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wo its inception in the form of Mr. Edison's Kinetosoope to the tremendous force it — 
is today. And while the part thet musio has played in that development has pro- 
--- gressed perhaps more slowly than we as musicians may have wished, the fact remains 
that we have come a long way from the wheezy organ with its beok of selections, for | a 

| the use of the organist, to match any given action on the soreén, or the harmon | 
and violin combination used on the set to insure the heroine's mood, to the present | | 

And most of al ie the of the younger as 
the letters which cone to us from schools and students all over the country, to. 

more about film music. These are the scores to come those to.whom the toreh 
nd ec FILM MUSIC WOTES feels it both an honor: 

INSTITUTE OF IN CONTEMPORARY ure, Naomi 
‘REVIEWS OF CURRENT FEATURE-LENGTH PICTURES 
BIOGRAPHY OF BROWISLAU KAPER 

«EXCERPTS FROM THEMES FOR ARS. ‘PAREINOTOR, Brontelen er 
BIOGRAPHY OF EDWARD 
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TTEMS.... . cou CENTS 

filn composer, "is worth athousand words." Disoussing the growth and importance of 
musical scores in motion pi otures, Raksin, who.was chairman of the Film Music Session 

of the recent Musi: jans' ngress seid, "We Will attempt to illustrate music for 
mood, action an You can't realize how dead some scenes can be until you" 
whew a film without ic.| Raksintreced Ahe course of a score from the first 
viewing of the film by producer, diréotor/and composer, through conferences and re- 

—searoh. The film, he said,-is—bi oken ints sequences, and the action is charted. 

Thematic material is seleoted; musiotis writtem and orchestrated. The film then is 
marked for the. conductor and the indiv Pusey orchestra parts are copied. As the film 
ar run off, the score 46 recorded and lat er "mixed" onto the main sound track in the 
dubbing room. ‘there are many things," ‘said Raksin, “which cannot be said with — 
- words. Then a film must depend on music to give the message. The use of the leit 

motif is one of the most popular scoring devices. We attach one partioular theme — 
Boe to one person and every time that person appears, so does the theme, changing mood 
_ with the character." Out of this leit motif has come one of the most important | 
forms of song- plugging. On Tin Pan Alley they call it it the Casablanca 
 treatr ents” It involves” taking a very old song and using it in song and theme form. 
.. dn a motion picture. For example, Max Steiner used "As Time Goes By" - written = | | 
twelve years ago = to identify the emotions of Ingrid Bergman in the film "Caso- : a 
 -blanea." Each time she appeared, her mood was carried out by the musical ee "4 
“As Time Goes By" soon was at the top of the Hit Parade. Raksin pointed out that 

scores of films are one of the most important mediums of music today because 
affect audienses and forta an appreciation of music. 

Poe kn "The Impatient Years," at Pantages. Hollywood and RKO Hill. Street theaters is” 
one ~of the. fow remaining believers in musio for creating moods. During the filming 

of the picture a utility man played recordings for her from her private collection. c 
She ordered serious, symphonic music as a mood maker for ‘comedy Scenes, end as 

| conditioner for serious soones. | 

Barrymore. may most ‘fone as composer. ‘He's. aixty-ix a Ane 
oe valid, but Lionel Barrymore, who wanted to be a painter, yet followed his illustrios — 

parents, Maurice Barrymore and Georgia Drew on the stage, may be remembered by fu- 
uo Sure generations a8 a musical composer. A talented pianist, the screen's "Dr. Gil- 

-lespie," who requires a wheelchair, heard his "Valse Fantasia" in Hollywood Bowl 
last summer. Symphony orohestras have rendered his works, such as the suite "T; bean 

- 'Russes," various sketches, and a tone poem "In Memoriam," dedicated to his late aad 
brother, John. There is no field in the art of self-expression in which Lionel has ip 
not made an outstanding mark, but he snorts derisively at any suggestion that musi- “ 

immortality micht some ‘day be his. “Why I'm an ‘aotor,". he outs in. | "People 
would think me impertinent if they believed I was taking myself seriously as a com= | 

poser. They would be more interested to know that next Sunday I'11 be doing the _ 
narretion on that program, for *Peter the Wolf'." There is nothing new,: Barrymore 

insists, in his compositions "and I've borrowed from everybody except the studio © 
 gateman, and Itll get around to him later." "Of course," he adds, "there really 

isn't anything new. If your modern composer wonts. ‘something new, whet does he do? 
He goes back to Soarlatti and Corelli and Couperin and their style end 
 @resses it up. When it comes out, it's the last word." Twice, Barrymore broke a - 

. hip bone, and because it did not heal properly he has used crutches and a wheelohair 
in recent years. He sometimes drives his oar, however, and close friends relate | 

that they have seen him walk briefly without crutches if. sufficiently irritated, as. 4 
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Then mus makes headi ines ina trade paper. we can know we are ont 
wie CLAIR DE LUNE - There's a haunting bit of tuneful sentimentality from Sahuseple., . 

| "Clair. de Lune" which pervades FRENCHMAN'S CREEK. It's the theme, as they say, hate 2 
that charming pirate played by Mr. Arturo de Cordova. He whistles it as he lays - os 
- eyes upon the lady of his desire. It fits with on exceeding romantic prettiness, aes On) epee being the kind of a picture it is, And all that reminds one again that, while Ef 

_ Hollywood pours millions into the sound pictures, no one ever says anything about 
o£ importance in the exploitation of the product, There may be an assumption that. ul 
— everybody in America is musically illiterate. Hollywood has music to sell. It has 

 neny of the ablest musioians in the world. It has the best sound recording that oan — 
os be achieved. But it is substantially a seoret. The best music is not in the “musi- 

ao bee where his song "I Drottled o Drit Drat" 

cals but the’ ments on. of the art. Herald, Ootober 144 
* 

was aired and dramatioally enacted. 
_ From the seme source, we also’ learn thet Chester Wolcott has been recently appointed — f 

director at the Walt Disney Studios, his) appointment coming more in the forn 
- of a promotion than a replacement as the studio, for some time, has functioned with- — 

a outa departmental head in the music department. Edward Plumb, Paul Smith and 
Ss Oliver Wallace, composers on that lot, continue in their capacity as composers and 

cS rived. in Hollywood from New York. He will oonfer with the Motion Picture and Fro- aoe 
dueers Association and the musioal heads of the studios : as the 
to be for ms io in latinaAne:* iean filmse 

wi Starlicht, a ‘tone. poem ty) Viotor ‘tne, for the 
"The Uninvited," and the theme of our Portfolio page last April, 

* 

- : Republic to write four songs for James Fitzpatrick's bilingual production, "Song of = = =§ | 
_ Mexico," which is to be filmed in Mexico City with Edgar Barrier, Tony Garcia, oper- — q 

tenor "find," and other international stars. Titles for the numbers q 
Mexico," "In Cuernevaoa »" "Tasco" and "The Gardenia Waltz." 
Rocording of a spectacular musical finale before a camera the ploture 

e hy the unique reversal in order at Republic on the new feature, "Parl Carroll's 
4 Vanities," starring Constance Moore and Dennis O'Keefe. Walter Soharf, studio 

musical direotor, disclosed recently that the spectacular finale, "You, Beautiful 
a Thing, You," by Kim Gannon Walter. Kent , will be recorded with a 60 piece orches-— 
tra and 42 ourvaceous Carrollovelies. Lee, former dance director for Florenz 

Siogteld, is rehearsing the girls, while Joseph Santley, who recently directed 
“Brazil, will direct the picture. Woody Herman and his orchestra arrived in tie - q 

ae — wood from an eastern tour, opening at the Palladium, where they were hosts to stars = | 
ls ede executives from Republic. The band goes into the picture next week. Others in > 

_ the cast are Pinky Lee, from the Carroll stage show, Eve Arden, Stephanie Bachelor, : 
_ Alan Mowbray and a group of girls from Carroll's show. Albert J. — the “deal - 

is for the rose of Earl 
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“LETTERS FROM OUR READERS 

MUSIC NOTES has beoome practically my for the few nonthe. It 
te surely gives nelpful end definite information on the subject. Congratulations to | Re 

the editors." Mrs. W, Thompson, Federation Clubs. 

