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TC CUR READERS

Courses of study are being introduced in schools,
colleres and universities in this country and
abroad. New Film Councils are being formed almost
daily, youth cinema clubs are being organized. This
erowing consciousness of the motion picture as an
art form offers the National Film Music Council
fresh opportunity to support the cause of film
music and musicians,

The place of music as an important factor in the

art of film making should be stressed not only by
those of our readers who represent educational
institutions, but by individual musicians and music
lovers. Films centered around musical classics,
using folk musiec, ballet music, the presentation

of opera on the screen, films that teach music to
children, films with noteble orisinal scores, the
support of all these is a resvonsibility of HNational
Film Music Council members.

Occssionally a sereen biography will treat a composer,
his work, his influence, his period, with a reasonable
emount of regard for factual accuracy but adds fict-
ional changes for dramatic purposes. In reviewing

such pictures, FILM NUSIC NOTES feels the need of fur-
nlshlng supplementary material, We have been fortunate
in securing the help of one of America's musical
authorities, Dr. Arthur Cohn, head of the Music Depart-
ment of the Free Library of Phlladelphia, who will
furnish biblioesraphies of authoritative works on the
musicians concerned, as occasion arises,:

le need the assurance of your willingness to cooperate
with us, "to foster public interest in the music of
the films; to encourage musicians who are developing
this new art formy +to swaken teachers and students to
the artistic and practical possibilities of this new
medium of expression,"

The Editors.



NEWS AND COMMENTS

UTTITED The United ‘lorld Comrany no:s has access to 2ll of the 8 mm and
CRLD 16 mm religious, ~ducational and informational pictures nade by
FILS the J. Arthur Rank Orranization in ®neland, approximately 250

pictures being included in the acaunisition. FEntertaimment films
made by Universal-International will he made availahle to United Torld for
reduction to 16 rrr eightecen months after the films are released to theatres.
Such films as HTIIRY V and CAESAR AYD CLTOPATRA will be obtainable under this
arrangement,

* * * * * *
MUS ICAL The music of TFoster, Strauss, Schubert, Tchaikowsky, “rahms will
CARTOONS be used in a series of rusical cartoons. to bhe rroduced “» ‘etro,

following the unusually favorahle reception of the comramy's

recent CAT CONCERTO, This cartoon,featuring the Liszt Second
Fungarien Rhapsody, was scored by Scott Bradley, vhose cartoon music has
delighted movie-goers for years,

* * * * * *

BRITTEN A sumary of ALBERT HERRING, Benjemin DBritten's latest opera, has
OFPERA been filmed by the J. Arthur Rank organization for the ©Bneclish
2 reel sevies THIS MNODERN AGE, dealing with matters of current
interest. luir Mathieson made the screen adaptation of the TBritten
work, based on LE ROSIER DE MME. HUSEON by de Maupassant,

* * * * %* *

REISSUES The National Film Music Council wishes to bring attention to a list
OF MAJOR of some of the recent reissues with notable scores: QR ' ITH TIR
STUDIOS WIND, (Metro) by Max Steiner; SEA HA'K and SEA "OLF (7armers) hy

Eric W, Korngold; THE GREAT ALTZ(Metro) by Dmitri Tiomkin; TIHTEF
of BAGDAD, TEAT HAMILTON .JOMAN and JUNGLE BOOK (United Artists) by l'iklos Rozsa;
SONG of BERNADETTE, HOW GREEN VAS MY VALLEY .(2Nnth Century-Fox) by Alfred Newman;
REBECCA(United Artists) and PHILADELPHIA STORY (Metro) by Franz 'Jaxman; 7% LONG
VOYAGE HOME and STAGE COACH (United Artists) hy Richerd Hareman: S6 FH™S THE
NIGHT(United Artists) by Louis Gruenberg; FOR WHOM TFE BELL TOLIS(Peremount)
Victor Young.

* * * %*

My Wilg®™§rish Rose
DENNIS Some years ago, when Dennis lorgan was = i il go et
VORGAN studying with Andre de Segurola in " ; TR

Los Angeles, it was the rrivilege of

your Council Chairman to present an
awvard to the voung student as the best tenor in
the Southern California Festival Auditions, This
soon led to the screen contract that orened his
successful film career. However. in recent years ¢ e 1
his singing roles have been few, and it is pleas-
ent to hear him again in ‘Jarner's current. MY
WILD IRISH ROSE, singing the Chauncey Clcott songs.
Another wimmer in the Festivel of that year who
has since had screen suocess was the youthful
pianist, Diana Lynn,

Dennis lorr~an



TEACHING COMPOSITION FOR THE CINEMA
by Dr. Miklos Rozsa

Three v~ *s aro, “vhen Dr, l'ax {ronc of the ™iversity of Socuthern California
aszed no .. I wculd teach a course in composition for the cinema, I wvas
rether worried chout accertine tho unusual taske In spite of my vast teach-
ing experience during my acadenmic reriod I had no idea hor to ormaenize so
urorthodox a subjcet in the frame of a “niversity curriculum. Iliowever, I
recalled my ovm difficultios at the berinnine of my career as a film compos-
er. .hile thinkine baclz, I became more and more convinced tlhet it was ny
duty to rass on Imoiwledrne so dearly acquired through my om mistakes and

LS )
SECTCACKS e

Twelve yvears prreviously, vhen I was invited
to compose my first film score, (after a

film dircctor had heard a bhallet of rine in
London,) I had no idea how +to 'rite for films
and the important technical anrles were

terra incognita for me, I bought the two
existing books on the subject and although I
learned historically and aesthetically a lot
from them, the technical informetion I rained
vas negligible and insufficient. To my know=-
ledze, the objective text book for the film
compos~r, with rractical information, and
unbiesed examples is still missing,

I have deviced a course of two semesters., The
first comprises the study and general practise
in dramatic musie and the second the practical
application of the previously discussed
theories. In the first semester, we discuss
with demonstrations the history of film musiec,
the music in the silent period, the early
orizinal {ilm scores, the different phases and caterories of dramatics needed
in present day practice, the general aesthetic of film musiec and naturally

all the different and new technical problems which the film composer has to
face,

I firmly believe in Vlagner!' s theory that in teaching compOQ1+1on the most
importent requirements are "exsmrles and nothing but examples!" (Beispiele nur
leispiele!) Therefore, my students have to listen to and discuss extensively

