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KINEMA AND/OR CONCERT HALL
Julie Brown, Royal Holloway, University of London

Our understanding of how audiences experienced live musical performances alongside 
the screening of moving pictures (and vice versa) during the early years of cinema has 
developed slowly but steadily from Gillian Anderson's work in the late 1980s, to Martin 
Miller Marks's monograph of 1997, to Rick Altman's more recent ground-breaking work. 
Much remains to be learned, however. One area of interest is the cultural status of 
'special' film scores dating from the teens and twenties, scores often compiled largely 
from existing and often concert music, and sometimes afforded specially luxurious 
instrumental resources. What sort of cultural work did the musical part of such film 
presentations do? How important were the contingencies of film presentation in the teens 
and twenties in facilitating, or conversely in constraining such work?

In this paper I shall argue that depending upon the cultural and geographical context, the 
year, the exhibitor, the music director and a variety of other contextual variables, scores 
had the potential to do double service as both concert with accompanying moving 
pictures, and moving pictures with suitably 'fit' musical accompaniment. I shall draw 
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attention to concrete discussions in early 1920s British film trade papers and newspapers 
of the potential for film music to serve a dual cultural role. At a time when debates about 
cinema's negative cultural impacts were rife, some people positively championed music's 
potential to transform this situation. I shall consider a couple of musical events at which 
this debate over music's position seemed particularly relevant: a series of films shown at 
the Royal Opera House in 1921-22, and the screening of a travelogue-cum-quest 
adventure film in 1924 (Epic of Everest), for which the original score survives. 
Notwithstanding the possibility for certain pragmatics in the selection of its constituent 
elements, the surviving compilation score suggests that a concert programming aesthetic 
may have been as important to the overall conception of this film screening event as a 
film fitting approach had been. This is consistent with the prestige of the chosen 
conductor: Eugene Goossens, Snr. 

This paper's significance lies not only in the fact that it begins to fill in some of the finer 
detail of the musical dimension of silent film exhibition; it also demonstrates that film 
exhibition spaces and events could serve double cultural roles as concert spaces and 
events. Equally, the paper starts to map out the cultural position of cinema music as part 
of the broader cultural landscape of 1920s Britain, which had ramifications for the 
development of British film music in the sound era. 

THE FILM NARRATOR IN EARLY GERMAN CINEMA
Martin Loiperdinger, Trier University

Cinematograph shows on fairgrounds as well as in town halls and fixed-site cinemas were 
part of popular entertainment which relied on live performances – not only by musicians, 
but also by commentators. Before the First World War, the film narrator was crucial for 
the competition of local cinemas: he assisted the audience in appropriating foreign films 
by performing entertaining comments which often were spoken in the local dialect. From 
1912 onward, the growing number of inter-titles in long feature films and the growing 
number of ‘better people’ visiting the cinemas in the city centres made the film narrator 
disappear (at least from urban film exhibition). 
The film narrator was a live performer, and thus he (or she) was an ephemeral being 
which usually did not leave traces. I will try to approach the film narrator’s contribution 
to film exhibition in early German cinema by presenting some relics of his (or her) 
professional activities which can be found in the trade press, in local cinema adverts, and 
in a few newspaper articles of the time. 

THE FORMATION OF SWEDISH CINEMA MUSIC PRACTICE 1905-1915
Christopher Natzén, National Library of Sweden

In 2012, the National Library of Sweden started a project to make early Swedish film 
programmes from the period 1905-1915 freely available on the Web. To date, about 8 000 
programmes out of approximately 10 000 have been digitised. A specific research topic in 
the project deals with music/sound accompaniment and the formation of a Swedish 
cinema music practice.
During this period music accompaniment to moving images in Sweden was characterized 
by a plethora of different practices. The music could be performed through improvisation, 
through well-planned accompaniment or through the use of mechanical sound carriers 
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like the gramophone. There is also evidence that the images could be unfolding without 
any music, accompanied only by comments from the audience.
With the foundation in 1907 of the Swedish Musician’s Union the music accompaniment 
began to change face becoming better integrated with the overall structure of a film 
programme. In this process the musicians were to be seen as cinema artists or as 
intermediaries between producers, distributors, cinema owners and audiences. That is, 
besides contributing music to the screening, they also added sound effects and fulfilled 
various other tasks during the run of a film programme’s various acts.
This paper focuses on the period 1905-1915 in Sweden when music accompaniment to 
moving images went through a change from the itinerant exhibitors with their 
experimental way of including music to increased standardization with the construction 
of permanent venues. Furthermore, through the formation of the Swedish Musician’s 
Union a uniform and nationwide music accompaniment was established in Sweden that 
lived on until the coming of sound film, resulting in an early sound film accompaniment 
that differed significantly from Hollywood’s musical practice.

RECONSTRUCTING THE SOUND OF ITALIAN SILENT CINEMA: CONTEXTS, 
PRAXIS, REPERTOIRES 

Marco Targa, University of Turin

Musicology has only recently addressed its attention to the study of music in Italian silent 
cinema, in its multifaceted aspects regarding the praxis, the musical repertoires, the 
contexts of production, the public. Until now researches on music in silent films have 
focused their attention on music expressly composed for a specific film, which - as is 
well-known - represents only a minimal percentage of the music played in cinemas. 
While we know a great deal about these scores, almost nothing is known about the 
everyday practice of musical accompaniment for silent movies by little ensembles (so-
called “orchestrine”) or solo pianists. Historiographies of Italian silent cinema usually 
face the lack of documentation borrowing information from North American, English or 
German literature taking for granted their effectiveness also for the Italian context: a bias 
that Rick Altman (Altman, 2004) has recently put in evidence as very frequent in silent 
film sound studies.
The aim of my research is to collect information about the Italian context (in particular in 
Turin and in Florence) trying to find which music was played in cinemas, how it was used 
to create a musical accompaniment for films and in which context it was played. One of 
the most important types of music played in cinemas was the so-called “musica per 
orchestrina”, a sort of Gebrauchmusik, used in many different occasions, in order to 
create a musical background for different situations: vaudeville, Tabarin, ballroom, Cafè-
chantants, beach club, cinemas). This repertoire has been the main source of music for 
silent cinema for three decades. More than thirty editors in Turin and the nearby area 
alone were active in publishing music for “orchestrina”. 
A large scrutiny of articles in newspapers and trade press has given much information 
about how this music was employed in musical accompaniment for film offering the 
possibility to draw a historical picture in many respects different from any other 
geographical context. Nowadays this kind of research can be useful not only for a mere 
historical purpose but also to promote a more historically documented reconstruction of 
original musical accompaniment for films, based on original musical repertoires.
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Friday, February 22, 09:00-12:15
Room 2 (Library, top floor)

