A Field Guide to the Musical Leitmotifs of Star Wars /

Hearing the Movies, Film Style and the Sound Track
Be able to:
explain the difference between motives leitmotifs and style topics.
give an example of the use of a style topic in a film you know.

— can you think of any examples that are used ironically / play
against the film?

give an example of a leitmotif in a film you know.
Theodor W. Adorno and Hanns Eisler, Composing for the films
read: The Leitmotif, lllustration, Geography and History, and Clichés

What criticisms do the authors bring toward the use of Leitmotifs and musical

topics in Hollywood film music?

(Note: the authors don’t use the term topic, but they describe music that functions in

this way)

In which ways are they in agreement with Eisenstein toward the use of music in
films?

Eisenstein, et al., Statement on Sound (read for 6/22)

Why does Eisenstein stress the importance of non-synchronization of sound

and images?

Does this aesthetic position influence the use of sound/music in Alexander
Nevsky? Does Eisenstein abandon this aesthetic for another more “realist”

aesthetic?
Alexander Nevsky

Sound and music. How does the music complement and enhance the images

(rhythm, structure, meaning, etc.)



What information about the characters does Prokofiev’s music provide? Are certain
melodies or types of music linked to specific characers?

Cinematography and formal issues: be aware of camera placement, composition,
and framing. Does the camera ever move? How long do shots last

generally? Compare this to scenes from other films of his (such as the machine gun
scene from Oktober 1917)

The "Battle on the Ice" is a classic battle sequence in film.
Can you recognize elements that later directors/composers copied?

Historical issues: How does the film work as propaganda? How does it represent

good and evil? Is there anything about the music that gives you this information?
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John Williamss score for “The Last Jedi” is one of the most compelling of his “Star Wars” career, with

intricate variations on his canon of melodies. Photograph by Walt Disney Studios Motion Pictures / Lucasfilm /
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he film-music scholar Frank Lehman, an assistant professor at Tufts University, works fast:
T within a day of the opening of “Star Wars: The Last Jedi,” he had updated his “Complete
Catalogue of the Motivic Material in ‘Star Wars,” Episodes I-VIII,” which can be found online. The
catalogue now includes fifty-five distinct leitmotifs—thematic ideas that point toward characters,
objects, ideas, and relationships—and forty-three so-called incidental motifs, which, Lehman says,

“do not meet criteria for proper leitmotifs” but nonetheless possess dramatic significance. Such
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beloved tunes as “The Force,” “Han and Leia,” and the dastardly “Imperial March” are here, along
with more esoteric items like “Planetary Descent Figure,” “Ominous Neighbor Figure,” and

“Apocalyptic Repeated Minor Triads.”

All this refers, of course, to the eight scores that John Williams has composed for the “Star Wars”
cycle, with a ninth in the works. In decades past, it was fashionable for self-styled serious music types
to look down on Williams, but the “Star Wars” corpus has increasingly attracted scholarly scrutiny:
Lehman’s catalogue will be published in “John Williams: Music for Films, Television, and the
Concert Stage,” a volume forthcoming from the Centro Studi Opera Omnia Luigi Boccherini. This
attention has come about not only because of the mythic weight that George Lucas’s space operas
have acquired in the contemporary imagination; the music is also superbly crafted and rewards close
analysis. Williams’s latest score is one the most compelling in his forty-year “Star Wars” career: Rian
Johnson’s film complicates and enriches the familiar template, and Williams responds with intricate,

ambiguous variations on his canon of themes.

The word “leitmotif,” like much else emanating from the gaseous Planet Wagner, has caused
considerable confusion over the years. The term was coined by Hans von Wolzogen, one of a coterie
of intellectual sycophants who surrounded the composer in the years before his death, in 1883.
Wagner had spoken of “melodic moments” and “ground-motifs” in his work, but he criticized his
acolyte for treating such motifs purely as dramatic devices, neglecting their internal musical logic. As
happened so often, Wagner’s idea took on a life of its own. Wolzogen lived long enough to hail Hitler

in the pages of the Bayreuther Blitter, the dismal Wagner fanzine that he edited for decades.

In the basic definition, leitmotifs are identifying musical tags: when someone talks about the sword,
you hear the sword’s melody. In the “Ring” cycle, there are motifs for the spear, Valhalla, Fate, the
giants, the dragon, and dozens of others. But they are less finished themes than suggestive fragments,
which transcend their immediate context and point forward or backward in time—signals of

foreboding and remembrance, in Wagner’s words. As the cycle proceeds, Wagner treats the leitmotifs

in oblique, even subversive ways. The theme known as Renunciation of Love first sounds in “Das
Rheingold,” when Alberich forswears love and thereby gains access to the magic gold. It is heard again

in “Die Walkire,” as Siegmund prepares to pull the sword from the tree. Why should a lusty hero be

linked to a loveless dwarf? Much ink has been spilled trying to resolve that contradiction, but

contradiction may be the point. Likewise, the descending scalar motif of Wotan’s spear progressively
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deteriorates in the course of the cycle. When Siegfried defeats the Wanderer, it shatters into whole-

tone fragments; when Hagen, Alberich’s son, dreams of world domination by the Rhine, it turns

demonically black.

Leitmotifs surfaced early in film-music history. In 1911, Clarence Sinn, the musical director at the
Orpheum Theatre, in Chicago, proposed that Wagner’s alleged system was “ideally perfect” for the
accompaniment of motion pictures. Sinn summarized the system thus: “To each important character,
to each important action, motive or idea, and to each important object (Siegmund’s sword, for
example), was attached a suggestive musical theme. Whenever the action brought into prominence,
any of the characters, motives, or objects, its theme or motif was sung or played.” The conductor and
composer Erné Rapée followed the same line, writing that Wagner’s “method of investing each one of
his characters with a certain motive, called ‘Leit Motiv’ and applying this motive at every appearance
of the character, but in different shadings to suit the surrounding conditions, is the one which can best

be applied in scoring pictures.”

These definitions have only a tenuous relation to Wagner’s unsystematic method. In reality, silent-film
accompanists relied on a fixed library of stock themes, usually not of their invention. The scholar
James Buhler argues that such a system was an inevitable development, given the novelty of long-form
visual stories: “Musical accompaniment became an obvious red thread of orientation within the
confusing field of narrative integration.” Wagner was at the top of the stockpile. The “Ride of the
Valkyries” quickly became a favorite device, serving to illustrate scenes involving battles, chases, and
galloping horses. Most notoriously, it accompanied the ride of the Ku Klux Klan in D. W. Griffith’s
“The Birth of a Nation.”

