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Abstract

This thesis argues thabw-to manuals and cue sheets are indicative of ideal
performance practice amongst musicianosf the silent film era. Precored music was
widely practiced amongst musicians. Htovmanuals and cue sheets helped the musician
accurately and consistently accompany a film. Authors of period manuals include W. Tyacke
George, Edith Lang and George Wdstnst Luz and George Tootelompilers of cue sheet
includeJames C. Bradford, Ernst Luz, Edward Kilenyi and Michael P. Krueger. Cue by cue
analyses oThe Cat and the CanagndThe Gauchshowa high repetition of music,
establishing continuity betwadhe 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, arbityamprovisation was unacceptable.

Keywords:Silent film music, cue sheets, improvisation, Bradfdrdz, The Cat and the
Canary, The Gaucho
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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 presenady . Si |l ent film is different from

The main difference in film from the silent era is that the sound track was not synchronized
with the film. Silent film was accompanied wiilie music. Contrary to popular beliefilent

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 developedeation 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 gnored. In this study it is argued that there is a need to understand how this music
expression was designethe purposehisthesis is to show how cue sheets and-tow
manuals are indicative of the ideal performance practice for silent filnnsis sypported by
reconstructing the practice of music in cue sheets used to accompany silent films. Through
in-depth and general analysis of cue sheets the prochesvofiusicselectionfor film
occurredcan be understoodhis develops understanding favhit was for the musicians

accompanying the film

This studyfocusesontencue sheets fromtheUnier si ty of Ottawads

Music collection because this subject has not been expldtes collectionwasformerly

S



housed athe Library andArchives of Canada. The majority of the collection belonged to
Toronto musician A. E. Withham. Musicians across North America would have used cue

sheets | i ke W thamos.

Chapter 1 is an overview of four hewo manuals from the 1910s to 1920s. These
authors discuss whynprovisation 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 dferent pieces, modulation skills would be necessary.

Chapter 2 and 3 arectose study and point byt analysis of two cue sheets.
Chapter 4, contains general analyses of the remaining eight cue sheets. Briefly discussed are
the cue sheets inrelatibtno per f or mance, Wi thamdés music col

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 ateohsiasis. 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 filegan to be madand cue sheets

LW. Tyacke GeorgePlaying to the Picturef_ondon: Kinematograph Wely, 1914), 11.



bega to be establishedl.By 1920, feature length films were the norm. Likewise in 1920,
cue sheets were widely distributéd.

The development of cue sheets was the solidification of the process that consistently
deliveral the ideal performance experienCelie sheets evolved out of a need to provide
good musical accompaniment that was not attaihiked.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 Markbookfocuseson full orchestral scores or Russiamf that would have only
been seen and heard in a few theafr&)ch more widespread was the practice of

musicians playing from cue sheets.

The term silent film is misleading. Il n Tk
Musi c and t he sTthaetad sr,e AOWigtamion htehe fi el d of f
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
orchestraorm o r >graisperidd of film is silent because the words and music were not

coupled with the film itself.

2 Martin Miller Marks, Music and the Silent FilrfGontext and Case Studies, 18P824,(New York: Oxford University
Press, 19975/5.
3 Rick Altman,Silent Film Sound(New York: Columbia University Press, 200346.
4 Martin Marks,Music and the Silent Film
SThomas J. Mat hi esen, i Si | e nindiaRa Theory Revie(d981):84nd t he Theatr e Ol



Mar t i n Mavudicardd the Silenk Filrdiscusses the role of music in silent
film.® Marks discusses scores from the filfitee Birth of a NabnandE n t r .A)@seph e
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
focusing on complete scores written for a fililms 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 cueseth 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 gars 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 scompany the filmh 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 ér the musicians.

Mat hi esen mentions t he us eMusitandtbhesSileatheet s
Film, establishes that between 1909 and 1911 there was a growing concern about the quality

of music and filnf Cue sheets were developed at this timgrtonote improvement and

6 Marks, Music and the Silent Film
"Mat hi esen, ASilent Film-SBusic and the Theatre Organ, 0 84
8 Marks, Music and the Silent Filn65



standardi zati on. -dowrcofisequentes feomn a filnsin shdrthands Eneirt i n g
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 accompanindeotu e d6 t o t he titl es al
s ¢ r € la Riguke 01, from left to right is an example of one cue, the number 2 is the cue
number. fA0On a | onel ytipilree ionl adhehiflilldm.i si Tthhee

title of the piece for cu@. 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 sifesd by mood and tempo

(such as fAHighly dramatic agitatoo and f/
meet the needs of photoplayers. Cue sheet compilers relied heavily on these

seriest’

Becce is the composer and this piece is to be played for one niihigénformation 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 Ene &feature length

film, thenumberof cues in a cue sheet vari€é®r example, there could be as few as twenty

five cue sequences or as many as nHfigg/cues in a cue sheet.

? Ibid, 6.
0 Gillian AndersonMusic for Silent Films, 1894929: aguide fi A Wa r mi- Thg MusitahPTesentation of Silent
Films,d (Washington: xtixi brary of Congress, 1988),



Figure 0-1: The Cat and the Canargue number 2, intertitle, piece title, composer and minute
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The idea of the fAori gi natl Mangszoresiomahatc or di r

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 dtatest A mu s i c
for the silent film was an independenteeeh angi ng a c ¥ ohmgekeationofe nt . o
music for a film revolved around the number of musicians who were employed and the

music director

In silent film, the pianos and orgawere important instrments. In the article
AFi | mso Patandcolleaguedgtate dirlpmost from the ti me t
permanent movie theatre opened in Toronto in March 1906, piano players sat in the pit
beneath the screen and performed standard tunes andfaiaitisical pieces, underscoring
the action on the screen “ahepiamwadsthafost ng it s e
instrument in the theatres; however, the organ soon became popular because of the many
different sound options. Scholars have writteawtlihe 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 Filp6.

21pid.

13 patricia Wardrop e | . , Thé& Entyaiapedia of Music in Cangdaccessed March 12, 2012,
http://www.thecanadianencyclopedia.com/index.cfm?PgNm=Copyright&Params=U1.




Jeremy Montaguds article the ACinema org

o)}

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

Cinema organ was built to produce sound ef f e
sirens, train whistles, ' Oneeofiemajpranarufacteasn d cr a s
of the Cinema organ was the Wurlitzer compar

the Wurlitzer organ and silent filli.Hoover discusses that this brand of organ soon became
nicknamed Athe Mighty Wurlitzeodoce.hecause of
attraction of the Mighty Wurlitzer was that
theatre company now could employ one musician, yet have the sound of an orchestra. For
smaller theatre companies, the Wurlitzer Company produced aesmaan called the

Wurlitzer Photoplayers.

An important Wurlitzer organ in Canada has been preserved in Toronto, Ontario. In
LIoyd E. Klosd6 article ATheatre Organo he w
Shea's Hippodrome Theatoeated aBay street’The or gan installed in
$50,000 in 1922 and was used to accompany silent film. In 1956, Shea's Hippodrome was
closed permanentlgnd demolishedMaple Leaf Gardens bought and used the Wurlitzer
organ from 1956 to 1963. Whehe Maple Leaf Gardens no longer needed the Waurlitzer the
Toronto Theatre Organ Society (TTOS) bought the organ. However, the Wurlitzer did not
have a per manent home wuntil 1970. The Kiwart

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

14Jeremy Mont agu, ACi nema Organ, 0 accessed Mar oottawdca., 2012,
15 i
Ibid.
16Cynthia Adams Hoover, AWurlitzer, o accessed March 12, 201

http://www.oxfordmusiconline.com.proxy.bib.uottawa.ca.
YLl oyd E. KI os  Joufnd bf tha AmereanOhegtre Orgai Sogietgcessed March 12, 2012,
http://theatreorgans.com/toronto/history.html.



TTOSisanowpr of it volunteer organization and t h
appreciation of all theatre pipe organs, and to bring together people who share this common

i nt e'f Basht ya® TTOS produces a concert series including featuring silent films
accompanied by the Wurlitzer. I owi || briefl

section of my thesis.

Musi cians were |Iimportant t o dgiscussesthisf i | m
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, thame twentythree
bi ographies of Canadian individuals who wer
article fAOrgan playing and teachingdo *he dis
Some of these organists made careers of playing mussddot film. Other organists played
for silent film to supplement their income. Theatre Organists in Ontario include Al
Bolington, Colin CorbettErnest DaintyHorace Lapp, Quentin Maclean, Roderick (Sandy)

Macpherson, Ronnie Padgett, Kathleen StokesRartaihd Todd.

Regarding Ontario musicians involved in silent film, mention may be made of the
violinist A. E. Witham. Wi thamés music i s ir
University of Ottawa. Throughout this collection of music scores | have tbu Wi t h a md s
stamp indicating that he was a violinist whc

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

¥ The Toronto Theatre Organ Societyd Performances, accesse
YKenneth Winters, fOr gpoveORiheamocéssedMarch 12, 201€,ac hi ng, o
http://www.thecanadnencyclopedia.com/articles.



Witham was connected with an orchestra in Toronto that glfoyesilent 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 iliv&dronto between 1914 and

1929. In the 1929 AMiscell aneous Directory (

at h53 Vermont Ave.

In Toronto there are many different theatres that played silent fihesa's
Hippodrome Theatrglready mentioned was an i mportant theatre.
ATheatre Design to 19500 discusses briefly t
Ontario in 1913° Ontario Heritage Trust discusses the history of this theatre which was
built in 1913 and opened in Bember! The Winter Garden was originallge Loew Yonge
Street and a part of Marcusew's legendary theatre chairhe Loew Yonge Street theatre
was a vaudeville and movie theatre that seated up to 1, 422 pHupléheatre was the
flagship for Lee ws@hain of Canadian vaudeville theatr@ntario Heritage Trust has
preserved this theatre and the theatre is open to the public forXacgses Lamoureux and
Gilles Potvinbds article AFilm scoreso al so ¢

muscians employed to accompany the filiid.amoureux and Potvin includeo theatres

®Joan Mattie, fTh &mEnceloppdaniMuysicintCangdaeeSsad March 12, 2012,
http://www.thecanadianencyclopedia.com.

ZlOntario Heritage Trust. HfAHistory,tustancaBMSHAeodt March 12, 201
us/History.aspx.