Chair: Willem Strank

MUSIC AND GESTURE IN THE SILENT FILM 
Iakovos Steinhauer, Goethe University Frankfurt

"The specific moment of unity between music and film lies in the gesture. It does not 
refer to movement or 'rhythm' of the film itself, but to the photographed movements and 
their reflection in the form of the film itself. But it is far less its meaning to express this 
movement - this is the mistake of Eisenstein indebted by the idea of the Gesamtkunstwerk 
-. than to initiate the movement or more precisely, to justify them." Based on this passage 
of Theodor W. Adorno this paper intends in a phenomenological view the clarification of 
the relationship between cinematic image and music in the silent movie. The term of the 
cinematic gesture helps us to examine the essential moments of the aesthetic structure of 
specific phenomena in the audiovisual synthesis. 
Gesture in film forms a language with a semantic function analog to the music, 
representing meaning and significance, without reaching the concreteness of the dialogue. 
Especially in the silent film, which emphasizes the gestures even more than the sound 
film, compensating the loss of tone by the gestural expressiveness, raises the question of 
their relationship to music. The music appears - according to our thesis - as an extension 
of the visual corporeality of the film. The music in the silent film replaces the lost 
moment of the natural acoustic sensation of corporeality through a kind of musical 
reflexivity of visually presented actions. The image on the screen estranged from the 
audience because of its two-dimensional silent, shadowy and distant character, acquires 
the music to restore the unity between action and body consciousness.

“METROPOLIS AKTUALITÄT” AND THE LATE ZEITOPERN 
                                Alexandra Monchick, California State University

The Weimar Republic became a breeding ground for operatic reinvention. Wagnerian 
music dramas competed with Italian operas for stage time, the latter of which provided 
audiences simpler (and shorter) stories accompanied by accessible melodies. Yet, both 
faced a more aggressive opponent: the cinema. With the aim to make their new operas 
more exciting and accessible, composers during the 1920s incorporated silent film and 
filmic techniques in their operas. New operas maintained the fast pace of films; they were 
shorter, but often contained more scenes. Many incorporated films and slide projections, 
as well as techniques such as employing a moving stage to emulate a moving camera, 
blacking out parts of the stage like a split screen, and even running plots backward to 
emulate a film reel. Others contained the actual music that one would hear in the cinema. 
While several new operas were influenced by film in general, many plots were based on
filmmaking or those of specific films; others were inspired by specific films.

As Kurt Weill pointed out in the journal Melos, one film in particular, Fritz Lang’s 
Metropolis (1927), had a particularly strong impact on opera in the immediate years after 
its premiere. Weill, like several of his contemporaries, wrote topical operas known as 
Zeitopern during the 1920s. Blending elements of serious opera and operetta, the plots of 
Zeitopern were light and simple and took place in modern locales while characters used 
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phones, phonographs, and film cameras. After the premiere of Metropolis, composers 
embarked on a new kind of Zeitoper in which music was more depictive, staging was 
elaborate, and plots were longer and more serious. Of most interest, perhaps, is how these 
new Zeitopern treated contemporary politics in the same fashion as Metropolis. In order 
to gain a wide audience, these operas treated political issues as topical without underlying 
political didacticism, which was in direct contrast to a considerable amount of German 
theater at that time. Max Brand’s Maschinist Hopkins (1929), George Antheil’s 
Transatlantic (1930), and Alban Berg’s Lulu (1937) demonstrates the film’s profound 
impact, which can be seen in each opera’s staging, music, and plot.

FILM AND SOUND IN THE THEATER – SILENT FILM SOUND IN THE THEATER?
Benjamin Scholten, Johannes Gutenberg University of Mainz

Today's research on film sound and incidental music doesn’t consider the fact that the 
composers of the early 20th century worked in both sectors. Even a simple comparison of 
the two genres shows that they overlap or that there are shifts in style and the way they 
are composed.
A different and complex structure emerges, when a silent film is integrated into the 
production of spoken theater. These films are not just “silent” elements, but real film 
performances – including the use of music. For various reasons the theatre of the early 
20th century used the inclusion of films. Especially the avant-garde theatre of the Weimar 
Republic – which had its center in Berlin – must be named as a pioneer. Several examples 
are available for scientific research, but in this lecture a restriction must be made. Based 
on the productions by Erwin Piscator during those years, the use of film and sound and 
silent film sound respectively will be shown. Those productions also demonstrate his 
cooperation with well-known composers and the modernity of silent film sound and 
incidental music. 
In the first scientific study numerous questions arise, which, among others, concern the 
dominance of the two media. It is interesting to find out if those movies and the 
accompanying music were perceived as a harmonious unity or as separate parts. Maybe 
there are certain concepts that prefer one of the two and are chosen consciously. Which 
impact did the transformation of incidental music to silent film sound have? Did they 
have the same functions? Did the audience perceive both types in the same way? Which 
multimedia effects were caused by this combination of media? 
The study of film sound in the theatre or film sound as incidental music has extended the 
perspectives. Additionally this view offers new results with regard to the exploration of 
silent movie sound in German-speaking countries.