When sound came in, leitmotifs proliferated, although their function was less clear than before. In
some cases, they become superfluous and overbearing: if we see British naval officers speaking in
British accents with a British flag waving in the background, we don'’t also need to hear “Rule,
Britannia!” Nonetheless, Golden Age Hollywood composers, such as Max Steiner and Erich
Wolfgang Korngold, made lavish and often creative use of musical tags in Wagnerian style. Steiner
said, “If Wagner had lived in this century, he would have been the No. 1 film composer.” In truth,
because Wagner would have wanted to write and direct films as well, Hollywood might have been a

less hospitable place than was King Ludwig’s Bavaria.
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Williams’s first “Star Wars” score was a deliberate throwback to the grand manner of Steiner and
Korngold. Lucas liked the idea of a sci-fi saga unfolding against a Romantic, swashbuckling musical
backdrop, and Williams responded artfully. The composer said in an interview, “It was not music that
might describe terra incognita but the opposite of that, music that would put us in touch with very
familiar and remembered emotions, which for me as a musician translated into the use of a
nineteenth-century operatic idiom, if you like, Wagner and this sort of thing.” Such a method
activated, Williams said, a “cross-cultural mythology.” The constant underlining of characters and
situations—robust, rag-tag heroic themes for the Rebels, or monumental, ominous music for Darth
Vader and the Empire—has a playful obviousness, a knowing air. In this sense, it conforms to the

grinning naiveté of Lucas’s film.

Something more substantial happens in the celebrated scene in which young Luke Skywalker looks
longingly toward a horizon lit by twin setting suns, dreaming of a life beyond the desert planet
Tatooine. Williams writes a melancholy, expansive G-minor theme for solo horn, which is soon taken
up by full strings. Akin to the noble C-minor melody that Wagner writes for Siegfried, this leitmotif
represents not only Luke but also the mystical medium known as the Force. Buhler points out that the
music is heard before the Force has been explained; thus, in classic Wagnerian fashion, it foreshadows
the not-yet-known. This may be the point at which “Star Wars” steps out of the adolescent-adventure

arena and into the realm of modern myth.

Scholars like Lehman are exulting in “The Last Jedi” because the score is full of such echt-leitmotivic

moments. Williams manipulates his library of themes with extreme dexterity, often touching on a
familiar motif for just a couple of bars. (Spoilers loom ahead.) In early scenes set at a remote, ruined
Jedi temple, we keep hearing an attenuated, beclouded version of the Force motto: this evokes Luke’s
embittered renunciation of the Jedi project. As the young heroine Rey begins to coax him out of his
funk, the Force stretches out and is unfurled at length. Sometimes, the music does all of the work of
explaining what is going on. In one scene, Leia, Luke’s Force-capable sister, communicates
telepathically with her son Kylo Ren, who has gone over to the dark side and is training his guns on
her vessel. Leia’s theme is briefly heard against a dissonant cluster chord. Earlier in the saga, we might
have been subjected to dialogue along the lines of “Don’t do this! I'm your mother!” Williams’s musical

paraphrase is more elegant.
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Sometimes, Williams trips us up with musical red herrings. When “The Force Awakens” came out,
two years ago, I noticed a vaguely menacing reference to the harmonies of Darth Vader’s march at the
end of the film. Had Luke, too, gone dark? The new film tells us otherwise, but shadowy chords
surround the exiled hero for much of the film, leaving us in suspense as to his intentions. Another
feint comes when we meet a rebel commander played by Laura Dern. She makes a frosty first
impression, and the music around her brushes against the flamboyantly sinister theme assigned to
Kylo Ren. Is she up to no good? In fact, the suspicion exists mainly in the imagination of the
hotheaded flyboy Poe Dameron, who will be forced to reconsider his macho bravado. Williams also

plays the straight man to Mark Hamill’s mischievous performance as Luke. When the latter makes his

entrance in “The Last Jedi,” the music builds portentously and then stops, at which point Luke

sardonically chucks away his long-lost lightsabre.

My favorite musical moment in “The Last Jedi,” though, involves new material. The climactic
sequence is a showdown between Kylo Ren and a hooded manifestation of Luke Skywalker. After
giving Leia a souvenir of Han Solo—another wordless exchange, conducted via leitmotif—the
ostensible Luke marches out onto the salt flats of the planet Crait, which, in one of the film’s many
inspired visual strokes, turn crimson red when stepped upon. Williams is no minimalist, favoring
quick harmonic motion in his music, but here he fixates on an F-minor chord, with a three-note

figure—F, C, A-flat—ricocheting around the orchestra. When Luke inexplicably survives an all-out

Imperial barrage, the motif returns, banged out on the timpani. The dramatic soprano Christine

Goerke was not the only person who thought here of the Agamemnon figure in Richard Strauss’s

“Elektra.” Agamemnon haunts that opera from beyond the grave; likewise, Luke is not actually
present on Crait, instead appearing by long-distance Force projection. All that darksome, epic music is

swirling in Kylo Ren’s conflicted mind.

The Wagnerian clifthanger in this installment involves a shot of Luke’s lightsabre, broken in two.
Siegfried’s task is to forge the shattered sword anew; someone in the far-away galaxy is likely to follow
suit. When I pointed this out on Twitter, Rian Johnson responded with a sword emoji, suggesting that

I might not be making much ado about Nothung.
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Hearing the Movies

Style Topics

Like love themes, most leitmotifs are also instances of style topics. This is
because style topics are an effective means of musical characterization. In
Figure 8.1, for instance, Peter Blood’s themes a and d both have a brash char-
acter consistent with the heroic side of his personality. Theme b, on the other
hand, is gentler, more flowing and lyrical, consistent with his personality as a
caring doctor. (It is also similar to a love theme, which is one reason it dovetails
so easily with Arabella’s theme.) Yet we should note that the musical meaning
seems much more specific in-the case of the heroic side than the caring side.
This is because calls and fanfares, especially those scored for trumpets, have a
long history of Vm_i:m military functions (signals, such as calling to arms) as
well as heraldic ones (marking the entrance of nobility). Horns have a similar
connection with hunting. These associations were easily imported into theater

music—especially opera, operetta, and melodrama—and from there spread to
instrumental genres such as program music. In Captain Blood, the trumpets give
the theme in Figure 8.1a a strong fanfare flavor, despite its somewhat unpre-
dictable thythmic structure. Played by the horns, Figure 8.1d, by contrast, bears
an affinity to hunting calls, perhaps fitting for Peter’s new occupation as pirate.
“We, the hunted, will now hunt,” he declares as he signs the compact with his
men (1:03:16). When the bugler plays the theme later in the film, it becomes
an explicit call to arms.

