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THE WILD ONE
Leith Stevens

Stanley Kremer's production of THE WILD ONE starring Marlon Brando,
is a most unusual picture, and one of the outstanding qualities of

the film is the high degree of integration of music with story
telling and mood progression,

Music could not have been such a definite factor in this film had
¥r, Kramer and kMr. Lazlo Benedek, the director, followed the usual
practice of leaving any consideration of music until after photogra-
phy is completed. Imstead, they brought the camposer in for consult-
ation while the shooting script was still in preparation, Starting
at this early noint in the development of the film made it possible
to plan music as a definite factor in the dramatic impact and pro-
gression of the play. For example, scenes were 'included where the
story could be told without dialogue, the dramatic progression
being carried forward by action and music alone, Also there were
scenes included where dialogue was not intended to be heard, where
an effect important to the story was obtained by a melange of sound
- = = half heard dialogue, nusic, sound effects etc., This latter
would be impossible unless planned in advance, as most certainly
some important plot point would be lost if the dialogue were not
written with this effect in mind,

In the beginning there were two possible ways to develop THE WILD
ONE with repard to use of music. As the film has a rather strong
documentary ocuality, it could have heen done without music, with
the exception perhaps of main and end titles. However, the story
concerns a few hours in the lives of a group of motorcyclists and
the unrelieved sound of these machines could be very tiring for an
audiences Further, music could be used in building tensions and
assisting in providing certain sudden contrasts necessary to the
proper telling of the story, and so it was decided to use a score,.




The characters of the play are present day young people, full of
tensions, for the most part inacticulate about their problems and
though exhibitionistic, still confused and wondering. These char-
acteristics sugmested the use of contemporary or progressive jazz

or bop. (call it what you will) as an important segment of the score.
This music, with its complicated, nervous searching quality, seemed
best suited to camplement these characters, This is the first score,
to the writer's knowledge, to use contemporary jazz in actual scoring

of scenes,

A considerable part of the action takes place in a small town cafe-bar
camplete with juze-box. Much of the musical material of the score

is first heard (played in bop style) through this juke-box. The first
meeting of Johmy (vlayed by larlon Brando) and Kathy (played by Mary
Furphy ) is underscored by the following:
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Sample Ir

The tempo is a slow four (sbout 60 metroname) and slthough the style
of playing is somewhat reminiscent of the blues idiam, the melodic
line and hermonic structure are not typically blues. The searching
restless ocuality of the melody is further emphasized by the intro-
duction of double time rhythm in the 7th, 8th, and 9th bars, After
the downbeat of bar 10 the rhythm returns to four and this alterna-
ting between slow and fast is continued throughout the piece. The
instrumentation of example 1 is open trumpet solo, with tenor and
baritone saxes, trambone and rhythm accampaniment., The figuration
in bard 8, 9, eand 10 is played by brass with tight mutes in octaves.

The theme of example 1 appears at several points in the score in
different forms. In the Main Title as underscoring for Brando's
narration it is as follows:
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The notable point here is that salthourh the theme is now in three-
four it still has a very definite jazz cuality. This is caused
partly by the instrumentation (alto sax solo, with 2 tenor saxes,
baritone sax, trombone and rhythm) and partly by the rhythm section,
which although playing basically in the slow 3, plays a very light
afterbeat for each quarter, thereby civing almost a feeling of 6

to the bar.

Another treatment of this theme oceurs in a quiet scene in a perk,
where Kathy tries to tell Johnny samething of her dreams and hopes.
At this point the instrumentation is strings with woodwinds and

horns and there is no feeling of jazz as in the other two examples.
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The theme is used avain, as an agitato, in the seauence following
the park scene. Here dark colors and tension predominate. English

horn, vibraphome and harp pley the melodic line and the violas and
c=llos have the nervous figuration below, in octaves punctuated by
muted horns and basses.
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Many other examples of the converting of contemporary jazz themes
to different forms could be shown, However, the principle would
remain the same. This conversion of themes from one idiom to an-
other serves to give a unity to the score which could not be obtain-
ed otherwise. The first exposure, played on a juke-box, calls at-
tention to the material and its significance is strengthed by ap-
peerance in other guises in other parts of the score, THE WILD ONE
could have been scored in a conventional manner, but no matter how
adroitly this might have been done, the impact of the film would
have been lessened. 1

THE WILD ONE., Columbia, Marion Brando, Mary Murphy. Director,
Laslo Renedek, Music, Leith Stevens.