Friday, February 22, 13:45-17:00 
Room 1 (conference room, lower level)

Chair: Martin M. Marks

THE SOUND OF MUSIC IN VIENNA'S CINEMAS, 1896-1930
Claus Tieber/Anna Katharina Windisch, University of Salzburg

This paper presents the results of a research conducted over the past three years to 
investigate the sonic environment of silent film exhibition in Vienna in the period 1896-
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1930. The fragmentary material evidence and the incomplete scholarly literature on 
Austria's silent film industry and historiography compelled us to base our observations 
wholly on the remaining evidence found in trade journals, newspapers, very few sheet 
music, films and programs.
Our findings show that certain developments of cinema music in Vienna followed a 
different path compared to other well-researched traditions such as silent film 
accompaniment in the United States. These specific Viennese idiosyncrasies were related 
to the musico-dramatic art forms preceding film, to differing developments of the 
Austrian film industry, and more broadly to the particular musical environment of the 
city. In this paper we shall consider these aspects in order to explore some of the 
manifestations they lead to and consequently created situations of cinema music 
throughout the silent period that were in many respects peculiar to the city of Vienna. 

WORKERS' RIGHTS AND PERFORMING RIGHTS: CINEMA MUSIC AND 
MUSICIANS IN BRITAIN PRIOR TO SYNCHRONIZED SOUND 

Annette Davison, University of Edinburgh
                                                                
This paper explores the role of the trade union and the collecting agency in relation to 
music in cinemas through the "silent" period and on the emergence of synchronised 
sound. A brief history of the Musicians' Union and its relationship with other unions is 
followed by an investigation of the union's role in supporting cinema musicians, and its 
negotiations with the principal employers' organisation in Britain, the Cinematograph
Exhibitors' Association. This is followed by an introduction to the Performing Right 
Society (PRS), the institution established by publishers and composers in 1914 to collect 
revenue for the public performance of their music. Here the vital role that cinemas played 
in the establishment and survival of the PRS during its infancy is highlighted, alongside 
the periodically difficult relationship between the Musicians' Union and the PRS, in part 
due to the society's classification system for the licensing of music in cinemas in Britain.

GERMAINE DULAC‘S SILENT FILM LA SOURIANTE MME BEUDET (1923) AND 
IT’S SCORES BY ARTHUR KLEINER AND MANFRED KNAAK

Jürg Stenzl, University of Salzburg

Germaine Dulac's short silent film La Souriante Mme Beu det (The Smiling Madame 
Beudet, F, 1923) is highly significant for the „introduction of a subjective perspective in 
film narratives“, where „vision, hallucination, dream or memory […] have a substantial 
function.“  (Oliver Fahle, 2000). As Germaine Dulac had pursued a thorough education in 
music (only Jean Grémillon und Dimitrij Kirsanov were similarly trained) the question of 
the scores of her films in relation to the spheres of the „subjective“ and the „real 
objective“ is particularly interesting. Furthermore, in her late work Dulac developed a 
concept of „film pur“ in films that were to a considerable extent „moulded by music“. LA 
SOURIANTE MME BEDEUT is based on the successful drama with the same title by Denys 
Amiel und André Obey (1921), where, however there is no trace of the „hallucinating 
subjective“ of Dulac's film. 
We don’t know what type of music – if any – was played at the opening night of the film 
on 9 November 1922 in Paris. But from 1936 it was widely distributed in the United 
States by the Museum of Modern Art in New York, from 1939 at the earliest with music 
by the composer-interpreter Arthur Kleiner (1903-1980) from Vienna. A piano score can 
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be found in the extensive estate in Minnesota. Kleiner's music is compared with a much 
more recent score for the film (2005), a piece of chamber music by Manfred Knaak. The 
two composers‘ concept of film is analysed by means of this avant-garde film of 1923 
(which is seen by some as the „first feminist film“). An attempt is made to discuss the two 
film scores, written seventy years apart, as two different interpretations of the film in 
order to develop approaches and criteria for the history of film interpretations – here from 
a musical perspective. 

Friday, February 22, 13:45-17:00
Room 2 (Library, top floor)

Chair: Tarek Krohn

ERNO RAPÉE’S RECOVERED SCORE TO THE IRON HORSE
Peter Graff, Pennsylvania State University

Largely ignored today, John Ford’s The Iron Horse (1924) was once praised by critics and 
public alike as a landmark achievement in silent film. Today Ford is remembered among 
the most influential directors of Classic Hollywood sound film, while his work during the 
silent era—the most prolific years of his career—awaits scholarly attention. Practical 
obstacles have played a role in this neglect; source materials (reels, score, or both) have 
been mislaid over time, as is the case for The Iron Horse, the score of which was until 
2012 considered lost. While the few scholars who study this Western keep their 
discussions brief and typically neglect the role of music, I will argue that the film’s 
narrative and its treatment of race cannot be properly understood without the score.
My recent discovery of Erno Rapée’s reduced score in the archives of the State Library of 
Queensland allows for a comprehensive study of the film with its intended aural 
component. Early reviewers in Variety and Film Daily lauded the score as an essential 
counterpart to the film. In its absence scholars have advanced misguided interpretations, 
some based on makeshift or newly composed scores. One frequent misreading concerns 
the Indian characters, who are regularly viewed as barbaric enemies of America’s 
westward expansion. Rapée’s use of leitmotifs, however, identifies a white character as 
the root of the Indian hostility.

This study includes close readings of early reviews, the scant scholarly speculations on 
the music, and most important a fresh analysis of the score to show that Rapée’s music 
plays a central role in shaping the film’s narrative. Rapée abandons his typical reliance on 
the classical canon in favor of a broad palette of American folk melodies, which 
reinforces Ford’s nostalgic and Anglicized portrayal of the American frontier. Moreover, 
specific attention to the “Indian cues” reveals a backward-looking deployment of exotic 
motives rooted in minstrel and vaudeville traditions. Finally, Rapée’s shared leitmotifs 
support a narrative in which the Indian characters shed their “Brutal Savage” stereotype. 
The discovery of this score facilitates an integrated reading of the film that foreshadows 
narrative and musical practices that became standard in Ford’s successful sound films.