We are constantly reseiving inquiries about our bulletin from boys in the service,  gartlealarly those in the musical units, bends, eto. It always pleases us to get 
| _—s their letters. This one, therefore, is of especial interest. It is from one of our Soe 4 

friends: and subsoribers we has done much to make our bulletin known 

_ 
in the Netherlands Bast Indies. 

$1 October 1944 
Pield's in s in Hollywood! (Oct. 7 144) are a 

2 esting. and enlightening. They say a G.I. audience is the hardest’to please inthe _ 
: worl .. The men respond in a magnificent fashion to fine music and acting when it is ae a 

Gane. te perfection - they will acosept nothing less of these traveling USO units in 
‘thet field. Of course a jive. orchestra in the flesh interests many. As for. 
fs -myself I like to see real persons no matter how mediocre - there is a response not ae 

present in a movie. — Movies have done and will undoubtedly do great things for the 

| entertainment world - there soope is limitless, but I have often thought that ants ee q 
the fact that. an audience cannot respond to the picture by enthusiastioally clap. 

ping, cheering, etc. (as they do at a good play, concert or opera) may have an in- 

ene hibiting effect upon emotions. Perhaps that restraint to their enthusiasm being ¢ ox- Ae a 
| has resulted in ye jive business indulged in by 

Commenting on the: "Dark Waters” one of our. venders as 
ee "The story was well handled and the treatment is to be commended as much for de- ue 

tails oniitted as for those. included. Instead of making the audience the victim of 

the ship disaster as mony producers would do, we have only the psyohopathologioal — 
effect on Leslie Calvin (whieh is the real study). Mr. Rosza's soore was well i 

handled, especially so in the dance. But who dubbed it in? ‘Through sheer tates ‘i 
ee ‘emotional rhythm of a production was destroyed by (a), throwing the down beat off the a gg 
- sound track; (b) having the fiddlers playing on the E string in the picture while | 

| the recorded. violins are playing on the D string. Do these gentlemen realize thet ee 
2 they aro smearing a ghastly daub of paint, or cutting a gash in the very center Se 
a fine painting? Five out of five persons react to item A; three out of five to. 
item Bs Isn't it worthwhile trying to adjust | a needed in 

omy ‘would like any materiel which you ‘which be a course. on. q 
Se ‘Listening to Music', for Junior High level, which would result in a taste for bet- q 

_ ter musio in the movies, after students have: been exposed to the course. ‘The school — 
and are. ‘subscribers to FILM MUSIC. NOTES, which I know is very valuable. 

"Do you know of any places which have worked out suitable teaching procedures in a 
secondary school cinema musio instruction? Or other music directors who have exper- : 

 imented along these lines?" Gertrude E. Stein, Director of Musio, Snyder Park 
School end Faculty of School of Musio, Wittenberg College, Springfield, Ohio. 

| find FILM wustc NOTES interestina, We need publications as 
j yours to resoue film music from the anonymous riches taken for granted by film 

ay : goers. Made available to the public, such material should help build a aeitioal 
' taste in film music, which would lead, I am sure, to an advance in composition for | 
the soreen comparable to the higher in acting demanded by a public edu-— 
cated away from the stereotyped sharacterizations of ear ly films. I am sending the 

| Portfolio on to music student." Mrs. T. Parents" 
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success of the one held last june’ Western Maste Edu- 

_ oators and the National Film Music Council held another of the jointly sponsored 
ee a ! Forums at the Carthay Circle Theater in Los Angeles, on October 28th. The theater ee 

filled with a capacity audience whose absorbed interest was unmistakable. ‘With 
oe Mrs. Helen C. Dill, Supervisor of. Training at the Music Department of U.C. LeAs, 06. 
chairman, a program was given which included (thanks to the cooperation of Alice © 
- Evans Field of the Motion Picture Producers & Distributors of America ) two M-G-M 
cartoons, “Dance of the Weed" and "Bear Raid Warden" with music by Soott Bradley; @ 

Warner's short, "I Won't Play" with musio by William Lava; the Rockefeller Poun- | 
te dation "White Floats" with musio by Hanns Eisler. a 

‘The composers were. present and. spoke about the for thers films; and the way 
the audience (made up largely of students of high school age with a. sprinkling from 

the lower grades) reacted to what they had to say, attested their in- 
and was flatt comentary as well. 

Miss Constance Purdy, of ‘FILM MUSIC NOTES, gave a ‘short on ‘for 
“WILSON, which is reproduced herewith, along with that of William Lava, the composer q 

: of the delightful "I Won't Play" now being shown at theaters all over the country. 

“Mr. Eisler's remarks, unfortunately, cannot be given for copyright reasons comected 
: = with the "Vhite Floats" film, but Mr. Bradley's comments will be published in full 
ae our December. issue along with a work sheet from the lovely and imaginative "Dance 

ae of the Weed," which, when he showed it to us at ithe informal luncheon and disoussion a 
after the conclusion of the Forum for the " ups," we ‘upon 

2 er which the National Film Music Council stands - "To foster public interest in 
music of the films; to encourage musicians who are developing this new art form; to | 

awaken students to the artistic and practical possibilities of this new medium of 

expression" - and which we are the of Music Edu- 

Few Words about ‘the on the. film WILSON 
By Constance Purdy 

oe have. been asked to say a few words about the musio for the film of which 20th- 4 
ne We is so justifiedly. proud and which z imagine most of you have probably seen, that 3 
ie the. picture WILSON. I am very happy to do this, but first I want to take this oe 

a opportunity to welcome those who are here today, on behalf of the National Film 

today, and Mrs. Dill and all who have worked with her to make these Forums a suo- 

oe Mrs. Grace Widney Mabee, our national ohairman, will be here herself to. tell Bich 
more of our aims and what we to in ‘time. 

- a ie WILSON and of his desire to prove that a film like this, with a message, = 
this definitely is, can be made so that it is still boxoffice and therefore nov. 