Mills Music, 1619 Broadway, New York, is publishing eight tunes fram
the score in song sheet form: Hot Blood, Sctamble, Beetle, Blues
for Brando, Lovely Way, Hot Shoe, Chino and Windswept.

Decca Records has recorded them. Four of the mmbers are also svaila-
ble in en RCA-Victor Album recorded by Shorty Rogers and his orchestra.



THE MUSIC FOR LITTLE FUGITIVE
Eddy Manson

8inoce its surprising reception by press and public alike(surprising
to those of us who made the picture), many aspects of LITTLE FUGITIVE
production have provoked interest.

Hers was a cinematic labor of love - produced more on love than on bud-
get. People seem emazed that such a high quality film could be produced
on such a low quality budget (well under $100,000), I feel that if we
had had a larger pocketbook, the film might not have had this quality.
One good thing about lack of money - it forces one to draw on cne's
talent abd creativeness, rather than on one's bank acocount, Perhaps
this is what mekes an "art" film an "art" film -~ no money~ which brings
us to the musie,

Since there was not enough left in the piggy-benk to afford a neme com-
poser, an orchestrator and a sixty piece orchestra, I was hired to com-
pose, orchestrate and play the entire score -on"a six-inch harmonica.

There was one consolation though- the harmonica I use has three octaves,

When I was called in to see the work print, I was a bit confused; not so
much b% the lack of sound or optical effects (which had not yet been in-
serted) as by the faoct that I was witnessing scenes that I kmew only
too well as a kid in Brooklyn ~ the streets of Bensonhurst, the West End
express, end of course, Coney Island, In fact, watching Joey and the
kids was in effeot watching my own childhood in retrospect. This un-
balanced me and I had to watch the film a few more times before I could
recapture the objective feel so necessary to the film camposer., As it
was, this project posed a considerable compositional problem,

To start with , LITTLE FUGITIVE has a minimum of dialogue end not too
much sound(both of which were dubbed in after shooting), Besides, the
action is far fram frenetic. This meant that much musio was needed =~
at least fifty minutes of it ~ and all of it played on a harmonica. If
I'd had an orchestra to write for -~ it would have been smorgasbord -
but having just one instrument meant I had to write horizontally
rather than verticelly, Instead of thinking in terms of orchestral
masses and inner voicings, there was but one line to work with - melo-
dye To & modern camposer, this is like going back to the Dark Ages,
It was just as well, however, for I had to rediscover the lost art of
melody~writing, Unaccompanied melody had to carry continuity, had to
give the necessary emotional color to each scene, had to dramatize
background, had to probe the personality - a sizable one - of a seven
year old boy, and had to be interesting enough to keep ‘the audience
from becaming harmonica-conscious, Much as I love the harmonica
(and 811 instruments for that matter), fifty minutes of exposure to
the seme color can annoy an audience to the resultant detriment of the
film, if the actual music played by that instrument fails to do its
Job

Music in a film is a much more powerful factor than critics seem to
realize, If used properly, music becomes the abstract dictator., For
instance, three persons can be watchine a scene played without the use
of musio. The first person might see.in it a sort of whimsy, the
second might suspect overtones of tragedy, and the third might feel
plain disinterested. Now pipe into the scene same perceptively writ-
ten music and all three people are likely to react emotionslly, pre-
cisely as the director and musician want them to., This is so,



probably, because music is abstract. It _does not_recuire intellect nor
even sirht to cammunicate - it is basically animal in function and when

oroperly handled and colored becomes all-powerful.,

Lester Troob, an intelligent gentleman with an enviable background in
the recording industry, supervised sound and music, and worked close-
ly with me, indicating the sound and dialogue that was to transpire in
scene, He also served as alter-ego to my efforts, as did Morris Engel,
Ray Ashley, and Ruth Orkin, the film's producers. In fact everyone was
an alter-ego for each other's efforts - such busybodies! Lester and

I went over the scenario, shot by shot and discussed the musical possi-
bilities of each scene, I was principally concerned not with what I

saw, so much as what the scene meant in the light of overall continuity.
How did we want the scene to play on the emotions of the audience?