2jJacques Lamoureux and D EncyelepedRoftMusicin Canddadcdssed Machol2,e s , 0
2012,http://www.thecanadianencyclopedia.com.
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in Toronto called the Allen Theatet Bloor Streef and the Rialto Theatr& Yonge and

Shuter”® These theatres are indicative of the performance of silent film withirri®nta

Primarysourcegertaining tahe silent film ea includgjournak. For exampl&he
Moving Picture Worlds an Americanjournal that was published during the silent film era
between 1907 and 1927 This journal includes articles, pictures and adsements of the
silent film era. Another source would beow-to manualsvith performance instructioi.his
thesis looks afiour of these howo manualdgn greater detail in Chapter 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 filmPlaying to Picturesvas published in 191%.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 Wsstical Accompaniment of
Moving Picturepublished in 1926’Lang and West 6s i nttent was
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 gees, and use of the organ in a theatrical environment

discussing organ techniques, instrumentation and effects.

BEric Veillette, BiladtTomnd@asess®d MovembellR, €618, htip://sdenttoronto.com/?tag=allen
theatres.

2Eric Veillette, Tibileht&oroftyacdessadiNovember 12, DWBp | , o
http://silenttoronto.com/?tag=riakltheatre.

BAThe Moving Picture \¥01e htyp:/onlinebooksdityasyaipenniaufwebbin/seral?id=mpworld.

% George Playing to the Pictures

27 Edith Lang and George Weslusical Accompaniment of Moving Picturés.S.A.: Boston Music Company, 1920).
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By 1925, problems in accompanying silent films still exist.r nst Luzdés boo
Motion Picture Synchronig meant for organists and orchestrasLuz 6 s goal was t
i mprovisation for silent fil m. He created a
system gives the musician tools to categorized music into genres. These genres could be
col our coded, portrayi remgwilkebamdidcuissedin farthet detaib o d . L

in Chapter 3.

In 1927, the advent of thlazz Singer t he first Atal ki edo was 1
coupled image with recorded soufldn the same year, George Tootell publishiv to
Play the Cinema OrgaffHe discus es t he organés role in the o
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 wlibe discussed in Chapter 1.

Secondaryiterature published on silent film includes interviewsny books on the
background andistory of silent filns, and collections of essays which discuss different
aspects of silent film, and silent film music. InM h a e | G. A miolem Silented6s boo
andThe Sound of Silen¢e writes about interviews with actors and actresses from the silent
film period and the transitional period from silent film to Talkteankerich documents

their biographies, filmographgnd includes photographs of these individuals.

2 Ernst Luz,Motion Picture SynchronyNew York: Music Buyers Corporation, 1925).

29 Mervyn Cooke,A History of Film Music(New York: Cambridge University Press, 2008), 50.

30 George TootellHow to Play the Cinema Orgghondon: W. Paxton & Co., 1927).

Michael G. AnkerichThe Sound of Silenc@lefferson, NC: McFarland, 1998roken 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, 190915by Eileen Bowser is a part of a collection that
discusses the historyofthé se nt f i | m. Bowserds intent for h
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, distributionand exhibition, and the prevalent cultural and social ideas at the
time, just how it was that films *nd fil mmatk
Bowser 6s goal wit hi thegrdductson diillm ankl film susintess are h o w  h «

related tolie changes in this nine year period of history.

George Melnyk specifically discusses Canadian Film in his kbakHundred Years
of Canadian Cinemin a broad overview of Canadian cinemain208Ce nt ury. Mel ny k
intent i s fan ihatinterwepvestheicinematiostoges of English and
French Canada into a single narrative, showing their similarities and differences, while
exploring thei Madngkdedzates two anapters to thersdentdilm period.

He discusseshowifi began and Ernest and Nel |l Shi pman

The Oxford History of World Cinentyy Geoffrey NoweHSmith compiles twenty
two essays on the Silent Cinema from 1-8930. NoweHSmith makes a distinction
between film and cinema. Cinemanc | udes, fthe audience, the I
work in it, [ €] and the mechanisms of regul ¢

audiences are encour age NowelSmith eomgileddhe whi ch tt

32 Eileen BowserThe Transformation of Cinema, 190915 (New York: Maxwell Macmillan International, 1990).
3 George MelnykOne Hundred Years of Canadian Cinerforonto: University of Toronto Press, 2004), 12.
34 Geoffrey NoweliSmith, The Oxford History of World CinemgOxford; New York: Oxford University Press, 1997), xix.
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essays to first talk abbthe 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 cultyr@eter Kobel
and the Library of Congress is filled with information andysies from the silent film er&,

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

Researchers also show the transitionsiwithe silent film eraEssays irAmerica
Cinema 189a1909explore and defind h ow t h e ntiankpictares flawérednmto an
industry that would eventually becom®& the ce
Essays ilAmerica Cinema of the 1918sx p| or e fit he r api d devel opme
began with D. W. &diefffsiingly, @ssaysimmeriicanaCinenth ofo n e
the1920siex ami ne the film industryds continued ¢

i mportant th®mes of the era.od

The Last Silent Picture Shdwy William M. Drew discusses the transition from
silent film to talkies®® Drew shows that the silent film did not vanish with the release of

pictures with sound. I n Drewbds opinion, the

Researchers also look beyond film and the different influeStkesnt Filmcompiled
by Richard Ael is a collection of essays. These essays focus on the interdisciplinary aspects

of film including materiality, periodicity &

% peter KobelSilent Movies: The Birth of Film and the Triumph of Movie Cult@ixew York Little, Brown and
Company 2007).

38 Andre Gaudreult edAmerican Cinema 189M909 (Rutgers University Press, 2009).

37 Charlie Keil and Ben Singer edéumnerican Cinema of the 191dRutgers University Press, 2009).

%8 Lucy Fischer ed American Cinemafahe 1920s(Rutgers University Press, 2009).

3% William M. Drew, The Last Silent Picture Show: Silent Films on American Screens in the {S&tlsam, Md:
Scarecrow Press, 2010).
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goal i's to fAisuggest provocat i vethelastrcentury el s b e

and fAAipostmodernodo cinema af® the endo of the t

In 2011, William M. Sherk publisheéilm and Television Music: A Guide to Books,
Article and Composer Interviews$his 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 @volution of the cue sheet. None of these authors

discuss in depth the music chosen by the compilers.

Kat hr yn Setlihgithe Sdoré: Music and the Classical Hollywood Film
briefly discusses the evolution of the silent fithKalinak summarizeshte evol uti on as
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
ci nemat i c “&aligalkdhdpterrinclesdiights on continuous accompaniment,

problems with accurate cueing, and practices of the day.

Jeanni e Gayl e Pool A®ResdarciHGuideto Falp RMusinintha i g h t ¢
United Statesutlines resources relating to silent film mu&ighis overview intudes

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

0 Richard Abel Silent Film (New Brunswick: Rutgers University Press, 1996)

41 Kathryn Kalinak,Settling the Score Music and the Classical Hollywood Fili¥isconsin: University of Wisconsin
Press, 1992).

“21bid, 64-5.

43 Jeannie Gayle Pool and H. Stephen WrighResearch Guide to Film Music in the United Staiésryland: $arecrow
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 iisdishwnusic research.

As films became longer in the 1910s, the industry reflected the length changes in the
musi c. Me r X Blistory©fd=ibnmkMugias an overview of film music from the
silent film period to pr eosmmahensive angengagiogo k e 6s [
overview of the major t r*lrhekes fiim stth e hhaipstear

Cinemao discusses why cinema began to use mt

been used in all A p ogpiunlnairn ge notfe rftialinm meunstisco,, fit
musi co, original scores, fcue sheets and ar
music for specific film genres and internat:i

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

conventions.

Gillian Ander soné6s afhe MusicatPrasehtatdfaof Siienh g F | &
Fil mso is an i nMusicfbrsitentfilmnsnl834e29:a guide Thi®bmdk
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 direttensusic 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 sheets in the era. Anderson discusses the

44 Cooke,A History of Film Musicback cover.
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history or cues sheets, why they were required, describes cue sheets and the pros and cons of

them.

Ri ck Al t nsdent&ibn Sbundboks at the music during the span of the era.
Altman divides the period to 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 becane important. The publishing of incidental music anthologies, cue sheets and
manuals attest to this shift. Altman dedicat
Mu s i*¢le discusses the history of cues sheets, why they were required, describes the

purpase 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 partroplartance are
materials found in th&niversity of OttaweSilent Film Music collectionn nine boxes that
werenoninventoried and wetatalogued. In these boxes are ten cue sheets, and 1,144 music
scores andnhusicworks composed specifically for silentnfi. | have catalogued these boxes
in a RefWorks database. | have included these items in the bibliography section under

University of Ottawa Silent Film Music Collection References.

Within these boxes | have found several names of different Ontario anssigho

owned part of the University of Ottawa col | e

45 Altman, Silent Film Sound345i 365.
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these boxes are A. E. Witham and René Marier. Some of the scores within the collection are

indicative of performance of films within Ontario.

*k%k

According to Altnan, the widespread practice and use of cue sheets became common
in the 19204° 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 ompilers thoughts of music in relation to the imadew-to manuals andue
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 |bid, 346.
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Chapter 10 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 provideogd 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 practicechiopseng 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, quassens
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,
guestions arise as to how the musicians effectively change from oed@ite 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 choosingtdi e x t empori zi ngo with Afeel in
The authors devotgectiors to the discussion aimprovisation.

George defines improvisation as, Athe poyv
and weave it into a musical composition in proper musicat fon the impulse of the
mo ment , and absolutely wit ho (fTootelnstartspyr evi ous

stating what improvisationisot The practice of faimless wan

“"Tootell, How to Play the Cinema Orgar8.
“8bid, 29.
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not extemporisation, it is killing time, andwea® me i n t he e x*®Toaeahe t o a
explains improvisation as, Amusic composed &
effect being practically that of areguladyo mpos ed pi BlmaegandiWesnusi c. 0
define improvisawiom a$hatfiolfosnaBhpugheltiefiyc ® ap os |
di scussed in Luzdés manual, his goal was to ¢
Theseauthorgake strong standsnimprovisation.