The merits and demerits of present day scores or dramatic sequences., Dy listen-
inp to ry own aesthetic and meneral approach to the medium my students are liahle
to be influenced hy them. This, of course, is unavoideble, However, just as
much as I have never interfered vith my purils' style, when I taught ordinary
composition, in my cinema class 2lso I try to preserve in each his ovm individ-
uval s'yle, In order to halance my ovn, maybe one-sided influence, I have

invited cutstanding Follywood composers of vastly different schools to demon-
strate and discuss their works with the class, Franz Jaxman, Nans Salter,
Daniele Amfitheatrof, Dr., Hubert Clifford from England, have been my guests and
other composers such as 3ronislau Kaper and George Antheil have promised to visit
the class,

As I have outlined before, the second semester consists of applied composition,
which means that each member of the class undergoes the same routine as a com-
poser must when writing music for a picture. Three years ar0 Unjversal Studios



were ccod onough to lend us & cory of an old piciure tithout the rusieal
score, Hut with the necessary timing cheets, =nd the class toolz a creat
delight in composing music fer the super huran eoscapades of 3oris Xarloff,
Last year we fared even better. The cinema cepartment of “he University
procuced a picture ahout the "Idlewyld" projsct(a rroposed U..S. C, swumer
school for music and arts high on the romantic slope of California's
Idlewyld) end they needed music for this documentary picture,

The film ends with an orchestral number which we heve called "Tdilewyld
Overture" and we used the most democratic method to choose the hest, from

among: the works of the students, All punils cormposed an overture which we

then discussed in class end a cormittee of five professors of composition

chose the four best scores, which were siven a hearing hy the school orches-
tra, after which the cormittee chose the best work which is now in the picture.
The rest of the score was divided among other members of the class and was also
recorded by the school orchestra. The picture, which is narrated by Dennis
Morgan, is now ready for distribution and I hope that many schools and collepes
vill soon be able to see it. The music (though it reveals different styles)

is acult and effective, and two of its composers have since had oprortunities
not only to precve their talents further in other edueational film scores, but
actually received remuneration for their efforts.

I am mentioning this, as in studyine composition for the cineme the financial
anzle often plays an important part in the student's miud., Each year, there-
fore, when outlining the general course of study before the class, I tell them
that if I succeed, I will be able to teach them how to compose a film score,
how to concentrate their ideas.-on a given and unchangeable time, how to get
used to stopwatch inspiration, how to follow a timing sheet and avoid the
booby traps laid for it, how to vrite music protecting the dislogue, how to
emphasize the drama or tragmedy withcut being trite, how to vrite a love scene
without being drippingly emotional or gathering a bunch of hearts and flowers,
how to vrite music for comedy without the so sadly fumy "Mickey Mouse" technicue,
how to use counterpoint in its right place, how to zet used to a click track
playback, microphone and other new technical devices; in short, how to learn
all the tricks of a new artistic expression, that is = music for the cinema,

Tf they have talent, diligence and ambition, they will learn by the end of the
cecond cemester everything that can be taucht about this new medium. However,
and I cammot emphasize this all-important question strongly enough, there is one
thing I cannot teach them: and that is how to get a job as a film composer in
Hollywood! That, unfortunately, is often more difficult thean all the pre-
requisites I have enumerated above,

* * * * . *
Viklos Kozsa's recent scores include "Secret Beyond the Door", "A Double Life",
end "A Voman's Vengeance", &1l released by Universal-International,
Cepitol Records has released an dlbum of his musie for "The Red Fouse" and Victor
and Signature Records have recorded his waltz from "Lydia", Recordings trom his
scores for "The Jungle Book", "Spellbound" and "Lost Week End" remsin in demand,
His "Theme , Variations and Finale" will have its second performance in the

spring, with Bugene Ormandy and the Philadelphia Orchestra,



NOTES ON THE MUSICAL SCORE -- FOREVER AMBER
by David Raksin

(Davi@Relzr4n clesed his article on his score for FCREVER AIBER in the last
issue of FILF 1TSIC NOTES with an extremely incercsting illustration of
his use of one theme in many situations. Lack of space prevented the
~rinting of this material, which we are happy to rresent here.)

(me Mit of “hematic material ppoved extremely durable, Its metemorphoses are in a
way a measure of the score itself, Alfred Newman(who conducted the orchestra),
_curice de Faclh, Herbert Spencer, Sdward Powell(who orchestrated the music) and I
often joked Tamely but sratelully about 1ts uselulness, It began as & short thematic
rhrase over & rereated scale, or ostinato, in the bass, This ostinato, incidently,
was a motif in its owm right and became the cantus-firmus of & scherzo sequence
which ; nemed QUASICAGLIA because it managed to avoid being either a PASSACAGLIA

or & 3ASSC CSTINATO while combining the worst features of both.
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The little theme became, in a new guise, Amber's theme:
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Agein, it became a fast string passage in a scherzo, with the

octinato in the bass:
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The last few notes of -this rm became a rhythmic firure:
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In the course of the scherzo, the fast string run and the ostinato
were simultaneoudly inverted:
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There are encush canons in this score to start e minor Balkan uprising,
Cne of these developed out of the same thematic motive, ith its
accompanyving ostinato:
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‘The first three notes of the original theme became snother short melodie phrase:
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The two together beceme a new phrase, alternately bitter and sympathetics
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The original theme became. at one point a Chorale, with an elaboration
of the ostinato rumming through it:
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Finally, the string rassage, thc ostinato, and sundry other materiel
roved into the relative major key:

—~

)

_/'1‘[( _M&_\j S, fT"’ bi B
Aleo | nld T | = ¢+ + 3 ' S &)
Sty —> — + I ¥ = =
=% 4 V¥ L 1 = ~
T =T 174 g e =R
AT p b7 ,
ww . . 4 inbo |3 octices >
(\’\¥Q1Lw \TP"I-M [ ‘1?" 4 J >
== - I \j ‘) 9 > e o ¥
P PR~ £ | 1= 4
) —r > 5
pr— £ S S (Y i 68 | B : 1
- . SRR m‘t ' . T
M‘ 'K«L U’lft w % - - l .T- ’-—1;—;
= Teb! 7 - - -
< . <L- z > T
A N ) g : + 4 b {
T ] & . : ) &7 v = &5
x ¥ ' e g = >
&_ﬂxg Fotbs _ 4 I & ZOENE =
et T erad®) ¥ - > > > z

This device, which is about as much of an innovation as the sun-dial,
the diminished-seventh, and the feminine disposition, occurs in the

"Quasicaglia”,

The transition from the new key, B-flat, to the

original key, G-minor, happens on a dissolve which ends the Prologue

and begins the story:
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THE MUSIC MAKERS
by Lawrence Morton

