace from Annabelleôs 

Throat... 

Repeat No. 28 "Laocoon"...  3 Min. 

Cue 49 NOTE: Catch piercing scream as Annabelle awakens. NOTE: Stop music when panel opens- absolute quiet- just a dull thud 

on the timpani as body falls, then start music.  

50. (Action)  Paul Opens- Crosbyôs Body Falls Out...   Mystery Theme: ñSilent Nightò Rebikov 1/2 Min. 

51. (Action)  Annabelle Faints and is Carried Out.... ñReproachò  Zamecnik 3 Min. 

NOTE: Wind whistling weirdly for long corridor flashes.  

 52. (Title)  Whatôs All this About Paul...    Paul Theme: ñAnimal Cartoonixò 

No. 2  

Aborn 1 1/4 Min. 

53. (Action)  Body Discovered Missing...   Mystery Theme: ñSilent Nightò Rebikov  1/2 Min. 
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54. (Action)  Paul Enters Panel- Annabelle Caught...  ñDefense of Honorò  Zamecnik 2 Min. 

55. (Action) Figure in Doorway Watching Annabelle ...  ñWeird Misteriosoò  Kilnyl  2 1/2 Min.  

Cue 55 NOTE: Play first strain only string tremolo.  

56. (Action) Paul in Cellar...  ñDramatic Agitatoò No. 22  Simon  1/2 Min. 

57. (Action)  Flash-back to Annabelle and Doctor.... Repeat No. 55 ñWeird Misteriosoò   1/2 Min 

58. (Title) Annabelle Donôt Drink That...  ñAgitatoò No. 84  Berge 3/4 Min. 

59. (Action)  Guard Appears...  Guard Theme: ñMarch Miniatureò  Jacobi 1/2 Min.  

Cue 59 Note: Catch Fall, etc. ad lib.  

60. (Action)  Flash to Paul in Cellar Again...  ñDisturbanceò  Zamecnik 2 Min. 

61. (Action)  Milk Wagon and Susan...  ñPoursuite Dramatiqueò  Drigoôs 

Cinema 

Classics 

3/4  Min.  

63. (Action)  Cloaked Figure Grabs Annabelle ...  ñThe Ambushò   Patou 2 Min. 

Cue 63 Note: Catch Crash, falls, etc. ad lib.  

64. (Title) Look Out For Him...  ñAgitationò  Borch 1 Min. 

65. (Title) Everythingôs All Right Annabelle ...   Paul Theme: ñAnimal Cartoonixò 

No. 2  

Aborn  1/2 Min. 

66. (Action)  Cecily and Aunt Susan Open Door...   Love Theme: ñHow I Love Youò Brown 1 Min.  
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In the introduction to Bradfordôs cue sheet, the compiler sets out six music themes. 

Bradford does not assign the Mystery Theme to a character. This theme is used to cue the 

audience to remember important information to solve the mystery in the film. Likewise, the 

Mystery Theme can be closely linked to Charlie Wilderôs conspiracy as will be discussed 

later in the chapter.   

 ñSilent Nightò by Rebikov is the Mystery Theme and appears twelve times 

throughout (cue: 5, 8, 12, 14, 21, 27, 29, 40, 48, 50, 53, and 62). Bradford describes this 

theme as ña gruesome monotonous minor selection which appropriately creates the mystery 

and desolation of the locale of the scenes; it should be played at all times with muted brass 

and very óPô in dreary tempo.ò
152

  

The background for Vladimir Rebikov is interesting pertaining to this theme. 

