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SUMMER SEQUENCE

Tom Scott

SUMMER SEQUENCE provided unique opportunities for a film score. Since it
employed no dialogue and virtually no sound effects, the music was unimpeded
and the unrealistic story allowed still more flexibility. The essential
problem was to make the music truly relevant to the film.

Joe Slevin, the writer and producer, based his film script on the old Scottish
ballad "Binorie", which tells of two sisters in love with the same man. The
older girl, realizing that the man prefers the younger, drowns her rival in
the waters of Binorie. A wandering harper pulls the lifeless sister out of
the water and makes a harp of her breast bone, stringing it with her golden
hair. He takes the harp to the court of her father, the king, where it dev-
elops a magical voice and sings the story of the older sister's cruelty.

In developing his film, Slevin has evoked but not translated the original
ballad. He has greatly enlarged its implications by transposing the two
sisters into one girl and her alter ego. The result is richly poetic and
leaves each viewer to abstract his own pattern of significance. As composer,
I too had to discover its meaning for me and then to create a musically in-
tegrated score which would intensify the film's emotional quality and clar-
ify its dramatic outlines.

I saw the story not as an outward drama but as an inner conflict - a sequence
_of events within the soul of a girl. The two girls, two conflicting aspects
of one psyche, were actually one girl. The old man at the turning wheel

who opens and closes the film was to me: a:symbdl of time and of the deep
wellspring of energies which underlies the menifestations of life in all its
formse The youth is a personification of the masculine fate which the fem-
inine must meet and deal with - either by acceptance, which leads possibly
to tragic effects, or by withdrawal, which leads to death. When the story
opens, the girl's spirit is protected from inner division by her innocence.
A little boy has drawn a circle with his hobby horse in the sand around the
girl. A youth erases the circle, awakens the girl and arouses her love.
Her protection gone, there follows the fight to the death within her spirit.



SUMMER SEQUENCE is scored for harp, violin and cello. It was recorded by
Lou and Bebe Barron in their studio, Sound Portraits. The success of the
score wae immeasurably aided by their sensitive reproduction, and many mus-
ical effects were enhanced by their skill with electronic tape techniques.

The entire score is derived from the melody of the Binorie ballad.
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From this melody I derived a motif for each of the characters. For the
old man and the turning wheel it is four notes of the ballad. In orchest-
rating this, I attempted to

capture something of the dream-

like, sur-real atmosphere which

I feel is the essential quality

of the film. It was my wish P =
that the music should immediate-
ly orient the mind to a world

of fantasy where communication
is achieved through archetypal
symbols.
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The child's motif is based on two of the notes from the old man's theme,
lightly scored in a playful, scherzando manner. Later, as the child draws
the magic circle and runs away on his hobby horse to awaken the sleeping
youth, his motif is stated by the violin over the Binorie theme in the
cello, with a galloping horse rhythm in the harp.
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As the youth awakens, a variation of the fate(old man) motif is heard.
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In creating the motif for the youth, I wished to express his quality as per-

sonification of masculine potential.
and cello as he walks down to the sleeping girl.
is derived from an inversion or "mirroring"of the ballad melody.

His motif is first stated by the violin
It is strong but lyrical and
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The motif for the positive or "good" side

of the girl is tender, lyrical and femin-
“)_pl ine, and is based principally on two notes
VA"”'O of the ballad with extensions. It is first
S0 T i T i heard as the youth bends over the sleeping
—— girl, and the ensuing music for this scene
3 = = is a dialogue between violin and cello,
""" with the violin tenderly carrying the girl's

theme and the cello the boy's.
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Recording session for SUMMER SEQUENCE at Sound Portraits Studios:

Tom Scott, conductor, Janet Putnam, harp, Isadore Gusikoff, cello,
Harold Kohon, violin.