2 poison. to the exhibitor. — It is not intended to be political propaganda as so many ee 
_ have claimed and I must say that I personally saw nothing of the kind in it. Col ant ce 

- Zanuck is a great believer in visual education and the part it is to play inthe | 
of that the are moré and more to the: 

‘ 
‘ 

‘ 

oy cess, for their help and cooperation. I hope that. by the time we have our next one co 

Not ago taliced a group of us ‘about his reasons for 

Music Couricil and to thank Mrs. Field, Miss Hemington and the gentlemen who are here. _ 
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value of auditory as tint. we heard to= 
day and in the music so beautifully and expertly put together by Mr. Newman for the 
WILSON film. He has composed what might be called a Symphonic Tone Poem (that is 
the basic musical theme of the picture) and into this he has woven more than forty 
musical numbers w..ich were a part of American life a generation or more ago. Of — 
course to those of us who lived through that vivid psriod these come emo- 

No so-called. "mood music” could be more | 

Yr. Newman his score ‘tem and it is. thet. 
ae the. numbers are visual - that is, they are played or sung on the soreen as seg- 

- ments of the story, and this large amount of visual music necessitated six months of © 
_ research before the picture even began. When it was put into production Mr. Newnan. 
Was in constant contact with both Mr. Zanuck and Henry King, the director (a far oy 

from the early days when music was the stepchild of the industry and composers were _ 
supposed to furnish accompaniments more or less in the dark and by the yards). With — 

completion of the onmera work be obtained two months leave of absence from his other 
ae ie duties as head of 20th-Fox music department, secluded himself in an isolated cottage oe 

near Palm Springs and worked without interruption on the score. When it was fin- 
ished someone in the music department remarked of it that "nostalgia comes high." 
ee certainly. did in this case for clearance of the songs ranged all the way from 

to $5000 and the 9988 the music. Mess, 

ee plese: orchestra, a 70 piece brass band (the size of tne fdmous Marine Band, so. well-— ee 
known to all Washingtonians), and a mixed chorus of 80 voices. The principals if: 
the. cast did their own. vocalizing whenever the script called for it, and this also | 

§ is somewhat of an innovetion. | It may not be generally known, but Charles Coburn in - 
his youth toured in Gilbert and Sullivan Operas. Vhen before his singing of "Old . ee 
Nassau" he asked the director. how he should sing. “As if you were enjoying yourself," 
-said Mr. King. "That'll be easy," said Coburn, “to sing as I sing and get paid for 
it, what could be more enjoyable?" understand that the actress” who plays Margaret 

as ‘Wilson, whom I remember well as a concert singer, by tae way, worked her way through 
 gollege as a blues. singer with a band, y whether would 

ee ae portrayed Paderewski so well even to his imitation of the great man's technique. — | 
_ He was accompanist for a group of Welsh singers who were in this country in 1924 

is and actually played at the White House on the famous piano, just as he is shown 
. doing in the picture. The studio has given me a chronological list of all the musi- 

- cal numbers used in the picture which i oan give in detail to anyone who happens to. 
be interested. I knew that I was taken back utterly in spirit to those days when 

were all 80 but T confess no idea how many. airs were used. 

As a I can what it. to put this to- 
: E gunn. I only wish Mr. Newman could have been here himself to ‘tell us something | 
about it at firsthend, but we can all be grateful to him for what he has done in 

giving us this fine rich ‘background to a most interesting picture - a picture which 
paints not only a most vivid portrait of a man, but a colorful one of an era which 

of us still remember. An of this is the musics 
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“ale Delivered the on the Music ‘Sooring for 
‘Warner Bros. Short WON'T PLAY | 

scoring the ‘for a motion picture, the averase film composer follows one 
of two different types of procedure, or we might say, his completed score falls ine - . 
to one of ‘categories characterize mus 10 writing 

the first. instance, the modern motion picture calls for : 

spore based on the composer's own thematic material entirely, or almost entirely 

variations: in this depending upon whether a well-known song or 
theme other than the maverial;: is end 

| material that must be employed by the composer, since the songs in a musical are =~ || 
very. closely related to the action of the film, either from the. standpoint | of moti- a 

or by the direct: reference in the ‘speaking of 

‘The you are. about to see, referred to as a short. subject, is in 
“pealdty: @ miniature drama, and the music plays a major role in the action of the 
story. Nevertheless the film could not be classed as a musical, in the strict defi- ee q 

nition of that group. In selecting tie material to be used, the writer of the. 
-soreenplay, while not necessarily designating the songs to be included, did actually eed aq 
specify the use of Gershwin's "Rhapsody in Blue," and as you will notice, the Rhap-- 
gody is. referred to. several times in the di alogue, and becomes the basis of the end= 

ing of the picture. The-songs are also woven into the but were selected 
as She: aotual on the: pioture was ‘beginning. 

was ass igned to the scoring. of “after the: “final had 
Noam, completed, my first move was to determine which sequences in the picture would 
be best served by underscoring. | When this preliminary was settled, the sequences _ 
were timed and cued, this step being necessarily the. prelude to the actual writing» 
of the music. The oue sheets which are prepared for a composer give. him the word | 
for word description of the dialogue and the action to be underscored, and the exact 
time in seconds, at which any given ove or sudden change in mood occurs. The com- : | q 
poser makes a sketch, and the orchestrator does what his name implies = he orches- 

__, trates the music in the necessary orchestral color called for in the composer's 
3 sketch. Now I know that. many film. composers do not necessari ly indicate instumen- 
tation in their sketches, in which event. the orchestrator looks at the picture in 

| order to gatoh the of the even after. a conference with the ‘composer. 

“ty the picture follows, you will hear songs, and Soul" end 
Sculdis up a Little Closer,"and these are the songs that are utilized as ‘thisette’: 
material in all of the beaker ad music scoring, plus a brief reference to the 
Marine Hymn at the very beginning. . The Marine Hymn is played in a rather sultry 
harmonic structure, to help establish the feeling of dullness and heat, that per= | 
_vades the South Pacifio, which is the locale of the story. As I explained at the 
beginning of this talk, the musical treatment on this film, would be inoluded under ae 

the first oategory mentioned, with this exception: that the use of songs has neo- ——— | 
— essarily influenced the work of the composer in his handling of thematic material. : | 
There are those who wonder why the composer of a film soore is still considered eee 
such, when they hear familiar music in the. underscoring, that they know was not com- 
posed by him. May I state in explanation, that no composer of any reputation what- ) 
soever, claims credit for music other than his ow - but in film undersooring it is 

- practically impossible to sit down and separate the bars in such a mamner as to | 
definitely establish where the song thematic material ends, and composer": 
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_ @ group, composers are fully cognizant of their funotion in film making, 

AN INSTITUTE OF WUSIC IN CONTEMPORARY 
By Naomi Reynolds 

(Continued froma October issue) 

A paper Davia one of the mixers” the was 
| ~ eapably by his colleague Lt. Leon Becker, now a sound man-with the First Motion 4 

Picture Unit in Culver Citys. He stressed the fact that recording music for films —— 4 

-inoludes great deal more than watching the needle of the meter. Mixing inoludes 
- & blending of music, dialogue and contrast, he stated, but that it is not unlikea 

of radio in some instances. However, he emphasized the fact that with radio 

one can choose one's own volume while that is not so in pictures. We are more or 
a less at the meroy of the theatre acoustics and the operator of the film. The pars a 
man is know as. “the voice of the movies" and the room in which most of the work is =| 
done is the "dup" (duplicating room) or the "dub" room, meaning of course where they | 

prepared and ‘equally. as well Presented. 