Rebikov was a late Romantic and twentieth-century Russian composer (1866-1920).
153

 

Rebikovôs piece ñSilent Nightò is from his most famous composition The Christmas Tree 

Suite Op. 21a. One author paints the composer as a ñforgotten figure by the time of his death 

at age 54.ò
154

 However, in the 21
st
 century, Rebikov is not forgotten. Here it may be noted, 

that in two modern cue sheets, different selections from The Christmas Tree Suite are used 

as reoccurring themes. For example, Rebikovôs music appears in the silent films Blood and 

Sands and Dr. Jekyll and Mr. Hyde. The compilers Rodney Sauer and Susan M. Hall use 

two selections three times from the suite ñDance of the Clownsò and ñMarch of the Gnomesò 

                                                           
152 Bradford, The Cat and the Canary,  inside cover. 
153 ñRebikov, Vladimir (Ivanovich),ò Baker's Biographical Dictionary of Musicians. Edited by Nicolas Slonimsky. (New 

York: Schirmer Books, 2001), 2940. 
154 Uncle Dave Lewis, ñAllmusic,ò accessed August 31, 2013, http://www.allmusic.com/artist/vladimir-rebikov-

mn0002184622/biography, (August 8, 2013). 
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in Blood and Sands.
155

 In Dr. Jekyll and Mr. Hyde these compilers used ñSilent Nightò.
156

 

The Mont Alto Motion Picture Orchestra is an ensemble that recreates film music for silent 

films. Mont Alto accompanies films using conventions from the silent film era. Their goal 

for Dr. Jekyll and Mr. Hyde, ñwas to make a dark and melodramatic score that would serve 

to match the curious and dark visual style of the film.ò
157

 These compilers saw ñSilent 

Nightò as a piece that expresses the grotesque. Used in The Cat and the Canary, ñSilent 

Nightò is the most prominent piece and theme of the film.
158

 Bradford uses ñSilent Nightò to 

establish a new part in the mystery. Rebikovôs Christmas Tree Suite was played after his 

death and is used to this day. 

At the time of his death, however, Rebikov ñwas bitter and disillusioned, convinced 

wrongly that composers such as Debussy, Scriabin, and Stravinsky had made their way into 

public prominence through stealing his ideas.ò
159

 Bakerôs biography of Rebikov concurs 

about techniques stating, ñhe made a decisive turn toward a modern style; he became 

particularly fond of the whole-tone scale and its concomitant, the augmented triad, claiming 

priority in this respect over Debussy and other European composers.ò
160

  The pinwheel 

melody was a compositional technique that Stravinsky was known to use. In Rebikovôs 

ñSilent Nightò he uses a pinwheel melody. It is possible that Rebikov thought that Stravinsky 

stole this technique from him.  

                                                           
155 Rodney Sauer and Susan M. Hall, comps.,ñBlood and Sands,ò accessed August 31, 2013, 

http://www.montalto.com/recordings/jekyllcues.html. 
156 Sauer and Hall, comps., ñDr. Jekyll and Mr. Hyde,ò accessed August 31, 2013,  http://www.montalto. 

com/recordings/jekyllcues.html. 
157 Ibid. 
158 Bradford, The Cat and the Canary, inside cover. 
159 Lewis, ñAllmusic.ò  
160 ñRebikov, Vladimir (Ivanovich),ò Baker's Biographical Dictionary of Musicians, 2940. 

http://en.wikipedia.org/wiki/Claude_Debussy
http://en.wikipedia.org/wiki/Alexander_Scriabin
http://en.wikipedia.org/wiki/Igor_Stravinsky
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In measures 1-5 of ñSilent Nightò the melody circles around the D note (see Figure 2-

2). In measure 11, the melody is transposed down a whole-tone to B-flat and the melody 

circles around the C note.  

Figure 2-2: Analysis of Silent Nightô 

 

This piece truly is a ñgruesome monotonous minor selectionò.
161

 The piece begins in C 

Major. However, by measure 5 Rebikov established the key of C minor. The music circles 

around D and does not cadence. The tempo Largo, pesante e lugubre insures a slow, heavy 

and dreary tempo.   