So far, tbis series of articles has been concerned with the woodwind players
whose music is written on the top staves of a score-page, and with the string
players whose music is written on the bottom staves. Sandwiched between them
are the brass, pieno and percussion players., When they are playing "full blast"
however, tpey are far from being the filling of a musical sandwich. Listen to
the main—tlt}e of any film score and you will have it impressed upon you, in a
manner not likely to be forrotten, that the brass speaks solidly for eve;y—thing
that is colossal, stupendous and megniloquent in film music. But given an op-
portunity, the brass can also speak with grace and charm: 1listen to Joﬁn Clymen

play the small E-flat trumpet in FOREVER AMBER, On : !
played by Bmamuel Klein.) records, the instrument is

One gseat boog of film music is that audiences naver have to hear those unfortu-
nate "bubbles”-that often mar horn passages in the symphony hall, This writer
remembers hearing the "Eroica" three times in one week, twice in the concert
hgll and once on the radio, all three performsnces by major orchestras; and each
time, the horn passages of the Trio were ruined by mammoth bubbles, Yéu never

hear such accidents in a film score, for on the sound-stages & b
automatic signal for another "take": = Tiean

You can hear marvelous norn-playing in any Fox score, for this studio is the
professional home of the American branch of the House of Brain, traditional
masters of the French horn. Aubrey and Demnis 3rain maintain the family tradi-
tion in Eneland, and they are known in America by their recordings as soloists,
as chamber-rusic players and as members of the finest British orchestras,
Alfred Brain, the American representative of the family, has exhibited his
artistry at some time or other with every orchestra in Los Angeles -- the Phil-
harmonic, the Janssen, the Hollywood Bowl and the lozart orchestras, He also
played in meny of the studio orchestras before settling down with his present
contract at Fox. Almost any score coming from Alfred Newman's music department
offers some opportunity for Brain to demonstrate the kind of horn-playing for
which his family has bheen so renowned.

John Cave, solo horn at MGM, has already been mentioned as & member of the

Los Angeles Woodwind Quintet which recorded the Hindemith "Kleine Karmermusik"
for Columbia records. Cave had no time for a career before coming to MGM, having
been engaged there when he was only twenty-one years old, He was one of the
first instrumentalists to break through the prejudice against "local talent" in
the studios. Previously it had been felt that nobody was zood enough for film
recording unless he had many years of symphonic backeround. Cave, after only
one year of orchestral experience with the Santa Barbara Little Symphony, was
already a master of his jinstrument, and MGM hired him for the job that he has
held for fifteen years, Two years ago he was joined by Jean Musick, an Fastman
student who had pleyed horn for Bugene Goossens in Cincinnati.

Unlike Cave, ‘red Fox of Parsmount had time to acauire a wealth of symphonic
experience before going into studio work. A praduate of Juilliard, he played

at various times with the Manhatten Symphony under Hadley, the National Symphony
under Xindler, the Barrere Little Symphony, the Minneapolis Symphony under
Ormsndy and the Los Angeles Philharmoniec under Wallenstein, A comparative new-
comer to films, he has pleyed only at Paramount; he cen be heard in some solo
passages in the hunting scenes of the Bing Urosby film, EMPEROR WALTZ, Last
year Fox joined the music faculty at the University of Southern California, and
he is now working on a hook, "An Approach to Brass Instruments,” For a hobhy,
he writes short stories.



Wendell Hoss plays the first horn at RKO, end he is much sought after by ensemble
groups for performances of chamber music requiring a horn., Los Angeles audiences
at the Roof and elsewhere have heard him in the Brahms Horn Trio, the Beethoven
Sextet, the Mozart Horn Quintet, etc. He is thus a very busy artist, but not too
busy to find time for organizing and conducting a chamber orchestra in neighhoring
Glendale. IHe puts to good use all the skills he learned as an Eastman student,

Huntington Burdick is another Eastman graduate. He played for five years with-the
Los Angeles FPhilharmonie, as well as with the Kansas City Symphony and under
Werner Janssen. Since working in the studios he has played for all the majors,
especially MNGM and Paramount, and you heard his horn prominently in the Janssen
score for THE SOUTHERNER, He now plays in the Eagle-Lion orchestra.

then we come to the trumpet and trombone players, we find another kind of back-
ground experience - that of the dance band., This is to be expected since the
dance bands have furnished the major share of employment for brass men, But
playing in such a band is not a comfortable way of living for those men who
weary of traveling, eating in restaurants and never being able to settle in a
place called home. Besides, meny of them yearn for the special kind of musical
satisfaction to be had from playing other kinds of musie. Naturally, then, they
gravitated toward the comparitive stability of Hollywood. This is not to say
that all of Hollywood's brass players come from the dance field, But all brass
sections of the studio orchestras are good in popular musiec = as they must
be in order to play the scores for the big musicals which are a staple part of
film output.

Vladimir Drucker of Columbia is one of the few who does not have the dance-band
background. He could have learned little, if anything, about American popular
music at the Moscow Conservatory from-where hé rraduated. He came to America

in his early twenties, just after the revolution in his native land, He was
almost immediately enpgaged as first trumpeter by Henry Rothwell of the Los Angel-
es Philharmonic., Los Angeles has always been his home, although he has left
from time to time to play in the symphony orchestras of New York, San Francisco
and Cleveland, He is, in a sense, the dean of local trumpeters, and many of

the other studio men still come to him to brush up on their playing., He is an
excellent teacher.,

Columbial's first trumpet is played by Hmanuel Klein, the possessor of extra-
ordinary technique and beautiful tone. He was & scholarship student at New York's
Institute of lusical Art, His background of experience is largely "commercial",
consisting of first-chair positions with Kostelanetz, Shilkret, Finston, Black,
Rapee, Romberg and Noble, Later he played with Matty Walneck's band in such
films as FAN ABOUT TO.N, ST, LOUIS BLUES and HAVANA NIGHT, During the war he
was &a rember of the AAF orchestre at Santa Ana, and he came to Columbia after

his discharge.

JAVES HEATON of Fox has a history of long service as trumpeter and arranger with
dance bands, particularly Earl Burtnett's and Buddy Roger's. He was also one of
Bing Crosby's original Rhytlm Boys. FHe came to Hollywood to join Alfred Newman
at United Artists, and moved with him to Fox, where he has heen for eirht yvears,
In any Fox musicel his trumpet can be heard in important solo work, particularly
in I WONDER 7HO'S KISSING HER NOW, His colleagues in the Fox trumpet section are
Don Anderson and Edward Shiner.