“Mark Sandrich, wel of was the: next: and he gave. | 

Bee “an account of some films which were essentially music. For history he went back to 
the days. of the medieval chronicles in which troubadours | ‘lifted their voices contri- . 
ee buting quite unoonsciously to the development of our more modern music and artists _ ae 

and in which the compositions not infrequently lent themselves to a dance or Balade, _ 4 
which is the same word as our modern ballet. After that with a great deal of elab- =—-—siJ 

;, = oration, came the Opera. In film history, the musical shorts came first after which _ 
they were embellished. But essentially it was through our films that the American == 
: popular song was known to all countries. As a genuine troubadour and ambassador of Soa 

: Good-Will Sandrioh mentioned Bing or as he is billed at the moment in Europe "Der 
- Bingle." He stressed the fact that no matter how-intellectual the art form, there | 

oo ee place for it on the soreen. He also pointed out that the story is more impor-_ oa 
 * tant in films than on the stage, and I don't believe he meant to confine that only = | 
$0 musicals, for he continued elaborating on his point by accmtuating the actuality oo 
' that the concentration of film audiences to the soreen is of stupendous proportions. _ i 

Also he explained that dramatic or stage timing and film timing are decidedly aif-— 
. ferent and that it is absolutely necessary to maintain a careful balance at all ae 
times. Sandrich believes that THE COMPOSER BE AN INTEGRAL PART OF THE PICTURE! Ho a 
mentioned Ballet as gradually going through an evolutionary process, which we know | not apply only to the films! He closed by stating that musical pictures are 

-- young and lusty and too often vulgar, but that he would do his best to give the kind : id 

of nusioal pictures we mow oan come from his. tremendously young 

poo Deutesh believes that more than any other art form, the sound film is a product of i 
a collaboration: multiple collaboration is a constant process that starts with the 

.  @rafting of the soript and continues wntil the composite answer print leaves the | 
_ laboratory, he stated, and continued by saying that the creative and artistic talents _ 

- interplay with the soiences and skills to give the film its full dimensions. In £=f 
outlining the composer's contribution and the stages in film production where he can ae 

most effectively, if permitted to, Deutsch gave planning pre-scofing= = | 
editing - post-scoring and re-recording as the focal points. And then stated that — 

the extent of the composer's: participation at these key points will be governed on 

| | the artistio side by the emotional and musical of the film and on 

side by business: expediency! 

Deutsch enphasised the point, that it the composer te be gompe- 
tent collaborator he must possess attributes far beyond musical talent, technical 

and con~- 
_ facility and discipline! But he admonished it would be imprudent to. ee that as 

he stated that the writer and direotor groups are not tavailing ff 
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(AN INSTITUTE OF MUSIC, 

- Gollaboration is a deeper knowledge by all groups of each other's problems. He “ 
recommended the Carlos Chevez book “Toward a New Music" as an important volume a 
. his subjeot which every producer, writer and composer in films should read. To ex- 

: _ plain his theory Deutsch became realistic and chose as his first collaborators the 
|}. studio people who are most accessible to the composer; the recording engineer, the 
‘film editor and the re-recording engineer. In less fanoy terms, the mixer, the. 
f-.. outter and the dubber. He believes that composers in general take the mixer for 
ys granted - even a mixer who can read musio! And the same goes even if he can neme 

{| every instrument in the orchestra; and seem deeply hurt if the mixer misses a con- 
trapunteal trick at the first reading! Conversely he believes the composer should 

i ~—s wcquatut himself with the fundamentals of sound engineering and express his ideas 
microphonically as well as musically. (And may I add here that Deutsch was promi- 

 nently asking questions at the forum Sunday afternoon on "New Musical Ideas in = 
9 Technology and Acoustics": developments in recording and reproducing which had as aa 

goore in condensed form for all mixers and in addition, detail of instrumentation 
end dynamics with speoifio instructions on the relative sound perspective of solo 
' dnstruments, or the ensemble, reverberation or any special microphone placements. 
_ To illustrate he mentioned that music accompanying a broad scenic view naturally | | 

- should differ in perspective from that of a living room. Large interiors like elie Ao 
toriums, factory panoramas, theatres surgest more reverberation than intimate soenes,  @ 

while underwater shots and misty atmosphere scenes may demand a disguised rather _ ie 
than a well defined orchestral sound. A long shot of a bugler must be recorded ct. 
a distance if the sound is to match the image. He stressed the point there that to 
use normal recording reduced in volume leter creates only a fictitious sound. All oi 

=the dramatic intentions of the composer therefore must be clearly defined, 
and conveyed to the mixer. Closing the duties in that department Deutsch said “An == | 
articulate OF transforms ‘the stage a zone of sollabora- 

“Unlike the with. tretned ear, the nie ‘more a trained 
ee To him films are primarily a_visual medium and his chief consideration is to obtain 

Smooth rhythmic flow of pictorial movement. And here Mr. Deutsch said "it is 
erally accepted that visual stimuli takes prededence over aural reception in films." | 
_ However, in pre-scored sequences of the "song and dance” type film, this principle — 
is partly modified, but only to the extent of synchronizing action with music. Here | 
oe Mr. Deutsch stated that the experienced composers. _of dramatia scores have. learned © ee 
that some of the leading cutters have a good sense of spacing and movement. The a 

music is given a chance to register and there is not too much conflict between the: 
elements. of words, pantomime, music and sounds. In such oases the composer needs 

only to ask the cutter for minor adjustments such as lap dissolves to allowhis 
-musio to complete a cadence, or transition without undue distortion of tempo OF 

rhythm. However, the final decision on cutting rests with the producer, under pres= ee 
a ent production methods, limiting the cutter's soope for. collaboration with the com=— We 

poser. Mr. Deutsch then took up the problems of the dubber and said that it was 
heron Copland who referred to the dubbing room as a "composer's. purgatory.” ‘the. oe 

blending of actor's linss, music and sounds in their proper proportion and relation- 
ship is a skill: demanding accuracy and imagination. The musician must have enough 
— dramatic instinot to sense when to emphasize or subordinate the musio and sounds so 
that they beoome on integral part of the screen narrative. "The composer's presence 
. during. the dubbing of his picture is imperative }" The dubbing room in addition to — 
dts library of sound effects has many eléctrical tricks. And composers should as- — 

§ . oertain how best to use them; the timbre of voices and instruments, the sonorities 
of ensembles, and the characteristics of sound can be gontrotied or atatorted 

| 

| 



MUSICTANS* CONGRESS 

For four days recently musicians from all parts of the country gathered on the 
: ‘campus of. the University of California in Los Angeles, sharpened their wits against oe 

- @ach other, and tried to discover what makes music tick. This was no common conven- 
< tion. It was the first Musicians' Congress sponsored jointly by the university and 

a Los Angeles Committee headed by Lawrence Morton. Its general theme was "Music in 
Life," and nearly every phase of the use o

f music. in modern was 

‘dis oussed in some twenty-three meetings« | 

Neturaliy film music played an inet the it 
greatly to be hoped that at least a few picture producers and executives were pres- q 
ent on the night when a long series of excerpts from were 

“The olimax. of this: program came with veel: an film 
an Paul Adorno, entitled "White Floats." The picture was made on a Rooke= 

- feller grant with the deliberate purpose of finding out whether or not atonal music a 
gomposed on Schoenbergian principles can be used in motion Plotures. The answer 
is at least: sO far as Floats" As conserned. 