ñSilent Nightò is used for the Mystery Theme twelve times. By Bradford using this 

cue more than once in the film, the reason or suitability of the music can be established in 

the first occurrence of the music with a scene in the film. The first time the cue is used the 

intertitle reads, ñBut on the night when the will was to be read, there was something more 

tangible than a ghost in the house.ò
162

 The audience sees the safe approached and a manôs 

gloved hand opens the safe to replace an opened envelope. The pin wheel motion of the 

melody in ñSilent Nightò musically expresses the circular motion of the dial on safe being 

                                                           
161 Bradford, The Cat and the Canary, inside cover. 
162 ñMain Title; Cyrus West,ò The Cat and the Canary, directed by Paul Leni (1927; Image Entertainment, 2005), DVD. 
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turned. The lowest note in the piece, the B-flat in measure 9-10 and the transposed version of 

the theme on A-flat in measure 18-20 portrays ominous and villainess feelings. The villain is 

implicated from the first use of the Mystery Theme. Eventually, it is established that this 

opened letter contains the name of the second heir. Charlie is the one who has opened this 

letter and knows if Annabelle is proven insane, she will not inherit the estate. Bradford uses 

the Mystery Theme to introduce the villain. 

During the second time the Mystery Theme is heard in cue 8, Crosby, the lawyer and 

executor of the will, opens the safe. He discovers a moth and immediately becomes angry, 

suspicious and accusatory of Mammy Pleasant. Mammy sidles beside the lawyer and states, 

ñNobody knows the combination of that safe butðyou!ò
163

 In this scene ñSilent Nightò 

establishes the mystery. Who opened the safe and why? The Mystery Theme cue is used for 

plot purposes. In using the Mystery Theme when Mammy Pleasant leans in and tells Crosby 

he is the only one who knows the combination to the safe, the music establishes that the 

lawyer knows more than what he is letting on. The audience is cued to beware of the lawyer 

and add him to the potential villain list.   

It is important to digress from the Mystery Theme to discuss two separate music 

examples that relate to this theme. ñOmensò cue 9, follows the Mystery Theme and has 

motivic resemblance. Harry Blythe, the first relative to arrive, is not introduced with the 

Mystery Theme. However, the motive outlined in Figure 2-3, is from the Mystery Theme. 

The C, C, D, E-flat in the Mystery Theme is transposed down in ñOmensò as B, B, C-sharp, 

D. The difference in rhythm is slight and occurs on the second note of the motive. In ñSilent 

                                                           
163 ñThe Will,ò The Cat and the Canary, directed by Paul Leni (1927; Image Entertainment, 2005), DVD. 
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Nightò the second note is a quarter note. In ñOmensò the second note is an eighth note 

followed by an eighth rest. In both examples, there is a full beat given to the second note 

before moving to the third note in the motive. Bradford describes ñOmensò as ñan ominous 

marked Mysterioso with dramatic pauses.ò
164

 The silence of the rests creates drama and 

tension in the scene. 

By using ñOmensò which has a similar motive to ñSilent Nightò, Bradford transitions 

from the Mystery Theme, to an ñominousò theme with a similar starting motive as the first 

relative is introduced (see Figure 2-3). Because of the close links to the theme and the 

digression from the theme Bradford is making this character a more likely suspect. Likewise, 

the tremolo tells the audience not to trust this character. 

Figure 2-3: Motive in ñOmensò which is found in ñSilent Nightò 

 

The second digression occurs for cue 10 ñThe Seasonôs Greetingsò. In this scene, 

Harry Blythe meets Crosby. During this cue, the second relative to enter is the villain Charlie 

Wilder. Bradford does not choose to change the music to introduce Charlie. In doing this 

                                                           
164 Bradford, The Cat and the Canary, inside. 
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Bradford is keeping Charlie in the background. Yet the music treatment of this character 

should cause the audience to doubt this character. 

The third time the Mystery Theme is played, Aunt Susan and her niece Cecily are 

introduced and the ladies soon join the three men. In using the Mystery Theme here, 

Bradford is adding Aunt Susan and Cecily to the potential villain category.  