Three of these authors highlight that improvisation idtalgang and West begin
their sections by statirthe performer needstafi ent f or mus i®c al i mprovi
Improvisation was not aimless to Lang and Westewise Tootell takes the position that
Ai't 1 s hardly necessarynoftad nad dnly is the playjeaof t 0 e X ¢
first-rate ability required but alsorausicianof considerable attainments; an artist who
possesses ideas and knowledge req@Georged to e»x
goes so far as to say that a musicidrwould improvise properly would not be playing for
the pictures. This musician would be present
wage. George allows that occasionally a musician can properly improvise from time to time.
However, these musiciagsuld not consistently and properly accompany with
i mprovisation. George states, fAhe would repe
degenerate into t h¥Thereglaraterdees 6f thé flmawouldt ony . o

noticethe repetition and fishthe performance monotonous | n Geor gebés opinio

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

*bid, 87.
0 pjd.
51 Lang and WestMusical Accompaniment of MovitRjctures 22.
52 i
Ibid.
3 Tootell, How to Play the Cinema OrgaB7.
54 GeorgePlaying to the Pictures29.



20

The idea of a musician always improvising for films was not achievable or acceptable. Well
thought ait improvisation was acceptable. However, if improvigemperly, the music

would sound as if it had been pgeored.

Luz recognizes that improvisation was a practice amongst silent film accompanists;
however, he rejects the idea of improvisation altogetheru z st ates, #fAln thes
publicresentsso al | ed i mprovriekazdsndesirBtenvasgfor a
performance across North America, therefore, he discouraged improviéation.6 s answer
to his rejection of improvisation was his manhtdtion Picture Synchronylhis manual
created theneans to control the mugice r f or med i n t hie.Obheormsiciars Th e a

was able to create centralized control over thme filusic in alieatre chain.

Knowing that some musicians would insist on improvising, Lang and West, George
and Tootell set out strict guidelines on proper improvisation. If a musicguing to
improvise, the first step is to remember the melody that they are improvistd.amg and
West briefly outline step by step instructions on what to do with mehmatiirhythmically
and harmonically. Because willmeeawitHin t he fApr obl e
i mpr o v |tleauthiors indicate several resources the musician should study to learn

how to improvise®

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

say. The music idea played must follow thiesuof music composition. George believes

%5 Luz, Motion Picture Synchrony’.

%Jon Hafter and B. George, fiSound of Film, o accessed March
57 Lang and WestMusical Accompanimeng3.

%8 Lang and WestMusical Accompanimeng6.
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that, Athe 1 mprovisation of a pianist, ignor
regardless of all the canons that govern and regulate all musical creative work, because
music without form is emptyande ani ngl ess as a h®@gorgoof bri ck
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 believesnii a fAmet amor phoseso of them
striking resemblance to the techniques discussed in the next sebiadndiscussekang
and Westb6s ideas on how to change music i dese
first way to vary the themis to change the harmony. As can be seémeiisecond example
in Figure 11, the alto, tenor and bass have been chaffged.

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

Ex. 54
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Tocreatel | i ghtscehayf uand s ce nTosellmodifiestiei | d h o o o
themein the following ways (see figure 2): the time signature is changed from thfeer
to threeeight; the tempo igllegretto scherzanddahe accompaniment is changed; and the

articulationis staccato. These textures create the desired light &ffect.

%9 GeorgePlaying to the Pictures30.
20 Tootell, How to Play the Cinema Orgag4.
! bid.
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Figure1-22Theme portraying Alight, playful scenes, and
Ex. 55.
Allegretto schevzando.
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figure 1-3): the time signaturis changedo four-four; the tempo té\llegrettqg the

accompanimeris altered and includes staccato and legatticulation
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Figure 1-3: Theme portrayingafidai nty or | ight naturebo
Ex. 56.
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Tootell gives a total of eighteen pages of music examples and techniques on how to
Amet amorphoseso the theme to fit a scene. Tt
happy or lively, representing streams; quaint ottera; 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, atation, key and time changes, tempo fluctuations,
rhythmic changes are all used to alter the theme. Tootell gives these techniques to help the
musician inprovise properly. The techniguasr e si mi | ar t o Lang and W
how to alter themethat werepre-chosen for a film. In comparing these authors, the
techniques of improvisation closely resemble that of a music scostleAsfilm
progressedaimless improvisatiobecameaunacceptable, as can be seen infihe 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

uncivilizedraces throughout he wor |l d. No work on the sub
Picturesd has yet appeared, so it is hope
increase the value of what is presented on the screen by providing a suitable

and valuable accompaniment in the shape of reatbg gnusic?

Above all the requirement f@an ideal performance is toatch thanusicto the imageln
Ge or g e 06 s haherihexmusicigpresalectedr improvisedthe music must match the

image and the performaniseto beplayed with emotion. This ithe key to motion picture

playing®

52 George Playing to Picturess.
% bid, 8.
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If improvisation was to batilized, 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,ofell is skepticalthat widespread, tasteful
i mprovisation is possible. He states, Aup tc
class musicians, owing, perhaps, to Pts ardt
Due to the skilbf mostmusiciangerforming for the silent filmssheet 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,
properimprovisation would sound like a peeored film.Prescoringassistagainst
monotonous playingnd developing the theme creates music continuity throughout the film.

Pre-choosing Music

The widespread use of pseoring involved several steps. AccordiogAltman,
Acompil ation of music specifically designed
skills and were more easi®meaningenusicaislofaldb t han t
skills could compile their own scores from the widespread usebditpad film music.
Al t man believes that these pieces oflnmusic i
George, Tootell, Lang and West and Luzbés mar
piecesAs seen in Figure-4, George combines piecthat he believes fall into a category,

such as Spanish, Mexican and Indian, or Oriental and Eastermytheses theauthor tile

54bid, 5.
85 Altman, Silent Flm Sound 265.
56 |bid, 265.
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of a piece, and atmosphereganreof the pieceln creating these anthologies, this made the

practiceof pre-scoringmore accessible to beginner film accompanfiéts.

Figure 1-4: Anthology of film music

states,

care 1is

‘

8PANISH, MEXICAN AND INDIAN.

Aletter—** Natoya™
Aronson—-‘* Marqnita "'

(Indian Intermezzo)

I')cll‘Acqua-—"S(‘:rcnadc Joyeuse ' (Spanish)
Breton-—** Jota from ‘* La l)o]oru e
Betjemann—*“ Spanish Serenade ” ... ... ..
~ Baggers—** Las Fiesta Sevilliana ™. . (Spanish)

Suite : 1 ‘‘ Defile des \Inxqu(-s -

o8 l’cndant la Course,” Valse 3, !
Gitana,” Chanson Populaire 4, *
minations,” Bolero Iinale.
Chapi—"* A Bunch of Roses ™ (Spanish March)
Chueca Y Valverde—** Cadiz ** (Spanish March)
Corbin—* Sdntmgo B e (Spanish Valse)
Desormes— ** Spanish Ballet ™ ... .........
Scguidilla, yanaise, Bolero de Cadiz,
Cachucha, Z&¥ateado:
Dixon—-** Mir.‘zb(‘llu y (Mexican Serenade)
Dewy—-'‘ Orizaba ..., ..
Erviti—* Sangre Torera ™ Celebrated Spanish
N e R S ORI i E L
Fetras——** Spquh( Ry L e T
Gray—* An(un ........ (Indian Two Step)
>an Americana "’ Indian. Mexican
‘teristic Sk( Lo e s srreremie oo
i la Reja" (Spanish
lpncc) ..........................
Reeves —* Hobomoko ... . (Indian Romance)
Lacombe—*'‘ La Feria” (Spanish Suite)
* Los Toms," Reja - *La
Zarzuela,”
JLangey—** Saragossa "'
Lacome—** La Vcrbm‘l

R La

- ....(Spanish Valse)
...... (Spanish Suite)
Yo Glaliilete) 2y “Tango," 3
“ Sercnade,” 4, * Baile Corcado.’
Metra—' La Malaguena " (S‘?amﬂ) Valse)
Metra—'‘ La Serenada ', .. anish V.\lsc
BE—""Red Wing "'’ .ivvoeen (In(lian I.lbl(‘;
Massenet—*“Te Cid"” . (Spanish Ballet
= Castillane,’”” Andalmm- ' ¢ Aragon-
Siaise ¢ Aubadc o “Camlnnc,' “ Madri-
lcnc "« Navarraisc.’
Morse—* Blue Feather "’ (Indidn. Intermezzo)

(Mexican Serenade) 2

5

(Mexican Intermezzo) 1o

1T
8¢
13
13

10
20

13
I
13

13
13

11
1T
10
15

20

(Spanish Intermezzo)
(Spanish Valse)
(Spanish  Danse

Morse—** Havana "
Maquet—--" Il Gaudalquiver
Marchetti—** Sierra Morena "
Puerner—** Cuban Sercnade "
Rubmstr-m—“ Toreador et Andnlousc
Soyer—'* l.a Zamacueca " (Mexican Scrtnad()
Sawyer—* Os-ka-loo-sa-loo”  (Indian Inter-

HVEZEO).  vinovaiwvimmu s sins atamnse &
Volpatti—** Los Banderillos " (Sp'mxsh March)
Volpatti—* Caballeros ¢n  Plaza ™ (Spanish

March) oo snivmamvmes G omsemiies s
Volpatti—** Los l’xrc:r]nns " (Spanish March)
Whitney— 1almetto’ (Mexican Serenade)

R

Wood—* Omaha * ...... (Indian Intermezzo)
Waldteufel—** Espana and L'Estudiantina
(Spanish Waltz) ...coccceioveneicnss

ORIENTAL OR EASTERN.

Amold—* Scko " Moorish March Intermezzo
Bendix—** In a Pagoda ”’ (Characteristic Piece)

Bratton—* Ina Lnt\h Field ’’ (Jap Novellette)
Bemberg—** Na-i-ka” ...... (japane<t~ Song)
Von Blon—* Oriental l’roc(-ﬁxlon S

Broustet—‘“ Shidzouka ™ ...... p I’olka)

Bendix—* The King’s Bal Masque ”’ .. (Suite)
1, “The Cossacks” (Ruxsnn Dance)
2, “Hindoo Priest” (Incantation) 3,
“Blue Beard and Fatima ” (Oriental)
“The Dcr\ rishes " (metiml Dénce).

Broughton, P.—"'* Japanese Suite "'

20
13

& ¢

Iz
Ir

10+
13

13

20
20

IL

10

Patrol ’vhrch " ‘Love Song,” * Lan--

tern Dance,”
Bendix—* The Pasha’s Dream '
l"\n!'l-.y)
Ephraim—* Iris’
Ganne, L.—" lllyq

. (Oriental
...... (Greck lntcn;xlc.z;t;)
...... (Suitc Byrantlm)
Cortcnc Byz: mtmc, 2, *Ori-
ental,” 3, “Nocturne, 4, Baccnnalo.