“White fl cate are. ‘The glisters oft. date 
/ sea, vast ice fields, snow fields, and frigid, towering black mountains’. 
the busy scurrying, souffling and scrabbling of the music was incredibly perfeot 

for its purpose. Furthermore, as Adorno pointed out, there was an intimate syn- ~ 
chronization between music and film possible in no other thus each aimless” 

wisp of blown, snow had its line of soore. : 

That the technique is ‘the last word. for with a ‘Avot bio 
conclusively demonstrated, and the opponents of the 12-tone system were not 

ee point’ the obvious moral. But one suspects Eisler has. more up his sleeve than 
. “White Floats." At all events, the picture was given an ovation by a highly mixed 
and. general audience ~ and the movie had been us ‘for. ‘Shaw vox 

ge whisk suggests that we who practice criticism have been over looking a most fruitful, 

symphony 
workings 

source of fun and frolic. ‘When, after the showing of a film sequence with an utter- | 
banal ‘and ‘commonplace score, the Hollywood composer who acted as: chairman of the 

evening said, “This is better than 90 percent of the concert music presented by the & ; | 
rohestras and solemly reviewed by the critios," one could perceive the — 
a sense of more ‘than ordinary interest. 
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"REVIENS OF CURRENT MOTION PICTURES FROM THE VIEVPOINT OF INTREST 

MEANTIME, ‘DARLING, (tender. end Timely). ‘Dire otto Pruminger 
‘Music by David Buttolph 

A thoroughly human and heartwarming little story, paysholegy and romance 
and set in wartime emergency conditions of housing at and hear our army camps. It 

| ‘shows the difficulties many of our young couples are facing and the problems that = = | 
beset them. And that these problems are met and met mostly with a courage and ar a 

humor that is near to being valiant is shown us in a form far more valuable than. any a 
old time tract, with its preaching and moralizing, ever could have acqomplished! a 
-- Settings are simple, the action is natural and direotion sure. A gay little musical a 

introduction consisting of only a few bars, sets the mood of impermanency and unnat- ae 
ural conditions due to war, | ‘Thereafter music is used sparingly but there is some. 

especially nice use of strings for the sentimental sequences.and the martial and 2 
| musio is important background for the emor ional of the whole. 

CREEK, Paramount. (Cloak on Tnriller). ‘Dirt Mitohel1 Leisen 
Music Score by Victor Young 

“Here is. typical swashbuckling melodrama of romance and ‘at is 
 merrie England of Charles II. Replete with glamour and devil-may-care, the scenes 

of almost unbelievable beauty melt into one another in kaleidoscopic fashion, con- | q 
oes stituting a sort of adult fairytale in whioh we are swept willy-nilly into a len¢ 

: of pirates, gold and make-believe, wheroin the villain is foiled and virtue triumphs ae 
in the most approved story book fashion. The theme: lack of freedom for women as  —|T 
opposed to that of men to follow their hearts desire, is interestingly developed. 
In these days of increasingly loose marital and maternal ties, the renunciation of 
her. happiness by the heroine lends the picture a distinct moral value, her woman's — 

in the end binding her to her responsibilities. Photography and composition 
- reach a new high in the film, with the mother and children almost worthy of Sir 
Joshua himself, and the treatment of light and color is. exceptional throughout. The Lee 
music and scoring of Victor Young. lends added richness as with its. enveloping love- 

 Liness we entor a world apart: he has adapted Debussy so that. it seems absolutely to a 
ee belong. to the period and the French sea chanteys. (alas, , 2% must. be recorded that | 

they are sung with American intonation) providing a novel and diverse touch. The 
entrance music with horns and trumpets signal to adventure - ends on 

note: suddenly the theme (a compound of Clair-de-lune and En Bateau) enters and ie Ce 
beautifully and deftly treated. throughout. Nothing could better fit the atmosphere | 

of mystery, romance and glamour. The initial notes are perfect for the whistling © 

TRISH BYES ARE SMILING, 20th-Fox. with Music). Dire Gregory 
| ‘Musical Directors: Alfred Newman and Charles Henderson 

i‘ well ooneocted musical which leaves one with a pleasant feeling of. nostalgia for 
these sentimental songs of yesteryear, which are so deftly woven into the story of 

 @ man many of us can still remember. While the picture follows the general pattern ae 
of many recent films, it has a certain simplicity which is quite delightful, and _ 

June Haver, pretty and winsome, and Dick Haymes, natural and straightforward, are 
likeable youngsters both. Perhaps it takes a Russian director to do an Ir sh pic- a 

-turet Anyway, the results are quite worthwhile. Monty Woolley and Maxie Rosenbloom > ie 
(a "natural" if there ever was one!) create each his own special brand of comedy. 
while Leonard Warren and Blanche Thebom from the "Met" add authority to some of the = ] 

A gay opening signature sets the mood for what is to follow - Boy of Mine, 
A Little Bit of Heaven, Mother Machree and other of the Ball woes a. used 0 ce 

Signals the mood oan be detached, sensuous or passionste according to the situation. : a 

‘These two soores "The Uninvited" and "Frenchman's at 
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THE PRINCESS AND THE PIRATE, (Fun and ‘Pantasy). Dire David Butler 

“hard to equals It is, of course, typical Bob Hope fare pure nonsense for the nost 

a opposite him is. Virginia Mayo, a very lovely young person who is pleasing to both 

Musie by David Rose 
“Pest brisk dialogue and beautiful color make this. farce-comedy 

_ into exoiting and hilarious entertainment with a surprise ending which it would be | 

part, with periods jumbled and fine actors slaughtered to make a Roman holiday, but 
somehow it doesn't seem to matter and the inimitable Hope is at his best. Playing | 

eye and ear. Exquisitely costumed and graceful, she sings the one song of the pic- BS 2 q 
es ture, "Kiss Me in the Moonlight," to excellent effect. Music in the picture is — 

mostly background excert in the sailbost and mirror scenes. Bombastic and amusing 2 
for the credits, this music is perhaps more fitting to the story than later parts: 
et the soore, when the composer's music is superior to it. Played as it ig, the 
film is broad burlesque. The: composer. might perhaps have done better to burlesque Z 

his score, either by harmonic treatment or by instrumentation, but he does. this only 
once: in the mirror sequence where it adds much to the poignancy of the scene. How- 

ever, the comparison of the music to/ the film depends on the individual opinion of 
§ the film, ond for the most part the composer's arrangements, beginning with Sousa 
and ranging through Wagner Satie, contribute to emotional of ‘the 

whole. Mature-Family. | 

Musical Director: Leo Erdody 
‘Remote. and the fantastic quality of Poe, distinguish this tale 

which the photography is all important. Ludwig Stossel is a “find,” end John Carra-_ 
dine, an artist essentially, built up by camera and costumer so that he is” definitely ae a 

convincing. If his eye had a madder gleam he might even pose for Paganini. erm 
ee Parker as the heroine gives the desired contrast of truth and sincerity and the. 