The instruments come together in a unison as the lovers' hands touch and
intensify to a rhapsodic statement of the ballad theme in the cello with

the girl's motif in counterpoint above, as the lovers walk through the

forest. The climax of this scene is a kiss which is held for eight seconds.
As the lovers' lips meet, violin and cello again come into a unison which

is sustained crescendo throughout the kiss and intensified by harp arpeggios,
the music breaking off sharply as the little boy interrupts the kiss. 4
fragment of the little boy's theme covers his exit and is followed by a dreeamy
dialogue between violin and cello with atmospheric harp effects, as the girl
wanders about the forest seeking her lover.

The motif of the dark or "bad" side of the girl is a twelve-tone row which
follows the melodic contour and rhythm of the ballad melody. The ensuing scenes

in which the dark girl stalks and4deetroys her other self and drags the body
to the beach is written in twelve-tone technique.
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Although my purpose was to create mueic to fit the picture and to supply
ite missing dimension, I discovered after recording the score that it was
actually a free use of the theme and variations form. Therefore I adapted
the score for solo violin, cello and harp with string orchestre, and it
has had several successful concert performances under the title "Binorie
Variations". These are variations, not only in terme of the usual tonal
manipulations, but also in the use of musical idioms. There are four
distinct styles employed in the score - modal, atonal, diatonig, and
duo-decimal.

— SUMMER SEQUENCE .. Written, produced and
directed by Joe Slevin. 16 mm, b and w;
rental and purchase. -Joe Slevin Product-
ione, 330 West 101 St., New York City.

Binorie Variations .. Tom Scott. Score
and parts available at E.H. Morris Pub-

lishing Co., New York City.
s - % * * *

Tom Scott, born in Kentucky in 1912, now
lives in New York City. He is well known
for his research in American folk music
and has sung ballads internationally. He
has written for the symphonic repertoire,
stage, films and ballet.



OF THE FILM AND MUSIC
Jack Shaindlin

Exemining in retrospect my 28 years of making music for motion pictures,
starting at 16 with a piano solo job at a 300 seater, makes me wonder

whether any progress hae been achieved in motion picture music. Certainly
the writing techniques, photography, scenic designs and even the art of

film make-up have matured and prospered within the very medium that created
them. However I cannot help but feel that progress made in film music has
been quantitative rather than qualitative. Today, orchestras of large pro-
portions are utilized for the creation of sound tracks; composers well known
in the concert field are employed at a healthy stipend per film, and the very
best recording equipment to reproduce the music is a prime requisite in every
ma jor studio. Unfortunately, for the most part, the result'.is still "concert®
music, adapted in synchronization to screen action.

Birds in flight are still accompanied by a flute, or flutes (depending on the
budget); pastoral scenes are welcomed with open lips by the oboists; trombone
players await eagerly the appearance of crocodiles and rhinoceros on the screen.
Back in 1925 as I eat at the piano in a damp pit improvising to a point of ex-
haustion, the films were accorded just about the same treatment. Perhaps the
women do not nurse their babies in the front row today, as they did in those
days, and popcorn, which later went on to make the movies so famous, was not
consumed at such a tremendous rate. In those days my attempts to add another
dimension to the screen action by playing "egainst" the picture (e.g., play-
ing a dramatic motif as the hero marches off to war, instead of banging out

a snappy march) were met with great hostility by the manager, who insisted
that I wilfully ignored the film and was paying more attention to the young
ladies seated in close proximity to the piano.

Today, even in its present relatively advanced stage, the art of film music
cannot stand on its own two feet. The average motion picture producer will
contact his favorite composer as his film npars completion and order a

"Mueic score". Several weeks later a recital is held, very often in the -
living room of the producer's home. The composer at the piano -~ producer
and his family - sometimes the picture's director - and a few favorite assis-
tants comprise the listening audience. The producer is apprehensive at the
composer's statement that a prolonged tympani roll is the first sound heard.
Hie tension grows as the composer's left hand starts a rumble on the port
slde of the Steinway, imitating the kettle drum.