Herbert—* it happened in Nordland ”. ... Bell
Effects ‘voniss areals el eI
Herbert—* Mdlle. Modlstc ' (Orlental Danse)

20
13
#
20
20

Luz stresses that the musicians need to pay careful attention to music s&fdation.

iThe

necessary

therefore,

mo taigrean copnercitl vatue to theaast of andsit. éSceat

believed that the music accompanying the film must tell a stopaymgcareful attention

to the music, thdlotion Picture Synchrong y st em wi | |

57 George Playing to Pictures59.
%8 bid, 11.
% Luz, Motion Picture Synchrony.

evok

e

t hree
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hearing, seeing and feeling. Through this, the audience will be satisfied and enjoy their

experience. Luzbés goals for this system are

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 npttmethe

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

maxi mum result at minimum cost; ®and to invit
Musicianswho created good program of music to match the imagpse their

musicfor 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 scenehin on the screen lasts fromd2ninutes; as a rule,

about 40 bars of music in moderate time, are required faredasting 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 mindtes.

Depending on the tempo, 40 to 60 measafesusic isrequired for the time span off
minutes.

In choosing music to accompany a film, the musician must take into account the
Aistyle, period an &IfafimoaWestemgeergdtheo dhoosinge f i | m.
oriental music to accompany tHisn would clearlybean inappropriate selectiotf the

story is a comedjove film, choosing dreary, grotesque musiddsculous and unfitting for

1bid, 5.
" Tootell, How to Play the Cinema Orga83.
2pid, 79.
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the atomopsherdf a dance is shown, a suitable genre of dance should be cfosen.
Likewise, he nationhity of the dance should be taken into account.

A musician must play with the broad view of the film in mitrdchoosing rasic for
a film, George suggested a good place to stgteparing for the performance was to read
the synopsis available in timewspaper. This way the musician can start to compile music
that may suit the film. After the film has arrived, the musician can finalize the Hugie
success of a musician is through portraying the mood of thé¥iBeorge strongly urges,
fiThe idea mustbe to create a musical atmosphere in keeping with the subjeaf®

A widespread technique involved the use of music themes, which were selected as
leitmotifs.”” The continuity of the film can be secured throtigh,i us e of t heme; «c a
connectionofselet ed pi eces; maintainin®@importanener al a
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 shoul complement the themes and transition well between musical ideas. According
to Tootell, with regards to thematic musi cal
thewholeaccompaniment of the picture, from start to finish, will not consist sofedy
theme with metamorphoses; there will be many portions which will break away entirely
from t he nmaTodtell beliedesirdeveloping the theméhata film requires

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

should be Autilised for scenes, i deas, or ct
3 Ibid, 80.

" GeorgePlaying to the Picturesy.

S bid, 13.

8 bid.

"7 Lang and WestMusical Accompanimen8.
"8 Tootell, How to Play the Cinema OrgaB1.
®|bid, 91-2.



28

comprise the chief interest of the story and around which the whole plot and action is
b u i ® This ndeans that every time the character appears, thie shouldreflectthe theme
or variation of the theme for this character. In every film there ar@pletd and characters
that fAdo not call for a#pccordingto Bootelrthésisthe t he
appropriate place to briefly imprasa.However, themprovisation must match the tone of
the scen&?

Care must be taken in the transformation of a theme to make sure that the audience
can easily recognize the thenhang and West explain and give music examples or ideas on
how to vary thes themes according to the image on the screen. However, these themes were
not to remain the same throughout the fil m.
musical illustration of a picture is tlmeain theme[The main themeghould be typical in
mood or charact er 2@riteria for goochneain theme matdmia inctuden e . o
anemotionally resonating melody and an easily identifiable thememHwgtheme is to be
introduced in the film introduction. When the maimaracteappears for thérst time the
main themeistobeplayed Duri ng the c¢cl i max of the fil m,
ultimate glorificationod. This apex shoul d be
appeal and interest of the audience, each time a theme i sisedld be varied*

There will be additional themes included in the music selection. Lang and West
require that secondary characters that are I

should receive a theme. Even localities may be giverradff Characters that do not move

8 |bid.

8 |bid.

82 |bid.

8 Lang and WestMusical Accompanimen8.
84 |bid, 10.

8 |bid, 12.
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the plot forward do not receive a theme. The
characterized by a sinister or sombre theme, the comedian by a light and frivolous one, and
s o B In addition, when choosing mic for themescare should be taken in the key
selection of all themes for a film. The variety of key selecsioould includea mixture of
flat and sharp keys.

According to fihtameg tameatWeesntdtsand devel opme
themes, for pyposes of picture accompaniment, is very much in the nature of the treatment
given to a musical idea in the cour®sThe of a ¢

music excerpt in Figure-& is the main theme.

Figure 1-5: Main theme

Ex. A

Andante
Str 8; F1 8-8axophone Salo - light string and flute accompaniment

Lang and West state that Athe alteration
accomplishedo by changing the arrangement of
certain theme is fAunder emtti loe arhu sitac etsise me

played in the minor modgee Figure -b).

%6 |bid, 8.
7 |bid.
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Figure 1-6: Minor variation of main theme
Ex. B

Poco lento

Obom
SR BN )

i [>7 FAR o
string ace
!

Cam ¥ 1 W=
#3_‘1 T xS T
A ) 1 13
) ) 3
t -

e

1
L
™~

H
7 >
-
| ¥
% |

If the character is hesitant, has doubt, or is required to make an immediate decision,
theinde i si ons can be shown through rests added
t he t(bee Rigure )2

Figure 1-7: Main theme for hesitation etc.

Ex. C
Moderato 7 %

Light reeds - one manual Pﬁ [
% % [
s ho e Foat j o e E;:pdi::
‘wd- = lﬁﬂ;’r—‘*‘#r g
e

/7 Jfa e | W ————== | f risotuto ;
, 1 Jmfui , 47
| T

If the character is anxious, the music carabeelerated. If this anxiety is a joyous

occasion, then the music is played in the major niséle Figure -B Ex. D) If the anxiety is

unpleasant the theme is played mi(sme Figure B Ex. E)

% |bid, 9.
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Figure 1-8: Ex. D Main theme to express anxiety.

Ex, D
Allegretto
Flutes B, 4" | - —
) oy t : }1 = ’—éf- I -.-u s : Sy } 1
: | g
—
e »— e e - —
A o > X d P - 1
Harp accompaniment ot J
Ex. E
Agitato
Str. 8] F1. 8740 Barsoon 167 (Cboe on 16 coupler)
; e PEe~ P RUa e be o >

2 misterioso
Strings

i
i

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

expression of emoti on. Lang and West suggest

melody in the low register, while the trelslee gi st er accompani es with

This arrangement could be used in a scene where the hero is thinking about the($ezoine

Figure 19).
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Figure 1-9: Main theme expressing gender

Ex. F
Adagio mollo espressive
~

Adifferenr A moodod can be achieved by fAalterinq

z

in common time, and if it is switchedtothtteo ur t i me, A6l i ghtnessd a

achievedsee Figure 410).

Figure 1-10: Main theme with altered rhythm

Bx. G

Grazioso
Ovoe, Plesolo
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Notes can be elongated to create heavifsess Figure 111 and Figure 1.2).5°

Figure 1-11: Main theme with elongated rhythms

Figure 1-12: Main theme with elongated rhythms

Playinginnineei ght <creates fgr ésaetFgured8Bmot i onal

8 |bid, 11.
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Figure 1-13: Main theme in 9/8

Ex, §

Largo, ma non trappo
Strings 16,5/ 42~ hatk hmdr— on the =ame manual

,1 TS el

L u zdsausses prehoosing music and ¢huse of different themes in his manual.
His system will be discussed irh@pter3.

Technigues to Convey Expression

As the film industry grew, the sophistication of the musical accompaniment evolved.
Conventions were established for music interpretatepresenting different things.
According to Tootell, a musician must be abl
underlying idea there may be which can be emphasized by the music, and express these ideas
in his acc®twasahe mmgieinatn.66s j ob t o portray the i

portray these images, different pieces were chosen. Likewise, if the film scenes were short, a

% Tootell, How to Play theCinema Organ92-3.
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musician could keep the music the same but varyingitisic througi s t oc k t%chni qu

Stock techniquesas ldbeled by Altmanegstablishacceptable ancecognizableonventions.

According to Altman, by 1918l stb&@kstatchsi

These techniques includeusic interpretation fopeople groups, events, animals, and
atmospheret-or exanple,

Indians were signified by eightiote 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 akajnorelody
played in the left hand. Wacenes could be evoked by bugle and cannon
i mitations. The gait of a cowboyos
guarter and eighth notes in a 6/8 major key. A mysterious atmosphere could
be summoned by the brokpizzicatq syncopated selections meeknown as
Aburglaro or sneaky music, -owher eas
sixteenthnote runs of touching notes (chromatic or not) against a regular beat
of quarter notes in the bass. Imminent danger could be signified by a

dissonantremob in eitheror both hand<

hor se

hurry

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 userar versus major keys; the use of

changing articulation; and imitation and use of conventions.
According to Cooke, fAsilence in

technigue*The use of silence when musiramatics

91 Altman, Silent Film Soung261.
92 .
Ibid.
% |bid.
% Cooke,A History of Film Music3.

a

musi

expect
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i mpact on {Imsomeaaf ttid ceersioeets, silence is used for dramatic effect. This
means that no music was played for a set period of time. thfsetime the music
accompaniment would be continued.

These stock techniques empowere@dkez 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, frorivitheng Picture Newsadvises,
Awhen s n etaribug musics raguired, buscenes are short and not long enough to
change music, plagp, and staccato whatever peeyou were playing for the prieus
s ¢ e mdikewide sneaky music is created by alternating these staccato notes with rests.
Tremolocould also be el to represent impending tragedy. A more advanced musician
could use a combination temolq 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 miasbut 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 standadl 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-flatandEf | at s u g g e sanguoft vBdlat minon and ® minor suggest sorrow or

grief. A and D major suggest brilliancy, whi
wi de expanseo. F major reflects meditation ¢
% |pid.

% Altman, Silent Film Sound263.
7 Lang and West\Musical Accompaniment3.
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Adi ffereeacpedpFéerent!| y t @Eveniféhe erfotforsares of
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 guantityof 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
s lence for dramatic purposes in the plot. I
of Roger Ackroydo released in 2000, the unde
twenty-three minutes out of one hour and thiftyr minutes of film?® Yet must 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. i fiihe, 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 comtins use of music accompanying the silent

film tells the story.