After fine-combing the scenario and jotting down ideas - I sat down to
organize the score on paper - and on the harmonica., The picture opens
with Lennie, the older brother, walking down the street, playing the
mouth-organ, As he arproaches we-recognize the strains of "Home on the
Range". The two brothers talk sbout each other as "Home on the Range"
is picked up by the background harmonica and richly played - thus be-
coming symbolic of the brothers' relationship., Frankly, I was not fond
of this, the producers' idea,since I kmew that this could make "Home on
the Range" the theme of the picture - and much as I like the tume,fifty
minutes of it could become unbeareble, I decided to confine the tune to
purely literal,.or functional uses and to base the rest of the score on
extracts from the "Home on the Range" melody. This in short, meant a
campletely original score with only a subtle connection to the tune,

In addition to this connection, there had to be a continuity of style
and material within the score itself, This was difficult, as I had no

inner voices to work with, and I love inner voices. ( Mr. Manson's "Fugue
for Woodwinds" won the Elizabeth Sprague Coolidge award. - Ed.) Many's
the time during the scoring of LITTLE FUGITIVE when I wished that pencil
of mine were traveling vertically down a nice long score page instead

of forever horizontally. J

There were many scenes which had to be carried by continuous music for
two and a half mimites or better - an eternity. For instance, there is
a sequence where little Joey who has fled to Coney Island after eppar-
ently killing his brother, is seen wandering around the beach. There
is not a line of dialogue for three solid minutes and the only sound is
a soft mumbo-jumbo of beach noises. It is a besutifully photographed
sequence in which Morris Engel caught all the poetry of a little boy
roaming in an eternal crowd - with no more big brother to look after
him., Of course, the audience knows that Lennie is still alive and very
healthy - but Joey doesn't - and while there are touches of humor in
this sequence, I let go subjectively, and wrote a blues bhased quite
frankly on "Home on the Range'". It is played very sparsely and uncrowded
against a backeround of many, many crowds, This incongruity seems to
meke us feel very much alone with Joey - alone in the crowd. This is

a completely abstract secuence in which we felt a happy marriage of
direction, photography and music.



Another such sequence had to underline the hatching of a plot conceived
by the older boys to get rid of Joey, wherein Joey is made to think
that he has killed his brother and takes it on the lam. The music
builds up from the hatching of the plot to the firing of the "murder
weapon", For this sequence I switched harmonicas and used one pitched
an octave lower, which brought me into the bass clef. The sequence
was played in octaves and double stops for the most part.
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In another sceme, Joey ventures into = baseball cage with a man-sized
bat to try his luck against a barrage of baseballs, The results of
course are hilarious, as he swings, misses, ducks, falls and cusses
his way through a most exasperating two minutes. For this I could
have mickey-moused each little turn and twist - but felt the scene
needed continuity which mickey-mousing coul not give it. So a clumsy
eccentric little piece was camposed, which leads off in various di-
rections and really goes nowhere. However, I still managed to catch
a few turns and twists without breaking the tempo.
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For the pony-ride sequence, Joey was for all purposes an honest-to-
goodness cowboy riden' the range in the dusty panhandle. Actually
he was astride an old pony gingerly supported by Jay, the pomy man -
on the panhandle of Coney Island, Nonetheless, cowboy he was- so
western we went. I wrote a pony theme based on an old cowhand song
(samething about Wyomin') which gave the scene an authentic western
flavor,
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The neighborhood theme has overtones of the "kids'cell" in it, and
for the scene where Lennie looks forlornly at the beat-up baseball
his missing brother had given him for his birthday, I mixed the head
of "Home on the Range" with the head of "Happy Birthday!" and played
this hybrid theme in wistful fashion,
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For the bottle-collecting sequence, I took the cue from the kids'’
trudping through the sand as they hunted deposit-bottles. There is
a peculiar rhythm to their trudging, and from this ceme the theme.
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For the scene in which Joey poes on a montage of what seems like every
ride in Coney Island, I wrote a complete two and a half minute select-
ion which goes like the wind and serves to exhilarate and tie together
the sequence, This is one of the themes I built up and dketched out
for harmonica and orchestra, and is now available on a Columbia disc,
Its called "Coney Island" and is played by Norman Levden g8 orchestra
and yours truly.
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The other side of this recording is "Joey's Theme", a wistful relody
written_just for Joey., My wife and I boast a twentv-three months old

infantile delinquent, named David . "Butch"Manson. At home we refer +o
the melody as "Butch's Theme, "
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. Because time was growing short, and money with it, I managed to complete
the score in thirteen hours, Then I memorized it entirely so my eyes
would be free to watch the film., Les Troob and I practised cues and en=-
trances for a couple of days and then went into the recording studio, I
recorded "live" (in direct synchronization with the film) - all nine
reels in one day. In this way we saved the added exrense and delsy of
having to edit "wild" (pre-recorded) tepe onto the sound track - although
I'd rather not do it this way again., It took a week just for the swell-
ing inmy lips to go down. No sir, give me a nice, fat Hollywood con-
tract with a couple of months in which to compose a score for a nice

fat orchestra, on nice, fat wild tepe = and I'll be happy = or will I?