"I don't know about that", he ventures, half turning to the director. "People
like melody." "I like it", says the director. However, the tension eases as

a series of "brass" swells culminate in a crashing chord, which just happens

to hit as the producer's name zoome into view. As the concert progresses,

usual comments are - "I like the first part, it's sweet." "The montage music
mekes me nervous." This needs a strong lyric and it'll land on the hit parades
The film is almost forgotten and the score is judged solely as music.

Often this is a/fault of the composer, who is reluctant in giving up musical
concepts of the concert form, and will not try to develop a composing technique
growing out of the medium itself. The accepted practise is to "follow the action."
That is, play sad music for sad scenes, happy music for happy scenes, etc.This is
merely repeating the action or the dialogue on the screen and certainly not doing



anything for the film. Surely a string note held for 10 seconds while the hero
writhes in agony on the screen is more effective than the usual 4 cellos moaning
a mournful tune? One cannot call the sustained 10 second note "music", and it
would be of no value in concert, but it is merely sound - which in this case fills
the bill admirably.

The practise of engaging an orchestra that invariably consists of strings, wood
winds, brasses, percussion, etc., is also a habit of stubbornly maintaining the
traditions and concepts of concert music, or music designed for listening only.
Bearing out my statement is the fact that top composers, such as Aaron Copland,
Miklos Rosza, Shostakovitch and others, often adapt their film compositions for
concert performances. How music created to complement dramatic action on the
screen can be wholly satisfying when performed in concert is a mystery to me.
Surely even a well written commentary for a sports film would make dull listen-
ing if recited without the help of the visual.

There are, however, film composers today who realize that the picture musician's
work begins, not ends, with the sound track. Even a cursory study of sound on
film reveals how much new sound material, and sounde otherwise not obtainable

by ordinary orchestration, can be made. The following indicates just a few of
the possibilities: A. Sound track played at a speed different from that at which
originally recorded. B. Playing the sound track backwards. When this is done,
sounds that #ermally rise in pitch now fall in pitch, creating an entirely diff-
erent effect. C. Creation of sounds and music without the aid of performers or
instruments. This is done by drawing patterne on the sound track by hand, open-
ing a completely new field of synthetic sound. Thus, rhythmic patterns of great
complexity are made possible, that otherwise could not be recorded by "live"*
musicians. Normen McLaren of Canada pioneered in this work, producing startling
results. These few examples indicate almost endless possibilities.

There are composers working in the film today such as Bernard Herrmann, Louis
Applebaum and others, who are teking advantage of the technical growth of sound
and are trying to enlarge the scope of their thinking, seeking new tools with
which to work.

* % x & & = aEEE s o« Sg
Mr Shaindlin is musical director for the second Cinerama feature -~ CINERAMA
HOLIDAY - being produced here and abroad by Louis de Rochemont. It will be review-
ed in our September issue. Morton Gould is writing the score, from which the
theme below is taken.
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THE BRITISH FILM INSTITUTE
John Huntley

The British Film Iastitute was founded in 1933, as the result of a report
of a Cormission set to study "The Film in National Life" in Great Britain.
It is an independent body, partly financed by a scheme of individual mem-
bership and partly by an annual grant from the British Govermment Treasury.

At the present time, it offers the following services to its members:
(1) One of the largest libraries of film books in-the world;
(2) ‘A Stills Library of about 70,000 stills;

(3) A series of regular gublic'utions , imeluding & well-knowa quarterly
"Sight and Sound", "Critic’s Cholee", a collated assessment of
current films by a panel of newspaper critios, and a Nonthly Film
Bulletin", which reviews all the feature:entertaimment films re-
leased in Britain every month, as well as a selection of shorts;

(4) A large central Information Centre, where all kinds of film queries
are answered by letter or telephone;

(5) A Film Hire Library(35mm. and 16mm,) of about 460 films including
260 films on the Art and History of the Cinema, 50 films on the
Arts(including Music), 125 speoialised Scientifio films, as well
as a small collection of films made by Amateurs;