The ten cue sheets found in tbeiversity of Ottawacollection are from the late
1920s.Table 11 liststhesecue sheets in alphabetical order according to the last name of the

compiler.

%8 bid.
% |bid.



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%
James C. Bradford Nevada 1927
James CBradford Wedre Alg Garn1927%
Edward Kilenyi The Magic Flame 1927%
Michael P. Krueger East Side West Sid 1927
Michael P. Krueger Street Angel* 1928%
Ernst Luz Dream of Loe 1928%
Ernst Luz The Gaucho 1927
Ernst Luz A Lady of Chance 192878
Ernst Luz A Single Man 19297
*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 alalg. 12

presents different timing®f therestoredmovie TheCat and the Canary*°

¢t he | nternational
101 hid, Nevada.

2 hid, We ore Al l
193 hid, The Magic Flame
104|hid, East Side, West Side
105 1hid, Street Angel

108 |hid, Dream of Love

107 bid, The Gaucho

1%8hid, A Lady of Chance
1991hid, A Single Man

1101hid, The Cat and the Canary

Mefar The CabDand thelCansurg , | MDbés pag

Gambl er s
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Table 1-2: Restored DVD times forThe Cat and the Canary

DVD Length

Kino International (2007) | 80 minutes

Image Entertainment (2005 85 minutes

Image Entertainment (199§ 81 minutes

Alpha Video (2004) 100 minutes

Inconsistencies with restored DVDs and the music length in the cues sheets aardissfo
well. The music cues iRast Side, West Sidempiled by Michael P. Krueger add up to
96:45. The length of the conved, 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 thdength of film may lie in the cue sheet itself. Krueger gives

instructions t h antaspgeddoiel2 minutas pergeeesFigireadiste d

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

Li kewise, cue sheets compil ed nbeyd0 Earmds tgilLwez ts

length of time(see Figure 415).
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Figure 1-15: The Gauchocue sheet and instructions for length of time

The length of the films could vary from projectionist to projectionist. This mdiessrhing
for the music different from performance to performance. Gillian Anderson quotes an
excerpt from editor T. Scott Buhrman on
machines can be made to run at variable speeds to suit the occasitesarspeeds can be
arbitrarily set by a projector Wiikewiseut
Anderson states fAtheatre musicians coul
speed of t H®éIngpmeof the dotlowrig cue sheets the music times match the
movie times. In some, there is more music than film. In the Btaking to Picture\.
Tyacke George prepares the musician for reel length tim@ascerning filmdrom the
second decade of the cent@gorge statg

This is the age of long lengihs3,000 feet pictures are quite the rdggiven

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 abbone and a half hours. It is useful to remember that the

average run of pictures (see Table B ) &

11 Anderson A Warming Flamexxiv.
112 |pid,

d

ch

proj

nt er

-

C
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Table1l-3:Georgeds formula for how many minutes per foot o

feet minute
300 8
500 10
750 15
1,000 20
3,000 75 (including change
of reel)!*?

George makes it clear from his statement that the projection lengths given above are average.
Mervyn Cooke discusses reel l ength stating f
stock and running faspproximately fifteen minutes at the projection speed of sixteen frames

per second is of t"%mokse & oinrc | widleesn tf rfoim Me.vd n
research that fishooting and p'*°Ascandbéeseenin speec
Table 14, six of the ten cue sheets indicate timargl that reel takes on average 10 to 12

minutes to play.

113 GeorgePlaying to the Picturesl .
114 Cooke,History of Film Must, 18-9.
1158 pid.
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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 minuteg
A Single Man 5,530 feet, 7 reels Maximum 1 hour, 10
minutes
East Side, West Side Thetiming is based on spee
of 12 minutes per reel
Street Angel The timing is based on spe¢
of 12 minutes per reel

The film time and t he mu snierestirngi(seeclabfed o m L u z
5). The music cues f@ream of LoveandA Lady of Clancematd the maximum projection
time. The Gauchanusic is ten minutes over the maximpnojection time. The music fak

Single Mans ten minutes under the maximum projection time.



Table 1-5: Projection time and total length of music in a cue sheet

43

Movie Title

Time of Film Total Length of

Music Cues

Total Number of
Cues

Dream of Love

Maximum projection | 1: 29: 2
time 1: 30

Length of film (7949
feet, 9 reels)

44

The Gaucho

Maximum projection | 1: 45
time 1: 35

Length of film (9235 | (86.85)
feet, 10 reels)

95

A Lady of Chance

Maximum projection | 1: 19: 45
time 1: 20

Length of film (6991

feet, 8 reels)

36

A Single Man

Maximum projection | 59: 25
time 1: 10

Length of film (5530

feet, 7 reels)

25

The varying length of timelsetweerthe maximum projection time and the extra or

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

A musician would have to pay close attention to the image so that his playing could
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transition or stay according to the image sholakewise,the projectionspeed of the image

could vary

Cues and Modulation Techniques

The sequencing of music fromese to scene was important to the community.
Tootell states, fskiheactionslisesse¢niiamevengeéeondis t he mt
often of vital importance in this, and a second lost in introducing a dramatic effect can ruin
the effectofadramt i ¢ scene, and eV8Tootalistelinge it to ab
musicians to be aware in their transitionse musiciaimusti k eep pace wi t h it
imagep live with it, and act with & and be constantly and consistemntiiyh the scenes as

they appear’d’ This createsa good performance.

In 1926, Frank Adams AOn Time or "Not at ¢/
Adams recounts, fAWe often hear the organi st s
the previous number rather indecisively, randreund in a few aimless chords, fix the stops
and finally float into something fitting the scéh@h e n i t i*SThécmnfunity ver . o
recognized the need for proper transitions from one piece to the next.

Prescoring films became the nomuring the silat film era. By pre-scoring the film
with different pieces, the musician would need to know hotratusitionfrom one piece to

the next.

118 Tootell, How to Play the Cinema Orga82.
117 bid, 92-3.

118 Anderson A Warming Flamexxviii.

19 pid.
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According to T. Scott Buhrman, editor of tAenerican Organistmusic was very
important to Hugo Riesenfeld, managétasge New York theatre compani&s.
Ri esenfeldbs goal was t o rfequernceofkeysiasoges go t 0

piec@'** through gamless transitions between pieces.

In his treatise, W. Tyacke Gé&Gegge, inclu
states, AWhat | may term o6filling ind is rese¢
music between i mportant s c%Ropularpiecesvkeredften b e s t
usedasfilers These filler pieces fndenthecoursesafdre s ame

| ong b %*nghis ease thiese pieces are used to transition between the main pieces to

keep the interest of the audience. Luz addresses this issue early omambad He

acknowledges that many of the compilers insist thaffitisi ghl 'y essenti al 0 th
should complement each other in relative kEy$uz 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,
Acomposi ti ons nunmbers tieat naay be segued te gr Fomavithout a dissonant

or di scor da nt*the goal gfehoosiagcemplereestary pieces is not to

di stract the audience from the film. Transi:t
t hat ndidd scmamtandr segueso are preferred if
ijarringo the tr anZ¥iAboutthese segueing tipsua dobscstatb e j ar r i

t hat , iNeither of these is 0 i mportant that

120 1hid, xxiv.

121 |hid.

122 George Playing to the Picturesl 4.
1231 pid.

124 |pid.

1251 uz, Motion Picture Synchronyi5.
126 |pjd, 15.

127 |bid.

128 |hid.
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George Tootell incluels a section on modulation. Tootell defines modulation as
ithe art of passing fr ofiThe mastchmemypn meansdf chor d)
modul ation used in film music are A(i1) by ir
and (ii) by enharmonic hange of ¢ The aft ofelaying to filne, indudes
uninterrupted music playing’ The exception is silence foramatic effect. Tootell states,

the player must therefore take care to suitably join his selected pieces
together, avoiding breakwhich 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 modulgliejng

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

the next:*?

By stressing the ability to figlideo and mat c
stresses the ability to seamlessly flow from one piece to the next. If the following piece is
not in the same key, modulation iscessary.

The process of identifying how the musicians transitioned from one cue to the next
can be found in the Lang and Westds manual
groundwork for techniques used to transition from scene to scenen\Wdhil of Lang and
West 6s book the second section discusses 0 Mt
Lang and West discuss General Remarks, Musical Characterization, Thematic Development,
Transition and Modulation, Transposition and Improvisaftidrese ideas that are developed

help establish a method of how musicians performed silent film.

129Tootell, How to Play the Cinema Orga#5.
130 i
Ibid.
131 hid, 82.
132 |bid.
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According to Lang and West a performer m
transitions or effectivenodulatiom *** Lang and West state,

For the practicalusef t he fAmoviedo player there are,
Atrickso of modul ation which it may be Wwe
rule the player should bear in mind that his transitions should never be abrupt,

unless a special graphic end may be gainedllgeke 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 suréty.

The #Atricks f gestedabowk gan betdivided into feun 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 minomelative.In modulating from the subdominant or relative minor the musical

effect will be indirect*® This is not a problem and is helpful in establishing variety.
According to Lang and West, modul ating from
makesh e modul ati on MbThedasténodulation isparallel gitod keys.

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. LaNgstnd
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.

1331 ang and WestMusical Accompaniment3.
1341bid, 14.

1351hid, 15.

136 |hid.