ROBERT WIENE'S „RASKOLNIKOW“ WITH MUSIC BY ANTON BRUCKNER
Gerrit Bogdahn, Lübeck University of Music 
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“Raskolnikov” is the third expressionistic silent film that the German director Robert 
Wiene (1873-1938) created.  Based on the Dostojewski novel “Crime and Punishment” 
(1866) it was first released in 1923, following the success of “Das Kabinett des Dr. 
Caligari” and “Genuine”, which were both released three years earlier in 1920.  
Little is known about the original cut of this film. A master survives but it is of mediocre 
quality used for a commercial DVD release. A Dutch Film Museum constructed what 
they thought was a more historically valid version that lasts fifty minutes longer than the 
original master.  
This lecture will discuss the role that music plays in “Raskolnikov”. It is not clear what 
the score for the film was. In the sparse comment notes written for the film’s release 
anything is mentioned about a soundtrack or a score written specifically for the film.  The 
Dutch Museum’s version is completely silent while the DVD reproduction has a 
soundtrack, that of the second symphony by Bruckner.  Composed in 1871-72 Bruckner’s 
absolute music provides an interesting accompaniment to Wiene’s programmatic images 
resulting in a fascinating symbiosis. With reference to two scenes in particular, this fusion 
of image and music with be discussed further in the lecture.

WHO IS AFRAID OF FED, YELLOW AND BLUE? SILENTS AND CONTEMPORARY 
MUSIC

Nina Goslar, ZDF/ARTE-Filmredaktion 

Since the 1980ies there has been an increasing interest of renowned contemporary 
composers to create new scores for silent films. Composers like Alfred Schnittke or 
Maurizio Kagel represent the first generation, today it is the generation of Olga Neuwirth, 
Michael Obst or Johannes Kalitzke who explore in their scores new ways to accompany 
silent films. The French-German cultural channel ARTE has taken a special interest in 
this type of film music and presents it in its monthly silent film programme. ARTE editor 
Nina Goslar will talk about some of these advances film scores and initiate a discussion 
in which respect they enrich film music in general or if they work better in performances 
of contemporary concert hall music.

Saturday, February 23, 09:00-13:00 
Room 1 (conference room, lower level)

Chair: Matilde Olarte Martinez

SEEING AND HEARING BROKEN BLOSSOMS: THE MUSICAL RICHNESS OF ITS 
IMAGES, THE IMAGINATIVE RANGE OF ITS ORCHESTRAL SCORE

Martin M. Marks, Massachessettes Institute of Technology, Cambridge
in preparation

“RECONDITE ARMONIE” (HIDDEN HARMONIES): OPERA AND ITALIAN SILENT 
CINEMA IN THE ARTS, TECHNOLOGY AND THE MARKETPLACE

Elena Mosconi, University of Cremona
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In the late nineteenth and early twentieth centuries, many composers of Italian opera, 
such as Puccini, Mascagni and Leoncavallo were still alive and active but their 
involvement in the new film industry was limited.
This paper aims to investigate the reasons for their apparent lack of interest and at a 
deeper level examines the many complex relationships between the two forms of 
expression. In fact, both opera and film are based on a plurality of representational codes. 
Their spectacular dramaturgy relies on a strong narrative and they both depend on a 
complex process of organization, circulation and exploitation of the performance.
In particular, the paper will discuss with reference to Italy’s position, some obscure but 
fundamental aspects present in the relationship between cinema and opera.
On the one hand I will take into account the technological aspects of the film and record 
industry, its obvious shortcomings and limited development, paying attention to the 
methods of synchronization.
On the other hand, I will analyze the relationship between film and music publishers, with 
regard to the most important figures on the national scene (Ricordi, Sonzogno). They 
were fundamental in facilitating or delaying integration between the two forms of 
expression.
Finally, I will conduct within the disciplines of both cinema and musicology, a short 
theoretical and critical survey, in order to question the gap between the real and imagined 
(or hoped for) nature of “silent film opera”.

MUSIC AND VISUAL STRUCTURE AT 20’S AVANT-GARDE CINEMA. DZIGA 
VERTOV AND THE SIXTH PART OF THE WORLD (1926)

Soliña Barreiro, Universitat Politècnica de Catalunya

Avant-garde filmmakers had a cinematographic conception that was undissociable from 
the ideas of music, rhythm and orchestration of movement. Germaine Dulac wrote about 
cinema as “music of the eye”, Walther Ruttmann suggested making “film symphonies”, 
Hans Richter understood that cinema had an “orchestration of time as aesthetical basis” 
and, according Lazslo Moholy-Nagy, cinema was the “organization of rhythm from the 
visual”; in short, Dziga Vertov thought cinema as an “art of movement”. 
The basis of Avantgardistic conception of film was emotional coordination of rhythms 
through time and space variations. As a consequence, music became a model and a 
structural support to their films. Sometimes, this conception was even turned into a 
physiological utopia in which cinema’s visual and musical rhythms were supposed to 
develop psychosomatic reactions related to modern shock adaptation, aesthetical trance or 
even rhythmic re-education. 
Dziga Vertov films are especially significant because he had experimented with music 
and he had psychoneurological education before his filmmaker career had begun. In his 
films, poetry and visual metrics were structured by means of musical rhythms, Futurist 
literary alliterations, and rhymes between image and sound. As a consequence, he has 
shaped a complex myriad of movements, emotions and perceptual states while the film 
flows. Music became the visual structure of his film work.
This paper proposes to analyze the musical-visual structure of the film The Sixth Part of 
the World (1926, Dziga Vertov) by inserting this film in the theoretical and practical 
context of the European 20’s Avant-garde and by comparing it to the other musical-visual 
experiments of Vertov as Kino-Eye (1924), The eleventh year (1928), The man with the 
movie camera (1929), Enthusiasm (1930) or Three songs about Lenin (1934) among 
others.
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THE TRADITION OF NOVELTY - COMPARATIVE STUDIES OF SILENT FILM 
SCORES: PERSPECTIVES, CHALLENGES, PROPOSALS