$inoe 1952, the Natiomal Film Theatre, opemed on the South Bank Site,
where the Festival of Britain, 1951 took place. This is a 400-seater
modera theatre, with 35 mm and 16 mm projection, 3-D and projection
television equipment,

Musie forms an important part of the work of the Institute, The library
includes a large oollectien of practieally every book published on musie
and film, including rare, early pamphlets and manuscripts on the use of
music in the silent days. A collection of rare sound-on-diso musieal
films are also stored, for one of the mest important sectioms of the Im-
stitute's work is the National Film Library, a massive arohive of impor-
tant works in the history of the cinema which are in permanent preserv-
ation in.special vaults out in the country at Aston Clinton, Bucking-
hamshire,

Publications contaim regular references to film musio, with a column on
"*he Sound Track” in each issue, The latest edition of "Sight and Sound”
carried a Quiz, and readers of "Film Musie" might like to cheek their
own memories ageinst the Film Institute's readers:-

Question No, 6, Musie Department

Do you know (a) What was the origin of the main theme used as incidental
musie for "Frenchman's Creek"? (b) What was the title and who was the
composer of the main theme im "City Lights"? (o) What was the well-
known tune used in "Pandora and the Flying Dutchman"? (4) What was the
vork played by Myra Hess in Humphrey Jenning's film, "Listen to Britein"?
(e) What was the overture conducted by Cary Grant in "People will Talk"?
(£) Which opera provided scme of the background music for "L*Age D'Or"
by Sslvador Dali? (g) Neme three films which have featured the
Tchaikowsky Piano Concerto No, 1 ?



The National Film Theatre has presemted a large number of silent films
since it opened in 1962 and this has meant that the old technique of
piane accampeniments has had to be revived. The men responsible in
London is Arthur Dulay, himself an o0ld silent film accempanist, who now
has his own orchestra, broadecasting regularly on the B.B.C. services,

His first major work was to provide piano musie for twe of Buster Keaton's
best silent comedies - "The Navigator” and "The General"”, Both involved

a high degree of symchronisation, espescially the elaborate train effects
of "The General , a story about an old loecomotive im the Civil War, For

a programme on "0ld-Time Cinema",Arthur Duley had en unusual problem. The
feature film, an old 1916-melodrama entitled "The Road to Ruin", showed on
the screen a blurred manuscript of ‘a somg that was sugzgested regularly in
the course of this silent picture. By getting a "still"” freame enlarged
Arthur was able to get the exact scoring of the song, which he played most
effectively whemever the action on the screen called for it; the song,

the way, was entitled "Don't Forget Your Mother", a very sentimental ballad

The programmes at the theatre include various seasons on special topies, in
addition te a ceverage of the History of the Cinema. For example, there is
shortly to be a group of programmes on Ballet and the Cinema ; films to be
shown include the famous shots of Amna Pavlova, filmed in 1924, Two of her
old musie directors have recemtly beenm resolving the problem of fitting
musie to a silent dance film; much research had to be done, in order te dis
ecover the exact scoring of the dances she appears in and some members of he
original compeany have been helping with this work.

Another projected series deals with the Ameriean Musical tradition, Alreed
sequences from "On the Town", "S8ingin'in the Rain" and "An Amerieam in Parii
have been shown; plans are afoot teo cover some of the famous musicals of th
past, including "Top Hat", "Broadway Melody" and "Congress Dances",

The British Film Institute has, in recent years, beem responsible for varie
types of speeialised film production., Recently, Alan Rawsthorne has comple
his score for a film on the drawings of Leomardo Da Vinmei; a group of stud
from Cambridge University have been preparing a "musical with a difference!
to be filmed in and around the campus; yet another team have been working a'
folk music material with Alan Lomax,

Although devoted to the gemeral principles of good cinema, the British Film
Institute has been especially interested in experiment amd the cultural pes
bilities of specialised productions; musie has maturally played its full pa
in these plans and the Institute extends' a hearty welcame to all interested
in film musiec who may be visiting Lonmdon., The address is: 164,Shaftesbury
Avenue, London, W.C.2,