When the fourth cue for ñSilent Nightò is heard, it is midnight and Blythe insists on 

the will being read. The last relative, Annabelle, has not arrived yet, Crosby states they must 

wait. On arriving, Annabelle is named the heir. However, the will states Annabelle must be 

proven mentally sane to inherit the estate. Bradford again uses the Mystery Theme  

Special treatment of the Mystery Theme is used for cue 21. Bradford instructs the 

musician to include, ñSilence until portrait crashed to floor; catch fall of painting on 

tympani, then start the music.ò
165

 The use of the Mystery Theme raises questions of how the 

picture fell . Could it be that the cause of the fall was a ghost? If so could the ghost be the 

villain?   

The villain is directly involved in the next use of the Mystery Theme. An agitated 

Crosby starts to tell Annabelle about the envelope that holds the name of the second heir if 

Annabelle is proven insane. Crosby warns Annabelle that the one who is named in the 

envelope may want to harm her. Bradfordôs performance instructions state, ñA careful 

performance at this point is necessary, as the bookcase moves have brass crescendo very 

reedy with mutes; again with the appearance of the hand, and trill for strangulation and 
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disappearance of Crosby.ò
166

 By adding in a trill the music techniques changes to illustrate 

the image.  

Crosby has disappeared while alone with Annabelle. When she tells this, Annabelle 

is accused of being as insane as her deceased Uncle. The villain is laying the groundwork to 

disinherit Annabelle. As the Mystery Theme starts this cue, Annabelle is shown between 

Harry and Charlie. At the end of the scene Charlie is looking at the book shelf, where Crosby 

disappeared. The music is once again telling the audience not to trust these men.  

In cue 40, Annabelle is alone and the Mystery Theme is heard for the eighth time. 

Cyrus West has left a letter for Annabelle with instructions on where to find the missing, 

famous West diamonds. Having found the diamond necklace Annabelle puts the jewelry on 

and retires to bed. Bradford uses the Mystery Theme to foreshadow that the villain will come 

for the necklace.  

In cue 48, the ninth time the Mystery Theme is heard Annabelle is sleeping 

restlessly. A secret panel opens and a gruesome hand appears grasping for the necklace. 

Annabelle screams for help, and the relatives gather in Annabelleôs room. Bradford instructs 

the use of a trill, this may be to make the audience fear the strangulation of the heroine. 

Other instructions include, eliminating the trill for the finish, this would be once the necklace 

is snatched and Annabelle is not strangled. Bradford wants the same crescendo as before and 

the scream to be caught.
167

  

                                                           
166 Ibid. 
167 Bradford, The Cat and the Canary, back cover. 
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In cue 50, a hysteretic Annabelle opens the secret panel. To create a dramatic scene, 

Bradford instructs the musician to be silent as the panel opens.
168

 As the body of Crosby falls 

to the floor a dull thud is to be played on the tympani. The Mystery Theme is then to be 

started raising the questions who killed Crosby? Who is the Villain? It seems likely that 

Crosby was in cahoots with the villain and had given villain a combination to the safe. To 

keep his secret safe the villain killed Crosby to keep him from telling Annabelle who the 

second heir is.  

Crosbyôs body has vanished and the panel door is left open. Paul enters the panel. 

The villain is about to be caught. The mystery and who the theme belongs to are about to be 

solved. 

The final time the Mystery Theme is needed is near the conclusion of the movie. The 

Mystery Theme begins the sequence of scenes that solves and finalizes the mystery. Paul has 

established that the person who killed Crosby would be the second person who is in line to 

inherit. The motive for Crosbyôs death was to keep the second heirôs identity unknown. 

When Annabelle is alone in a room the villain makes a final attempt to hurt Annabelle. The 

villain is subdued by Paul and is discovered to be Charlie Wilder.  