Fanfares, military calls, and hunting calls are specific musical topics. An-
other topic often times associated with these or used in conjunction with them
is the march. Being especially linked to the military, marches are ubiquitous
as title themes for war films. A good example is The Great Escape (1963). The
themes to Star Wars or Raiders of the Lost Ark (1981) are both also marches; as
leitmotifs, they serve much the same function of marking the character as he-
roic as was the case in Captain Blood.

The signifying properties of a musical style topic very often affirm our un-
derstanding of a scene. Most obviously, national anthems are used in this way.
In Casablanca, Rick’s flashback in the after-hours scene is inaugurated by the
opening phrase of the Marseillaise, situating it in Paris. The Germans are like-
wise characterized through “Deutschland iiber Alles” in distorted form, which
marks them as villains. Songs often work this way as well. “Dixie,” for instance,
is commonly employed as the musical sign of the Confederacy in Civil War
films. It is also used generally for the antebellum South, where it is often cou-
pled with minstrel songs and spirituals; here, music offers a romanticized pic-
ture of plantation life, making it seem pastoral and benign. Gone with the Wind
(1939) is one among many films that draws extensively on such associations.
By contrast, the Union in Civil War films is not represented so specifically.
Sometimes, “Yankee Doodle” is used or one of the most famous of Civil War
songs, “Battle Cry of Freedom,” but obviously it would be inappropriate to use
songs that represent the entire United States outside the historical period of the
Civil War, such as the national anthem or songs like “America” or “Columbia,
Gem of the Ocean.”

In these cases, the music comes culturally determined, through lyrics and
other uses, but signification is similar for other music, even if the meaning
will be more difficult to fix than with anthems and other national songs. We
have already noted how love and heroic themes have a style that allows us to
identify the sort of situations or characters they are associated with. In fact,
much film music works this way. For instance, music for battles, storms, deaths,
pastoral scenes, and the West—each of these has a relatively distinctive sound
that allows us to make a fairly good judgment of the sort of scene a certain
type of music will accompany without even seeing the images. The same holds
true for mood: mysterious, agitated, grotesque, action—each of these, too, has
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The Villain ordinarily
can easily be repre-
sented by any Agitato,
of which there are
thousands.

—Erno Rapee’

a characteristic sound. Of course, it is seldom the case that we can make an
exact determination—the same music may well be acceptable for both a battle
scene and a storm—but a certain type of music has a limited range of scenes for
which it will fit comfortably. It would be highly unlikely to hear soft pastoral
music accompanying the height of a battle, or battle music accompanying a
quiet pastoral scene. Such music would seem utterly inappropriate—unless it
seemed plausible that playing against the situation in this way had a narrative
purpose.

Occasionally, lyrical, elegiac music will be used over a battle—especially
when all other sound drops out—to emphasize the heroic pathos of the mo-
ment. This is one way of underscoring “lost causes,” such as near the end of the
opening scene of Gladiator (2000) where Emperor Marcus Aurelius mournfully
surveys the battefield as Maximus and the Romans obliterate the barbarian
army in the battle of Germania. Here, the fact that the most conventional use is
not observed—we do not hear the music we expect—is precisely what suggests
that the film at this moment is about something other than the battle—Marcus
Aurelius sees the cost of war and, like Maximus, recognizes the humanity of
those he is conquering, Yet the very fact that we can identify such a disjunction
tells us that music has a definable range of signification.

MUSICAL STYLES

The musical style of diegetic music is almost always an obvious marker of time
and place: a marching band, a gamelan, a jazz combo, a symphony orchestra—
such music is an effective means of quickly establishing a milieu. When we
hear a string quartet playing at the Christmas party near the beginning of Die
Hard (1988), we are not at all surprised to learn that those attending it are
upper management of the company. Class is hardly an accidental part of the
stofy; whose romantic strand involves a tension between John (Bruce Willis)
and Holly (Bonnie Bedelia): their marriage is strained to the breaking point
because of the difference in their respective social classes. As Robynn Stilwell
notes, classical music is also associated with-the villain in this film, giving him
an aristocratic air that darkens the associations of the music in general.’ The
opposite effect is achieved by the association of music-like Australian aborigi-
nal sounds with Paul Hogan's character in Crocodile Dundee (1986): as a result,
Dundee acquires qualities of mystery and deep-historical rootedness.

The same applies to nondiegetic music, although it must be remembered
that the symphony orchestra is not marked as such, except in the most gen-
eral sense. Jazz underscoring was frequently used in the 1950s for gritty, urban
films such as The Man with the Golden Arm (1955) or Sweet Smell of Success
(1957). Recordipgs of popular music frequently began appearing nondiegeti-
cally in the 1960s, where it could signify anything from youthful angst, as in
The Graduate (1967), to social rebellion, as in Easy Rider (1969). By the 1980s,

romantic comedies would frequently feature “compilation” scores, where the
choice of popular music style was used to delineate character and set the terms
of the romantic relationship. Clueless (1995) offers particularly good examples
of this device, with Cher (Alicia Silverstone) being associated with synthpop
and Josh (Paul Rudd) with grunge.

The topical associations of music have changed over the decades as well.
Film scholar Jeff Smith describes what happened at one critical juncture, the
early 1950s: “The [traditional] romantic idiom continued as an option through-
out the fifties, but it no longer wielded as strong an influence as Hollywood
composers began to broaden the dlassical score’s range of styles. At one end of
the spectrum, polyphonic textures, modal writing, and atonality surfaced more
regularly in the works of Miklés Rézsa, Alex North, Bernard Herrmann, and
Leonard Rosenman. At the other end of the spectrum, various jazz and pop
elements appeared in the scores of David Raksin, Elmer Bernstein, and Johnny
Mandel.”” (It should also be noted that the new popular music style of rock
and roll found its way very quickly into films and film musicals aimed at a
teenage audience, such as beach movies and Elvis Presley musicals.) Some
composers, especially starting in the 1980s, became specialists in combining
different styles, effectively creating a2 new “cross-over” style; as film music critic
and scholar Royal S. Brown describes it, “Many scores by composers such as
Jerry Fielding, Lalo Schifrin, and David Shire bring together sophisticated fac-
ets of both jazz and classical scoring.”®