137 bid, 14.
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The time of the modulationeeds 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 longlapdr event t he pl a
followingthespe d of pi c t*{Armetbod ®ninemediase .orquick modulations
includes

I. Modulation with the aid of aivotal noteunaltered or enharmonically

changed. Il. Modulation with the aid pivotal chordunchanged or

chromatically altered. 1ll. Modulatiowith the aid oimotive alteredn the

Agiven keyd so as to suggest, or |l ead int
Modulation with the aid ofliminishedseventh chords®

However, modulations for film music go beyond the basic foundations laid above.
LangandV st i nform the musician that, AThe pl ay
that sounds like the wearisome chord progressions favored by diligent and patient piano
tuners. The texbook style of 4part harmony, at its best, too closely resemblescthu
musi c. 0 These textbook modul ations shoul d be
religious function. Lang and West do not want the musicians suggesting associations to
religious activities. They celebrate the different qualities that the oagaexpress. The
organ is to be used to express what is being
textbooks on harmony, and principally on modulation, is an invaluable help in
understanding, and carrying on independently, the exposition that fo #fs . o

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

and the switch of events on the smelodc@n, the

138 pid, 15.
139 pid.
1401hid, 14.
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thematically connecting) Thoughtmsabe punied | as a
these transitions even if the time is short.
will be accentuated. Before a musical theme has served its purpose and is finished being

used, the music material used to transition to angtieee 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 isaeding from a moment of intensity (in which

case the fAintensebomdd) ver wivhket herire is

(7]

uch a moment (in which case the fAintense

=]

forebodingd). These simple devices offer

=]

pslyol ogi co possibilities of modul ation i

of motives an¥ special themes. o

Modulations were to link themes which impress emotions on the audience, such as intensity
and foreboding. In 1920, musicians were using motivestardds 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 outlinedsin thi
section, along with supplementing their foundation through studying harmony in textbooks,
a musician could perfect the art of fil m. I T
musi cian fAseriously desiri ngsftomthecassitabct t her

composer s. The study of Athe piano composi:t

141 \bid, 14-5.
142 pid.
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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 eabytope to shape his task into
another expression of musical ar'Divemityd so gz
of modul ation is key in performance. Lang ar
carefully refrain from adhering too closelyexclusively to one and the same form.
Mannerisms and bad habits are easily acquired. Variety is the principle aim that should be
sougfit. o
Conclusion

By following basic harmonic progressions for modulating between keys, a musician
could seamlessly trangih from one cue to the nex&s will be shown through analyses of
cue sheets in the following chaptetssttechnique would need to be mastered for playing
cue sheetbecause they are not included in the cue sheet. Howbraugh the study of
classicalcompositions, a musician would learn to use a variety of transitions so as not to

bore the audience.

143 pid, 21.
144 pid.
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Chapter 20 James C. Bradford Cue Sheets and System

Introduction

James C. Bradfordiorked for First National theatre chdift.He compiled cue sheets
for M.J.Mi n tThetnatic Music Cue Sheghichwas established in 1923. In 1927,
Bradford compiled a detailed cue sheet for the filme Cat and the Canawhichwas
filmed at Universal Studios in Hollywodd®

Thischap er e x a mi n eus sh&fJle Cat aorthee &anaryThis cue is the
most detaileaf the collection. Bradford includes a three page written introduction about the
cue sheet. The first page states Bradfordos
on how to create atmosphere. Bradfdsbalescribes the musical characteristics of six
themes. The remaining two P Bragdéosllistsrllesixtjis ugges:t
six cues, giving additional instructions for fiffige of these cues. Within the cue sheet,
Bradford gives twentywo performance instructions. The instructions are included after the
music example is given and begun with ANOTE:
musician. Sometimes these notes included within the cue sheet reiterate instructions given in
Br ad f wmroddiciian. At other times these notes within the cue sheet are not in the
summary. Bradford is adding additional instructions. Thesteuctionscould be for sound

effects, or instructions on how to vary the music.

145 Altman, Silent Film Soungd353.

“t he International MovTheCabandthelCansrg, | MDbo6s page for

147 James C. Bradford, comfThe Cat and the Canarin Thematic Music Cue She@tew York City: Cameo Music
Service Corporation), inside cover.
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A cue by cue analysis of the cue dhiBee Cat and the Canarg 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.

Bradfordods I ntroducti on

Bradfod clearly gives the purpose ©he Cat and the Canaue sheet. Bradford
states:

The purpose of this AGREATER THEAMATI C
SHEETO is to make possible a more detai
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 U§&d.

Bradford states that his cue sheet is meant to supersede the publisheéreoore.
Bradfor dos s tpblishedeacore is ushady net whoplayeel. 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 feietenscores.
Bradford is taking ownership and coiigs, according to himself, the best cue sheet for this
film. More musicians would be familiar with the classical, popular and incidental music
compiled.
Bradfordds goal for chHeesie®ensuethattaey pi eces i

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

1481hid.
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apiano®However, Bradfordés instructions throug

an orchestra or organ is most ideal fornmgsical interpretation. For example, during cue 27
Bradford asks for muted brass. In Cue 50, to portray a dead body,fBitadjord

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

tremolo.
In-Depth Analysis ofThe Cat and the CanarCue Sheet
The remainder of this chapter is a cue by cue analyJike@fCat and the Canary

The cast includes ten characters and additional characters (see-Ihbi& 2

Table 2-1: Characters and actors inThe Cat and the Canary

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 Croshy Tully Marshall Lawyer
Cecily Gertrude Astor Minor Character
Susan Flora Finch Minor Character
Harry Arthur Edmund Carewe Minor Character
Mammy Pleasant Martha Mattox Millionair
The Guard George Siegmann Minor Character
Ira Lazar Lucien Littlefield Minor Character
Additional Characters
Policeman, Taxi DriveriMilkman

149
Ibid.
04 Mai n Ti t | eThe Cayandtse Cavayrgitectedl by Paul Leni (1927; Image Entertainment, 2005), DVD.


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 twentyyear® until tonight. On this stormy evening, the eccentric
millionaireds wil/ is to be read, and hi ¢
cobwebbed halls of the foreboding gothic
moneyhungry relatives is evident when he beaghs 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 anbéier

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. Annabelletls herself much like a frightened canary...

surrounded by hungry cat3t

Bradford compiled the music f@ihe Cat and the Canawyith a total of 66 music

excerptqsee Table 2).

Table 2-2: Number of cues &ad music excerpts inThe Cat and the Canary

Category of Pieces Quantity Total

90 66 music excerpts
Cues
Segue 0

Included below iS'he Cat and the Cananue sheet and transcription as compiled by

Bradford(see Figure A and Table B).

151% Sy n o fphe Cat and the Canargirected by Paul Leni (1927; Alpha Video, 2004), DVD back cover.



Figure 2-1: The Cat and the Canargue sheet


































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

66

Cue Number The Scene in the Film Title of Music Piece Composer | Length of
and Type of of Music Music
Cue Cue

1. At screening... APhant oms o Schad 3/4 Min.
2. (Title) On a Lonely Pine Clad Hill... AThe Hour of Gh gBecce 1 Min.

3. (Action) Insert Last Will and Testament of... A Ase @e at Reer Gint o m| 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: A Rebikov 1 Min.
Cue 6:Note:Play with muted brass "PP" and very weird.

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

7. (Action) Roger Crosby at safe... AMystificati ono |Hosmer 1/2 Min.
8. (Action) He Sees Moth in Safe... Mystery Themefi Si | ent N Rebikov 3/4 Min.
9. (Action) Knock on Door... AOmenso Schad 1 Min.
10. (Title) Harry Blythe... AThe Se aGroened i n g | Marquardt | 1/2 Min.
11. (Action) Auto Headlights Appear on Dark Road... |A El opement o Carrozzini | 1 1/2 Min.
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Cue 12Note: Catch Knock on Door.

12. (Action)

Aunt Susan and Cecily Enter...

Mystery

Theme:

i

Rebikov

1/2 Min.

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

blow-out, knocking on doaas previously, wind effectdce

13. (Action) Exterior Headlights of Another Machine Paul Theme: A Ani|lAborn 2 1/4 Min.
Appear... No. 2

14. (Title) It is Midnight- Read the Will... Mystery Themeo A Rebikov 3/4 Min.

Cue 15Note: Catch knock on do. Note: Weird wind effects dith.

15. (Action) Annabelle Enters... AJunel |l ao Khan 1 1/4 Min.

Cue 16Note: Clock Striking solono music.

16. (Title) That Cl oStrick in Bwenmtydyears...| Silence no music... 3/4 Min.

17. (Action) Clock Stops StrikingCrosby Opening ADesert Monot ony Aborn 2 3/4 Min.
Envelope...

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

18. (Action) Harry Congratulates Annabelle ... ASuwobretteo Silbert 1/2 Min.

19 (Action) Mammy Pleasant Appears with Envelope..| Mammy ThemeUnfinished Schubert 1/2 Min.

Symphony
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20. (Title) |l 6m Goi ng, I Do n ost Susan Theme: @ ChKhan 1 1/2 Min.
Money...

Cue 21Note: Silencauntil painting crashescatch this effect, then start Mystery Theme.

21. (Title) Now | Know He Was Crazy... Mystery Theme: A Rebikov 1 Min.

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

23. (Action) Annabelle and Crosby Alone in Room... ASinister Mist er| Berge 3/4 Min.

24. (Action) Flaskback to Family at the Tabl®aul Paul Theme: 1 Ani|Aborn 1/2 Min.
Talking... No. 2

25. (Action) Mammy Pleasant Enters with a Tray... Mammy Thene: Unfinished Schubert 1/2 Min.

Symphony
Cue 26Note: Play rather moderately as a March Mysterioso.
26. (Action) Guard Enters... Guard Theme: 0 Mg Jacobi 2 3/4 Min.

Cue 27 Note: Crescendo on muted brass as bookcase in back mweveseird, same effect for appearance of hand, strangling
Crosby, disappearance.

27. (Action) Flashback to Annabelle and Crosby... Mystery Theme: f Rebikov 1 1/2 Min.
28. (Action) Annabelle Discovers Crosby Missing... ALaocoono Leauschner| 2 1/2 Min.
Cue 29NOTE: Open up "FFand play tacemperamenof picture.

29. (Action) Closeup of Annabelle ... Mystery Theme: 1 Rebikov 3/4 Min
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30. (Title) | lliBet She Knows Where... Susan Theme: @ ChKhan 3/4 Min.

31.(Action) Mammy Enters... Mammy ThemeUnfinished Schubert 1/2 Min.
Symphony

32. (Action) Guard Appears Again... Guard Theme: 0 Ma Jacobi 1/2 Min.

33. (Action) Annabelle Alone in Room... AMIi steri oso Dr anBorch 1/2 Min.

34. (Title) Nobody Has Slept in that Bed... Al ndi an |1 nvocat i|lHerbert 1/2 Min.

35. (Action) Susan Sitting on Bed Alone... AGhost | n t he HagAnthony 1 3/4Min.

36. (Title) What Are You Doing Here... ANotte Misteri os Becce 1/2Min.

Cue 37NOTE: Play second strain only.

37. (Action) Flashback to Susan... Susan Theme: @ ChKhan 1/2 Min.

38. (Action) Paul at DoosRoonf.. Ann|{Paul Theme: @ Ani|Aborn 1/2 Min.
No. 2

39. (Title) | nd Not at all Qever... Love Theme: A HowBrown 3/4 Min.

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

41. (Action) Paul in Dark Hallway... AQueer Anticso Zamecnik | 1 Min.