"Joey's Theme" as well as other material from the score has been record-
ed by all the major recording compenies, There 1s sheet music on dis-
play, published by Trinity Music in bright red, no less, which shows a
picture of Joey and of course Little Fugitive titling. It is herd to
conceive all this resulting fram a ridiculously modest picture score
played on a single harmonica = but there it is., Can you imegine what
would have heppened if I had had two harmonicas to work with?

LITTLE FUGITIVE,. Joseph Burstyn, Richie Andrusco., Written and directed
by Rey Ashley, Morris Engel and Ruth Orkin, Music, Fddy Menson,
Score excernts. courtesy Trinity Musie Corporation, New York City.




THE BEST YEARS OF QUR LIVES (A reissue)
Louis Applebaum

The Academy Award for a dramatic musical score was bestowed in 1947 on
a work about whose merit there can be no question, Not always this re-
cognition fall on the nmost deserving of the year's efforts - nor does it
always reflect studied judgment and unbiased critical reflection, Film
fans, students and critics can find no quarrel with the fact that Sam
Goldwyn's and William Wyler's THE BEST YEARS OF OUR LIVES swept off
most of the important Academy prizes, and those interested in film musiec
can be especially happy that Hugo Friedhofer's remarkable score for that
film was included in the sweep., Mr. Friedhofer's considerable talents
have been known to the handful concerned in the making of film music,

A reading of the score reveals that Mr, Friedhofer, as many composers do ,
has chosen to work on the development juxtaposition and superimposition
of leit-motifs more or less in the Wagnerien tradition., The material it-
gself is definitely not Wagnerian in character, but the manner of its hand-
ling derives from the Wagner of the Nibelungen Ring. As a result, it is
possible, in a few short quotations, to list practically all the root ma-
terial out of which the score as a whole generated. The most important
of the themes is the one on which the Main Title is based. In the score
it is called the "Best Years Theme",
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JIts simplicity, based as it is on the triad, its straightforward, warm
harmonization, ably reflects the general theme of the film, Rrincipally
as it concerns the Harold Russell characterization of "Hamar", It has
two main sections, each of which is used and developed separately in the
course of the score. The first section,(A) states the triad motif, the
second (B), a chordal, almost hymnal phrase, both easily recognized and
capable of developed treatment.
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The second theme to appesr is here called "Boone City".
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It too conteins two ideas: (A), a 5 note motif with the chearacteristic
leap of the major 7th to set it apart, and B a syncopated, moving, broken-
triad motif. The (A) motif occurs often, and its major 7th interval man-
ages to add interest to the melodic structure of the score. As will be
seen later, it was eventually enlarged into a separate theme. i
A third theme is once more chordal in structure. This one, associated
with the neighborly relationship between the families of Homer and that
of his girl next door, is most interesting for its harmonization of a tune
that is, like the others elready mentioned, derived from the simple triad.
“NeicHBOU RS ?
o
/. T . | g— . 'b q PR
/ 1 —}
i [] [ 11 al [) | a r
i [ |l S [ s T AT A | R L4 1A .
[ F %51 7 - ¢ (] ;; — .;- P _;_ — MK
23 / N iy N s
a ’q . ——— L
Cﬁ:*I&' : 1 1 T j{ T 1 —t AP [ A ;
[\ IE % 1 1 S ] MEETT | [, | - A L 1
¥ 17 [ v : Lo Tt |



The theme that results from the expanding of the (A) part of the "Bcone
City" theme is rather conventional, almost "popular", suggesting that

there glimmered perhaps a faint hope of being able to make the Hit ‘
Parade list with same aspect of the score. The fact that this was not i
reelized, as it was by David Reksin with his score for LAURA , need he i
no reflection on either the score or its effectiveness. The theme called I}
"Pegpgy" follows: 1
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Two or three dreamatic sequences in the film received special treatment,
with no ference to any of the principsl motifs. There is, for instance |

the hyper-dramatic moment in the tool shed, when Homer, in frustrated em- | I
barrasment , is driven to smash the window., Nr. Friedhofer has used a 'i,
children's playsong in the sequence. The example is cuoted here for its il

interesting orchestration and harmonization which can but be - sugzested i
in this limited space, |
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Orchestra coloring of a different kind, plus the full utilization of a
minimum of musical materiel, in this cese mostly the interval of the

4th, make an exciting moment of Fred's nightmare, his vivid memories
of awful war experiences,
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Here ir. Friedhofer's clear orshestral thinking, his apprecirtion and
understanding of the orchestra's resources, his sensitive feeling for
tone color, end his good taste are apparent.