LOCATION AND STEREOTYPE
Style topics are a particulatly good means of marking locale. In Captain Blood,
for instance, the arrival in Tortuga is accompanied by music with a distinct
Spanish flavor, suggesting an exoticism probably meant to evoke the spirit
of the Caribbean port. This conflation of place with ethnicity is common in
classical cinema. “Chinese” music—inevitably centered around a pentatonic
scale—might be used either for a place or a character. The establishing scene
for Hong Kong in The Painted Veil (1934) contains an excellent example of
music of this sort. Such music was also easily adapted to Japanese and other
Asian locales. An excellent later example that makes much more subtle use of
the stereotypical “Chinese” elements—but has to work around a clichéd Irving
Berlin song in the process—is Franz Waxman's music for Sayonara (1952).
“Arabian” music—or, as it was usually called in the silent era, “oriental”—
Iikewise has its distinctive figures, typically flowing, ornamented melodies us-
ing scales featuring the augmented second or lowered second scale degree, as
well as percussion. (Most of the stereotypical elements are evident in this cita-
tion from the middle section of Tchaikovsky’s “Arabian Dance” (The Nutcracker
ballet): Figure 8-3.) Such music could be used for a wide range of locations,
including North Africa, Egypt, the Middle East, and some places in southeast
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Figure 8-3. Tchaikovsky, ballet The Nutcracker, Arabian Dance (middle section).

Asia. Casablanca employs music of this sort as the “indigenous” music of the
city, most notably in scenes in the Blue Parrot café (see Figure 8-4). The same
is true for the open fifths or beating tom-toms of the “Indians.” Stagecoach
(1939) rather crudely marks cutaways to the Indians with music of this sort (see
Figure 8-5a for the contents list of a silent-film era collection and Figure 8-5b
for the opening of its “Indian Music” selection). In a different context, such
music could be used to signify the “primitive” in general. Indeed, markers of
the exotic and primitive are often quite malleable (reflecting a general cultural
conflation of the terms)—see Figure 8-6, which assigns the “oriental” to an
aboriginal group in an unspecified place in the eastern Indian Ocean.

As these examples make clear, style topics work by means of stereotypes.
Lawrence of Arabia (1962) features a number of themes that employ the “ori-
ental” topic. The theme for Lawrence (Figure 8-7a) is constructed around two
overlapping pentatonic scales, which make prominent use of the augmented
second. It is also richly harmonized and lushly scored, producing an exquisite,
exotic effect. The theme for the Arabs (Figure 8-7b), on the contrary, is harmo-
nized and scored crudely (often simply monophonic accompanied only with
drums) and based on a modal (Phrygian) scale. By contrast, the call to prayer
(00:43:32; Figure 8-7c) is rendered by solo voice alone, quasi-diegetic and
seemingly “authentic.” Here, then, are three distinct registers of the oriental
topic. It should be noted that though the last example is an actual Muslim call
to prayer, it is no less stereotypical than are the other two in musical function:
it serves to make the place exotic. A similar effect is used at the beginning of
Blackhawk Down (2001), where the use of indigenous sounding music likewise
marks the place as exotic and strange, as a place beyond understanding.

Beécause the style topics familiar from film music at least through the 1970s
(and in somewhat altered ways even after that) originated in 19th-century prac-
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Figure 8-4. Casablanca. Music for the Blue Parrot café (transcription from the sound track).
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Figure 8-5. (a) An earlier example of music written specifically to accompany silent film.
Note the contents are organized along the lines of style topics. (b) The opening of “Indian
Music” Note the minor key and stereotypical open fifths in the left hand.

tices, it will be useful to look at some lists from the silent era that reflect and
build on those older historical models. In Figure 8-8, we reproduce the sidebar
from Rapee’s Motion Picture Moods (1924), a collection of music meant to serve
as a single anthology for a theater pianist's or organist’s use. This particular
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sidebar is reproduced on every page of music in his book to allow the key- Aéroplane 2

boardist to note pages and flip quickly to an appropriate topical category for Band &

a new scene or situation. The headings cover the whole range of categories we ww.w_uo M.M

have discussed in this chapter, from mood or affect indicators (grotesque, hap- Calls 273

piness, horror, joyfulness, mysterioso, passion, quietude, sadness, sinister, but Chase 599

also neutral) to characteristic music for objects (aéroplane), groups (children, Chatter 8

national, oriental, western) or scenic situations (battle, chase, festival, love- Mmﬁmma uww

themes, parties, race, sea-storm), to musical sound effects (birds, calls, chatter). Dances 39

Dances are listed separately—whereas some would be strongly marked (ma- Gavottes 89

zurkas for Poland, eastern Europe, Russia, or gypsies; minuets for 18th-century Marches 102

high society; tangos for Latin American society, but also for strong sensual- H”MM“. s M

ity), others could serve a variety of purposes (for example, marches, but also Polkas 61

waltzes, which in the silent-film era still were markers of a traditional popular Tangos 94

music). Recall in this connection that Martin Marks used gavottes in Lady Win- Valses leates 718

dermere’s Fan not for their pastoral or other historical connotations but because ca.w“mou »“M

they “speak in accents of wit and romance,” qualities that fit “comic images of Festival 110

formal behavior and ritualized social interactions, such as constrain the film’s Fire-Fighting 4154

aristocratic characters.” Funeral 160

Perhaps because of their necessary brevity, the labels in Figure 8-8 do m”MHM_M “MM

not reflect the conflation of mood and style topic that was central to mu- Happiness 202

crnvereeee - ; . N sicians’ planning and performance for feature films in the silent film era. Horror 178

Figure 8-6. xsmwoﬁ. Fist nozaﬁ .mmn:m:n.m.q:m&&_.n accompanying thisscene uses the In the Carl Fischer Analytical Orchestra Guide, compiled by Julius S. Seredy Humorows 478

style topic of the "primitive” The music is not unlike the “Indian Music*of the Sam Fox collection . ! L Do N Hunting 188

<hown above. and published in 1929, we find clearer indications of these combinations in Impatienco  49%

headings such as “Agitatos—for General Use—see also Furioso, Battle, Storm, Joytulness 202

Hurries”; “Dramatic—for longer dramatic scenes, trials, etc., see also C Love-themes 200

Anger, Argument, Foreboding, Grief, Passion, Pulsating, Regret, Resignation, Lullables 234