42. (Action) Ceclily Starts to Remove Clothes Al Gotta Get Mys Handman |1 1/4 Min.
Loveo

43. (Action) Susan Looks Under Bed... AMaj esti c Mi st er|Kilenv 1/2 Min.
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Cue 43NOTE: Play very quietly and deliberately. NOTE: Start: "P" and gradually work up, catch her scream drtton&rs
chords.Gradually accelerando to scream.

44. (Title) Y o redNot What Aunt Susan Expected... |[Susan Theme: @A ChKhan 1 1/4 Min.
45. (Action) Annabelle Looking for Button... AMIi steri oso Bur ||l Savino 1/2 Min.
46. (Action) Panel Operg: Annabelle Finds Jewel Case/iConspi racyo Zamecnik | 1/2 Min.
47. (Action) Paul on Dark Stairs... Al n Gl oomy For e s Axt 1 Min.
48. (Action) Curtains at Head of Bed Move... Mystery Theme: il Rebikov 1/2 Min.
49. (Action) Had TearsfNe c k| ace f rso m | RepeatNo. 28 "Laocoon"... 3 Min.

Throat...

Cue 49NOTE: Catchpiercing scream as Annabelle awaked@TE: Stop music when panel opealssolute quietjust a dull thud
on the timpani as body falls, then start music.

50. (Action) Paul OpensC r o s BodyFalls Out... Mystery Theme: f Rebikov 1/2 Min.

51. (Action) Annabelle Faints and is Carried Out.... AReproacho Zamecnik | 3 Min.

NOTE: Wind whistling weirdly for long corridor flashes.

52. (Title) Wh astAlbthis About Paul... Paul Theme: A Ani|lAborn 1 1/4 Min.
No. 2

53. (Action) Body Discovered Missing... Mystery Theme: A Rebikov 1/2 Min.
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54. (Action) Paul Enters Panefnnabelle Caught... ADef ense of HonqgZamecnk 2 Min.
55. (Action) Figure in Doorway Watching Annabelle ... |Ai Wei r d Mi st er i o g Kinyl 2 1/2 Min.
Cue 55 NOTE: Play first strain only string tremolo.
56. (Action) Paul in Cellar... ADramatic Agi t at|Simon 1/2 Min.
57. (Action) Flashback to Annabelle and Doctor.... Repeat No. 55 AV 1/2 Min
58. (Title) AnnabeltDrenk Thai.n 6 AAgi tatoo No. 84Berge 3/4 Min.
59. (Action) Guard Appears... Guard Theme: 0 Mg Jacobi 1/2 Min.
Cue 59Note: Catch fll, etc. ad lib.
60. (Action) Flash to Paul in Cellar Again... ADIi sturbanceo Zamecnik | 2 Min.
61. (Action) Milk Wagon and Susan... APoursuite DramgaDr ig o34 Min.
Cinema
Classics
63. (Action) Cloaked Figure Grabs Annabelle ... A Theb tAsnh 0 Patou 2 Min.
Cue 63Note: Catch Crash, falls, etc. ad lib.
64. (Title) Look Out For Him... AAgitationo Borch 1 Min.
65. (Title) Everythingds Al Ri |[Paul Theme: i Ani|Aborn 1/2 Min.
No. 2
66. (Action) Cecilyand Aunt Susan Open Door... Love Theme: i HowBrown 1 Min.
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I n the introduction to Bradfordds cue she
Bradford does not assign tMystery Themeo a character. This theme is used to cue the
audiercte to remember important information to solve the mystery in the film. Likewise, the
Mystery Theme an be closely |linked to Charlie Wild
later in the chapter.

ASil ent Nighto by Rebi kovtwehetiniehe Mystery
throughout (cue: 5, 8, 12, 14, 21, 27, 29, 40, 48, 50, 53, and 62). Bradford describes this
theme as fAa gruesome monotonous minor select
and desolation of the locale of the scenes; it should bedpiyadl times with muted brass
and very 6P6 ™ n dreary tempo. o

The backgroundbr VIadimir Rebikov is interesting pertaining to this theme.

Rebikov was a late Romantic and twentieémtury Russian composer (186620)°

Re bi k o viient Nightisfem his most famous compositidine Christmas Tree

SuiteOp. 2l1la. One author paints the composer a
at a d°éHoweter, b the 2% century, Rebikov isotforgotten.Here it may be noted,

that in two malern cue sheets, different selections ffime Christmas Tree Suitgeused

as reoccurring themes. Forexamfitee b i k o v 6 s rmuhe silent fénmsBloedaands

SandsandDr. Jekyll and MrHyde The compilers Rodney Sauer and Susan M. Hall use

twosel ections three times from the suite ADan:

152 Bradford, The Cat and the Cananjnside cover.

BHRebi kov, VI adBakersBiogrdphicalDistioriany of MysisianEdited by Nicolas Slonimsky. (New
York: Schirmer Books, 2001), 2940.

¥Uncle Dave Lewis, AAll music, o access e ddinirrapikost 31, 2013, h
mn0002184622/biography, (August 8, 2013).
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in Blood and SandS$®In Dr. Jekylland Mr. Hyd¢ hese compi | er s®used @S
The Mont Alto Motion Picture Orchestra is an ensemble that recreates film musleror s

films. Mont Alto accompanies films using conventions from the silent film era. Their goal

forDr. Jekylland Mr.Hyde fiwas t o make a dark and mel odr i
to match the curious a™ndhestaomhiles i sawl AStyert c
Nighto as a piece that TheggandtteCamaryt m®i Ige ot e s «
Nighto is the most pr omi®Benmtdfpiredc eu saensd fitSh e nee
establishaew part i n t heChispmas TeesSyitewaRptayed dfter hid s

death and is used to this day.

At the time of his death, however, Rebi koc
wrongly that composers suchsbussy, Scriabin andStravinskyhad made their way into
public prominence throughsttah g hi's°Bakenésobi ography of Reb
about techniquest at i ng, Afhe made a decisive turn tov
particularly fond of the wholéone scale and its concomitant, the augmented triad, claiming
priority inthisrespeco ver Debussy and ot fiehepiBwheebpean cor
mel ody was a compositional technique that St
ASi |l ent Nighto he uses a pinwheel mel ody. |t

stole this technigeifrom him.

1% Rodney Sauer and Susan M. Habmps&i Bl ood and Sands, 06 accessed August 31, 2
http://www.montalto.com/recordings/jekyllcues.html.

sauer and Hall, comps. , fiAugust31] 20k3y htt:/waww.montto.. Hyde, 6 access
com/recordings/jekyllcues.html.

157 |bid.

1%8Bradford, The Cat and the Canarinside cover.

9 ewi s, @Al Il music

3 Rebi kov, VI adBakersBiogrdphical Dictioriany bf Mysiaiang940.


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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Inmeasures-b of fASil ent Nighto t he(sea€igue®y ci r c
2). In measure 11, the melody is transposed down a viboéeto Bflat and the melody

circles around the C note.

Figure2-22Anal ysi s of Silent Night©

S (Tite) or \C;;\ I::I‘HEI A;‘\IG\gr\ slow “PP” with monotonous bass,
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This piece truly is a fAgr@repecebegnmsim&t onous r
Major. However, by measure 5 Rebikov establistiee key of Gninor. The music circles
around D and does not cadence. The tebgygo, pesante e lugubiasures a slow, heavy

and dreary tempo.

ASilent Nighto is used for the Mystery Tl
cue more than once in the fijte reason or suitability of the music can be established in
the first ocarrence of the music with a scene in the film. The first time the cue is used the
intet i tl e reads, ABut on the night when the wi
tangi bl e than &?Thelnoderce sees the dafe approachedearsdia i s
gloved hand opens the safe to replace an opened envelope. The pin wheel motion of the

melody ini Si | ent Ni ght o musically expresses the

161 Bradford, The Gt and the Canaryinside cover.
26 Mai n Ti t | eThe Cayandtse Caverglitectedl by Paul Leni (1927; Image Entertainment, 2005), DVD.
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turned. The lowest note in the piece, théld in measure 40 and theransposed version of
the theme on Alat in measure 120 portrays ominous and villainess feelinge villain is
implicated fom the first use of thlystery ThemeEventually, it is established that this
opened letter contains the name of the secord@kearlie is the one who has opened this
letter and knows if Annabelle is proven insane, she will not inherit the eéBtatfford uses

theMystery Themeo introduce the villain.

During the second time tiMystery Themas heard in cue 8, Crosby, the kv 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,
ANobody knows the codnybuio'®ahi bhi slfesncth aNei gihatioe L
establishes the mystery. Who opened the safe and why? The Mystery Theme cue is used for
plot purposes. In using the Mysterpdme when Mammy Pleasant leans in and tells Crosby
he is the only one who knows the combination to the safe, the ssialdishes that the
lawyer knows more thrawhat 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 thiMystery Themeo discuss two separate music
examplesthatrelat t o t hi sng d eanee 9 ,0mfeo lhdme andhast he My st
motivic resemblanceHarry Blythe, the first relative to arrive, ihintroduced with the
Mystery Theme. However, the motive outlingdFigure 23, is from the Mystery Tieme.

The C, C, DE-flat in theMystery Thema s t r ansposed dowrsshaiph A Omer

D. The difference in rhythm is slight and oc

1834 Th e WieCdtandthe Canardirected by Paul Leni (1927; Image Entertainment, 2005), DVD.
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Nighto the second note is a quarteer note. | r
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 descfib®sme as 0 fian omi nou
mar ked Mysteri os o *ifhesiencd of themests cresdransaarsle s . 0

tension in the scene.

By using AOmenso which has a similar mot.i
from theMystery Theme t o an fAominouso theme with a sirt
relative is introducegsee Figure B). Becaus®f the close links to the theme and the
digression from the theme Bradford is making this character a more likely suspect. Likewise,

thetremolotells the audience not to trust this character.

Figure2-3: Mot i ve i n fiOmenso which is found in ASilent Nigh

- — THEME: SMEnt swsmes sssumuy)
8 (Action) HE SEES MOTH IN SAFE ......-cocoterennt s £

n 4 _;Z'zﬁ‘,,,,(t |
E - b 3 1 e
- 7> =7 j -

The second digression occurs for cue 10 7
Harry Blythe meets Crosby. During this cue, the second relative to enter is the villain Charlie

Wilder. Bradford does not dose to change the music to introduce Charlie. In doing this

164 Bradford, The Cat and the Canarinside.
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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 Mysteryfleme is played, Aunt Susand her niece Cecily are
introduced and the ladies soon join the ¢hmeen. In using the Mysteryh&€me here,

Bradford is adding Aunt Susan and Cecily to the potential villain category.