Answers to Quiz:

(a) Clair de Lune, by Debussy. (b)La Violetera, by Padilla,
(¢) Espani Cani, by Marquina. (d) Mozart Concerto (K 453)
in @ Major. (e) Brahm!s Academic Overture. (f) Tristan and
Isolde, (g) seven films

The Common Touch, Song of Russia, The Great Lie, Anchors
Awelgh, C.E.M.A, and at least two bilographies, one American
and one Russian,



CREDIT OVERDUE
Howard Taubman

The complaint of the performing musician that the recordings he makes are
used to deprive him of employment in radio and television is both familiar
and justified. There is another victim scarcely ever mentioned - the com-
poser. Whether he gets paid or not depends presumably on his ASCAP affil-
iation and rating, but one thing is certain - he gets no credit and ies per-
formed piecemeal.

It is remarkable how much contemporary music is used as background material
on the air-waves. A spot check of some representative programs produced
some startling resulte. Let us take some examples.

On "The Big Show", broadcast over N.B.C., there were bits and pieces from
the following compositions in the course of one month: Strauss' "Heldenleben",
Prokofieff's Fifth Symphony, Honegger's Fifth Symphony, Vaughan Williems'
"London" Symphony, D'Indy's Second Symphony, Rubbra's Fifth Symphony, Schoen-
berg's "Verklaerte Nacht", MacDowell's "Indian Suite", Debussy's "Nuages",
Stravinsky's "Le Sacre du Printemps", Shostakovich's Sixth Symphony, Ravel's
"Rapsodie Espagnole®, Holst's "Planeta", Bernstein's"Jeremiah® Symphony,
Hindemith's "Mathie der Maler", Prokofieff's"Scythian " Suite, Stravinsky'e
"Orpheus®, Mahler's Ninth Symphony, Walton's 1934 Symphony, Chavez'"Sinfonia
di Antigona" and Revueltas" "Sensemaya®.

On "Studio One", broadcast over C.B.S., there were excerpts from the follow-
ing scores during the same month: Prokofieff's "Cinderella" and "Romeo and
Juliet", Coleridge-Taylor's Petite Suite de Concert, Kabaleveky's "The Comed-
ians®, Thomson's "The Plow That Broke the Plains", Charpentier's "Impressions
d'Italie", Sinigaglia's "Danza Piemontese", Respighi's "Pines of Rome" end
"Feste Romane", Saint-Saens' "Carnival of Animals®, Berlioz' "Romen Carnival
Overture®, Bartok's Concerto for Orchestra and Poulanc's "Les Biches".

On the Philco Television Playhouse, broadcast over N.B.C., background music

was drawn from the following pieces: Vaughan Williems' "Scott of the Antarctic”,
Goeb's Third Symphony, Bartok's Divertimento for Strings, Hanson's Third
Symphony, Franck's "Chasseur Maudit", Prokofieff's Fifth Symphony, Strauss'
“Zarathustra", Britten's Four Sea Interludes, Barber's First Symphony, Chauson's
Symphony and Schumann's Third Symphony.

On the Medallion Theatre, broadcast over C.B.S., background music was drawn
from these pieces: Hindemith's Concert Music for Strings and Brass, Gould's
"Fall River Legend", Krenek's Symphonic Elegy, Villa-Lobos' "Erosion", Dello
Jolo's Serenade, Turina's "Danzas Fantasticas", Hindemith'se "Philharmonic
Concerto®, Franck's Symphony, Hartmann's Fourth Symphony, Barber's First and
Second Symphonies, Bartok's Divertimento and "Miraculous Mandarin® and Pro-
kofieff's Sixth Symphony.