Tragic”; “Hurries—General Use—see also Agitatos, Excitement, Furiosos, ““ww»n“mwo MMM

. ; — L Chase, Dramatic Pursuit, Exotic and Comi¢ Hurries”; “Love Scenes—see also Music-box 253
ﬁu = » — ==ss Love Themes and Dramatic Love Scenes for Lighter Courtship Numbers, see National 264
= Garden Scenes”; and “Mysteriosos for General Use,” with its subcategories Mo:.:: M““
“Mysteriosos—Comic (Burlesque)—see also Mystic Suspense in Comedy,” OMMMN.” 496

) ) ‘ZﬁnmnOmomIO-oRma:mlmvoowwlmmm also Comic Mysteriosos, Exotics,” Partios 523

1 S and “Mysteriosos—Heavy Dramatic.” The last of these, “heavy dramatic,” is Passion 7

=z = an instance of another level of categorization that was very common through- Wwoom&e ”Mw

out the silent era and meant to reflect differences in the intensity of mood wnaunn« ad 891

Py ~ in a scene. Several years before Seredy’s Guide, Rapee also published his own Quietude 591
B — p—— catalogue of works for sale, somewhat pretentiously called the Encyclopedia Race 599
S== — S = Railroad 608

Religloso 646
Sadness 621

Figure 8-8. Emo Rapee, Motion Picture Moods. This MM-_.mncB MMW
sidebar ran on every page of the book, giving the Wedding e

player a quick index of topic categories. Western 68

a Figure 8-7. E_\Sm:vm of Arabia. Three examples of “exotic” style topics: (a) main theme;
"o (b) music associated with the Arab army; (©) Muslim call to prayer (transcriptions from the
"¢ sound track).
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of Music for Pictures (1925). The excerpt shown in Figure 8-9 highlights the

intensity labels: “heavy” for the most serious situations, “light” for those that

tend to the comedic, and “medium” (others use the word “neutral”) for gen-
—_ eral accompaniment without a specific emphasis.
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COMPOSING FOR THE FILMS

tices and scientific production methods that characterizes
the whole system. The two aspects are inseparable in prin-
ciple, and both are subject to criticism. Public realization of
the antiquated character of these rules should suffice to
break their hold.

Typical examples of these habits, selected at random, will
be discussed here in order to show concretely the level on
which the problem of motion-picture music is dealt with
today.

The Leitmotif

Cinema music is still patched together by means of leit-
motifs. The ease with which they are recalled provides defi-
nite clues for the listener, and they also are a practical help
to the composer in his task of composition under pressure.
He can quote where he otherwise would have to invent.

The idea of the leitmotif has been popular since the days
of Wagner." His popularity was largely connected with his
use of leitmotifs. They function as trademarks, so to speak,
by which persons, emotions, and symbols can instantly be
identified. They have always been the most elementary
means of elucidation, the thread by which the musically in-
experienced find their way about. They were drummed into
the listener’s ear by persistent repetition, often with scarcely
any variation, very much as a new song is plugged or as a
motion-picture actress is popularized by her hair-do. It was
natural to assume that this device, because it is so easy to
grasp, would be particularly suitable to motion pictures,
which are based on the premise that they must be easily

1 A prominent Hollywood composer, in an interview quoted in the news-

papers, declared that there is no fundamental difference between his
methods of composing and Wagner’s. He, too, uses the leitmotif.
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understood. However, the truth of this assumption is only
illusory.

The reasons for this are first of all technical. The funda-
mental character of the leitmotif—its salience and brevity—
was related to the gigantic dimensions of the Wagnerian
and post-Wagnerian music dramas. Just because the leit-
motif as such is musically rudimentary, it requires a large
musical canvas if it is to take on a structural meaning be-
yond that of a signpost. The atomization of the musical
element is paralleled by the heroic dimensions of the com-
position as a whole. This relation is entirely absent in the
motion picture, which requires continual interruption of one
element by another rather than continuity. The constantly
changing scenes are characteristic of the structure of the
motion picture. Musically, also, shorter forms prevail, and
the leitmotif is unsuitable here because of this brevity of
forms which must be complete in themselves. Cinema music
is so easily understood that it has no need of leitmotifs to
serve as signposts, and its limited dimension does not permit
of adequate expansion of the leitmotif.

Similar considerations apply with regard to the aesthetic
problem. The Wagnerian leitmotif is inseparably connected
with the symbolic nature of the music drama. The leitmotif
is not supposed merely to characterize persons, emotions,
or things, although this is the prevalent conception. Wagner
conceived its purpose as the endowment of the dramatic
events with metaphysical significance. When in the Ring the
tubas blare the Valhalla motif, it is not merely to indicate
the dwelling place of Wotan. Wagner meant also to con-
nate the sphere of sublimity, the cosmic will, and the primal
principle. The leitmotif was invented essentially for this
kind of symbolism. There is no place for it in the motion
picture, which seeks to depict reality. Here the function of

5
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the leitmotif has been reduced to the level of a musical
lackey, who announces his master with an important air
even though the eminent personage is clearly recognizable
to everyone. The effective technique of the past thus be-
comes a mere duplication, ineffective and uneconomical. At
the same time, since it cannot be developed to its full musical
significance in the motion picture, its use leads to extreme
poverty of composition.

Melody and Euphony

The demand for melody and euphony is not only assumed
to be obvious, but also a matter of public taste, as repre-
sented in the consumer. We do not deny that producers and
consumers generally agree in regard to this demand. But
the concepts of melody and euphony are not so self-evident
as is generally believed. Both are to a large extent conven-
tionalized historical categories.

The concept of melody first gained ascendancy in the
nineteenth century in connection with the new Kunstlied,
especially Schubert’s. Melody was conceived as the opposite
of the ‘theme’ of the Viennese classicism of Haydn, Mozart,
and Beethoven.* It denotes a tonal sequence, constituting
not so much the point of departure of a composition as a
self-contained entity that is easy to listen to, singable, and

2 As a matter of fact, the modern concept of melody made itself felt as
early as within Viennese classicism. Nowhere does the historical character
of this apparently natural concept become more manifest than in the
famous Mozart critique by Hans Georg Naegeli, the Swiss contemporary of
the Viennese classicists, which is now made accessible in a reprint edited
by Willi Reich. Musical history generally recognizes as one of the greatest
merits of Mozart that he introduced the element of cantability into the
sonata form, particularly the complex of the second theme. This innova-
tion, largely responsible for the musical changes that led to the crystalliza-
tion of the later Lied melody, was by no means greeted enthusiastically

in all quarters. To Naegeli, who was certainly narrow-minded and dog-
matic but had rather articulate philosophical ideas about musical style,
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expressive. This notion led to the sort of melodiousness for
which the German language has no specific term, but which
the English word ‘tune’ expresses quite accurately. It con-
sists first of all in the uninterrupted flow of a melody in
the upper voice, in such a way that the melodic continuity
seems natural, because it is almost possible to guess in ad-
vance exactly what will follow. The listener zealously insists
on his right to this anticipation, and feels cheated if it is
denied him. This fetishism in regard to melody, which at
certain moments during the latter part of the Romantic
period crowded out all the other elements of music, shackled
the concept of melody itself.