Marco Bellano, University of Padua

“[…] Music for the silent film was an independent, ever-changing accompaniment” 
(Marks, 1997: 6): from theatre to theatre, many different musicians would meet a single 
silent picture. As a result, each film could have a lot of different ‘scores’. Even when 
original compositions started to become more common (around 1908, Altman, 2004: 251- 
52), only the big theatres in the most important cities in Europe or in the USA were likely 
to benefit from that new music: the smaller towns (with lesser artistic resources) often 
preferring to continue with compilation/improvisation practices (Simeon, 1995: 117). The 
existence of multiple interpretations created a tradition based on the continuous 
renovation of film music.
In the contemporary age, especially since the Thames Television presentation of Abel 
Gance’s Napoléon (1927) with music by Carl Davis (1980), the repertoire of the music 
for the silents started to grow again. In the past 30 years, the venues where silent film are 
screened in a way respectful of historical practices multiplied, as well as the production of 
appropriate music.
The studies on silent film music have (occasionally) dealt with the analysis of single 
scores, but they almost never tried to take advantage of the availability of alternative 
musical interpretations of the same film. This paper will show how a comparative 
approach to silent film music analysis could be a knowledge device. By studying how 
composers gave different or equal importance to certain elements of the film, it is for 
example possible to evidence better the communicative potentials of the director’s work. 
A comparison between an old score and a contemporary one gives also insight into the 
transformation of the audiovisual language. The exposition will be supported by 
examples from different interpretations of Fritz Lang’s Metropolis (1927: Gottfried 
Huppertz, 1927, Bernd Schultheis, 2001) and Buster Keaton’s The General  1927: Robert 
Israel, 1995; Joe Hisaishi, 2004; The Alloy Orchestra, 2004).

MUSIC OF THE IMAGES: ON SERGEJ EJZENŠTEJN’S “MUSIC OF LANDSCAPE” 
THEORY

Francesco Finocchiaro, University of Bologna

Sergej Ejzenštejn’s Film Theory is deeply moulded by a precious metaphorical 
imagination: in many of its features, it takes music as an aesthetic, linguistic and 
communicative model. This “musical vocation” takes its origins from a long historical 
process: during the Twenties of the Twentieth Century, film makers and theorists – 
especially from Europe – often look on music as a reservoir of structures with solid 
syntactical properties, in order to assemble a language, a cinema language, which in that 
period was still under construction. Ejzenštejn’s thesis about the intrinsic musicality of 
silent cinema is already presented in scripts by Georg Stindt (1924), Rudolf Harms 
(1926), Hans Erdmann (1927), where the notion of rhythm seems to be the point of 
contact between music and cinema. 
The Ejzenštejnian theory about the “Music of Landscape”, explained in the essay On the 
Structure of the Things (1939), brings important new features to this long-time tradition. 
For Ejzenštejn, the landscape is emotional, empathic, «non-indifferent», and it acts as 
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music component in silent film. A sequence showing a landscape in silent cinema could 
represent the movement towards that place in which film image overlaps with music. The 
analysis conducted by Ejzenštejn on the «symphony of fogs» in Bronenoseč Potëmkin 
(1925), is the paradigm of an inherently metaphorical way of proceeding, capable of 
composing a coherent and systematic setting through the application of music 
terminology to the film grammar. This analysis of the “musical” landscape hosts careful 
references, never obvious, to minimal elements of the music form, as well as to 
macroformal structures and even to real compositive procedures, such as the fugue. 
This report will sift through the crucial points of the Ejzenštejnian argumentation, in 
order to demonstrate that the “Music of Landscape” Theory in silent cinema actually is a 
particular declension, absolutely figurative, of the nineteenth-century Formenlehre. In 
fact all of its principles seem to have been drawn on by Ejzenštejn: the organicism, the 
Goethian polarity between opposite forces, the conflict as a boost towards development, 
the repetition as fundamental basis for the form, the variation as principle of unity within 
diversity. Furthermore, the Ejzenštejnian analysis of the fog sequence will be closely 
examined, establishing a connection with the compositive choices taken by Edmund 
Meisel within his accompaniment music for Panzerkreuzer Potemkin (1926).

Saturday, February 23, 09:00-13:00
Room 2 (library, top floor)

Chair: Annette Davison

CONTEMPORARY MUSIC AND EXPERIMENTAL SILENT MOVIE. BERND THEWES 
TO RHYTHMUS 21 AND RHYTHMUS 23 BY HANS RICHTER 

Marion Saxer, Lübeck University of Music 

The German composer Bernd Thewes has been artistically involved with silent movies in 
many ways. He participated in the restoration of several silent movies; e.g. he arranged 
the film music for the very successful reproduction of Robert Wienes Rosenkavalier 
(1926) in Dresden 2006. Furthermore he has composed his own music for several silent 
movies e.g. for Carl Dreyers Die Gezeichneten (1926), which was interpreted by 
members of the Ensemble Modern. Thewes is not only a composer of film music but also 
an established composer of music in his own right. He has composed numerous pieces 
commissioned for orchestra and ensemble (www.bernd-thewes.net).
In Thewes’ two compositions to Hans Richter´s experimental films his diverse artistic 
experiences merge to create an individual compositional approach to contemporary silent 
movie music. In each of the two films Thewes develops his own strategy for dealing with 
the historical film images which results in a unique fusion of film and music. 
In ad Rhythmus 21. Musik zum Film Rhythmus 21 von Hans Richter (1921), für 
Violoncello, Trompete, Posaune, zwei Schlagzeuger, Klavier, E-Bass und Dirigent mit 
Clicktrack (2006) Thewes is concerned with the rhythm of cuts, which are characteristic 
of Richter´s films. Without doubling the rhythms or going completely ahead of them, he 
enriches the film with ideas of musical rhythm.
In ...alles weg mit klein explo... Musik zum Film Rhythmus 23 von Hans Richter (1923) 
für Violoncello, Flügelhorn, Posaune, 2 Schlagzeuger, Klavier, E-Bass und Dirigenten mit 
Clicktrack (2006) Thewes works with strategies of musical association which he uses 
very inventively and completely differently from the purely illustrative original music of 
silent movies.
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THE RELATION BETWEEN FILM AND MUSIC IN WALTER RUTTMANN’S 
ABSTRACT SHORT FILM OPUS III (1924), WITH THE MUSIC OF HANNS 