Another veteran of Crosby's Rhythm Boys is Frank Zinzer, Paramount's first
trumpeter for the past sixteen years., As a boy he was put to the piano, which
he didn't like very well and conseguently deserted in favor of a trumpet which
an older brother wouldn't rractise. Fe played in a srammar-sehool Drum and Bugle
Corps and later in his high-school hand and orchestra in St, louis, IHe “eran to




play in dance bands immediately after graduation, working his way up to such
imrortant bands as Sus Arnheim's, Ted Fiorito's and Crosby's. He came to the
west coast with the Vincent Youman's 3Broadway show, GOCD NEWS and thereafter
went into the studios. Two years at lTarners were followed by the enpgacement
at Faramount, which has probably been the longest of any Hollywood musician.
Outside of the studio he has played in the Janssen Symphony, for Betty Hutton
recordings and for innumerable transcriptions, ‘then you saw Bob Hope as a
trumpet player in THE ROAD TO RIO, it was Zinzer who was actually playing., He
was also the trumpeter in the scene with the six-piece band in ‘arners' THE
VAN I LOVE, g

At least one of the qualities of Rafael Mendéz's trumpet playing can be puessed
from the fact that he has recorded for Decca Two pieces that are generally
rezarded a8 the exclusive property of virtuoso violinists - ‘THE FLIGHT OF THE
BUMBLE BEE and HORA STACCATO, The prodigious technique that Mendez now possesses
comes from long years of practice. He was a kind of child prodigy in his

native Mexico, having played at the age of twelve before President Carranza,
thereby earning a presidential decoration., Military bands occupied him during
his youthful years = including that of the celebrated Pancho Villa, "hen he

came to the United States he hagan a career with dance bands and radio and played
with Bing Crosby, Kay Kyser, Al Pierce, David Rose and Alvino Rey. Hollywood

has been his home for ten years, the first four of which were spent working in
various studios, and the last six as solo trumpet at MGM, HOLIDAY IN MEXICO and
FIESTA are two films in which his trumpet playing figures prominently., This past
summer he was soloist at Hollywood Bowl in a Pan-Americen program conducted by
Xavier Cugat.

At Eaple-Lion there is a brother act in brass, by the brothers Egizi, There

are two of them in studio work - Alfred and Rene, on trumpet and trombone re-
spectively.. A third brother, Umberto, now retired, was an old hand at film
music, having conducted such early picture scores as those for BIRTH OF A NATION,
INTOLERANCE and other D. W, Griffith epies. All three Egizis studied with
their .father, an Italian-born musician who was sent by his government to take
over the directorship of the imperial band of the Sultan of Turkey in 1912,
Imediately after ilorld Wer I the femily came to America, Alfred was then four
years old; and Kene was born in Pittsburgh where the femily settled down. All
three brothers played in radio there, and eventually in the PittsBurgh Symphony.
They came to Hollywood about six years ago. Alfred went into radio work as
trumpeter and arranger, with occasional studio work., Reno served in the AAF
during the war years, and after his discharge he was a free-lance musician, Now
the brothers are in their second year at Eagle-Lion,

Harold Diner, first trombone at Paramount, is a Juilliard graduate who has just
Pegun & film-studio career after many years in radio in New York. He played for
Alfred Wallenstein and Morton Gould, and on such radio shows as Firestone and
Lucky Strike. He has also done much recording with Howard Barlow, Coming to
Hollywood in 1940, he quickly found & place in radio and also played with the
Janssen and Follywood Bowl orchestras. He was in the army for four years, serv=-
ing with an armored division that took him into seven countries.

A high-school orchestra, club dates, movie theatres in Chicago, bands such as
Irving Aaronsons, radio shows under Victor Young, George Stoll, Robert Emmet
Dolan and Ferdie Grofe - +this is a brief summary of William Atkinson's activity
before he went into film work. = RKO was his first home-studio, and in 1935 he
became first trombonist at Fox, where he has since remained. Outside of studio
hours he has plaved in the Janssen Symphony and for Los Angeles appearances of
the Dallet Russe. Fox musicals have the scores that most feature his solo
plaving, es:cecially THREE LITTLE GIRLS IN BLUE.

Jhat was said last time about "concertmasters at a dime a dozen" might also be
said about pianists, There are extraordinarily fine ones working in the studios=-

and many



that was said last time about "concertmasters at a dime & dozen" might also
be said about pianists, There are extraordinarily fine ones working in the
studios = and many more whom the studios cannot possibly absorb, ie shall
have space to talk about four.

Edward Rebner of the Society orchestra is the kind of musician who might be

the last to get to his seat when the conductoe raps for attention after an
intermission. This is not because he doesn't want to play but because he re-
erets having to close a discussion with Hugo Friedhofer or some other fine mu-
sician on the subject of an obscure point in one of Beethoven's last quartets.
This would be a topic for ordinary conversation for a musician who had studied
piano with Schnabel, composition with Hindemith and conducting with Szell,

Such masters as these helped Rebner complete his formal education, and his early
career included assistant conductorships at the opera house in Prague and at
Covent Garden, He ceme to America in 1935, on a world tour with Emanuel
Feuermann, Subsequently he toured with such artists as Szigeti, Pinza, Melchior,
Francescatti and Milstein, Although he has done much "paper work" as an orches-
trator and arranger, his major interest is in composition and he has written
many works for piano, chember groups and especially for wind ensembles,

Theodore Saidenberg of the Republic orchestra is a pianist of similar tastes

and abilitlies, and he and Rebner have had a two-piano team for several years,
which has appeared hefore the public in both classical and popular repertoires.
Saidenberg is another of the numerous Curtis Institute graduates who swell the
ranks of studio musieians, In the world of "commercial music" he has played

on such radio shows as Kraft, Ford, Magic Key and Westinghouse; and in such
films as THRY SHALL HAVE I'USIC and ON YOUR TOES, In the world of "classical
music" he has toured with Zimbalist, Feuermann, Jepson, Bampton, Korjus, Chamlee
and others; and he was for several seasons pianist with the Los Angeles Philhar-
MOTi1lCe

RKO's pianist is another real virtuoso - Max Rabinowitsch, Russian-born and
Russian-trained, he made several world tours as soloist and as accompanist for
such stars as Chaliapin, Jeritza, Anna Case and Isadora Duncan., Outside of the
studio, teaching is his principal activity, and he has made many appearances in
Hollywood Bowle Movie audiences will remember his piano-playing in THE ENCHANTED
COTTAGE for which Roy Webb wrote the score,