Had enough? These, of course, are not the only programe that employ back-
ground music. Quite a few have taken a fragment from some well-established
and use it as a regular theme. Perhaps the test-known example is Rossini'e

"Williem Tell" Overture on' "The Lone Ranger".
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Needless to say, the music functions as a useful, often powerful, aid, par-
ticularly on the dramatic programs. Perhaps it is comforting to the compos~
ers, many of whom cited above are very much alive, to know that their works
have such value. The chances are, however, that if they were consulted most
of them would not be too happy to sanction performance of shreds and patches
of their scores. Perhaps they would resist even if they received credit
with all the other contributors to a show.

There is no intention to censure the programs mentioned in this spot check.
Obviously they are within their legal rights to make such use of recordings
as they choose. But the practice as a whole involves issues worth reflection.

Many of the big shows that employ recordings on the air are put together at
great expense. A few hire live musicians, and some even commission composers
to write fresh scores. But those which take the easy and cheap way out with
recordings might well re-examine their procedures. Why should the performer
and composer be made to contribute because they happen to have had their

work recorded principally for private use?

The problem as far as the performer is concerned has troubled the musicians'
union, and recently there was a sharp difference of opinion on this question
between the international leadership and Local 802 of New York. For the
time being the broadcasters can use records, but it is hard to believe that
this custom will remain tolerable if employment opportunities for musicians
keep on declining.

Courtesy of The New York Times.

CONCERTS ON FILM
G. R. Haney and George Vedegis

Today's outstanding concert artists
are being presented on the screen

by Rudolph Polk in his World Artists'
Production, CONCERTS ON FILM.

Jascha Heifetz, Artur Rubenstein,
Marion Anderson, Andres Segovia,
Gregor Piatigorsky are among the
musicians heard in the eleven filme
that make up the series.

Jascha Heifetz and Artur Rubénstein,
featured in an assemblage of four of
these films released as "OF MEN AND
MUSIC (reviewed in FILM MUSIC, Jan.
1951) have each made a second film
for the series. The new Heifetz
picture differs considerably from
the first, which showed the music-
jan's practise habits, his prepar-
ation for a concert and a part of
the program. The distinguished

Artur Rubinstein



Amdres Segovia

violinist now plays informally for a scattered group of young studente at
Pomona College. Hie impromptu program includes "Sonateneatz" and "Hungarian
Dance #7" by Brahme, "Melodie" by Gluck, and a Wieniawsky polonaise. Close-
ups furnish excellent lessons in the dazzling Heifetz bowing and fingering
techniques. The artist's presence is admirable,with a poise worthy of his
musicianship.

Mr Rubinstein choses hie own drawing-room for a setting, as he did in his
earlier film. Here the recital is all Chopin. The pianist comments between
numberes to a group of guests, whose automaton-like poses and responses

show up in high contrast to the animation of their dynamic host. The

Chopin Prelude F# Minor, Mazurka C# Minor, Scherzo C# Minor, Nocturne

F# Minor and Polonaise in A flat are played superbly. More close-ups of

Mr Rubinstein's hands would have been welcome. The recording of the piano
comes through unparalleled in beauty and tone.

Rudolph Polk exhibites the virtuosity and musicianship of great artists
through a medium that permits a detailed examination of their art, and
brings it to thousands who would otherwise be denied this cultural
privilege. Mr Polk is indeed to be commended for this exceptional
seriess The filme should be included in the fine arts presentations of
colleges and universities everywhere. G.R.H.

As his part in the World Artists series, Andres Segovia, at home in his

Paris studio, talks about the guitar and plays several numbers that show

its poesibilities. Segovia spent his childhood in Granada, where the guitar

is an element in the daily life of the people. His mastery of the instrument
has brought about new attitudes towards ite performance. Cyril Scott, Manuel

de Falla, Villa-Lobos, and Castelnuovo-Tedesco are among the composers who

have dedicated works to Segovia in the creation of a modern repertoire for

the guitar. In his film appearance here the artiet plays a Bach Prelude;

"fheme and Variations" by Fernando Sor; "Sonatina® by Torroba, and a traditional
Spanish song. The film is a rare treat. The excellent close-upe give a chance
to see the left hand technique on the fingerboard and the use of the right

hand. The microphone placement ie exceptionally good. Recording is of unusual-
ly high quality, producing a sound of the guitar that no concert hall can give.