It is sad that present utilization of film music material does not allow
for any kind of distribution of the music itself. True, in fare cases,
excerpts from film scores are recorded on commercial discs, and when pop=-
ular songs are used, they are published; but the full scores, even nota-
ble ones such as this are all but ignored. The sone,"Among Ny Souvenirs"
which was used often in BWST YRARS OF CUR LIVES, can uncdoubtedly he found
in many thousands of homes, but those interested in the score have re=-
course only to the meager and too sketchy quotations sprearing in reviews
such as t-is one., The only alternative is to go repeatedly to see the
film in order to become more familiar with its music, THE BEST YRARS CF
OUR LIVES offers one of those rare cases where this will prove worthwhile,

THE BEST YEARS OF OUR LIVES,, Ssamuel Goldwyn Productions. Director,
Williem Wyler, Music, Hugo Friedhofer.

* * * * *
Conies of the issue of FILM MUSIC (Notes) containing }r. Aprlebaum's entire

article on THE BRST YEARS OF OUR LIVES are still available. Ve have also
a few numbers of the issue which featured excerpts from the HAMLET score.

Thourh pale end difficult to renrd, they have been widely used for stndy.




NOTE ON HAMLET (A reissue)
By Muir Mathieson

We recorded Laurence Olivier's HAVLET with the Philharmonia Orchestra

on the Music Theatre stage at Denhem with Williem Walton(as always)
present, checking points with the orchestra, discussing improvements
with Sir Laurence and taking a most active part in the music making.

A single exemple taken from the femous player's scene will show the
method of approach Walton uses in his music, The arrival of the

Court is heralded by trumpet calls., Then come the players, introduc-

ed and accomprnied during their performsnce by a small group of musi-
cians seated in an alcove overlooking the dais on which the actors
present their play. We hear first the music makers; for this, the
composer provided a delightful period work for violins, cello, oboe,

cor anglais, bassoon and harpsichord., After a section of this
"realistic" music, a full symphony orchestra of some 50 players takes

up the theme as the cemera moves round to show the reactions of the
King. The camera, taking in a full orbit in its movements, re-focuses
on the actors and the music reverts to the small group of instrumentalists.
The actor-king has been poisoned; +the King can stand it no longer. The
full power of the big orchestra rises up, underlining the dramatic con-
tent of the sequence, swamping the small group, and ending in a tremend-
ous "crash cord" as the King roars, "Give me same light! In this exam-
ple, the music becames an integral part of the film. The score pgoes
beyond the realism of the small band soon on the screen and extends into
the emotional texture of the sequence showing the Court and its badly-
shaken Sovereign; yet it keeps the line of the actor's music in con-
trast, by the off-setting of the two orchestral groups - one of seven
pleyers and one of about 50.

HAMLET,, ., J. Arthur Rank , Universal-International. Director,
Laurence Olivier, Music, William Walton,

Ted Drake, music mixer, Muir Mathieson, music director, William Walton, composer, Lau-
rence Olivier and John Hollingsworth, conductor, discuss a point of orchestration on the
rostrum of the Denham music theatre durng the recording of the music for Hamlet.




MOTION PICTUERS. FOR MUSIC EDUCATION
John E. Braslin

Did you know that music educators use Hollywood productions in their
courses of instruction? 1It's a fact; and behind this development is
the story of the cooperation of the motion picture industry with educa-
tors to produce a more enlightened America.

It all started back in 1937. Mr, Will Hays, then President of the
Motion Picture Producers and Distributors of America, believed that the
film industry could be of service to Americen education, He invited

Dr. Mark A, May, Director of the Institute of Human Relations at Yale
University, to organize a committee of leading educators for the purpose
of advising the industry on ways and means to accamplish this objective.
To serve on the committee, Dr. May recruited the following members:
James R, Angell, President, Yale University; Frederick H, Bair, Superin-
tendent of Schools, Bronxville, N.Y.; Isaiah Bowman, President, Johns
Hopkins University; Karl T, Compton, President,Massachusetts Institute
of Technology; Edmund E, Day, Fresident, Cornell University; Royal B,
Farnum, Executive Vice-President, Rhode Island School of Design; Willard
E, Givens, Executive Secretary, National Education Association! Jay B.
Nash, Professor of Education, New York University; and Francis T. Spaulding,
Dean, Graduate School of Education, Harvard University.