When the fourth cue for ASilyheinsistNonght 0
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 estatedBordagain uses the Mystenjh&éme

Special treatment of the Mystefyjneme is used for cue 21. Bradford instrubts
musicianto include Silénce until portrait crashed to floor; catch fall of painting on
tympani, then start the musit®® The use of the MysteffJheme raises questionstww the
picture fdl. Could it be that the cause of the fall waghag? If so could the ghost be the

villain?

The villain is directly involved in the next use of the Myst&éheme An agitated
Crosby starts to tell Annabelsout 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
envel ope may want to harm her . MBaarefdf or dos
performance at this poing necessary, as the bookcase moves have brass crescendo very

reedy with mutes; again with the appearance of the hand, and trill for strangulation and

165 | pid.
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disappearance of Crosb¥° By adding in a trill the music techniques chasgeillustrate

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 Mysteifhemestarts this cue, Annabelle is shown betw
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 MystEngmeis heard for the eighttime.
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 Mystrgmeto foreshadow thahe villain will come

for the necklace.

In cue 48, the ninth time the Mystefhemeis 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 Annabel | eds r oom.
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 Annabelkenot strangled. Bradford wants the same crescendo as before and

the scream to be caugfif.

166 pid.
167 Bradford, The Cat and the Canarpack cover.
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In cue 50, a hysteretic Annabelle opens the secret panel. To create a dramatic scene,
Bradford instructshe musician to bsilert as the panel open& As the bodyof Crosby falls
to the floor a dull thud is to be played on the tympani. The My3dikeyneis 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 villaoombination to the safe. To
keep his secret safe the villain killed Crosby to keep him from telling Annabelle who the

second heir is.

Crosbyds body has vani shed and the panel
The villain is about to be caugfithe mystery and who the theme belongs to are about to be

solved.

The final time the Mysterfhemeis needed is near the conclusion of the movie. The
Mystery Themebegins the sequence of scenes that solves and finalizes the mystery. Paul has
established thahe person who killed Crosby would be the second person who is in line to
inherit. The motive for Crosbyds death was
When Annabelle is alone in a room the villain makes a final attempt to hurt Annabelle. The

villain is subdued by Paul and is discovet@tbe Charlie Wilder.

The first occurrence of the Mystefjiemematches the image on the screen. The
pinwheel melody matches the circular dial of the safe. Crosby, Susan, and Cecily are
introduced with the MystgrTheme 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 Mystefyieme Their themes relieve them of suspicions to the

168 | id.



80

mystey and causethe 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 CharMghen Charlie is unmasked as thkain in the final scene,

the audience can then link that the villain in the ficgtreeand the first use of thidystery

Themeis Charlie Likewise, it is interesting to note that the Mystéhemeis a part of a
Christmas suite and Br admfgerod fwgse LhiaThe edsa 2
or not the audienceecognizedhe themed choices of pieces, Bradford is linking the theme

and cue 10 together. In retrospect, by usingMigsteryThemeto introduce the relatives and

AThe Seasono6s [&rBradford iseptablishifigavith th€ masic that Charlie

Wilder is the unseen villain who was introduced the first time the MySteeynewas heard.

The MysteryThemeis used to foreshadow events. Cue 21, Mammy foresees an evil
deed'® Which comes truei€r os by 6s di sappearances (and | at

27. Cue 40foreshadows that the villain will come for the necklace in cue 48.

The MysteryThemelinks events having to do with the will and letters placed in the
safe during the first cue. Cud, 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. I n cue 29, Annabel |l e0:s

inheriting the estate.

The MysteryThemeleads up to the discovery of who the villain is. I &0, the
MysteryThemeisusedwhe Cr os by 6s b o dyiscovery déf ihe bedy backs u n d .

up Annabell ebds story an dsapegimateheir udhs3,tleads he i s

5 An Evi ITheCataml thé Canardirected 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.he final use of th&lystery Themebrings the theme full circle
establishing that the mysterious gloved hand at the beginning of the movie opening the safe

was Charlie Wilde.

Bradford uses thBlystery Themeo establish the villain and a list of potential
villains,tofaesltae d ow t h e v i | lihkathe tetbess and will imtbesfirst sceette
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.

Br a d f mroddidianincludes brief explanations on the reoccurring music themes
for the followingfive characters: Mammy Pleasant, Paul Jones, Aunt Susan, the Guard, and
a |l ove theme for Paul Jones and Annabel |l e We
throughout thenovie (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

carea ker of Westo6s estate. Bradford uses Schutl
movement |, to express the unfinished busi ne
musi c as, AA perpetual movement showing the
woman who is distrusted ¥ pradéondstartgthenceeaite t he hc

point in the symphony where the violins start with the sixteenth (e¢esFigure 2).*"*

170 Bradford, The Cat and the Canarinside coer.
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Figure 2-4: Catandthe Canargue 6 A Unf i ni shed Symphonyo

= yeesvn; mammY PLEASANT APPEARS

creecesianna.. . . MAMMY THEME: Unfinished Symphony (Schubert)

These quick rhythms establish the fAperpetual
tremolocreates the distrust of this woman. Also, in this scene the wind is shown blowing the

trees and cob webs of the house. The quickicnexpresses the movement of this scene. The
first movement of Schubertds Symphony incl uc
oboe can be used to represent distrust. Bradford wants the audience to note that Mammy is
distrusted by the household.héh 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

fiUnfinished Symhony 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
herete se t wenty years, Mammy Pl easant. o0 Mammy

l' iving ones. 0 These chords emphasize the omi
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I n the remaining cues 19, 25 and 31 Bradf
for thirty secondsin 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 tWe night
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 thedieidground 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 Wil der. I n cue
apparent. Bradford is using the music in this scerm@mtinue 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 | ast of Mammyés musi c i n cCue
However at the end of the sceneld®r is seen speaking closely to Aunt Susan.

I n choosing the AUnfinished Symphonyo, Br
different reason than tH&ilent Night theme.lt may be that Bradford is choosing
unfinished musito representhe unfinished busingsof the estateFor example, the reading
of the wild is left for twenty years in keerfg
those twenty years before the business is ¢cc¢
being used to express what is beingveh 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
Pl easant 6s wor k. Biunéinisfied $ychphonyto esthbdisb distrssif ng t h e
Crosby and Charlie. Ehuse of the oboe in the music illustrates distrust. On the surface, the

use oftremoloand obodeads the audience thstrust Mammy. However, the careful liseen
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would see the oboe mel ody being matched witdt
other genes as a warning to watch these characters.

AAni mal Cartoonix No. 20 is Paul s Theme
and 65). Paul 6s music expresses, AA humor ous
of an uneasy mortal of peculiarah a c t e'¥ Asshe humasraucharacter, Paul Jones
providkesc omi ¢ relief. The title of Paul 6s Theme,
characteristics and antics of Paul. The melody starts on E, high in the treble clef (sggster
Figure 25). In measure two, the contour descenldsvn 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 corresport
characer. At times Paul is happy but in a moment quickly changes to a scared or sad
emotion. Fortyfive of the fifty-six notes in this cue are preceded by an acciaccatura and
followed by a rest. This constant stegart of the notes complements the awkward yet,
humorous characteristics o#. Six of the twentfive measure# the cue have repeated
notes (circled notes in measures four, eight, nine, seventeen, wwventgnd twentfive).

With the exception of the last repeated notes, each set is followetlby of the melodic

wave outlined in the rectangles and in measures 10 to 15.

172)pid.
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Figure2-5:Anal ysis of Paul déds t heme

12 (Action) 2 CopLr Ry G Sehironer

.. PAUL THEME: Animal Cartoonix No. 2 (Aborn). ..., .. 2y

AfChattero i s used as Aunt Susands Theme ¢
44).Susands theme is for a fihumorous chatterbo
ma i & In éhe performance suggestioBsadford stresses the humour and gabbing of an
old maid!"* The ridiculous character of Susan is established in the melodyirtietir
measures repeédee Figure B). 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 fupiresseag the
gabbing. Measure 13 to 15 is a comical cadential passage. Even theubatp@ortrays

the fluctuating emotions of this woman.

Figure2-6:Anal ysis of Susanés t heme

173 | bid.
174 Bradford, The Cat and the Canarpack covers.
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AMar che Mi eGutThereandoccwrs twide (26 and 32). This theme is
Afa mysterious march showing the official p O <
s 0 me d'RVéhendooking into the genre of this piece the description is comedy and the
mood is playful’® The pece is in Bflat major and for the most part remains in the major
key (see Figure ). The scenes that the Guard acts in are comical. However, from
Bradfordds statement it seems he is trying t
showing the officiap o si t i on of this unifor"e&merther son |
cue, Bradford instructs the musician to pllaijg themédi moder at el y as a Mar clt
My s t e r'flrostowingdhe tempo dowthe sound and mood of the piece changes from
playful tocomplimenBr adf or dés description of the musi
Bradford statesthe Guaith e me i s fAa March Misteriosos pl a;
ma r ¢ H%indooking at the cue example below not many of the notes are marcato.
Bradf or doés Ilowmthetpieae down anate add roarcato to this piece is what
makes this piece a fitting theme for the Guard. In addition to these techniques the notes are
fial t erstaacatian ¢ aax k WP AcdordingeosAltrsan, this treatment makes the

musi cakiysoneor fAmysteri osoo.

175Bradford, The Cat and the Canarinside cover.
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Figure2-7.Anal ysis of Guardés t heme

The Love Theme occurs two times (39 and the last cue of the film 66). The Love
Theme AHow | Love Youo by Braomwn gioso da sfwp onpguol
expresses the scene t*irough the fappropriat

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

-

C

€

mystery protects Annabel | eBy8madordwgvingathékmetoabel | e 0

Paul, has making Paul the hero/main character of the film and Annabelle the damsel in
distress for the hero to rescUée closest Annabelle receives to a theme is in atjogme.

Paul and Annabelle share the Love Theme giving Paul two different themes.

According to Mervyn Cooke AAnother of mu
intellectual games with the filméds spectato
references taertain popular songs they were already familiar with through participation in
illustrateds o n g  s®AGheosing & 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

Altmani a t | east one commentator had noted that

181Bradford, The Cat and the Canarinside cover.
182 Cooke,A Historyof Film Music 12-13.
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