Today, the conventional concept of melody is based on
criteria of the crudest sort. Easy intelligibility is guaranteed
by harmonic and rhythmic symmetry, and by the para-
phrasing of accepted harmonic procedures; tunefulness is
assured by the preponderance of small diatonic intervals.
These postulates have taken on the semblance of logic,
owing to the rigid institutionalization of prevailing customs,
in which these criteria automatically obtain. In Mozart’s
and Beethoven’s day, when the stylistic ideal of filigree com-
position held sway, the postulate of the predominance of an
anticipatable melody in the upper voice would scarcely
Mozart’s synthesis of instrumental writing and cantability appeared about
as shocking as advanced modern composition would to a popular-music
addict of today. He blames Mozart, who is now regarded by the musical
public as the utmost representative of stylistic purity, for lack of taste and
style. The following passage is characteristic: ‘His [Mozart’s] genius was
great, but its defect, the overuse of contrast, was equally great. This was
all the more objectionable in his case because he continuously contrasted
the non-instrumental with the instrumental, cantability with the free play
of tones. This was inartistic, as it is in all arts. As soon as continuous con-
trast becomes the main effect, the beautiful proportion of parts is neces-
sarily neglected. This stylistic fault can be discovered in many of Mozart’s

works.” (Hans Georg Naegeli, Von Bach zu Beethoven, Benno Schwabe &
Co., Basel, 19486, p. 48-9.)
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COMPOSING FOR THE FILMS

tify this use in a more or less rationalistic way. Thus situa-
tions are often contrived in which it is allegedly natural for
the main character to stop and sing, or music accompanying
a love scene is made plausible by having the hero turn on
a radio or a phonograph.

The following is a typical instance. The hero is waiting
for his beloved. Not a word is spoken. The director feels
the need of filling in the silence. He knows the danger of
nonaction, of absence of suspense, and therefore prescribes
music. At the same time, however, he lays so much stress
in the objective portrayal of psychological continuity that
an unmotivated irruption of music strikes him as risky. Thus
he resorts to the most artless trick in order to avoid artless-
ness, and makes the hero turn to the radio. The threadbare-
ness of this artifice is illustrated by those scenes in which
the hero accompanies himself ‘realistically’ on the piano for
about eight bars, whereupon he is relieved by a large
orchestra and chorus, albeit with no change of scene. In so
far as this device, which obtained in the early days of sound
pictures, is still applied, it hinders the use of music as a
genuine element of contrast. Music becomes a plot acces-
sory, a sort of acoustical stage property.

Ilustration

There is a favorite Hollywood gibe: ‘Birdie sings, music
sings.” Music must follow visual incidents and illustrate
them either by directly imitating them or by using clichés
that are associated with the mood and content of the pic-
ture. The preferred material for imitation is ‘nature,” in the
most superficial sense of the word, i.e. as the antithesis of
the urban—that realm where people are supposed to be able
to breathe freely, stimulated by the presence of plants and
animals. This is a vulgar and stereotyped version of the con-

12
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cept of nature that prevailed in nineteenth-century poetry.
Music is concocted to go with meretricious lyrics. Particu-
larly landscape shots without action seem to call for musical
accompaniment, which then conforms to the stale program-
matic patterns. Mountain peaks invariably invoke string
tremolos punctuated by a signal-like horn motif. The ranch
to which the virile hero has eloped with the sophisticated
heroine is accompanied by forest murmurs and a flute mel-
ody. A slow waltz goes along with a moonlit scene in which
a boat drifts down a river lined with weeping willows.

What is in question here is not the principle of musical
illustration. Certainly musical illustration is only one among
many mnmE»gmmo resources, but it is so overworked that
it deserves a rest, or at least it should be used with the
greatest discrimination. This is what is generally lacking in
prevailing practice. Music cut to fit the stereotype ‘nature’
is reduced to the character of a cheap mood-producing
gadget, and the associative patterns are so familiar that there
is really no illustration of anything, but only the elicitation
of the automatic response: ‘Aha, naturel’

Mustrative use of music today results in unfortunate du-
plication. It is uneconomical, except where quite specific
effects are intended, or minute interpretation of the action
of the picture. The old operas left a certain amount of
elbow room in their scenic arrangements for what is vague
and indefinite; this could be filled out with tone painting.
The music of the Wagnerian era was actually a means of
elucidation. But in the cinema, both picture and dialogue
are hyperexplicit. Conventional music can add nothing to
the explicitness, but instead muy detract from it, since even
in the worst pictures standardized musical effects fail to
keep up with the concrete elaboration of the screen action.
But if the w_coammbm function is given up as superfluous,
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music should never attempt to accompany precise occur-
rences in an imprecise manner. It should stick to its task—
even if it is only as questionable a one as that of creating
a mood—renouncing that of repeating the obvious. Musical
illustration should either be hyperexplicit itself—over-illu-
minating, so to speak, and thereby interpretive—or should
be omitted. There is no excuse for flute melodies that force
a bird call into a pattern of full ninth chords.