The first occurrence of the Mystery Theme matches the image on the screen. The 

pinwheel melody matches the circular dial of the safe. Crosby, Susan, and Cecily are 

introduced with the Mystery Theme. Harry is introduced with a motivically similar piece. In 

linking these characters with the theme they are added to the suspect list. Paul and Annabelle 

are not introduced with the Mystery Theme. Their themes relieve them of suspicions to the 
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mystery and causes the audience to trust them. Charlie is neither introduced with the theme 

nor given separate introductory music. However this is not the first time that the audience 

has been introduced to Charlie. When Charlie is unmasked as the villain in the final scene, 

the audience can then link that the villain in the first scene and the first use of the Mystery 

Theme is Charlie. Likewise, it is interesting to note that the Mystery Theme is a part of a 

Christmas suite and Bradford uses ñThe Seasonôs Greetingsò for Charlieôs entrance. Whether 

or not the audience recognized the themed choices of pieces, Bradford is linking the theme 

and cue 10 together. In retrospect, by using the Mystery Theme to introduce the relatives and 

ñThe Seasonôs Greetingsò for Charlie, Bradford is establishing with the music that Charlie 

Wilder is the unseen villain who was introduced the first time the Mystery Theme was heard.  

The Mystery Theme is used to foreshadow events. Cue 21, Mammy foresees an evil 

deed.
169

 Which comes true in Crosbyôs disappearances (and later discovered death) in cue 

27. Cue 40, foreshadows that the villain will come for the necklace in cue 48.  

The Mystery Theme links events having to do with the will and letters placed in the 

safe during the first cue. Cue 14, Harry insists on the will being read. Cue 27, Crosby is 

going to tell Annabelle who the second heir is in the letter, letting her know who the person 

was in the first cue. In cue 29, Annabelleôs sanity is questioned. The second heir may end up 

inheriting the estate.  

The Mystery Theme leads up to the discovery of who the villain is. In cue 50, the 

Mystery Theme is used when Crosbyôs body is first found. The discovery of the body backs 

up Annabelleôs story and proves that she is not insane and is a legitimate heir. Cue 53, leads 

                                                           
169 ñAn Evil Omen,ò The Cat and the Canary, directed by Paul Leni (1927; Image Entertainment, 2005), DVD. 
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Paul down a passage towards the discovery of who the villain is. In cue 62, Paul establishes 

the motive for killing Crosby and how to deduce who the villain is. Within the next few cues 

the mystery is solved. The final use of the Mystery Theme brings the theme full circle 

establishing that the mysterious gloved hand at the beginning of the movie opening the safe 

was Charlie Wilde.   

Bradford uses the Mystery Theme to establish the villain and a list of potential 

villains, to foreshadow the villainôs crimes, to link the letters and will in the first scene to the 

scenes with the reading of these items, and the discovery of the identity of the villain. 

Bradford uses other music themes to illustrate characters in the film.  

Bradfordôs introduction includes brief explanations on the reoccurring music themes 

for the following five characters: Mammy Pleasant, Paul Jones, Aunt Susan, the Guard, and 

a love theme for Paul Jones and Annabelle West. Mammyôs Theme occurs four times 

throughout the movie (cue: 6, 19, 25, and 31). Twenty years after the death of Cyrus West, 

his will is to be read and an heir is to be named. The will is unfinished business which 

Bradford expresses through unfinished music. During this time, Mammy Pleasant is the 

caretaker of Westôs estate. Bradford uses Schubertôs ñUnfinished Symphonyò D. 759 

movement I, to express the unfinished business of an heir. Bradford describes Mammyôs 

music as, ñA perpetual movement showing the uncertainty and questionable position of this 

woman who is distrusted by everyone in the household.ò
170

 Bradford starts the cue at the 

point in the symphony where the violins start with the sixteenth notes (see Figure 2-4).
171

  

                                                           
170 Bradford, The Cat and the Canary, inside cover. 
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Figure 2-4: Cat and the Canary cue 6 ñUnfinished Symphonyò  

 

 

These quick rhythms establish the ñperpetual movementò of Mammy Pleasant. Likewise the 

tremolo creates the distrust of this woman. Also, in this scene the wind is shown blowing the 

trees and cob webs of the house. The quick music expresses the movement of this scene. The 

first movement of Schubertôs Symphony includes the oboe playing the melody. In music, the 

oboe can be used to represent distrust. Bradford wants the audience to note that Mammy is 

distrusted by the household. When the symphony is cued to the film scene, it is interesting to 

note that the oboe melody is playing when the audience sees Roger Crosby for the first time, 

reinforcing that Crosby is not to be trusted. Bradford asks for two minutes of the 

ñUnfinished Symphonyò to be played in cue 6 the first time that Mammy is introduced. The 

end of two minutes would correspond with the rest followed by big ominous chords in the 

symphony. During these ominous chords, Roger Crosby states, ñYou must have been lonely 

here these twenty years, Mammy Pleasant.ò Mammy scornfully replies, ñI donôt need the 

living ones.ò These chords emphasize the ominous nature of the conversation.  