Concerte on Film .. World Artiets, Inc. 16 pm, b and w. Margaret #illiams,
Hurok Attractions, Ine. 711 Fifth Ave., New York, N.Y.
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MUSIC EDUCATORS’ NATIONAL CONFERENCE
D. Sterling Wheelwright

Three types of musical 16mm films appear to win acceptance these
days in public schools and colleges; <they seek to interpret musie
to the general student through (1) concert-on-film, performers in
action, etc., (2) historical settings, or composers' lives,(3)ana-
lyses of structure and musical form,

Two of these classifications were well illustrated at the Music Edu-
cators National Conference, which attracted over 5,000 teachers and
supervisors, and possibly 8,000 participating students , to the
Conrad Hilton Hotel in Chicago, the last week in March, The usual
three-ring circus of performances, forums, and talks was augmented
by & superior commercial exhibit., "Music Fair" of the entire music
industry, and to our satiefaction, by a consistently operated "audie-
visual education workshop center," A comfortable large room, with
exhibits of special materials, and adjacent sound and secreening
rooms, was the scene of several panel discussions, employing both
educators and producers. Music Educators National Conference chair-
man of audio-visual aids was Rose Marie Grentzer, Professor of Music
Education, Oberlin (Ohio) Conservatory, aided by resional leaders,
jncluding Dorothy Jean Short and Williem Hartshora of Los Angeles
Californie.

Class 1 films was illustrated by a screening of "THE VIOLIN ~-JASCHA
HEIFETZ", one of a series of superbly recorded 30 minute presenta-
tions of a major artist, his personality and background, These are
produced by World Artists, under the direction of Rudolph Polk, whose
interest in music education films merits listing of his address here:
9608 Heather Road, Beverly Hills,Californisa,

Our second clessification, historieal films, brought preview showings
of three new Coromet classroom films of about 16 minute length, pro-
duced here and abroad, on the men and music associated with Beethoven,
Schubert, Mozart.

While films of class 3(analyticel) were not in evidence, Werner Jenssen
and his symphony orchestra of Beverly Hills, have experimented with
notable results, MAGIC FIRE MUSIC is a visualization by means of the
Kerr Musigraph of the motifs in the finale to Wagner's WALKURE, Aided
by an intelligent commentary fram Alfred Frankinstein, music eritic of
the San Francisco Chronicle, the viewer can identify the principle
themes by their color, and then by means of a "profile"melody score,
which involves no music-reading, he can follow the progress of the 10
minute movement from begimning to end as the orchestra plays it. This
film is on the market, and has been used repeatedly in same musiec
appreciation classes. The experiment is so successful that the produc
ers should be encouraged by more purchases from audio-visual aids de-
partments, One group of music educators offered the suggestion that
a teacher's manual would expedite its use,



FILM MUSIC IN A PUBLIC LIBRARY
James P. Dickson

The mueic department of an institution like the Enoch Pratt Free Library
in Baltimore seldom serves professional composers of film music and only
infrequently assiste conservatory students, investigating a possible
career, or amateur film producers seeking background music ready-made
for one-reelers.

Its principal concern relates to the arts as laymen see or hear them.
In the film music field the problem day in and day out is that of ident-
ification, which seems constantly to disturb the memory of the average
movie-goer. On the telephone or across the desk librarians are asked to
resolve dinner table disagreements, strengthen vague recollections of the
distent past, and abet the uncertain pursuit of aesthetic pleasure, dis-
tinguished for the first time before the neighborhood's new wide vision
screen.

What was sung or played in a certain film?

In what film was a particular composition performed?
Who played or sang in either of these cases?
Are scores or records of these works available?

These are a few of the many queries continuousely received. Jack Burton's
Blue Book of Hollywood Musicals" has recently appeared to assist with the
answers. Also helpful are "The Variety Music Cavalcade" and Sigmund Spaeth's
"History of Popular Music'.