Geography and History

When the scene is laid in a Dutch town, with its canals,
windmills, and wooden shoes, the composer is supposed to
send over to the studio library for a Dutch folk song in
order to use its theme as a working basis. Since it is not
easy to recognize a Dutch folk song for what it is, espe-
cially when it has been subjected to the whims of an mw-
ranger, this procedure seems a dubious one. Here music
is used in much the same way as costumes or sets, but
without as strong a characterizing effect. A composer can
attain something more convincing by writing a tune of his
own on the basis of a village dance for little Dutch girls
than he can by clinging to the original. Indeed, the current
folk music of all countries—apart from that which is basically
outside occidental music—tends toward a certain sameness,
in contrast to the differentiated art languages. This is be-
cause it is grounded on a limited number of elementary
rhythmic formulas associated with festivities, communal
dances, and the like. It is as difficult to distinguish between
the temperamental characters of Polish and Spanish dances,
particularly in the conventionalized form they assumed in
the nineteenth century, as it is to discern the difference be-

tween hill-billy songs and Upper Bavarian Schnaderhiipferin.
14
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Moreover, ordinary cinematic music has an irresistible urge
to follow the pattern of ‘just folk music.” Specific national
characteristics can be captured musically only if the musical
counterpart of beflagging the scene with national emblems
like an exhibition is not resorted to. Related to this is the
practice of investing costume pictures with music of the
corresponding historical period. This recalls concerts in
which hoop-skirted elderly ladies play tedious pre-Bach
harpsichord pieces by candlelight in baroque palaces. The
absurdity of such ‘applied art’ arrangements is glaring in
contrast with the technique of the film, which is of necessity
modern. If costume pictures must be, they might be better
served by the free use of advanced musical resources.

Stock Music

One of the worst practices is the incessant use of a lim-
ited number of worn-out musical pieces that are associated
with the given screen situations by reason of their actual
or traditional titles. Thus, the scene of a moonlight night is
accompanied by the first movement of the Moonlight So-
nata, orchestrated in a manner that completely contradicts
its meaning, because the piano melody—suggested by Bee-
thoven with the utmost discretion—is made obtrusive and
is richly underscored by the strings. For thunderstorms, the
overture to William Tell is used; for weddings, the march
from Lohengrin or Mendelssohn’s wedding march. These
practices—incidentally, they are on the wane and are re-
tained only in cheap pictures—correspond to the popularity
of trademarked pieces in classical music, such as Beethoven’s
E-flat Concerto, which has attained an almost fatal popu-
larity under the apocryphal title The Emperor, or Schubert’s
Unfinished Symphony. The present vogue of the latter is
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to some extent connected with the idea that the composer
died before it was finished, whereas he simply laid it aside
years before his death. The use of trademarks is a nuisance,
though it must be acknowledged that childlike faith in the
eternal symbolic force of certain classical wedding or funeral
marches occasionally has a redeeming aspect, when these
are compared with original scores manufactured to order.

Clichés

All these questions are related to a more general state
of affairs. Mass production of motion pictures has led to
the elaboration of typical situations, ever-recurring emo-
tional crises, and standardized methods of arousing sus-
pense. They correspond to cliché effects in music. But music
is often brought into play at the very point where particu-
larly characteristic effects are sought for the sake of ‘atmos-
phere’ or suspense. The powerful effect intended does not
come off, because the listener has been made familiar with
the ctimulus by innumerable analogous passages. Psychologi-
cally, the whole phenomenon is ambiguous. If the screen
shows a peaceful country house while the music produces
familiar sinister sounds, the spectator knows at once that
something terrible is about to happen, and thus the musical
accompaniment both intensifies the suspense and nullifies
it by betraying the sequel.

As in many other aspects of contemporary motion pic-
tures, it is not standardization as such that is objectionable
here. Pictures that frankly follow an established pattern,
such as ‘westerns’ or gangster and horror pictures, often are
in a certain way superior to pretentious grade-A films. What
is objectionable is the standardized character of pictures
that claim to be unique; or, conversely, the individual dis-

16
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guise of the standardized pattern. This is exactly what hap-
pens in music. Thus, for example, throbbing and torrential
string arpeggios—which the guides to Wagner once called
the ‘agitated motif'—are resorted to without rhyme or reason,
and nothing can be more laughable to anyone who recog-
nizes them for what they are.

Such musical conventions are all the more dubious be-
cause their material is usually taken from the most recently
bygone phase of autonomous music, which still passes as
‘modern’ in motion pictures. F orty years ago, when musical
impressionism and exoticism were at their height, the whole-
tone scale was regarded as a particularly stimulating, un-
familiar, and ‘colorful’ musical device. Today the whole-tone
scale is stuffed into the introduction of every popular hit,
yet in motion pictures it continues to be used as if it had
just seen the light of day. Thus the means employed and
the effect achieved are completely disproportionate. Such
a disproportion can have a certain charm when, as in ani-
mated cartoons, it serves to stress the absurdity of some-
thing impossible, for instance, Pluto galloping over the ice
to the ride of the Walkyries. But the whole-tone scale so
overworked in the amusement industry can no longer cause
anyone really to shudder.

The use of clichés also affects instrumentation. The trem-
olo on the vammo of the violin, which thirty years ago was
intended even in serious music to produce a feeling of un-
canny suspense and to express an unreal atmosphere, today
has become common currency. Generally, all artistic means
that were originally conceived for their stimulating effect
rather than for their structural significance grow threadbare
and obsolete with extraordinary rapidity. Here, as in many
other instances, the motion-picture industry is carrying out

17
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a sentence long since pronounced in serious music, and one
is justified in ascribing a progressive function to the sound
film in so far as it thus has discredited the trashy devices
intended merely for effect. These have long since become
unbearable both to artists and to the audience, so much so
that sooner or later no one will be able to enjoy clichés.
When this happens there will be both need and room for
other elements of music. The development of avant-garde
music in the course of the last thirty years has opened up
an inexhaustible reservoir of new resources and possibilities
that is still practically untouched. There is no objective rea-
son why motion-picture music should not draw upon it.

Standardized Interpretation

The standardization of motion-picture music is particu-
larly apparent in the prevailing style of performance. First
of all, there is the element of dynamics, which was at one
time limited by the imperfection of the recording and repro-
duction machinery. Today, this machinery is far better dif-
ferentiated and affords far greater dynamic possibilities,
both as regards the extremes and the transitions; neverthe-
less, standardization of dynamics still persists. The different
degrees of strength are levelled and blurred to a general
mezzoforte—incidentally, this practice is quite analogous to
the habits of the mixer in radio broadcasting. The main pur-
pose here is the production of a comfortable and polished
euphony, which neither startles by its power (fortissimo)
nor requires attentive listening because of its weakness
(pianissimo). In consequence of this levelling, dynamics as
a means of elucidating musical contexts is lost. The lack of
a threefold fortissimo and pianissimo reduces the crescendo
and decrescendo to too small a range.
18
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In the methods of performance, too, standardization has
as its counterpart pseudo-individualization.* While every-
thing is more or less adjusted to the mezzoforte ideal, an
effort is made, through exaggerated interpretation, to make
each musical motif produce the utmost expression, emotion,
and suspense. The violins must sob or scintillate, the brasses
must crash insolently or bombastically, no moderate expres-
sion is tolerated, and the whole method of performance is
based on exaggeration. It is characterized by a mania for
extremes, such as were reserved in the days of the silent
pictures for that type of violinist who led the little movie-
house orchestra. The perpetually used espressivo has become
completely worn out. Even effective dramatic incidents are
made trite by oversweet accompaniment or offensive over-
exposition. A ‘middle-ground,” objective musical type of
interpretation that resorts to the espressivo only where it is
really justified could by its economy greatly enhance the
effectiveness of motion-picture music.