Arthur Schutt, Columbia's pianist, comes from New York where he played in bands

and radio with such orchestras as Roger Wolfe Kahn's,Vincent Lopez's, Red Nichols's
Tommy Dorsey's and Al Goodman's, All the mejor studios. have contracted for his
services at one time or another, as arranger as vell as pianist, MGM kept him

for five years and he has been at Columbia for nearly a year, In GIRL CRAZY he
rlayed the piano for lickey Rooney's role, and he had important solo work in the
FIAYTQL CF THE OFPERA of several years ago. Recently he has been making some
unusual recordings with Joe Venuti,

Fost of the rercussion men, like the brass players, have cance-band and radio
backerounds, but they too have moved increasingly toward "legitimate" music, to
use - the dance-man's term. The extraordinary timpani work in David Raksin's
FCREVER AI'BER is performed by Victor Berton, In his youth, Burton studied violin,
clarinet, trombone and piano. Dut he was always fascinated by the percussion
instruments, For the most part he has played in dance bands, but this did not
prevent him from doing much substitute and extra work with the Chicago Symphony
during the early 1920's, He was equally at ease under the batoms of Armold
Johnson at a south-side dance hall in Chicago, and of Frederick Stock at Orches-
tra Hell, During the Jorld Var I he played snare-drum in the great Sousa Band,
Later he presided over the "kitchen depertment" in many Chicago theatres, in the
Tew York and SBrooklyn Paramount Theatres, at the Roxy and at the Music Hall under



Rapee, Among the famous dance-band leaders with whom he played are Art Kahn,
Bix Beiderbecke, Paul Biese, Paul Ash, Paul "hiteman, Don Voorhees, Roger ‘lolfe
Kahn and Red Nichols - with the last of whom he was the "hot" timpanist of the
Five Pennies, In radio he has played for Voorhees, Howard Barlow, Johnny Green,
Lennie Hayton and Victor Young. In Hollywood he.has played in all the major
studios, and is now in his third year at Fox, Privately, his favorite instru-
ment is the merimba, on which he plays at home and in concert such works as
Bach's unaccompanied violin sonatas, the Chavez piano preludes, and pieces by
Ravel, Debussy, St., Saens and many other composers.

Lee Ferrin has a Broadway background, having played for long=-run hits such as
TOSIC IN THE AIR, ANYTHING GOCES and THE CAT AND THE FIDDLE, in the last of which
he had some unusual solo work on the xylophone. Like all the percussion men in
Hollywood, he is skilled in all departments from triangle to timpani but has
increasingly specialized in the "leritimate" side of percussion work. He came
to Hollywood in 1939, worked at Warners and Universal and is now in his third
vear at Columbia., In two Columbia scores by Huro Friedhofer, THE BANDIT OF
SHERﬁOSD FOREST and THE SWORDSMAN, his timpani playing is very much "in the
clear,

What the author of these articles has tried to tell about the men and women whose
fine musicianship has replaced the naive efforts of the thousands of Myrtles who
played piano for silent films - all of it has been necessarily sketchy. It has
been something like a one-reel travelogue about Rome, which couldn't be adequate-
ly pictured by a film as long as GONE WITH THE WIND, But one fact seems worth
stressing by way of epilogue, in case it has not yet been sufficiently accented:
Hollywood's musicians are perhaps the most productive workers in the world today.
About 450 of them serve & weekly audience of 80 million people, It is natural
that they should be required to "fill the bill" in terms of musicianship of the
very highest quality. That they do fill the bill is apparent every time you go
to the theatre and hear the kind of playing that is their daily routine., They
work hard on their jobs and. they practice hard at home; and like fully rounded
musicians, they work hard outside of the studios, always on the highest plane of
musical activity. Studio jobs, to be sure, are hard to get; and they are hard

to keep. They cost a pretty pemmy in terms of experience and ability, And it
can be truly said of them, "It isn't only the original cost, it's the upkeep.”
The men and women who fill them certainly deserve more honor than they get.

These articles are meant to honor them,
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THE GREAT GLINKA
by Lan Adomian

L

Arzino : DBoris Chirlzov, Valentina Serova. Directed ™v Lev Aiix
Director, Vissarion Shebalin,

The mekers of THE GREAT ALINKA approached their subject with en atiitude
vergine on reverence, Certain it is that the Russians have disrleyved ~reat
affection for likhail Glinka - the father of Russien music., This affectionate
end resrectful ettitude is evident in meny ways - great and snall, But

of this later,

“an, :usical

Like all(or most) "film Lives", THE GREAT GLIKA suffers from heinm too erisodie
in its story line; too often the story line is used for the purrose of intro-
ducing a mmsical selection. The characters are perhaps too rormanticized for
our taste., Dut then arain we are dealing with a very hishly romantic reriod in
the history of Russian culture. It is a period that still has a fresh nmemory
of the Napoleonie invasion in 1812, Glinka's contemporaries include the roets
nulcovski, Ryleev and the great Pushkin, It is a time then the Russian
intellirentsia is berimming to turn to the rich cultural resources of the
Russisn folk - the very folk who hadn't gained their freedom from serfcdom, but
+ho nevertheless displayed remarkable heroisr as partisan firhters arainst the
invading armies of Napoleon,

I suppose that an evaluation of a film's music should be just that, an srprecia=-
tion of the score and nothing else. I rather tend to agree with this defination
of the music reviewer's role, However in this case the reader will have to
forpive me if I've gone (and will go) somewhat further afield.

Fvery rusic studrnt Ymows (or
should Ymow) Alinka's name.
Such titles as IVAN SUFANTY(also
known as A LIFE FOR TIT TTAR),
RUSSLAN AVD LTUDMILA have heen
enjoying popularity for many
vears., It can be safely said
that the above mentioned works
were the logical predecessors
of the productions of the FNIGHTY
FIVE whose crovming achievement
is BORIS GODUMOV, One is almost
tempted at this point to note the
influence of Russian music on the
development of the music of the
rest of the world, DBut all this
can be easily learned from almost
any standard history of music,
Furthermore, the score under dis-
THE GREAT GLINKA cussion does not teach us any new
ways of writing a bridge or a
transition., As a matter of fact the film is singularly free of the paraphenalia
of the modern film composer.

What the score offers, however, is a faithfulness of treatment that is neither
academically stuffy nor romentically maucdlin. Two examples come to mind,

1 - Incidents from the opera IVAN SUSANIN are interrated with the reneral action
of the film. As a result we get a rather ccmplete idea of the opera.