But for years the catalogue of the Pratt'e collection of popular sheet music,
dating back to the mid-nineteenth century, has included entries for musical
films and theatrical productions. In addition, staff members expand the file
of "Tune-dex", those useful three-by-five cards giving the essential facte
about popular songs with their chorusee by typing up on colored stock entries
for the sources whenever they are knowne.

Contemporary reviews of motion pictures, indexed in "Readers' Guide" since 1929,
sometimes mention outstanding musical works and always the performers in a
film. If we know the performer and the song but not the film, we consult the
"International Motion Picture Almanac" which lists each star's appearance and
gives ue opportunity for making a shrewd guess at the most likely combination
of song title and film title.

The Library has three subscriptions to FILM MUSIC. One is bound, while the
other two are clipped for the music section's vertical file, where even the
srallest sliver of information is often invaluable.

As for the availability of scores and records - if the library does not have
them in its catalogue - that can only be determined by searching publishers'
and menufacturers'-liste. The monotony and slowness of this work is implied
by the frequency with which mueic shops turn cver to the Pratt their prospect-
ive customers who lack the information necessary for placing an order. "Long
Player", a monthly record list, does note disce made from sound tracks which
are currently available.
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WHAT FILM MUSIC MEANS TO ME
James Limbacher

People are always asking me, "How can you truthfully say you enjoy
motion pictures when you're always breaking them down into their
emallest parts?” My answer is always the same, I liked movies very
much before I knew what made them "tick", but I enjoy them twice as
much now that I can share the triumphs of a group of creative film
artists, The composer of a film score i{s one of the artistie "team"
which can meke or break a film, As I loek back, I have always shared
the joys of the film musie camposer, even the anomymous fellew who
composed the "bloop-de-bloop"” which made me laugh in anticipation of
Laurel and Hardy's eppearance on the screen,

But it was when I first saw FILM MUSIC magazine that I realized that
others also were interested in the film score as a medium of artistie
expression, I was bound and determined to help others get the same
Joy fram this integral part of almost every film. My reward has been
the ocomments of the people who have sat through my film lectures,
attended my Cinema Club series at Bowling Green State University in
Ohie and heard my film music radio programs. Now they share my enjoy-
ment and take great pride in letting me kmow it by making intelligent
camments on the score of a film they have just seen,

When I went to Indiana University, I was surprised that soc many stud-
ents and faculty attending the previews of new educational motion
piotures made carments on the musical scores, They recognized a goed
score and were not afraid to protest about a bad one, When a film
on schools featured "Nuteracker Suite"” and "Eine Kleine Nachtmusik"
for its score, the comments flew thick and fast, Film audiences do
not want "cenned? music anymore for background music, They want a
soore which is created expressly for the film, A creative film score
played on a harmoniea is now preferred to the unsychronized musie of
the masters played by a 100-piece symphony orchestra,

I like film music because it is a oreative art., But like all creative
arts, it takes time for the public to accept it. Acceptance comes
with awareness and through FILM MUSIC, alert music teachers im schools,
film societies, music study groups and intelligent and discriminating
moviegoers, we are slowly becoming aware of the value of good film

music,
* * * * * * * * *

Marilla Waite Freeman of the American Library Association writes us :

In this hospitel for chest diseases, to Wwhich I come twice a week as
librarian, there are always at least two or three young musiciane intent
upon using their time of enforced rest for composing musical scores.

For the, as for many music and film lovers among the patients, the pages
of FILM MUSIC are an inspiration end a delight. The use of the woodwinds,
the celli and the violins, and of the bugle in "From Here to Eternity"
have been of special interest to some of them, and your March-April issue
has been keenly enjoyed. The patients see one motion picture here at

the hospital each week, and FILM MUSIC helps them to appreciate the music
they are hearing. We are indeed grateful for this uniquely valuable
magazine.