This Advisory Cammittee on the Use of Motion Pictures in %ducation insti-
tuted a survey which revorted the finding that the "entertaimment" films
were rich in latent teaching materials. The committee made the recommend-
ation that theatrieal short subjects produced by member companies of the
MPPDA be made aveilable for educational use upon the expiration of their
camercial bookings. The film industry epproved this plan. The following
companies agreed to make their short subjects available for educational
use without any financial return to themselves as a service to educations
Columbia Pictures Corporstion; Educational Pictures Corporation; Loew's,
Inc.(¥etro-Goldwm-Mayer); RKO Radio Pictures,Inc.; Paramount Pictures
Cornoration; Twentieth Century-Fox Film Corporation; and Warner Bros.
Pictures ,Inc,

As an important first step, the producing companies authorized the commit-
tee to invite panels of teachers to select short subjects specifically
suitable for classroom use, Under the guidance of the Advisory Committee,
teecher panels screened hundreds of "enterteimment" short subjects and se-
lected a list of 364 pictures which became the nucleus of a film library
for distribution to schools on 16mm.film.

The members of the Advisory Camittee were designated the "custodians" of
these films, with full responsibility for their educational use. In 1938
Teaching Film Custodians was incorporated in the State of New York as a
non-profit educational service agency to distribute the selected motion
pictures to schools. The members of the Advisory Committee became the
Board of Directors of TFC,

Among the revieving panels of teachers was one composed of music educators.
This group selected 20 films for use in music classes, These included

such titles as THE ROMANCE OF ROBERT BURWS (Warner Bros,), THE SONGS OF
STEPHEN FOSTER (Columbia), end TALES OF THE VIRMNA WOODS (M-G-M) . These
selected short subjects enjoyed wide distribution, At two year intervals,
additional films which had became available were selected by the teacher
panels, and the program developed quantitatively and qualitatively.



By the close of World War II the TFC short subject distribution progrem
had so well proved and established itself, that approximately 17,500
prints of films covering all areas of the curriculum were in active dis~
tribution throughout the nation., In the intervel between the organiza-
tion of TFC and 1946, Mr, Fric Johnston had succeeded Mr, Hays as
President of the reorzanized Motion Picture Association of America.

Mr, Johnston furthered the educational service of the industry by estab-
lighing a Devnartment of Educationzl Services. Under his aegis the mem-
ber companies liberalized their contracts with TFC to permit the prepar-
ation of excerpts from feature photoplays for classroam use., This step
considerably widened the horizons of the TFC program,

In 1947 the Music Educators Netional Conference reauested TFC to .investi-
gate the possibilities of preparing excerpts from feature pictures for

use in music classes, The Directors of TFC approved this project with the
provision that the Executive Board of the MENC should designate a committee
to collaborate with the staff of TFC in preparing the excerpts. The MENC
gladly complied, and the following committee was appointed: Lilla Belle
Pitts, Professor of Music Education, Teachers College, Columbia University,
chairman; Kenneth Hjelmervik, Director of Music Education, Baltimore,
Maryland; Vanett Lawler, Associate Executive Secretary, MENC; Margaret
Lowry, Professor of Music Education, Queens College, N. Y.; and Alfred
Spouse, Director of Music Education, Rochester, N.Y.

The develoopment of this music film excerpting progrem has been a coopera-
tive effort to which the comittee members contribute their understanding
of classroom needs and objectives, and the staff of TFC, their knmowledge
of film techniques and treatment. At the organization meeting of the com-
mittee with the steff of TFC, a statement of aims was drewvm up. It is
essentially as follows:

I. Generasl Aim: To use sound films as an additional means of motivae
ting and enriching musical grovth,

II, Specific Aims:

A, To focus music films directly upon brosdening the range of
musical awareness and interest.

B, To provide backgrounds of relevant associations with types
of music and surveys of develooment,

C. To improve musical performance in general grnsp of structure
and interpretation.

D. To aid in developing skills.

The types of film materials to be sought in feature pictures to implement
these aims are the following: Choral excerpts, symphonic excerpts, ex-
cerpts demonstrating the telent and techniques of specific artists, opera
end operetta forms, the 1ife and works of artists or composers, dance
forms, and folk materials,

Although the film excerpting progrem is decidedly flexible,it follows a
gonerel pattern. Lists of music photoplays available for excerpting are
compiled and annotated by a graduate music student desipnated by the com-
mittee under the guidance of a TFC staff member, Fram these lists the
committee selects the titles which seem most pramising. The full thea-
trical versions of these films are then screened for the MENC committee,
which meets in New York City once a month throughout the school year.