EISLER (1927)
Jörg Jewanski, University of Münster

Although the film music of Hanns Eisler belongs to the most analyzed in the history of 
film music, his first music he wrote for a film is nearly forgotten: the experimental silent 
short film Opus III by Walter Ruttmann, one of the most important avant-garde film 
directors during the 1920s. His abstract short films Opus I-IV (1921-1925), milestones of 
the genre, were first published on DVD in 2008 in a new reconstruction. Characteristics 
of Eisler’s composing for feature sound films can still be shown in this early master 
piece.

BETWEEN SILENT FILM AND SOUND FILM: ARNOLD SCHOENBERG'S 
BEGLEITUNGSMUSIK ZU EINER LICHTSPIELSZENE OP.34 AND FILM MUSIC IN 

THE TWENTIES 
Fumito Shirai, Humboldt University Berlin

Schoenberg's Begleitungsmusik zu einer Lichtspielszene Op.34 (Accompaniment to a 
Film-Scene, 1930) is almost only one work which can evidently prove the existence of 
the relationship between Arnold Schoenberg and film music.  Compared to other younger 
composers such as Paul Hindemith and Hanns Eisler, his attitude toward the film seems 
to be more conservative.  However, it is true that he planned to use a silent film for the 
performance of Die glückliche Hand (1913) and also emphasized the importance of the 
sound film in the twenties; he argued that the sound film is not a mere combination of 
sounds, images and texts, but "a new, independent method for expressing 
oneself."(Schoenberg, The Sound Film, 1927)  Although Schoenberg did not participate in 
any film productions, his correspondences with Guido Bagier, the chief of the UFA-
sound-film-department, show Schoenberg's not small interest in the film at that time.  
This paper explores the piece concerning both its musical structure and the situation of 
the accompaniment to silent film in the twenties.  At first, I will survey a relationship 
between the film and his life based on the diary of his second wife, Gertrud, and the 
unpublished autobiography of Guido Bagier.  Secondly, the situation and the aesthetic of 
accompaniment to the silent film and the emergence of the sound film is observed.  Then, 
the musical character of Begleitungsmusik is analyzed from the viewpoint of not only its 
dodecaphonic structure, but also its use of motifs.  Finally, this paper tries to point out the 
change of Schoenberg's interest in the film during the era between silent film and sound 
film from the aesthetic and sociological viewpoints.

THE „GENERAL FILM MUSIC HANDBOOK“ OF BECCE, BRAV AND ERDMANN 
(1927) IN THE CONTEXT OF HISTORICO-MUSICOLOGICAL TRADITIONS

Maria Fuchs, University of Vienna

In the paper I would like to put forward the perspective of musical hermeneutics in silent 
film accompaniment on the basis of the „Allgemeine Handbuch der Film-Musik“ (1927). 
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The Handbook offers without doubt an extensive method for accompanying silent movies 
and a general theory of the aesthetics of early film music. 
By using language for charging music with special topics, Hans Erdmann, the co-author 
of the Handbook, refers explicitly to the the similarity of musical hermeneutics and the 
accompanying style of silent movies. After this exposition I would like to focus on the 
second part of the Handbook, the so called „Thematische Skalenregister“. The register 
offers a sophisticated systematic, wherein compositions are graded by atmospheres, 
affects and topics. A large series of music titles are then provided for special types of 
visual scenes and their contextual requirements.
This approach of silent accompaniment exhibits an affinity to the thoughts of Hermann 
Kretzschmars musical hermeneutics, which he verbalized in 1902 as a general 
musicological method for understanding musical meaning. 

Saturday, February 23, 14:30-17:45
Room 1 (conference room, lower level)

Chair: Julie Brown

HANS ERDMANN'S SCORE FOR NOSFERATU AND THE IDEA OF MODULAR 
FORM

Janina Müller/Tobias Plebuch, Humboldt University Berlin

As early as 1915, Carl Van Vechten realized that the advanced montage technique of story 
telling in narrative cinema required a new kind of music: "The scene shifts constantly, 
and consequentially the time-signatures and the mood and the key must be as constantly 
shifting." In this paper we would like to put forward the idea that "modular form" was a 
solution to this problem that cinema composers in the 1920s came up with. Our concept 
of modular form is based on four principles: (1) The music consists of segments which 
(2) exhibit characteristic differences, (3) can easily be repeated, omitted and rearranged 
and (4) are flexible in themselves. While these principles are rooted in the 1910s and 
would continue in the sound era, they reached full maturity in photoplay compositions of 
the 1920s. We will discuss our concept of modular form and its practical benefits in the 
silent cinema based on Hans Erdmann's Fantastisch-Romantische Suite.

NANOOK OF THE NORTH AND THE CLASSICAL ERA SILENT FILM EXHIBITION 
Rowitha Skare, University of Tromsø

Robert Flaherty’s film is considered a classic of silent cinema but also of ethnographic 
film. Enormously popular when released in 1922, Nanook of the North is still seen on 
film festivals and in classes about indigenous people around the world. Today the film is 
available on a DVD by Criterion Collection and announced as “the original director’s cut, 
restored to the proper frame rate and tinted according to Flaherty’s personal print”.
In this paper I would like to focus on the question of originality and authenticity, 
considering the fact that the film on it's premiere in 1922 was shown as part of a stage 
show consisting of both liv and filmed programming., of which the feature film was 
merely one part of the entertainment. I would like to discuss the film as part of a bigger 
live performance like it was shown and experienced in 1922 versus todays entity on DVD 
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or at the cinema.