83 

 

In the remaining cues 19, 25 and 31 Bradford asks for Mammyôs theme to be played 

for thirty seconds. In cue 19, Mammy is seen giving Annabelle an envelope. In this scene the 

quick sixteenth rhythms establish suspense. Mammy will not let Annabelle open the letter 

until she is alone in her room for the night. Mammy instructs, ñIt was [Cyrusô] last wish.ò As 

the letter is being passed, the oboe melody is played. Four characters are shown in the scene. 

Paul is furthest back and has turned his back to the drama. Mammy and Annabelle are in the 

foreground of the scene. The villain, Charlie Wilder, is in the middle ground showing great 

interest in the envelope. The set up of the scene coupled with the oboe music is yet another 

warning to the audience about Wilder. In cue 25, the familyôs distrust of Mammy is 

apparent. Bradford is using the music in this scene to continue to build distrust against the 

servant. Wilder is not the centre of this scene, however, he is positioned at the foreground of 

this scene. The last of Mammyôs music in cue 31 is mainly between Mammy and Annabelle. 

However at the end of the scene Wilder is seen speaking closely to Aunt Susan.  

In choosing the ñUnfinished Symphonyò, Bradford is choosing this cue for a 

different reason than the ñSilent Nightò theme. It may be that Bradford is choosing 

unfinished music to represent the unfinished business of the estate. For example, the reading 

of the will is left for twenty years in keeping with Westôs wishes and Mammy must wait 

those twenty years before the business is complete. Schubertôs ñUnfinished Symphonyò is 

being used to express what is being shown in this scene. In using this piece the symphony 

gives the movie a sense of place. The business of the estate is unfinished and so is Mammy 

Pleasantôs work. Bradford is also using the ñUnfinished Symphonyò to establish distrust of 

Crosby and Charlie. The use of the oboe in the music illustrates distrust. On the surface, the 

use of tremolo and oboe leads the audience to distrust Mammy. However, the careful listener 
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would see the oboe melody being matched with Crosby and Charlieôs appearance in the 

other scenes as a warning to watch these characters.   

ñAnimal Cartoonix No. 2ò is Paulôs Theme and occurs five times (cue: 13, 24, 38, 52 

and 65). Paulôs music expresses, ñA humorous characteristic showing the nervous character 

of an uneasy mortal of peculiar characteristics.ò
172

 As the humorous character, Paul Jones 

provides comic relief. The title of Paulôs Theme, ñAnimal Cartoonix No. 2ò suits the 

characteristics and antics of Paul. The melody starts on E, high in the treble clef register (see 

Figure 2-5). In measure two, the contour descends down an octave by leaps and ascends with 

leaps back to the high E.  This melodic contour creates a wave ascending and descending the 

register of the clef. This contour corresponds to the sudden mood changes of Paulôs 

character. At times Paul is happy but in a moment quickly changes to a scared or sad 

emotion. Forty-five of the fifty-six notes in this cue are preceded by an acciaccatura and 

followed by a rest. This constant stop-start of the notes complements the awkward yet, 

humorous characteristics of Paul. Six of the twenty-five measures in the cue have repeated 

notes (circled notes in measures four, eight, nine, seventeen, twenty-one, and twenty-five). 

With the exception of the last repeated notes, each set is followed by return of the melodic 

wave outlined in the rectangles and in measures 10 to 15.   