“‘By pseudo-individualization we mean endowing cultural mass produc-
tion with the halo of free choice or open market on the basis of standardiza-

tion itself.” (T. W. Adorno, ‘On Popular Music,” in Studies in Philosophy
and Social Science, vol. 1x, 1941, p. 25.)
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S. M. Eisenstein
V.I. Pudovkin
G.V. Alexandrov

A STATEMENT

THE DREAM of a sound-film has come true. With the inven-
tion of a practical sound-film, the Americans have placed it
on the first step of substantial and rapid realization. Germany
is working intensively in the same direction. The whole world
is talking about the silent thing that has learned to talk.

We who work in the U.S.S.R. are aware that with our tech-
nical potential we shall not move ahead to a practical realiza-
tion of the sound-film in the near future. At the same time we
consider it opportune to state a number of principle premises
of a theoretical nature, for in the accounts of the invention it
appears that this advance in films is being employed in an
incorrect direction. Meanwhile, a misconception of the poten-
tialities within this new technical discovery may not only
hinder the development and perfection of the cinema as an
art, but also threatens to destroy all its present formal achieve-
ments.

At present, the film, working with visual images, has a pow-
erful affect on a person and has rightfully taken one of the
first places among the arts.

It is known that the basic (and only) means that has brought
the cinema to such a powerfully affective strength is MONTAGE.
The affirmation of montage, as the chief means of effect, hes
become the indisputable axiom on which the world-wide cul-
ture of the cinema has been built.

The success of Soviet films on the world’s screens is due, to
a significant degree, to those methods of montage which they
first revealed and consolidated.

Therefore, for the further development of the cinema, the

257



258 APPENDIX A

important moments will be only those that strengthen and
broaden the montage methods of affecting the spectator. Ex-
amining each new discovery from this viewpoint, it is easy
to show the insignificance of the color and the stereoscopic film
in comparison with the vast significance of sounD.

Sound-recording is a two-edged invention, and it is most
probable that its use will proceed along the line of least resist-
ance, i.e., along the line of satisfying simple curiosity.

In the first place there will be commercial exploitation of
the most saleable merchandise, TALKING F1LMs. Those in which
sound-recording will proceed on a naturalistic level, exactly
corresponding with the movement on the screen, and provid-
ing a certain “ilusion” of talking people, of audible objects,
etc.

A first period of sensations does not injure the development
of a new art, but it is the second period that is fearful in this
case, a second period that will take the place of the fading
virginity and purity of this first perception of new technical
possibilities, and will assert an epoch of its automatic utiliza-
tion for “highly cultured dramas” and other photographed per-
formances of a theatrical sort.

To use sound in this way will destroy the culture of mon-
tage, for every ApHESION of sound to a visual montage piece
increases its inertia as a montage piece, and increases the inde-
pendence of its meaning—and this will undoubtedly be to the
detriment of montage, operating in the first place not on the
montage pieces, but on their JUXTAPOSITION.

ONLY A CONTRAPUNTAL USE of sound in relation to the visual
montage piece will afford a new potentiality of montage de-
velopment and perfection.

THE FIRST EXPERIMENTAL WORK WITH SOUND MUST BE DI-
RECTED ALONG THE LINE OF ITS DISTINCT NON-SYNCHRONIZATION
WITH THE VISUAL IMAGES. And only such an attack will give the
necessary palpability which will later lead to the creation of
an ORCHESTRAL COUNTERPOINT of visual and aural images.

This new technical discovery is not an accidental moment
in film history, but an organic way out of a whole series of im-
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passes that have seemed hopeless to the cultured cinematic
avant-garde.

The FIRST 1MPASSE is the sub-title and all the unavailing at-
tempts to tie it into the montage composition, as a montage
piece (such as breaking it up into phrases and even words, in-
creasing and decreasing the size of type used, employing cam-
era movement, animation, and so on).

The sECOND IMPASSE is the EXPLANATORY pieces (for example,
certain inserted close-ups) that burden the montage composi-
tion and retard the tempo.

The tasks of theme and story grow more complicated every
day; attempts to solve these by methods of *“visual” montage
alone either lead to unsolved problems or force the director
to resort to fanciful montage structures, arousing the fearsome
eventuality of meaninglessness and reactionary decadence.

Sound, treated as a new montage element (as a factor di-
vorced from the visual image), will inevitably introduce new
means of enormous power to the expression and solution of
the most complicated tasks that now oppress us with the im-
possibility of overcoming them by means of an imperfect film
method, working only with visual images.

The CONTRAPUNTAL METHOD of constructing the sound-film
will not only not weaken the INTERNATIONAL CINEMA, but will
bring its significance to unprecedented power and cultural
height.

Such a method for constructing the sound-film will not con-
fine it to a national market, as must happen with the photo-
graphing of plays, but will give a greater possibility than ever
before for the circulation throughout the world of a filmically
expressed idea.

(signed by) S. M. EISENSTEIN
V. 1. PubovkIN
G. V. ALEXANDROV

[Note: This historic collective “Statement,” generally assumed
to have been initiated and composed by the first of its three signa-
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tories and endorsed by the other two, first appeared in the Lenin-
grad magazine, Zbizgn Iskusstva, on August 5, 1928. All previous
English texts have been translated from a German publication of
the statement later in that month. The above is the first direct
translation into English from the original Russian text. As pre-
dicted by the Statement, progress in the technical development of
the Soviet sound-film was slow. In September of that year, the
Shorin sound-system was first tested in Leningrad, and these tests
were exhibited in March of the following year; in Moscow the
Tager system was tried out in July 1929. In August the Leningrad
studio of Sovkino constructed the first sound-stage, which was
first used for the synchronizaton of recently completed films.
Following the release of Old and New in October, arrangements
were made for Eisenstein, Alexandrov, and Tisse to go abroad to
study the sound-film.]