REMINISCENCE AS SELF-REFLECTION. ON THE MODERN SILENT FILM THE 
ARTIST (2012)

Marie Louise Herzfeld-Schild, Freie Universität Berlin

The genre of silent films experienced a triumphant revival with The Artist in 2012. As 
reminiscence, this film reflects on several levels upon the classical silent film, its 
relationship to sound and its history. Not only is this fact remarkable per se, it also 
inspires considerations about the genre of silent film in general.
Self-reflection in The Artist starts with the equalization of form and content: while, for 
example, Singin’ in the Rain (1952) deals with the transition from silent films to sound- 
and dance films from the perspective of the latter, The Artist tells this paradigm shift from 
the angle of the first. In doing so, the film conveys its individual subject in an immediate 
way. It also discusses consistently the opposition of sound and silence, of speaking and 
being silent on a work-immanent level, so that it calls attention to the aesthetics of silent 
films as well as their paradoxes. By playing with sound categories that are known as 
diegetic and non-diegetic this self-reflection is supported on the audio track. Among the 
used gimmicks we can find music for a film in the film (where the instrumental score 
contains also vocals at some parts) or soundtracks to playing orchestras and waltzing or 
tap-dancing couples as well as gramophones that remain silent while rotating, 
onomatopoeia that are placed in intertitles instead of an audible sound, or audio tracks 
that are occupied with wrong sounds (for example the falling feather that provokes an 
thunderclap when touching the ground). Last but not least The Artist quotes famous silent 
films or silent film typologies such as the dog as wordless partner in Charlie Chaplin's A 
Dog’s life (1918) or the shadows in Nosferatu (1922). 
This paper wants to show, on the basis of selected scenes, self-reflective moments in The 
Artist and place them within a larger context. The mirroring of classical silent film 
aesthetics in a modern version – with its quite humorous twists – enables a different view 
on the traditional aspects of this early chapter of the history of film and film music, and 
therefore hopes to animate the scholarly discussion.

 
NOTES ON SILENT FILM MUSIC IN THE ONLINE ENVIRONMENT: CINÉMIX AND 

THE CASE OF RADIOMENTALE
Christian Gosvig Olesen, University of Amsterdam

The recent years has seen a proliferation of digitized silent films being re-edited, remixed 
and distributed on online video platforms by artists. On portals such as YouTube, Vimeo 
and DailyMotion a large number of silent film clips circulate with new accompaniments 
consisting of an eclectic variety of musical styles. A group which has been particularly 
active on these platforms in the late 2000s is the French duo RadioMentale – consisting 
of radio documentarists and sound artists Jean-Yves Leloup and Eric Pajot. Drawing on 
inspiration from vintage soundtracks, electroacoustic music and library records of sound 
effects, they define the style of their videos as Cinémix: a digital form of reappropriation 
occurring at the intersection of DJ culture, music sampling and cinephila.
In a historical perspective the practice of reappropriating silent film to new music after 
the silent era has a longstanding tradition. As famous examples could be mentioned 
Anthony Balch's and William S. Burroughs' edition of Benjamin Christensen's Häxan – 
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Witchcraft through the Ages, with a jazz score by Daniel Humair (1922/1968) or Giorgio 
Moroder's commercial ”re-Moroder-nization” of Fritz Lang's Metropolis (1926/1984). 
With the proliferation of the cinémix, the question could be raised as to how this practice 
of reappropriation is reshaped and developed in the digital domain and if it redefines 
silent film music today. 
Departing from this question, my paper proposes a reflection on the historical and cultural 
aspects of the cinémix focusing primarily on the case of RadioMentale. First, I discuss the 
formal and narrative aspects of the genre in relation to the overview of silent film music 
developed by scholar Martin Miller Marks in his book Music and the Silent Film. Second, 
I reflect on the cinémix as a contemporary cultural phenomena discussing the relationship 
between its form and cultural context. In this part, the paper employs Rick Altman's crisis  
historiography to look at the intermedial aspects of the cinémix in the on- and offline 
environments it appears in. Finally, I combine this with the lexical method of Canadian 
theorist-historian André Gaudreault as formulated in his study of early cinema Film and 
Attraction, to analyze how the language of the user comments and the tags of the 
platforms on which RadioMentale's videos appear distance the form from previous silent 
film music practices.

Saturday, February 23, 14:30-17:45
Room 2 (library, top floor)

Chair: Claus Tieber

THE CONTRIBUTION OF KURT SCHINDLER’S COMPOSITIONS FOR SILENT 
FILMS IN THE SPANISH FILMOGRAPHY OF THE 10S AND 20S

Matilde Olarte Martinez, University of Salamanca

The German musician Kurt Schindler (1887-1935) worked for the Spanish filmography 
since his first visit to Spain in 1917 to his death in 1935. He was, in that time, a famous 
composer and editor of popular songs and appeared in daily news for several newspapers 
all over Spain (apart from the United States).
During the 20s and 30s he was commissioned by Columbia University (NY) and several 
Spanish research institutions in 1920 to do fieldwork on popular folksongs all over the 
Iberian peninsula (Spain and Portugal). With the original material collected in those 
fieldworks he wrote several soundtracks for Spanish black and white films of that period.
Through researching his papers (found in some archives and libraries of several cities in 
different countries) we can attribute to him some soundtracks for picturesque films, which 
have been lost for several decades because of their controversial significance. The study 
of the original music for this special filmography will give us more information about the 
amazing kaleidoscopic musical career of this composer.