- whole picture is well paced and directed. The score has genuine period charm and is. e 
so toned down that it contributes to the remoteness above mentioned, and to the fan- — a 
 tastic element. A delishtful, stylized waltz characterizes Lucille, Moussorgsky's 
"Pictures at an Exposition" is very. cleverly and intelligently used as background 
‘throughout and the scenes at the Art Gallery. (especially in the 5/4 and 7/4). in the 

underground passage to Lemarte's studio and during the questioning of the models, = = jf 
 Effeet of long ago and far away, exquisitely orchestrated and played, It is inter- ff 

esting, by the way, to note that Acolph Doutech used an Aden his. 

_ "The Mask of Dimitrios" ‘theme. ‘Adults. 

70 HAVE AnD HAVE yor, ‘(Danger Thritis). _Direator: Howard Hawks’ 
Musical Director: Leo F. Forbstein 

wirtle entertal ment with Humphrey Bogart at peak in the type he 
a. for himself. The locale of the Hemingway story has been changed in order to create J 

interest and the picture loses. nothing by it.. Every member of an exoellent ly 

chosen male oast. "delivers," with Walter Brennan doing another of his finely etched JF 
ats characterizations: : this time as the Rumy (just what the name implies) and Hoagy ~ 
: : Carmichael unbelievably good as a sort of down-at-the-heel entertainer in a West | | 

Indian hotel; while heading the distaff side is an arresting newcomer, Lauren Bacall, ae 
| -. who, if you like your heroines slinky, poised and posed, can give any actress cards 
and spades when it comes to getting her mant There is bound to be some comparison a 
to "Casablanca" in the public mind when it comes to judging this filn, Dut Ghat it... ss @ 
_.. is not at all a bad second is clear. Photographic values throughout aro most inter- JF 
esting, with remarkable creations of light and shade paramount. The plot is a theil-' a 

_ ling and exciting one and if the women are a trifle too well groomed for the oharec- a 
ters they represent and the Gestapo a trifle too naive for credulity, these are a 
ae faults we are apt to overlook in our American pictures. As regards music, there te 
much of the cafe type, with outhentic strings and peroussion, but somehow the bawdy = | 

_ American lyrics seem out of place. The atmosphere would seem to oall for French or - = ff 
' Spanish songs even though they might connote the same thing. The background music, 

however, is fine and beautifully synohronized, with the fog, and 
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Score by Miklos Rosza 
‘Based on ‘the theory that " no man oan be law unto himself,” this well made thriller 

with its strangely beautiful photographic effects, affords absorbing entertainment 
for those who like a psychological or macabre touch in their pictures. This one 

moves, perhaps a trifle slowly, but nevertheless smoothly and surely to its inevi~ 
table and logical conclusion. The English atmosphere throughout is excellently os 

maintained; the settings, fog, the shots of the embankment at night, making an 
_ thentic frame for the events depicted and adding much to the suspense value. Char-— ale 

| aoterizati ons, especially that of Reinhold Schunzel as Dr. Van Bruecken; are believ- 
able and convincing and the ‘picture is accompanied by a score that is both imagina- — 
- Sive and distinguished. It is plastic, with many half lights, and its foreboding ff 

gharacter whenever Julian's house is entered, and its use of muted 
‘fateful decisions are more then usually interesting. Adults. 

ME IN st. (Colorful Chews). _Direstor: Vinoente 
Musical Director: Georgie Stoll 

In sp! ite: of a few ansohroniens. (such as the ‘ultre-modery hairdo of tte elder 4 
oe ters. in the earlier scenes and the fanciful trolley) this is gay and colorful en- ae 
oe tertainment in which the old family album seems to come to life, replete with human ae 

e interest, end - ‘produced with humor and charm. It is acted, furthermore, by a cast oh ie 
ae well o1.osen that it actually seems to be the family unit it purports to represent, | 

_ with Mery Astor as the mother and Margaret. O'Brien as the youngest, and decidedly 
ginative, daughter, outstandinge: The picture has been accorded first class musi- 

_ gal treatment. We are all made to feel as Mr. Smith does about the build up for ae & 
the grand old tune; the action fairly reeks with it but it is good funt The songs, 

Well integrated and mony old favorites are delightfully cued in, the domestic 
seene with Mary Astor at the piano being especially pleasing. The Trolley Song 

_ already known far and wide, and Over the Bannisters, Boy Next. Door, and of course — 
the «title song, will doubtless win new adherents. Also to be noted is the clever 

animation of the house in various seasons (1903-04), » prior to the opening of the — ee 
Fair). All in all, this: is a vehicle for fomily evening at She movies! 

| FOR THE BOYS, 20th-Fox. Pun). Dir the Sotler 
‘Vusioal Dirs: Emil Newman, Charles Henderson. Lyrics. by 
Jimmy MeHuzh and Harold Adamson. Cole Porter Songs 

Althou on the usual pattern as regards story and plot, there is never a aul 
 monent in this. rollicking, zany and completely hilarious movie-musical-comedy. I | 
4s the last word in costuming, original specialties and spectacular lighting, ia 
a most amusing angle on radio reoeptivity and. Carmen Miranda the life of the party! 
Beautiful Technicolor, swift-paced direction and an up-to-the-minute musical score» 
: with songs oued, adds ‘the effectiveness of enor of its 

DARK WATS, “Director: Andre de Toth 
Music Score by Miklos Rosza 

In which is new and interesting, namely the country of 
psychological study of suggestion used to oriminal ends is dramatically unrolled, 

f° absorbingly developed and excellently sustained. Though morbid in trend, there are 

— fee sufficiently contrasting sequences to balance the effect of depression engendered 
and of course villainy is properly punished in the end. ‘The story is, moreover, of 

ts considerable ethioal value, inasmuch as it draws attention to the need of proper = | 
treatment for those affected by the brutalities of war. The atmosphere of the deep a 

South is carefully built up and maintained, with slow tempo and low lighting adding 
- much to the eeriness and terror of the action. Direction and characterizations are 
brilliant, and rarely has photography been used to better purpose to enhance, nor 
music, to build mood. In fact, the musio is definitely mood music: cumulative in. 

sweep end power, with wide and horrible dissonances as the climax approaches, yet — 
properly keyed and balanced throughout. Sound effects are unusual and beautifully 

_ @arried out, and the music for the Boudreaux family and the comtry dance has ‘uthen- a 
ticity and charm. Adults, | | 
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ae Music by David Raksin,. Musical Directors: Emil Newnan. | 
| This ‘ntettizentty written and suspenseful murder mystery, lavishly produced and 
; admirably directed, just misses being stellar material. It is, however, one of the | 
best pictures of its type that has been seen in recent months. Adult and sophisti- 

gated, with Gene Tierney more beautiful than ever and Clifton Webb giving a spark-— 
brittle and polished performance as the suave and waspish Lydecker which 

i joy, it moves with an ease and smoothness. which never lets the audience down. The 9. oa 
music, by Mssrs. Raksin and Newman, is unusually descriptive, never intrusive, and | 

os actually expressing the thoughts of the actor when for long spaces. no word is spden. | 
When soreen music is as deftly handled as this it oan only be a pleasure to the lis- — 

- tener trained to divide his attention between acting and music. One first becomes” 
--yeally conscious of the score when the flashback begins, as the two men are seated 
at Laurats favorite table, the distant music in the restaurant and the emotional 

background imperoeptibly blending. Use of radio and records hes o fine psychologi- | 
- @al vulue throughout. Very unusual atmos phere is created and projected when Mark _ | 

| keeps his vigil in Laura's apartment, the vibraphone or possibly some eleotrical 
instrument contributing weirdly human and menacing quality. So expertly is the 
-- music cued and timed that it is always a convincing factor. | It is pleasant also to eae 