                                                           
172 Ibid. 



85 

 

Figure 2-5: Analysis of Paulôs theme 

 

ñChatterò is used as Aunt Susanôs Theme and occurs four times (cue: 20, 30, 37 and 

44). Susanôs theme is for a ñhumorous chatterbox selection depicting the gabbling of this old 

maid.ò
173

 In the performance suggestions, Bradford stresses the humour and gabbing of an 

old maid.
174

 The ridiculous character of Susan is established in the melody. The first four 

measures repeat (see Figure 2-6). The range of the melody is within one octave, mainly 

reiterating D and C sharp. This narrow music range shows the depth of the character. In 

measure 9 to 12, the D and C sharp motive is expressed again further expressing the 

gabbing. Measure 13 to 15 is a comical cadential passage. Even the tempo rubato portrays 

the fluctuating emotions of this woman.   

Figure 2-6: Analysis of Susanôs theme 

 

                                                           
173 Ibid. 
174 Bradford, The Cat and the Canary, back covers.  
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ñMarche Miniatureò is the Guard Theme and occurs twice (26 and 32). This theme is 

ña mysterious march showing the official position of this uniformed person in search of 

someone.ò
175

 When looking into the genre of this piece the description is comedy and the 

mood is playful.
176

 The piece is in B-flat major and for the most part remains in the major 

key (see Figure 2-7). The scenes that the Guard acts in are comical. However, from 

Bradfordôs statement it seems he is trying to evoke the effect of ña mysterious march 

showing the official position of this uniformed person in search of someone.ò
177

 Under the 

cue, Bradford instructs the musician to play this theme ñmoderately as a March 

Mysterioso.ò
178

 In slowing the tempo down, the sound and mood of the piece changes from 

playful to compliment Bradfordôs description of the music. In the performance suggestions, 

Bradford states the Guard Theme is ña March Misteriosos played óMFô and very 

marcato.ò
179

 In looking at the cue example below not many of the notes are marcato. 

Bradfordôs instructions to slow the piece down and to add marcato to this piece is what 

makes this piece a fitting theme for the Guard. In addition to these techniques the notes are 

ñalternating a staccato attack with rests.ò
 180

 According to Altman, this treatment makes the 

music ñsneakyò or ñmysteriosoò.      

                                                           
175 Bradford, The Cat and the Canary, inside cover. 
176 Drake University. Drake Universityôs page Dorman Hundling Silent Film Sheet Music Archive, 1896-1928, ñMarche 

Miniatureò by Victor Jacobi. 
177 Bradford, The Cat and the Canary, inside cover. 
178 Bradford, The Cat and the Canary, 4. 
179 Bradford, The Cat and the Canary, inside back cover.  
180 Altman, Silent Film Sound, 262-3. 
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Figure 2-7: Analysis of Guardôs theme 

 

The Love Theme occurs two times (39 and the last cue of the film 66). The Love 

Theme ñHow I Love Youò by Brown is a ñpopular song ballad with and good swingò and 

expresses the scene through the ñappropriate text.ò
181

  

Bradford does not give Annabelle, the heroine and the heir of the estate, a main 

theme. Instead, Bradford gives Paul a main theme. In the end, it is Paul who figures out the 

mystery, protects Annabelle and wins Annabelleôs heart. By Bradford giving a theme to 

Paul, he is making Paul the hero/main character of the film and Annabelle the damsel in 

distress for the hero to rescue. The closest Annabelle receives to a theme is in a joint theme. 

Paul and Annabelle share the Love Theme giving Paul two different themes.  

According to Mervyn Cooke ñAnother of musicôs many functions was to play mild 

intellectual games with the filmôs spectators, who might be amused by appropriate 

references to certain popular songs they were already familiar with through participation in 

illustrated-song shows.ò
182

 Choosing a popular song at the beginning of the century was 

common. More thought was given in the 1920 to the choice of song. According to Abel and 

Altman ñat least one commentator had noted that it was an entirely pointless procedure if 

                                                           
181 Bradford, The Cat and the Canary, inside cover. 
182 Cooke, A History of Film Music, 12-13. 














































































































































































































































































































