MUSIC, SINGING AND STAGE PRACTICE IN THE CINEMAS OF UPPER SILESIA 
REGION 

Ursula Biel, Art House Cinema AMOK, Gliwice

I would like to focus on the practices of setting music and sounds to films in the region of 
Upper Silesia, the southeast most German Province after 1918, on the case of Städische 
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Lichtspiele in Gliwice/Gleiwitz OS and others. 
The first cinematographic screenings in this city had already been accompanied by 
instrumental music and singing. Once the motion pictures were delivered, the 
accompaniment performers were looked for on the spot. From the very beginning it was 
not the matter of any music but appropriately prepared and performed. Thus, the first 
show (1896) was accompanied by the Infanterie Kapelle (a local military orchestra). 
However, it is time to pay attention to some further events so as to analyze how the 
brought patterns caught on and developed in the region.
In 1918 the local authorities of Gliwice, inhabited by seventy thousand people, made a 
decision to open and run their own cinema. The founders cared about the cinema’s good 
name and prestige. Music was a very significant component of the cinema then.
The band consisted of six people, including a conductor who selected other musicians 
playing the piano, the double bass, the violin, the cello, the drums, the harmonium and, if 
it was necessary, the trumpet. One of musicians was also a singer who used to sing in the 
local synagogue as well. 
Performers were tough negotiators as far as the employment terms and conditions were 
concerned. They invoked the agreement concluded in 1920 between the local Verein der 
Lichtspieltheaterbesitzer and Musikverband Ortsverwaltung, which determined their rates 
of pay and working hours. The time spent at work could not exceed eight hours. The only 
exception was a breakdown of the film projector. Therefore in 1924, one of the cinema 
conductors wanted the projectionist to screen the film faster in order to finish work at 10 
p.m.
The opening of the UFA Schauburg in 1924 was a great challenge. The NIBELUNGEN 
première was supported by a 22-member orchestra. 
In the 1920s film music was always very diversified and adequate for a film genre, 
especially in terms of very important national occasions. In 1927, for instance, the cinema 
hosted the premiere of LAND UNTERM KREUZ, during which the choir of 300 boys sang the 
poem of a local writer to the music of a local composer. The solo parts were performed by 
the director of that cinema, Ferdynand Schwarz.

SILENCE AND LANGUAGE IN BOMBAY PRESIDENCY CINEMA
Ananya Parikh, Jawaharlal Nehru University

The history of cinema in India, currently celebrating a hundred years, is a large and 
complex history. Even in the first 20 odd years of the silent era, India was a prolific 
producer of films, a hive of frenetic activity, and had three main centres of film 
production- in the West, the East as well as the South, with 10 major studios and 
hundreds of short lived production houses. Each of these regions, while sharing certain 
features, also have specific individual histories and influences. However, until recently, 
writing on the silent period has been minimum and often confined to a general sweeping 
narrative. This is mainly because of the lack of surviving prints of the silent period- out of 
the thousand odd film produced only a handful exist. It is only in the last 20 years that 
there has been a renewed interest to revisit and rethink positions of the silent era in Indian 
cinema. This has opened up a whole range of questions and issues, including new work 
on early stardom, studio histories, relationship of cinema and the other arts, amongst 
others.
In my paper, that draws on a larger ongoing project about the silent cinema in the 
Bombay Presidency region and its relationship to the complex socio-linguistic culture and 
ethos specific to the region and the period, I argue that the emergence and growth of 
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silent cinema in the Bombay Presidency region is closely related to the cultural world of 
the languages spoken in the film producing region and draws from the social, historical 
and literary context of the same. The Bombay Presidency, a province in erstwhile colonial 
India, was the most prolific of the three film producing regions during the silent period. 
The region, with its large and diverse population and its multiple languages which 
included Gujarati, Marathi, Urdu, Sindhi, Kannada, Kutchi amongst others, had a hybrid 
and varied cultural ethos which was reflected in literature, theatre, art practices and 
eventually in the cinema made in this region. The paper will trace the multiple influences 
of language by drawing on theatre and music, print cultures and literature as seen in the 
use of inter-titles, the language used by the film narrators in this region and also the 
choice of music amongst others.

THE SOUND OF MUSIC: MUSICAL BEGINNINGS AND TRENDS IN 1920S INDIAN 
CINEMA 

Olympia Bhatt, Jawaharlal Nehru University

This paper sets out to archive the developments in India during the 1920s as technology 
and cinema set out to redefine the perception of music leading to a period of “musical 
boom” (Hughes: 2002). During this decade, music (along with other sounds) became an 
active component of the public place. Musical accompaniment to cinematic exhibition 
began as a practice by the exhibitors to develop and encourage the culture of listening 
along with the visual of the film. Further, the gramophone music industry was developing 
a stronghold in the country, and the popularity of local music recording soared with the 
influx of cheap Japanese gramophones and the setting up of a gramophone record factory 
in Calcutta. In 1927 radio broadcasting began that again contributed to the soundscape of 
the country. 
Concurrent to these above developments, Hindustani music was also setting out to define 
and modernize itself in the early twentieth century. Musicians like V.D. Paluskar and V.N. 
Bhatkhande set out a process of defining, archiving, and standardizing Hindustani music, 
which was, till then, imparted in close-knit gharanas (schools) and driven largely by 
improvisation. Their efforts also led to the development of modern methods of learning 
music and a formal notation for scripting the different ragas. This history of Hindustani 
music is pertinent to the history of music in cinema as these efforts are not just part of a 
revivalist, nationalist agenda but also a process of distancing itself from other forms like 
cinema where music played an important role. The origins of providing background 
music to films in India remain unknown though the reasons behind its introduction 
remain similar to the reasons found in film industries around the world: one, subside the 
noise of the projector and second, encourage a culture of imposed silence on the 
audience. Biographical accounts of background scorers of this period describe how film 
music was looked down upon by classical musicians even though it was a lucrative 
profession. However, some of these classical musicians like the courtesans were the first 
to record Hindustani music and some of them embraced films with the advent of sound 
technology.  
Though there was an overlapping musical history of Hindustani music and early cinema 
music, the developments of Hindustani music (as classical music) progressively set out to 
distance itself from film music. This process of differentiation was fraught with internal 
contradictions, which will be historicized in this paper. I will examine the debates around 
music during this period and argue that developments in music were invariably bound to 
technology, and, as the development of Indian talkies show, how music played a 
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dominant role in shaping cinematic sound. 
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