21



Upon screening the camplete version, the camittee decides whether or not
there is material in the film suitable for meking a clessroom excerpt.

If the decision is affirmative, the musical sequences or episodes to be
retained in the classroom version are designated, Together, the camittee
and the TFC representatives work out a continuity in which the designated
sequences will be presented as a smooth, coherent teaching film unit,

At the ensuing meeting of the camittee, this continuity or treatment is
screened in "rough cut" form without art work or opticals such as dissolves
and fade-out, fade-in's, At this point in the process, with the preferred
classroom material presented out of the context of the feature picture,

the camittee has the opportunity to determine how well the excerpted ma-
terial approximates the aims and objectives they seek.

In same instances the "rough cut" is epproved immediately. In others, the
committee might detect instances where further deletions are required,

or where additional footage from the feature picture is necessary to
clarify the continuity. In such cases the "rough 8ut"is returned to the
cutting roam for additional preparation and re-screened upon revision at
the next meeting of the committee., ithen unanimous conmittee approval is
achieved, the classroam excerpted version is processed for release to the
schools,

In the processing, several steps are necessery to convert the original
3dm,. theatrical film into a 1Gmm. classroom motion picture. In all the
excerpts new fade-out, fade-in's and dissolves must be printed optically
énd cut into the nepative of the excerpted version., New title cerds and
art work must also be mnde, matching exactly the lettering end form of
the originel version. The sound track must be re-recorded and compensated
for-projection on 16mm., machines in classrooms where the acoustics often
leave much to be desired.

In planning an excerpt, the committee generally tries to plan a continui-
ty which can be presented in the classroom with a rumming time of less
than 30 minutes. Actuelly, the shorter the excerpt can be made, the
better; for a short excerpt permits the teacher more classroom time to
introduce the film, screen it, and guide the follow-up discussion by the
class, In this regard it is important to note that the committee pre-
pares a teacher guide to accompany each excerpt to assist the teacher in
achieving maximum effectiveness with the film.

The Audio-Visual Committee of the MENC has campleted five excerpts fram
feature photoplays to date, averaginz one unit per year. The obvious im-
plication of the number of excerpts completed in relation to the time
spent, is that this is a long, slow process of selection, revision, ex-
perimentation, and processing. Among the films completed are the follow-

ings

I. THE GREAT WALTZ (MGM); A 20 minute film on the life and works of
Johamm StraussII, :

2. INSIDE OPERA, en excerpt from ONE NIGHT OF LOVE (Columbia): A
film deeling with an operatic star's rise to fame and including
several arias from well-known operas, 30 minutes.

3., BACH'S LITTLE FUGUE IN G MINOR, an excerpt from THE BIG BROADCAST
of 1939 (Persmount): A film demonstration of the fugue played by
the philadelphia Symphony Orchestra.

4, NAUGRTY FARIETTA (MGM): A 29 mimute condensation of the Victor
Herbert Operetta. )

5. THE SCHUMANN STORY, an excerpt-from SONG OF LOVE (MGM); A
30 minute film biography of the life and works of Robert Schumenn,



Test the resder berin to wonder why certain outstanding music photo-
plarys have not as yet been considered by the committee, it should be
realized that all feature pvictures are not available for excerpting,
Primarily, the producing companies correctly reserve the rights to a
£ilm until it has completed its theatrical bookings; in some cases
with exceptionally popular films, this may be several years, Further-
more, the TFC excerpting program is limited to films produced by member
companies of the Motion Picture Association of America, thig rules out
ell pictures produced abroad. And finally, it has frequently been
found that feature pictures which seemed to have suitable material for
classroom use simply could not be revised for the classroom; this may
be because an extraneous cheracter, from the classroom point of view,
is plainly in evidence in the "big scene" where the artist performs,
thus begging the question, "Wthat is he (or she' doing there?" and dis-
tracting from the teaching value.

Occasionally such technical difficulties can be overcome by a bit of
cutting room magic, In INSIDE OPERA, for example, as Grace }Moore sings
"Chiri Biri Bin", there were frecuent closeups of such en extraneous
character. The committee insisted that he be cut out of the classroom
version; yet, if his close-ups were cut out, it would also cut into the
sound track, interrupting the well-known melody. Finally, the TFC tech-
nicians realized that in the film as Miss Moore sang, there was a cut-
awey shot to the proprietor of the restaurant serving sphagetti; they
reprinted this shot and substituted it for each of the objectionable
closeups. Thus, in the classroom version, the restaurateur does a much
better business, serving four more helpings of sphagetti as Niss Moore
merrily sings the entire melody.