2 = Glinka's search for a musical style of his ovm - a stvle which would find its
inspiration in the Russian folk song = is illustrated by the composer's scrapping
version after version of an aria because either Italian or German operatiec
influences kept creeping in. The film's musical director in composing these
"unsatisfactory" veriants exhibited a knowledge of Mlinka's style such as most
composers of period film scores mircht well envy.



T¥% GREAT GLINKA has to be repmarded from a more broad point of view, The
musician can learn a great deal as to ‘vhat's wrons and what's right in the
development of a lational American lusic, Seeing the seriousness with which
Glinka and his contemporaries approached the task of building a truly Russian
music, one often wonders if it is possible to achieve the necessary results
without the kind of affectionate and responsible attitude that marks

THT GREAT GLINKA throughout.

Here are a few incidents from the film: Glinka has been invited to a soiree

in one of the best salons of St, Petershurg to play some piano improvisations,
Just prior to his playing he witnesses an arpument as to whether folk resourses
are fit material for an artist. Ome of the participants in the arpgpument refers
cderisively to folk material as being "coachmen's music." ‘/hen it comes time for
Glinka to play, the audience sugrests that he improvise on an Italian or French
theme. ‘hereupon 5linka announces that he'll improvise on a "coachmen's theme."

During the rehearsals of IVAN SUSANIN he takes over the dire¢tion from the Italian
court opera conductore The composer is unhappy over the too Italianate (then very
fashiona»le) interpretations of the performers, flinka reminds the singers,
chorus and orchestra that they all come from serfs, and that the Italian operatic
style hardly fits the subject of a heroic Russian patriot, After the performers
cateh on to the idea they how low - Russian style - and thank the composer for

the lesson he has taught them . All this is done without flag waving, The only
argunent is that a people should have a cultural tradition worthy of its own
history as a liberty loving nation,

The film is full of interesting incidents dealing with the development of

Pussien musical culture - not arainst the hackground of, but interwoven with

the great libertarian movements of the time. And lest the prospective filmgoer
think that this is an historical treatise pure and simple, he needn't worry on

that score. For there is a love interest and there is humorous incident., Above
everything there is much wonderful music wonderfullv performed, There is excellent
neting and photography. As for truly perfect choral singing - this is it, Special
mention vory deservedly chould go to the director of the Moscow Conservatory, the
composer Shebalin, whose musical direction, scholarly research and affectionate
treatment of Glinka's rusic helps THE GREAT GLINKA teke its place among the

truly important documentations of a composer's life as an artist and a leader

among his fellows,

THE GREAT GLINKA



MOURNING BECOMES ELECTRA
by Louis Applebaum

RKO-RADIO and the THEATRE GUILD: Rosalind Russell, ''ichael Rederave, Directed
by Dudley lNichols. Screen play by Dudley Nichols besed on the play by Eugene

O'Neill. Lusic by Richard Hageman: lMusical Director, C.Bakaleinikoff; Orches=
tral Arranrements, Lucien Cailliet,

“ugene C'Neill's play of violent emotions and intensely revealed abnormal loves,
has been brought to the screen in an unusual thourh completely honest, and there-
fore convincing menner by Dudley Nichols., This stage masterpiece, its story of
fierce incestuous passions, love, murder, jealousy, suicide and inexorable justice,
hes been realized in a manner that sugpests the stage play rather than the motion
picture. Film's usual preoccuration with action as the means for revealing
character, is contradicted here in a film which, like a stape play, uses dia-
lorue and its power to reveal character as the means for implying action,

Dudley Nichols' inteprity and refusal to compromise either the manner or the

meat of O'Neill's expression makes this technique a seemingly valid one, at least
in this particular case.

Because of the nature of the structure of this film, music was sparinely used,
For the most part, the dramatic scenes played with such intensity that music
was not called on as a support, MNusic was required for those few moments when
the narration technique became filmic; when the camera moved through streets,
when scene ard mood changed suddenly, when a new setting had to be established,
when there was a bridging Jjob to he done.

The music is, like Hareman's other efforts, in the style of the 19th-century
"romanties", It is diatonic, easily assimilated, forthrirht, and relatively
unimpressive and inexpressive, Rather than supporting the mood and quality of
the play, it acted-as a normalizing factor, halancing the play's relentless
rrorress with musical items in a corpletely acceptshle, unstartling idiom,
There was a business, for instance, on the song "Shenandoah", which fisures in
the play, another piece that does variations in a most conventional manner on
"John 3rovm's Jody", a hit that is “»uilt on the socund of horse-hoofs on pave-
ment.

Ferhars that is what the film needed; something to counteract the turbulense of
the story. O(n the other hand, one could imarine another kind of musical treat-
ment, one whose taut texture would be from the same bolt as the plays. Perhaps
director and composer had agreed that such a music would have left the audience
even more emotionally exhausted tham the present version.

MOURNING BECOMES ELECTRA



CURRENT FILMS - by William Hamilton

CAPTAIN FROM CASTIIE..20th Century-Fox: Tyrone Fower, Jean Peters. Directed
by Henry King. Music, Alfred Newman.

CAPTAIN FROM CASTILE is a rare item. it is a picture whose music makes it worth
seeing twice, Mr, Newman's score should stand as & model of resourceful usare

of instruments and musical materials, FHis treatment of the lexican Indian mel=-
odies and rhytims(somewhat in the style introduced to the concert public a few
years ago by Carlos Chavez) is stunning, both of itself, and for the arparently
effortless way in which these passages have been wedded to the scene, At the
other end of an unusually wide dynamic range are the sections employingz & handful
of solo instruments, in several instances backing scenes of considerable dramatic
stress, This finesse too, is completely cuccessful and, further, serves notice
that there is one Hollywood composer, at least, who is able to say something
without throwing the kitchen sink 2t us,

THE PARADINE CASE ,, Selznick: Gregory Feck, Ann Todd, Valli, Directed hy Alfred
Hitchcock, Music by Franz Waxman,

THE PARADINE CASE employs a theme song = to keep us rooting for Alida Valli.
Although such a precaution mey seem unnecessary to those who cen see all right,
this sxggathqme( a coinege useful, however revellent, in consideration of current
picture music practice) is reiterated in many cuises so that we may share rore
completely in Mrs, P's tribulations, "AFPASSIONATA"(the piano score is showm

for & couple of seconds) is variously treated - by the orchestra, as a piano solo,
and as & piano concerto indistinguishable from any of the other great movie
concerti, An approximate average version micht read like this:

— However, for the most part,
h of *t‘ /\3-\ 3 e My Waxman's score is guite
N1 C . > successful, His "rideges and
::::]i’l % | ve ete.backrrounds as a rule have
- cr nI[~) ~ an incisiveness and impress-
N iveness which contrihute

much to the character of the
film, The fanfare, for instance, which introduced each of the courtroom scenes
was right to the point.