CONSPIRATORS, vs. Undergrowa). Direotor: Jean Negulesco 
Musical Dir: Leo Forbstein. Orchestral Arrangements : Le Raab 

ee ‘This ‘super-oons piracy picture which deals with the Gestapo and Dutch underground, : 
plotting against each other against a lavish Portugese setting, is full to bursting 
with luxury, thrills and intrigue! It is performed to excellent advantage by an in- 

ternational cast, under a Roumanian director, with Paul Eenreid, an Austrian by 
eo ee birth, playing a Dutchman; Steve Geray, a Dutchman, playing a German, Hedy LaMarr 

2 a Frenchwoman, and the rest of the cast: Russian, French, Italian, and German and oe 
. Lone ‘American, Carol Thurston, portraying characters foreign to the real 

ality of eacht The picture, however, is typically American. fare and very good fare 
too, for an evening's. entertainment. Henreid always. sincere and sensitive, 

is at his best, speeding along strange and adverturous routes with lovely Hedy © 
LaMarr, and Lisbon. seething with intrigue, counter-espionage end plain double. 

“right guy," as Mr. Greenstreet, so his characterization in this film is all pron 
interesting. Entrance music sets the stage with exotic, measured end fateful 
hms a portentous mood. During the periods of greatest suspense and mortal — 

. danger, . dissonant gropings and inter jeotions take the place of a pattern and merge 2 
with the mist and mystery of the surroundings. Plenty of gay, continental rhythms 
in the oafes and gambling spas, but the core of the romance is the nostalgic Portu- a 
-gese song whose words become the inspirational finish of the wien 

4 HEN THE LIGHTS Go ON AGAIN, PRC, tor Thousht).. | 
Music Score by Franke Harling; Supervis ion by David Chudnow 

. | dng remains intriguing and fcbulous. The opening shot of the picture is a master- 
= piece: mergers of sabotage with Vincent alw.ys in evidence. When a person has_ been ae 

| Bo consistently typed as a Nazi or traitor, it is hard to sense that he may be a | 

ree on ‘te ali important topic of soldier rehabilitation, this is a serious pre- - ae 
sentation of facts regarding present day conditions in war time America. Mr.Craven's — 

-. story is given sympathetio treatment by a well > tion and watle the picture can hardly, be classed as entertainment it is eminently 
| ‘worthwhile and a must for the thoughtful. Musfe is expertly blended into the action _ 

osen cast and understanding direo- — 
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VERY THOUGHT OF you, W. | (ola Wine few 
“Music by Franz Waxman. lusioal Director: Leo F. Forbstein 

‘Maely, eocntruakixe and wholesome is this unpretentious story of today with the 
 hovely photography of our ow mountains and the background,so familiar to Southern 
Californians, of Pasadena, Mt. Wilson and the surrounding locale, giving a special | 

ig lift and a very homey quality to the pioture. It is exceedingly well acted and the 
oe problems which arise in family circles, due to war pressure work, loneliness and tT 

frustration, are expertly brought out as is the poignant romance with all its sen-. ae 
, ‘timental connotations of young love. A slight shortening of the filn, however, 
would add to its interest and strength. Some of the close-up kissing scenes, for. 

- instence, might very well be omitted. But on the whole this picture is indeed in . : 
-. pleasing contrast to some of the heavy and all too “arty” pictures recently in- 
fliocted on us. The music \provides. a ricoh background with a real feeling of roman-. 
_ tisism and the snatohes of Wagnerian themes add a thrilling note at a Geter 

NOW Bu? THE LONELY HEART, RKO. (through a glass, ‘Dire ffora 
‘Music by Hanns Eisler 

this erin cower picture Clifford Odets hes given us an original ‘and pat= 
ae ently well thought out study of a man who discovers his own soul and symbolizes — a 

+ possibly the Unknown Soldier. The prologue is intriguing: wonderful photography of ae 
drifting fog, night shadows, discomfort. Two wayfarers find their way inside West- | 
minster to the tomb of the Unknown Soldier and their chance meeting results in un- 

derstanding friendship. A symbolio beginning, and the film has a symbolic ending, - 
as the two part on the bridge stairway beside the huge arch that dominates the 2 
ground throughout; one steps into his past, the other goes to meet the future. The 

ee _ - performance of Cary Grant is outstanding, but that of Miss Barrymore, sterling ac- | 
tress though she is, is far. from satisfying. - At no time did she project the feeling 
Oe @ genuine cockney mother, though perhaps the fault lies with the soript, which — 
os leaves one with a feeling of dissatisfaction and vagueness. The score is built 

around "Nur wer die Sehnsucht kennt" played first by the cellist, then in etmbling 

Massey and Dan Duryea are no less good in their parts. Joan Bennett is her usual) 
- oharming self, with her likeness to Hedy LaMarr perhaps even more noticeable than ae 
heretofore, in the window scenes. A word also must be said for thé photo raphy ae ee 
the portrait sequences, which show us some exceptional effeots, especial y the re- 

fleotion superimposed in the window blending into the painting. Mr, Lange*s score —. i 
— points up the situations admirably with the long, shivering, suspended monotones = =~ jj 
giving us the danger signals yet, never | wien the drematio the 

| fashion’ by the mus ios) ly-minded Ernie on the piano by ear, and later. developments 
-ogeur, but on the whole, the musio (to the lay mind) left something to be desired. oe 

_ The strains in the Cathedral were orchestral and not even eoclesiastio, and the tre- ff 
-mendous burst of sound, for instance, on the death of the canary was more indicative ae | 
Or en earthquake or some major catastrophe, though perhaps it matched the exaggera- sf 
tion of the owner grief whi oh also wos for too and hysterioal be 

NOTE: However, as Mr. Eisler a of " pure" susie therefore presumably 
writing in a new idiom we should perhaps defer judgment until we are better ac- = Jj 

_ quainted with what he has in mind for a film background. Accordingly we have asked See | 

Eisler to tell us something about the music for this film and we know that 
prove of interest to our readers. Tite will in an early 

‘The ‘Editors: 

Music by Arthur Lange 
Here an excellent murder mystery, an intriguing om the “orime Does Not 

Pay" angle and with touches of humor and sophistioe tion which make it unusual enter= 

tainment for the adult. Direction is expert and suke and each member of the cast 
does a job of aoting which keeps the element of suspe » foremost eht up to the. 

logioal surprise ending and its amusing epilogue, Fdwa G. Robinson does his 
work since the fine characterization he gave us in "Double. Indemity" and Raymond 
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oF FEAR, Paramount. (Thrills and Intrigue). ‘Director: Frite Lang 
Music Seore by Victor 

isa and absorbing mystery yarn, in tempo and q 

- gpell upon us: the amazing projection beginning right away with the close-up of the 

_ the seance with its uncanny lighting, are also oases in point. The extraordinary at- 

BOWERY 70 BROADWAY, Universal. ‘(Femi Mer Musical Patter). “Director: Chas Lamont, 

dealing properly with the ever present Nazi menace. Interesting camera angles give pene i, 
some of the scenes an extraordinary quality of mystery, almost seeming to cast a. 