How valuable have these classroom excerpts proven themselves? It would
be impossible to cite instences relative to the merits of each film in
an article of this length., Suffice it to say, all have been widely dis-
tributed and praised by music teachers in all parts of the country. In
the March, 1950 issue of Music Educators Journal, for exemple, Mrs. Dor-
othy Wall, a teacher in the Baltimore School System wrote the following
about her utilization of the SCHUMANN STORY:

"All the youngsters who saw the film were simply thrilled
with it! The discussion which followed each showing con-
vinced us that THE SCHUMANN STORY was not merely a source of
entertaimment, but that it could provide a charming motiva-
tion for a full, rich music program,”

In concluding this account of the music film excerpting program, it is
fitting that emphasis be given to the unselfish service to education
of the motion picture producing companies which make it possible, and
to the educators who serve on the MENC committee without remuneration
as a professional service.

The original committee nemed previously has now completed it's"tour of duty”,
and in the committee report to the MENC Dr, Pitts, the chairman, recammend-
ed that the program be continued. Correspondingly, the Executive Committee
of the NENC nemed Miss Delinda Rogginsack, Professor of Music Education at
Cornell College, lount Vernon, Iowa, as chairman to succeed the original
committee, Miss Rogginsack is currently organizing a new group to carry on
the program. It is to be expected that more and more valusble teaching
tools will be made available to music educators through their efforts.
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AUDIO - VISUAL CENTERS IN INDIANA UNIVERSITY
James L. Limbacher

FILK MUSIC, speciel interests. film production end circulation all
go hand in heand at the Audio-Visual Center at Indiena University
in Bloamington. The nationally-known Center, which has a staff of
130 in both full-time and part-time capacities, has undertaken a
veried series of activities in the film field, as well as in other
forms of audio-visual exvression, The part-time employees include
53 praduate students working in the various audio-visual fields.

The film production unit completed 27 reels last year. Three of its
most popular films, CHUCKY LOU (The Story of a Woodchuck), YOUR
INDIANA STATE PARKS and CONSPIRACY IN KYOTO, have original musical
scores composed by faculty members, and a new series of five square
dance films feature arrangements of old folk tunes., CONSPIRACY IN
KYOTO, with musical score by Professor Bernard Heiden, was shown at
the annual Edinburgh Film Festival in 1953. Since film production

?‘egan et Indians in 1944, the Center has produced 65 educational
ilms,

The Film Library, which has over 100,000 reels in circulation, boasts
a total of 4,600 different titles, as well as 2500 film strips and
394 tape and disc recordings. Every state in the union books films
fram the Library and many foreign countries have purchased films pro-
duced by the Center, In October of 1953, over 14,000 reels were
shipped - - 1,909 reels in one single day of that month!

The circulation library features many films with outstanding musicel
scores, including BOUNDARY LINES, PACIFIC 231, RAGAMUFFIN, PICTURE IN
YOUR MIND TIME FOR BACH, THE GUITAR AND EYE SERIES, THE NORMAN MCLAREN
films and many others.

A television program, FILM FORUM WEEKLY, presents a different film each
week followed by a discussion., The production of these programa is
supervised by members of the audio=-visuel staff and are produced by
graduate students,

Over 660 students were enrolled in audio-visual classes last year and
there were 89 doctorel candidetes majoring or minoring in audio-visual
education,

By developing the special interests of their staff, the Center provides
an opportunity for individuals with varied intereste and competencies
to pursue them. Some are recipients of assistantships whioh help "pay
their way" while studying special aspects of the film, Persons with
speciel interests in film wishing to further their education are en-
couraged to do so by epplying for assistantships in the Center.

Film-mekers and producers present-lectures to audio-visuel members on
how their films are made and distributed. They also attend weekly film
preview sessions to find out the ‘group reaction to their films. They )
further often send shooting scripts for proposed films and "work prints
for group reaction end criticism,

The Center is. directed by Professor L. C. Larson, who coordinates the
various audio-visuel activities.Five classes are given in film production
techniques, four classes in the survey, utilizations, selection and admin-
istration of audio-visual materials, and various seminars are held in mass
communications, radio, television and the film,