THE SECRET BEYOND THE DOOR,, Universal-International: Joan 3emnett, l'ichael Rederave,
Directed by Fritz Lang, Music by Miklos Rozsa,

4iklos Rozsa's music for THE SECEET BEYOND THE DOOR is a
fulsome accompaniment in the idiom which has become char-
acteristic of.-him with his work on SPELLBOIM™M and THE LOST
WEEK END, This one too, treats of mental difficulties, and
while it is a picture of no consequence whatever, the com-
poser has dealt with it more than fairly and managed to
provide some of the tension and excitement which somebody
seems to have thought was inherent in the script. There
are many opportunities to observe the Rozsa trademark- the
short, acrid, chromatic motif, usually including motion'in
half-steps and a wide skip(the wider the skip, the tichter
the situation), Here are a couple of samples:
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Michael Rederave confers
And one relatively diatonic and with Fritz Lang.
conjunct for use in calmer — ¢ : | =
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;.KNOW WHERE I'M GOING ,, Universal- International: Wendy Hiller, Roger Livecsey.
Directed by Michael Powell and Emeric Presshurger. Music by Allan Gray. :

The music track for I KNOW WHERE I'M GOING contains some good adaptations of
Scottish folk material, some magnificent singing (Sir Hugh Roberton's Glasmow
Orpheus Choir), and too much of the title song. All nineteen or so verses are
rendered several times by a soprano backed by a tasteless two-beat dining-room
orchestration. There is a rather pleasant "sympathetic" theme (analogous to the
last quoted from SECRET BEYOND THE DCOR) which goes like this:
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The most attractive parts of the score,
however, are those passages which are
derived from locel sources, I should
hﬁve preferred hearing mere tunes like
this:
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I Know Where I'm Going

RIDE THE PINK HORSE ,, Universal-International. Robert Montgomery, Wande Hendrix.
Directed by Robert Montgomery. Music by Frank Skimer and David Tamkin.

The musie for RIDE THE PINK HORSE is in effect, entirely mis-en-scene, There are

no 'themes', leit-motifs or what-not, the score consisting only of music produced

as part of the main action, or of other action implied as taking place out of

sight, The expressive compass of a score made in this way must, of cocurse, he
severely limited - the more so in e picture not intended primerily to display music,
Here the story provides for music from just four sources: most significant dramatic-
ally, a sort of hurdy-gurdy, operated {from the c=ame gasoline engine that drives
the merry=-go-round; Muzak, inside the hotel; brass bands in the street; someone
playing the guitar and/or singing.

I think Messrs Skimmer and Tamkin have used these outlets exactly right, Their
music is almost uniformly pleasant and ingenuous, and nekes a thoroughly light-
hearted background against which the salient foatures of the drama become sharply
intensified. One objection: The Muzak music persists in its dreary homogeneity
throughout most of the hotel sequenccs. lower level recording might have helped.
One particular rave : RIDE THE PINK HORSE is the first picture in memory which
doesn't open with a tutti of ninety pisces or so. The credits are backed by the
aforc-mentioned hurdy-gurdy modestly supported by bass pizzicato,



16 mm. FILMS - NEWS DEVELOPMENTS
by James F. Nickerson

Film enthusiasts and musicians were treated to a fine program and analysis
of film musical score under the direction of Dr, Frederick W, Sternfeld of
Dartmouth College, at a recent meeting of the Music Teachers National
Conference held in Boston., The treatment was scholarly, critical and inform=-
ational as well as highly entertaining, The attention was directed almost
entirely to the 35 mm field but it is hoped that this same serious analysis
can be turned to the needs and interest of the 16 mm film at some future
meeting, There are some excellent score materials availahle in 16 mm
documentaries, such as "The Riyer", "The City", "The Plow that Broke the
Plains", "Boundary Lines" and other documentary films., Previous issues of
FIIM VTS IC NOTES have given some treatment of several of these 16 mm films,

e refer you to former issues of this magazine and to other periodicals, the
Music Educator's Journal and the Educational Screen for comment on the good
older 16 mm music film, Several university film divisions and music depart-
ments have embarked on programs of critical analysis and listings of older
films. The Department of Music at the University of Nebraska has issued one
of the latest listings to come to this commentator's desk.

The following issues of FILM MUSIC NOTES contains reviews of 16 mm films:
September-October, 1946; November, 1946; December-January, 1946-47; February-
Verch, 1947; Also a Special bulletin listing 16 mm films for music education,

* * * * *

The Films of the World Festival sponsored by the Chicago Film Council met with

a response that insures its duplication in other cities. In the Festival, "a
non-profit civie undertaking”, the Council's object was to bring together "the
best documentary, informational and factual films produced throughout the world",
From the 185 films submitted, selections were made by screening committees of
authorities in the verious subjects, The screenings took plave at the Surf
Theatre on seven consecutive Saturday afternoons, divided into programs on inter-
national, interdependence, biolosical sciences, peoples and lands of the world,
emateur films, physical sciences, sponsored films, and a final program on arts,
crafts and music, In this last group were three films on music—-INSTRUMENTS OF
THSZ ORCHESTRA, the fine British Information Service film which FILM MUSIC NOTES
has already reviewed, and two films entered by the National Film Board of Canade,
CADET ROUSELLE and FIDDLE -DE-DEE,

CADET ROUSELLE , Chanson de Chez Nous Series, l6mm, color, sound., In French,
Running time 8 minutes. National Film Board of Canada, 620 Fifth Ave.li, Y. City.

Animated color treatment, using puppets, of a popular
French folk-song that ridicules the affectations of
the period between the French Revolution and the
military order of Napoleon. In verse after verse of
the song, CADET ROUSELLE suffers all sorts of mishaps
whose simple humor would appeal to children. Color
and music are excellent.

FIDDLE-DE-DEE, Animation by Norman Yelaren, 16mm,color
cound. “unning time 4 minutes, : :
An experinental film that is simply color and sound.