_ clock, developing into the darkened interior of the room where we wait the seconds = 
with Stephen. The cheerful garden atmosphere of the Bazaar, the train interior, and 

mosphere of the picture is largely built up by the music, whose unusual overtones 

SWay-us subconsciously. It is definitely modern, with Mr. Young displaying intimate 

Music Score by Edward Ward | 
nother mistent extravaganza loaded to repletion with the studio top 1 names: 

gent of an old time benefit performance. The three patterns: Bowery, 14th Street 
and 42nd Street are well defined and entertaining. Louise Allbritton makes the anes oe q 

S _ believable Lillien Russell to date and is lovely as always though she sings Lillian's | 
song, as did Alice Faye, in a far lower register than was ever employed by the diva. . . i 
‘Susanne Foster gives with the high notes, but Ann Blyth with the charming voice is _ 

; heard all too little. Turhan Bey fairly oozes with his. particular brand of sex 
appeal, and Marie Montez offers. sufficient contrast, ‘but the. story is impossible so 

far as she is concerned. The patter and moe of the darky team is unbeatable, but — 
os Op: honors go. easily to Donald O'Connor and Peggy Ryan for their specialty number 

Spectacular entertai ment with Brazil as a. background both musically and scenically. 
_ Photography is but the story somehow seems to lack sincerity. The idea of 
the North American going down to Brazil with a feeling of superiority over his neigh- 

oss ee ae mistake and the fact that the heroine thinks she is acquiring. a knowledge 

_.. Virginia Bruce does not seem herself - her portrayal lacks her usual warmth and eG 
§ charm. Tito Guizear, on the other hand, displays a defini tely fine voice and an en= oe 
Bey gaging personality. Edwerd Everett Horton adds much to the fun and enjoyment and 
the dancing of Veloz and Yolanda is particularly pleasing, with its fascinating — 
rhythms. With the exception of the night club sequences, where the musio for a1 

-. orehestration in some spots (the "Serenade" for instance where a simple guitar ac-— 
 ¢ompaniment is indicated), the score is. of especial interest with its intricate | 

share the pleasure of sightseeing, of trying to understand another language and of 

which comes to us like. a refreshing breeze. after the artificial posturings of the 
Maria. ‘Songs in the Pioture are well chosen, delivered: and — 

mRAZIL, Republic. (Rhythm and Joseph : 
Musical Director: Walter Scharf. Music by Ary Barroso. 

of the country by attending night spots and week-ending at the Ranchos of the weal- ae a 
thy weakens the story even though it may beautify the picture. As Micky Henderson, ae 

its Latin origin is pretty well re-vamped for American consumption and the over- Lay 

southern cadences and sensuous love songs fitting delightfully into the vivid scene; 

 “Brezil," "Rio de Janeiro," "The Cowboy Parade," and best of all, the folk song with 
the ohildren. It constitutes in this picture o perfect example of the significance le 
and importence inherent if music as an independent art. As in "Now, Voyagor ," 

conjuring the spell of romance! The coffee ballet, with its stylized poses of re- > 
minding one of de Rivera, is very clever. Later one sews the same fundamental idea ee 
in the workers at the plantation. Dialogue in the film is brittle, possibly to. aa 
bring us up-to-date, and the whole is entertainment which should make for good feel- a 
ing and prove diverting to large the Carnival ‘fitting to 
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Ward 

in Ste oon 3, 1897, ‘Baward Ward grew up ‘the of the 
was associated with Plorenz Ziegfeld and the Ziegfeld Follies for 

studied, played and composed in London, Salzburg and 

‘Established in Hollywood 1930 his musta scores” “dnoludes for iiss 
Bishop," "Son of Monte Cristo," "My Son, My Son," "Boys' Town, 

"The Women" end "The Thin | 

"Stage Produotions Anclude: ‘i Pid pita” end the 

Hollywood Bowl | - "Rose Marie" 

notion picture soores in “Phantom the Opera,” he nee not been af Ne rest 

‘His. newest project is an of ‘the he brought forth. in 
the "Phantom," to be seen and heard ‘Teohni- | 

te "Phantom of the Opera" Ward ‘hemes trom ‘plended 
ee ke. writing original transitions and new arrangements which provided the | 

musioal background for an original operatio sketch starring Susanna Foster and 
“Nelson Eddy. In the same picture he ‘wees music. from 
Symphony, in the same ways 

In "The Climax," Mr. Ward used. hopin’ is his 
that the use of familiar classical scores, ‘supplemented by colorful backgrounds ae 

together with the animation provided by the actors and singers, and. the intere ©. 
pretation of the music by. specially written Mibrettoes, will contribute 

our upon: the time tried opera for: this sort of 
ee pris he said when the necessary efforts to "clear" various arias and opera 
_ _produotion numbers for "The Phantom of the Opera," met with complications so. 

severe that the numbers have as only of themselves 
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Kaper was in Warsaw, Poland and was educated at University 
| oo Warsaw and the Warsaw Conservatory of Music. In Europe with Walter Jurmann he 
wrote the music for Richard Tauber's films; a Jan Kiepura film, "Nights of Mos cow" 

and "Casino de Paree Revue," in paris. In 1934 he was brought to Metro~Goldwyn- 
Meyer where he wrote the music for "Escapade," including the song, "You're All I 

- Need." Later work for M-G-M inoluded the score for "Mutiny on the Bounty" and the 
| : os song, "Cosi, Cosa" for "A Night at the Opera.” In 1940, he went to Universal to. 
write the score for "three Smart Girls" and later to “‘20th-Fox to score "Lillian ogee 

Russell." Now under contract to M-G-M, he has scored a number of important 
gmong which were: "When Ladies Meet"; "He Me Esq."; “Keeper” of the Flame’ 

‘Bes‘ore the wer Mr. Kaper. traveled - 

Switzerland and Italy. When peace comes again he hopes to spend 
in Switzerland. Contrary to the statements of. many music composers it is. interest- 

ing to know that he recalls no youthful ambition. As a boy, mathematics was his _ 
favorite. study; from that interest he may have learned the well-ordered rhythmic — 

= sense which has made him so successful today in his chosen field. In the studio eS 
cea biographical notes he lists, as his. favorite classical painter, Michelangelo; his 

favorite modern. author, Thomas Mann; his favorite modern painter, Van Gogh. His 

of which are included Mrs has given us the. notes: 

is without. doubt one of the most of musio 
ae notd on pictures. Because of the fact that in most cases the public. listens to music | 
and dialogue simultaneously, there is no chance to distinguish any of the thematic 

: _ developments of polyphonic treatments. That is why orchestration is so very im- = 

-portant for oreating a mood or dramatizing a situation or a line of dialogue. The 5 
piece of music oan for instance be used in two different scenes, orchestrated 

to to. the audience the differences in the moods. 

the sincere and deep affection between Major Parkington and Susie; and second, the 
lightness and naughtiness of Ma jor Parkington's personality, especially when he 

grew older. There I tried to express something boyish in handling his scenes with 
Susie, and show that, in spite of his he was: 4 ant: 

Man Smpor-text in a ‘soore ths ounlity of voices. of the 
performers. I have no space to go into details about this extremely interesting © 

| problem, but I would like to mention the: fact that the selection of instruments 

and the use of certain on the and the the 
-Prineipals? Voices." 
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