To the familiar tune "Listen to the Yocking Bird", the
artist, painting on film, interprets in color the’
nuances of the violin, It is a fascinating display of
design for which the fiddle tune is used as backeround, —

Cadet Rouselle



SYMPHONIE FANTASTICUE
by John Huntley

SYMPHONIE FAMTASTIQUE ., A. ¥, Films Inc., Christian Jean, Musical Direction,
Paul Guillert. Recorded by the Orchestre de Conservatoire-de Paris,

The life of Berlioz is a colorful and romantic one, well adapted to the screen
presentation as a panorama of musical France at its most bizarre. Production
values leave nothing to be desired. The spectacular settings by art director
Andre Andrejew are first class, and the period atmosphere is well sustained.
Direction shows a tendency to be repetitive and slow in parts. The picture's
main asset is without doubt the presentation of excerpts from Berlioz's musiec,
which inocludes the FANTASTIC SYMPHONY, THE DAMNATION OF FAUST, BENVENUTO CELLINI
an’ the music of the REQUIEM service. The sound track is satisfactory. Berlioz's
love of things on a big scale would suggest that perhaps such a subject could
best be handled by Hollywood, whose fame for the large scale super-colossal
musical film would find excellent scope in the mighty orchestras, choirs and
percussion batteries so beloved of that composer. In this French film we see
five orchestras performing a work, each with its own conductor, all controlled
by Berlioz himself who stands on a mighty rostrum at the back, facing the sub-
sidiary conductors, and setting the pace. There is the scene as the camera pans
across a great line of timpani that seems to stretch in an endless band of skins
and copper tubs, Over all, a film to be seen by every music-lover - but next
time, leave it to Sem Goldwyn.

Books available for authentic information on Berlioz as suggested by Arthur Cohn,
head of the music department of the Free Library in Philadelphia.

Berlioz, Hector "Memoirs"” - published by Knopf, 1935

Turner, W. J. "Berlioz" - "The Main and His Work" - published by Dent, 1934
Elliott, J. H. "Berlioz" - published by Dent, 1938,

ror those interested in discussions of the works rather than the biography,

Tom S, Wotton's, "Hector Berlioz", published by Oxford University Press, 1935,

SONG OF MY HEART .. Monogram; Frank Sundstrom, Audrey Long. Directed by Benjamin
Glazer.

This highly romanticized story of Tschaikowsky's life is flooded with the composer's
melodies. The music has been skillfully introduced into the action, and rets
capable performance by the Los Angeles Philhermonic Orchestra, and Jose Iturbi,

who is responsible off-screen for Mr. Sundstrom's seeming ability as a pianist.
Excerpts from the FIFTH and SIXTH SYMPHONIES, ROMEO and JULIET, the 1812 OVERTURE,
MARCHE SIAV and works of similar popularity are combined with sevéral numbers by

Nat Finston, Janice Torre and Fred Spielman, based on Tschaikowsky themes.

Books recommended by Ethel Peyser, noted Author:

Tschaikowsky, by Herbert Weinstock; - Life and Letters of Tschaikowsky, edited by
Rosa Newmarch; Tschaikowsky by Daniel Gregory Mason, International cyclopaedia,
Chapters in Music Tﬁrqggh the iges and How Music Grew, Ethel Peyser and lMarion Bauer.

NIGHT S(NG .. RKO-Radio; Dana Andrews, Merle Oberon. Directed by John Cromwell,
Nusical score by Leith Stevens.

The weak story of a blind pianist and the society girl who loves him is overshad-
owed by the well-made score on which it depends. Leith Stevens has included in
his music a piano concerto in C Mingr, performed in the hero's hour of triumph

in Carnegie Hall by Artur Rubinstein with the New York Philharmonic Symphony
Orchestra, under the direction of Hugene Ormandy. The success of the screen per-
formance has caused Mr. Rubinstein to ask the talented young composer to lengthen
the concerto so that he may include it in this season's concert repertoire, The
Concerto is the musical highlight of the film.



AFTERTHOUGHTS
by Sigmund Spaeth

Russia's music, by way of the screen, is doing a hetter job than her"diplomats!
Arkino's new film, The Great Glinka, makes that composer a really important
fipure in musical history, emphasizing the democracy of ert and working in some
suhtle but inoffensive propagande, The picture, incidentally, maintains a high
level of recording and photozraphy, in addition to the excellence of the vocal
and instrumental performances,

* L * * * *

Tchaikowsky also appears in celluloid as the hero of Allied-onogram's Song of
Heart, with a complete and perfectly regular love affair, In view of the
well known facts of his life, this romantic invention is a little hard to take,
But the music comes over beautifully, with excerpts from the symrhonies, Swvan

Lake, the Italian Caprice, 1812 Cverture, etc.

* T * * * *

The motion picture critic of The New Yorker complained because "the soript" of
"-G=M's Song of Love rave Clara Schumenn seven children, Actually, of course it
was God and l'r, Schumann, not the seript, The seme reviewer comrletely over=-
looked the authentic details of Katharine Hephurn's remarkable irmitetion of
piano-playing. (The dependable Artur Rubinstein was at the key-hoard,off-screen).

* * * * * *

There was some talk last year of a national contest to produce a Piano Concerto
for a certain picture, but nothing came of it, Bvidently Leith Stevens did the
trick without competition for RKO-Radio's Night Song. This time Rubinstein
appears on the screen as its interpreter, EEEEEEES?%B by the Philadelphia
Crchestra under Eugene Ormandy.

* * * * * *

An excellent backeround score by Franz Waxman is helpful to David Selznick's
1ntest picture, The Paradine Case. The music is never obtrusive, but lends.
plenty of atmosphere to the dramatic and emotional scenes. To maintain interest
in the series of court-room episodes, complete with English wigs and formality,
was a real achievement of direction, acting, script, photopraphy and musie.

* & ® & * *

The story of Tristan and Isolde has been put into modern screen form by Jean
Cocteau under the title of The Eternal Return, The dialogue is in French, with
Enrlish titles, and the characters, in general, suggest those of the oririnal
lerend., There is even a love potion. Georges Auric, one of the famous"Six"

of Paris, who did so much for modern music, has written a special score,
carefully avoiding any dependence on the /agner opera, which is not a bad idea.

* * * * * *

Auric also provided the music for Cocteau's Beaug% and the Beast, and is now
in the limelight as a composer for the screen, e o s earlier scores shared
in the success of the great French film, A Nous la Liberte.

* * * * * *

The attempts to put grand opera on the screen are still abortive, They all
suffer from one fundamental mistake, which this department will be glad to
point out if sufficiently urged.



